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Abstract 

The Herwarth Lute Manuscripts at the 
Bavarian State Library, Munich: 

A Bibliographical Study 
with emphasis on the works of 

Marco dal 1 'Aqui 1 a and Melchior Nwsidl er 

The ?resent study details a small portion of the 16th-century 

lute repertory contsinad in a series of bibliographically per- . 

plexing tablatures in the Bavarian State Library (Mus mss 266, 26_7_, 

1511d, 1511c, 1627, 2986, 2987) and one related by scribe and -- 
\ / 

concordances, Paris, Bib1 iotheque national (Ms Res 429). They 

contain nearly 400 pieces copied by same 26 different scribes, and 

are unique remnants from the 16th century, a miscellany of shsst 

music for lute of diverse in both time and place. 

Some of the Munich manuscripts passed through the library of 

the Augsburg patrician Hans Heinrich Herwarth ( 1520-1583) . Ear 1 ier 
chaptsrs are devoted to their history from the time of their 

ir~ival in the ducal 1 ibrary in 1586 through their first being 

bound and catalogued in the 19th century. Since they are fully 

understood only within the context of other music .(ran Hsrwarth's 

1 ibrary, the contents of his extraordinary music col lection are 

discussed in sane detai 1 , $01 lowed by what is known of the 1 ife 

and activities of their first owner, a man of substantial weal th 

and inf luence. 

A determination of the place and importance of the manuscripts 

is revealed upon a close bibliographical examination of hand- 

writings (using seriation), watermarks, staffliners, contents and 

musical styles, all of which help pinpoint the origins of the. 



various 'ascicles. 

A few sections o f  t h i s  repertory are selected fo r  deta i led 

coverage. These include the extended fasc ic le  devoted t o  works by 

Marco dal l 'Aquila (ca. 1480-af te r  1537) , who was act ive at  Venice 

during a crucia l  point  i n  the h is tory  of the l u t e  and i t s  music, 

when a new s t y l e  of polyphonic play was dweloping. The disserta- 

t i o n  discusses these changes i n  l u t e  tech:i;zs, ;z!zt=s th= :G 

Marco's output, and includes a canplete ed i t ion  of Marco's extant 

work, since Mus ms.266 contains unica of a l l  h i s  extant composi- 

t ions, save f o r  a handful pub1 ished i n  1536. Also transcribed are 

works by a l u ten is t  k ~ o w n  only as 'Bernardo N.,' whose works appear 

a1 ongside those of Marco. 

Other sections include fascic les containing autographs o f  the 

impor tan t Augsburg master Me1 ch i  or N e ~ s i d l  er  ( 154 1-af te r  159 1) , and 

 her^-to-fore unrecognized sources f o r  music by Albert de Rippe (ca. 

1500- 1551) . 
A thematic index and l i s t  of concordances fo r  a1 1 of the 

pisces i n  the Munich and the Paris manuscripts are inc!udcd i n  a 

sac ond vo l ume . 
Arthur J. Ness 
February 1984 
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From the Middle Ages through the l a t e  18th century, the 

l u t e  and i t s  kindred instruments he ld  a central  pos i t ion  i n  the 

domestic and professional music-making of European cultures, 

enjoying the ub iqu i ty  of today's par lo r  spinet and concert grand. 

Yet musicological study o f  the reper tory fo r  these h i s t o r i c a l l y  

important and often a r t i s t i c a l l y  s ign i f i can t  instruments has 

lagged f a r  behind that o f  pa ra l l e l  musics. 

The nature of ntany surv iv ing  sources of l u t e  music a<- 

counts i n  par t  f o r  t h i s  neglect. Some 385 p r i n t s  (excluding l a te r  

edi t  ions) and 570 manuscripts contain a manageabl e corpus o f  ,about 

58,080 works ( inc luding concordant pieces) , but tall1 ature nota- 

t i on  makes the sources read i l y  ava i lab le  only  to spe?:ia!ists. As a 

resul t the d isc ip l  ine  s t i  I 1  lacks the thorough b i  b l  iographical 

control w e r  the ar ig ina l  sources that  should precede an wa lua-  

t ion  of the mcsic i t s e l f .  

Only a few studies o i  por t ions  of the reper tory have ap- 

peared: indeed, aside from Howard Mayer Brown's exemplary Pr inted 

music beiore m: & b i b l i o a r a ~ h y  (1968) Eherafter BrwnI1,  at -  

tempts a t  wen a census o f  the reper tmy,  ca. 1480-1799, have f o r  

the most par t  been disappointing. Wolfgang Boetticher's long a- 

waited Handschrif t l  i ch  b'berl i e f e r t e  Lauten- ynJ O i  tarrentabul atu- 

ren (19781, and Ernst Pohlmann's labor of I w e ,  Laute, Theorbe, - 
Chitarrone (4th ed., 19751, have suggested something o f  the to ta l  

breadth 0 4  the repertory, but f requent ly  o f f e r  l i t t l e  s o l i d  i n fo r -  

mation. This i s  perhaps understandable,. s ince many l u t e  books, 

i i i 



especia l ly  those i n  manuscript, are of ten vague i n  d e t a i l i n g  

spec i f i c  contents. Common-place books of professional and amateur 

l u ten i s t s  may be f i l l e d  w i th  pieces that t he i r  owners entered 

c s u a l  l y  over a l i f e t ime ,  often p r w i d i n g  nei ther  t i t l e  nor com- 

poser. U n t i l  the en t i re  repertory i s  inventoried, problems of 

a t t r i b u t i o n  wen  f o r  signed pieces w i l l  continue to  plague us. 

The present study i s  of fered as a de ta i led  study o f  a small 

por t ion  of the 16th-century l u t e  repertory, that contained i n  a 

ser ies o f  bib1 iographical l y perplexing manuscript tab1 atures i n  

the Bayerische Staatsbibliothek, Munich. Some o f  these manu- 

scr ip ts ,  many of which are in tc~r -e ia ted ,  appear to  have passed 

through the l i b r a r y  of the Augsburg pa t r i c i an  Hans Heinr ich Her- 

warth (b. Augsburg, 1528, d. there, 1583) before being acquired by 

the Bavarian ducal l i b r a r y  i n  1588. The problems inherent t o  the 

manuscripts encompass the i r  desultory content, and recent mis- 

understandings about t he i r  o r i g i n  and o r i g ina l  state. 

When the music section of the Bayerische Staatsbibl  iothek 

was reorganized i n  the mid-19th century, Ju l ius  Joseph Maier, 

music l i b r a r i a n  a t  that time, surveyed the manuscripts i n  prepara- 

t i o n  f o r  h i s  published catalogue: he numbered each i tem i n  penci l ,  

but sometimes f a i l e d  t o  rea l i ze  that  a piece might be continued 

from several f o l i o s  ea r l i e r ,  or wen  la te r ,  and of ten numbered a 

s ing le  piece as two or more separate items. For example, the 

f i r s t - h a l f  o f  Mus Ms l S l l c  contains, accs~b ing  t o  Maier's 

penc i l led  numbers, ten set t ings ob 'Aspice Domine,' o r i g i n a l l y  

t i t l e d  'Aspice A,' ' Aspice B,' etc.  But when the se t t ings  <by 

Jachet da Mantua) are examined i n  de ta i l ,  i t  i s  evident that the 

i v 



designations, "A,' "Bu, etc., simply show the sequence of sections 

o f  two versions, one a simple intabulat ion, the other an em- 

be1 l ished one, "mcrz 'Ir~el i e r  handel ed, u as Le Roy's Engl i sh  

t ranslator  would say. 

The manuscripts contain nearly 488 pieces copied by some 26 

d i f f e r e n t  scribes, and ( rathcr  than representing a s ing le  t radi -  

t i o n  of 'Augsburger Lautenkunst*) are unique remnants from the 

16th century, a miscellany o f  sheet music f o r  l u t e  o f  diverse 

prwenance i n  both time and place. As now bound, the volumes 

juxtapose pieces by I t a l i a n  l u ten i s t s  of the ear ly  16th century 

(such as the Venetian Joan Ambrosio Dalza and the Paduan lu ten i s t s  

Antonio Rot t a  and Giwanni Pacol i n i )  w i th  German mid-century 

works. Many of the pieces are in tabulat ions of I ta l  ian, German and 

French vocal par tmusic,  usual l y  entered without composer a t t r i -  

bution, but inc luding wor%s by Senfl, Hofhaimer, Josquin and Marco 

Cara, f o l  lowing on the heels of others by de Rore, Lasso and 

Sandr i n . 
The undue neglect o f  these manscripts has been caused 

p r imar i l y  by the i r  confusinq state, 4ar they contain much of in te -  

res t ,  inc luding unique works by tt.? very i n f l u e n t i a l  Venetian 

master Marco dall 'Aquila, autographs by Melchior Newsidler of 

Augsburg, and sketches that  show the growth of parody r i ce rca rs  

and intabulat ions. 

Only two 09 these manuscripts have served as the basis f o r  

de ta i led  musicological invest igat ion, al though pa r t s  of a few 

'3 



others have occasionally been consulted. Kurt ~orfGller, former 

head of the Musikabteilung of the Staatsbibliothek, has shown 
1 

that Mus Ms 1512, the subject of his doctoral dissertation, was 

probably compiled by a lutenist active at the Munich court in the 

1530s and 405, and bears no relationship to other lute manuscripts 

that may stem from the Herwarth library. Dr. Dorfmt'ller did, 

howwer, survey the Herwartn manuscripts briefly and urged that 
2 

they be given further, thorough examination. 

The only manuscript from the acquisition to have received 

major attention--and exorbitant attention at that--is Mus Ms 

1511a, a very carefully copied source containing music of the 

blind lutenist Giacomo Gorzanis (ca. 1520-1576/79) and dedicated 

to Herwarth's cousin Ulrich. The manuscript contains a cycle of 

24 passamezzc-sal tarel lo pairs that, a1 ternatel y using the antico 

and modern0 patterns, ascend through a1 l of the 'major' and 

'minor' keys, causing i t  to be sensationally dubbed a 16th-century 

'well tempered lute book.' It is the subject of article: by 
3 4 

Hermann Hai Lig  in 1934, E ~ J I ~  Reichert in 1962, Paolo - 
1 

[For complete details of materials cited in the footnotes, 
6 

please see the 8ibliography.l An expanded and revised version of 
the 1952 dissertation submitted to the University of Munich has 
appeared as Dorfm~ller, Studien zur Lautenmusik. Hans Sischoff 
edited and publishsd a selction of pieces from Mus Ms 1512 as 
Lieder und ~Znze. .- - - 

2 
~orfm"u 1 er , pp. 42-3. 

3. 
Hal big, 'Eine handschrif tl ich Lauten-Tabuldtur ,' 102-1 17, 

including a thematic index. 

4 
Reichert, 'Giacomo Gorzanis' 'Intabolatura'.' 



5 6 
Possiedi in 1967, and Bruno Tonazzi in 1973, and dissertations 

7 8 
by A. Zecca-Laterza in 1963 and El-Elal lah 1973. Its contents 

9 
have appeared in complete edi t ions edi ted by Tonazzi in 1976 and 

10 
El-Mai lah in 1979. 

Otherwise the ex-Herwarth lute manuscripts have received but 

fleeting notice. Prior to the publication of Boetticher's inven- 

tory in m, and his pioneering 1943 dissertation, Maier's short 

description provided minimal information about the manuscripts. 

The l ist of call-numbers of lute manuscripts in Boetticher's 

article for U M u s i k  i ~ ?  Geschichte & Geaenwart (here-after 
1 1  

MA) is drawn from the dissertation, apparently without change. 
Understandabl y, ProGessor Boet ticher was unable to examine 

thoroughly the many manuscripts cited in his dissertation, but 

5 
Possiedi, 'I1 liuto ben tmprato.' 

6 
Tonazi, 'I1 Cinquecentista Giacomo Gorzanis.' 

7 
Zecca-Laterza, 'Giacomo Gcrzanis.' 

8 
El-Mal lah, Ein Tanzz~klus. 

9 
Tonazzi, ed., Giacomo gorzanis: Libro de intabulatura 

(15671, with a bio-bibliographical introduction. 

10 
El-Mallah, ed., Die Pass'mezzi ynJ Saltarelli. 

1 1  
Article 'Laute,' M& UIII (19601, 352-82. 



h i s  l i s t  d i d  serve t o  propagate t he i r  existence. Unfortunately,  

h i s  incomplete and a t  times vague descr ip t ions may have mislead 

some. For example, the date ' 115168' which appears on on ly  one 

f o l i o  o f  Mus. Ms. 266 led  Boott icher t o  label  the e n t i r e  manu- 

s c r i p t ,  ' d r i  t t e s  und l e t z t e s  U ie r t e l  d. 16. Jhdts. ,' al  though por- 

t ions o f  that  volume may have been copied as ea r l y  as 1536. Simi- 
12 

l a r  misinformat ion f i nds  i t s  way i n t o  the inventory. 
13 

I n  h i s  Harvard d isser ta t ion,  Lawrence Hoe drew upon Mus. 

Mss. 151!b, 151!d, 1512, 272 and 266 f o r  concordances w i t h  dance 
14 

music i n  p r i n t e d  I t a l i a n  l u t e  tabalatures, and thus served t o  

p o i n t  out the ea r l y  date and the va lue o f  the reper to ry  contained 

i n  sane o f  the Munich manuscripts, p a r t i c u l a r l y  f o r  two l a t e r  

Harvard doctoral  students. 

One, H. Co l in  Slim, examined the ex-Herwarth manuscripts 

f i r s t  hand, perceived and commented extens ive ly  on some o f  t h e i r  

--- 
12 

Boett isher,  Handschr i f t l i ch.  The accompanying index vo- 
lumes, which w i l l  prcwide informat ion about t i t l e s  o f  pieces, 
composers, etc., has not yet appeared, making the present volume 
of l i m i t e d  usefulness. Boett icher 's d isser ta t ion ,  'Studien zur 
so l i s t i schen  Lautenpraxis,' i s  usefu l  mainly f o r  the l i s t  o f  l u t e  
tab1 atures, which was pub1 ished separate1 y a f t e r  the war, wi thout  
change, as B i b l i o a r a ~ h i e  des sources de l a  musiaue pour l u t h  
(Par i s ,  1956) . 

13 
Moe, 'Dance Music . ' 

14 
Moe, pp. 219-346, passim. 



15 
inherent problems. He also indexed the r i c e r c a r s  and other 

16 
a b s t r a c t p i e c e s i n  t h e e a r l i e s t f a s c i c l e s ,  t r a n s c r i b e d a f e w o f  

17 18 
them, and attempted to separate the many copyists '  hands. 

Unfortunately the manuscripts and the bulk of the music that they 

contain were peripheral t o  the subject o f  Slim's d isser tat ion,  and 

he has not fol lowed the i n te res t i ns  1 ines o f  inqu i ry  gestant i n  

h i s  observations. 

The other, Daniel Heartz, whose Harvard d isser ta t ion  comple- 
i 9 

ments t h e s u b j e c t m a t t e r o f M o e ' s ,  published th reep ieces f rom 

Mus. Ms. 1627 t o  i l l u s t r a t e  h i s  discussion of the French dance 
20 

music i n  Attaingnant's l u t e  books o f  the 1528s. 
2 1 

I n  my ed i t i on  of the works of Francesco da Milano, I drew 

1s 
Sl im ,  'The Keyboard Riccl-car ,' pp. 219-22. 

16 
Sl im, pp. 573-7. 

17 
Sl im, pp. 606-7, 620. 

18 
Slim, p. 575. 

19 
Heartz, 'The Sources and Forms of the French Instrumental 

Dance. * 

28) 
Heartz, ed., Preludes, Chansons and Dances, pp. 124, 128. 

2 1 
Ness, The Lute Music of Francesco Canwa da M i  1 ano. 



22 
upon Mus. Mss. 266 and 1511d f o r  swera l  pieces, and seem t o  

have been the f i r s t  t o  point out that a manuscript i n  the Par is  

Bib1 iothkque nat ionale (R&. 429) be1 ongs also t o  the Herwarth 

c i rc le ,  having been copied by a scr ibe encountered i n  the Munich 
23 

manuscripts. 

A study that set f o r t h  i n  de ta i l ,  f o r  the f i r s t  time, same o f  

the many bib1 iographical problems inherent i n  the ex-Herwar th i u t e  
24 

manuscripts i s  D r .  Marie Louise ~ a r t i n e z - d i l l n e r ' s  1969 a r t i c l e .  

She discusses the or ig ina l  catalogues of the Herwarth acquis i t ion 

and Maier's e f f o r t s  t o  re-catalogue the col l ec t i on  i n  the mid-19th 

century, i i s t s  the contents of a few of the l u t e  manuscripts (Mus. 

Mss. 268, 269 and 271), points  out the various hands encountered 

through swera l  of the volumes, and pub1 ishes Cod. bav. cat.  271 

(a helpfu l  l i s t  of  p r i n t s  of instrumental music, mainly l u t e  

tablatures, prepared around 1Sbd-88). I t  i s  thought t o  have been 

made upon receipt  of the Herwarth l ib rary .  

D r .  ciallner's a r t i c l e  was prepared whi le  my own work was i n  

progress, and we sometimes met one another whi le  i n  pursu i t  o f  the 

same archival document. Our researches were, f o r  the most part ,  

car r ied  on individual l y, and a l  though we may quote the same docu- 

ment, I have always c i t e d  her a r t i c l e  f o r  mater ials and inbor- 

22 
Ness, Nos. 85 and 86, w i t h  concord.ances f o r  other works 

l i s t e d  on pp. 17-29, and a facs imi le  of Mus. Ms. 266, f o l i o  48, on 
page xxx. 

23 
Ness, p. 16, note 35. 

24 
~ a r t i n e z - G ~ I  lner,  'Die Augsburger Bib1 iothek ." 



mation that I d i d  not gather a t  the time and examine f i r s t  hand. 

I n  any went ,  the present study should, i t  i s  hoped, complement 

her work by questioning a few of her conclusions and ampli fy ing a 

few of her suggestions. 

When I f i r s t  undertook the present project,  I f e l  t that the 

corpus would serve as the basis f o r  a s t y l i s t i c  study o f  16th- 

century 1 u t e  music. The pieces--as numerous as they are--do not, 

howwer, form a continuum that can provide a prop&? Poundation f o r  

such an essay. Many of the pieces are disj1rnct i n  time and place, 

and lacunae would have t o  be f i l l e d  w i th  other materials--that is, 

a f t e r  the Munich tablatures had been shuf f led and ordered, and 

the i r  individual prwenances established. This l a t t e r ,  much needed 

task, I trust ,  w i l l  be met i n  the present study. The l u t e  manu- 

sc r i p t s  i n  Munich are best seen as pa r t  of  wider v is tas,  and i t  i s  

my hope that the present d isser ta t ion  w i l l  serve as a spring-board 

for fu tu re  scholars. 

I t  i s  best, perhaps, t o  s t a r t  broadly on several i w e l s ,  and 

then work towards detai ls.  Ea r l i e r  chapters are, therefore, 

devoted t o  the h is to ry  of the l u t e  manuscripts from the time of 

the i r  a r r i va l  i n  the ducal l i b r a r y  i n  1588 through the i r  f i r s t  

being bound and catalogued i n  the 19th century. Sin,:? they are 

best understood w i th in  the f u l l  context o f  Herwartb's other music 

(much of which was bound vocal music) , I wish to  discuss the 

contents 04  h i s  extraordinary music co l l ec t i on  i n  some de ta i l ,  

followed by what i s  known of the l i f e  and a c t i v i t i e s  of a man of 

substantial wealth and influence. While perhaps p lay ing a lesser 

x i  



role in his life than they did in the lives of his relatives and 

fel low Augsburg patricians, Herwar thgs mercanti 1 e and financial 

dealings are important in understanding how his collection, in- 

cluding the lute manuscripts, may have accumulated. 

The place and importance of the manuscripts is best under- 

taken within considerations that may be rwealed from a close bib- 

I iographical examination of handwritings, watermarks, staff 1 iners, 

contents and musical styles, all of whit? help pinpoint the 

origins of the various fascicles. 

Final ly, I would 1 ike to discuss the importance of a few 

selected portions of this repertory, particularly the rather ex- 

tended fascicle devoted to works by the early Italian lute master 

Marco dall'Aquila, a figure deserving an important niche in the 

history of lute music, comparable to that of his later contempo- 

rary Francesco da Mi 1 ano. The dissertation therefore incl udes a 

complete edition of Marcogs work, appropriate to our purposes 

since Mus. ms. 266 contains unica of all his extant compositions, 

save for a handful published in Venice in 1536. 

Other sections require 1 ess extensive coverage, but do in- 

clude fascicles containing autographs of the important German 

master Melchior Newsidler, and heretofore unrecognized Italian 

sources for music by Albert de Rippe, the phenomenal Mantuan lute- 

nist at the courts of Francis I and Henri I I, whose music appeared 

for the most part only in posthumous editions of (as we shall see) 

quest ionabl c accuracy. 

During tho y e w s  that the present ..Sissertation h ~ s  been 

xii 



underway, I have benef i ted from the counsel of many indiv iduals.  

The topic was f i rs t  suggested by John M. Ward and basic research 

undertaken i n  Munich during a two-year Ful b r i gh t  Fel lowship. Dr .  

Kurt  ~ o r f d l l e r ,  head o f  the Music Section at the Bavarian State 

L ibrary,  Dr. Marie Louise ~ a r t i n e z - ~ b . ! l n e r  and t h e i r  colleagues 

were ever he lp iu l  i n  p lac ing mater ia ls  a t  my disposal; I w i l l  

always remember the touching "welcome home8 given me by the s t a f f  

when I la te r  v i s i t e d  the l i b ra ry .  The l a t e  Gustave Reese, my f i r s t  

d isser ta t ion  advisor, always p r w i d e d  gent le urging, wen at 

moments when I f e l t  the topic too desultory f o r  proper completion. 

Abwe a l l ,  I owe special g ra t i tude t o  Stanley Boorman, the advisor 

who saw my work through completion. He and other members of my 

committee, who read a1 1 or par ts  o f  the d isser tat ion,  Elaine Brody, 

David Burrows, Mart in  Chusid, Jan LaRue and Edward Roesner, pro- 

v ided many helpfu l  suggestions. Professor Boorman's expert ise and 

eagle eye was an especia l ly  welcome f o i l  f o r  what might otherwise 

have been my embarrassing fo ib les.  O f  course, my w i f e  Charlotte 

assisted i n  countless ways, as n w i c e  word-processor and (more 

importantly) by providing moral sustrnance and f i r m  encouragement: 

i t  i s  only appropriate that I dedicate these volumes t o  her i n  

'Iremory o f  Rosetta Dorsey Ness ( 1906- 1983) . 

h h e r s t ,  New York 
October 1983 



Chapter I 

Acquisi t ion of the Herwarth L ibrary 

I n  1586 when Wilhelm 11, Duke of Bavaria (r. 1579-1597), 

purchased one o f  the great renaissance l i b r a r i e s  from the he i rs  

o f  the Augsburg patr ic ian,  scholar, f inancier and bib1 i oph i l e  Hans 
1 

Heinr ich Herwarth (1520-1583) , he f o l  lowed the t r a d i t i o n  of h i s  

predecessor, Albrecht V (r. 1550-15791, whose elegant l i v i n g  and 

a r t i s t i c  and scholar ly pursu i ts  established musicians such as 

Orlando d i  Lasso a t  the b r i l l i a n t  Munich court, and l e d  to  the 

founding of what i s  today the Bayerische Staatsbibliothek. With 

the advi:e and cooperation of another Augsburg pa t r i c ian ,  Johann 

Jacob Fugger (1514-1571,- the ducal l i b r a r y  was formed i n  1558, 

when Albrecht purchased the 2200wolume l i b r a r y  o+ Johann Albrecht 

Lriidmannste: t e r  ai,a appointed the f i r s t  l ibrar ian,  Aegidius Oertel 

of Nuremberg. (Oertel may have been a r e l a t i v e  o f  the Fuggers' 

Antwerp agent.) Af ter  Fugger's death, h i s  co l lec t ion  p r w i d e d  an 

addit ional 5000 t i t l e s ,  inc luding the l ib rary  of the Nuremberg 

scholar Hartmana Schedel (d. 1514). His l i b r a r y  brought w i th  i t  

- - - - - - - - 

1 
The name i s spel l ed var i ousl y , Hoerwar th , Herwar t , Her- 

woert, Herwarth, Hoerwert, Hoerbrot, Herbordus, etc. I am using 
the usual 16th-century spel l ing. The name may be traced backwards 
i n t o  the 12th century,. and probably re fe rs  t o  one who wa i ts  upon a 
lord, ('Her.\rW + 'Wart' to r  'Wacht'l 1 .  The family's usual heraldic 
sign i s ,  appropriately, an ow l ,  and coats-of-arms f o r  var ious 
Herwarths may be seen i n  the 'Herwarth Geschlechte-Buch', i n i -  
t i a t e d  by Hans Heinr i t i l 's uncle, .Georg I 1  Herwarth ( 1498-1569) , 
and now i n  the Augsburg Stadt-Archiv, [no sign. I. 



2 
the famous "Schledel 'sches Liederbuch". W i  lhelm's f i r s t  l ib rary  

purchase i n  1583 was a col  l ec t ion of Spanish books be1 onging to  
3 

R i t t e r  Anselm ~ t g c k e i .  Later, t o  increase the usefulness o f  the 

ducal l i b r a r y  by creat ing a union l i s t  of books and manuscripts i n  

southern Germany, W i  l helm decreed ( f o l  l owing a suggestion by Mar- 
4 

cus Welser o f  Augsburg) that a l l  Bavarian abbeys and c lo i s te rs  

submit inven t c r i es  o f  t he i r  holdings; some survive f n Cod. bav. 

cat  . 1774-80. 

The Herwarth purchase enriched the l i b r a r y  w i th  2066 l i t e -  

r a r y  volumes, p lus  448 sets of par t  books o f  vocal ensemble music 

and 50 p r i n t s  o f  works f o r  l u t e  and other instruments. Included 

were 15th- and 16th-cen tu ry  edi t ions and manuscripts of Cicero, 

Caesar, L ivy,  Q u i n t i l  ian, Aulus-Gel I ius, P I  iny, Seneca, Gal lus, 

Horace, Plutarch, Uergi l  , Curt ius 2nd sthers, and music from the 

\ 
presses of Attaingnant i n  Paris, Moderne i n  Lyon. Pha!csc ic 

Louvain, Suoaio i n  Antwerp, Rhaw i n  Wittenberg, Formschneider i n  

Nuremberg, Oeglin i n  Augsburg, Buglhart i n  Ferrara, and the f i rms 

o f  Gardano, Antico and Scotto i n  Venice, among many others. 

2 
See Hartig, Q& ~ r c n d u n ~  der ~znchner Hofbibliothek, and 

Sensberg, Die baverische B i b l i o t h e k c  pp. 6-25. For Fugger's a c t i -  
v i t i e s  ~ni3 contr ibut ions, see Gebele, 'Augsburg Bibl iophi len, '  25. 
Fugger paid about 508 f l .  f o r  the Schledel l i b r a r y  (see Lehrmann, 
Fuoaerbibliothek, I, 54-5. 

3 
See Selig, 'A German Col lect ion o f  Spanish Books,' 51. 

4 
Sensberg , 65. 



Early accounts of the Bavarian l i b r a r y  s ing le  out the Her- 
5 

warth music f o r  special mention: 

Bey der ~&arthische?, Bib l io thek war auch eine so gros- 
se Anzahl musikal ischer Bucher, dergleichen man i n  andern 
Bibliotheken n i ch t  l e i c h t  f inden wird. Es i s t  bekannt, i n  
we1 cher ~ch%!tzung O r !  ando Lasso und d ie  Musik am baier ischen 
Ho.Fe damal s waren. 

Paul von Stetten, the younger, mentions the l i b r a r y  again i n  
6 

1788 : 

Unter d i e  a1 tern schcnen Privatbibl iotheken, gehoerte 
auch diejenige Herwartische, welche Herzog N i l  helm i n  Bayern 
gekauft hat, und d ie  j e t z t  ebenfal 1s der Churfuerst l  ichen 
e inver le ibet  i s t .  Der Basi tzer war vermuethl i ch  Hans Hein- 
r i c h  Herwart, e i n  Gelehrter, der i m  Jahr 1583. gestorben 
i s t  . Darinn s ind  v i e l o  schoene Werke aus d m  XV. Jahr- 
hunder t , vorzuegl i ch  aber sehr vie1 e musikal ische, wie dann 
dzr Besitzer e i n  besonderer Freund der Tonkunst gewesen seyn 
muss. 

The co l lec t ion  i s  l i s t e d  and valued i n  an index prepared by 
f 

J, I ibrar  ian Fr  iedr i ch  Panmer around 1586. The music books 24ere 

assessed a t  110 f l o r i n s ,  a rather substant ial  sum equal t o  nearly 
8 

a quarter of Lasso's salary f o r  that year. Herwar th's was 

5 * . S. Bianconi, Let tere soma a l c u n e p a r t i c u l a r i t a  d e l l a  
Baviera, p. 55, quoted i n  Steigenberger, m, p. 33. 

6 
Kunst- 11 ,  28. -9 

7 
Munich, Bayerische Staatsbibliothek, Cod. bav. cat. 12Bab. 

8 
The book pr ices  are given i n  Cod. bav. cat.  128e, f o l  . 

15v, w i th  the music p r i ce  on 401. l l v .  Lasso's sa lary i s  given i n  
the 'Hofzahlamts Rechnung pro 1586,' 401. 479, as 450 f l o r i n s  f o r  
that same year. 



one of the most extensive co l lec t ions  o f  16th-century music w e r  

assembled, and many of the unique p r i n t s  now i n  the Musikabteilung 

of the Staatsbibl iothek may be traced back t o  Wilhelm's Herwarth 

purchase: a f i f t h  of the t i t l e s  survive i n  canplete sets only  i n  

Munich and another tenth are unica. Without a co l lector 's  zeal 

and M i l  helm's opportune purchase, knowledge of renaissance music 

would today be considerably poorer. 

The purchase i s  recorded i n  the 'Hofzahl amts-Rechnung pro  

1586, Gestell t van f v r s t l .  Zahlmeister Caspar Parts,' i n  the 

Munich Archiv frr Oberbayern , f 01. 444-444v: 

Item, Nachdem von hanns heinrichen hzrwarts sel igen 
nachgel assnen Erben, mer 1 a j  wahren, so n i t  benent worden. . . . vmb soiche summe e in  Zinns Vschreibung zugestel l t 
wordetnl. 1st  befolghen solche Posst i n  Eincam Vnnd ausgab 
zu urwarten.. . . . I n  ausgab. f. G I .  vnnderscribe[nl ur- 
khundt---- 

f l 3888: ---- 
The debi t  o f  3088 f l o r i n s  exceeds by near1 y h a l f  the 1589 

f l o r i n s  paid spec i f i ca l l y  f o r  the Herwarth l i b ra ry .  From corres- 

pondence between Wilhelm and Hans Fugger i t  i s  apparent that 

'Ant i q u i  ta tes unnd khunst st;ckhm may a1 so have been inc i uded i n  

the purchase, and i t  i s  known that Albrecht admired and cwe ted  
9 

Herwarth's co in col lec t ion  as ear ly  as 1573. Johann Sambucus 

descrlbsd i t  as we1 1 serving the a r t s  and sciences, being 'ex- 
10 

ceptional f o r  i t s  eminence and exquisiteness." Wilhelm f i n a l l y  

9 
See Mart inez-~gl lner ,  31, note 4. 

10 
Quoted i n  Stetten, Kunst-, 11, 555. 



wrote t o  Hans Fugger i n  December, 1583, about s i x  months a f t e r  
11 

HerwarthJs death, ' W i r  haben dein schreiben Hanns Hainr ich 

Herwarts Ant iqui  ta tes unnd khunst st8ckh betref fend wol empfan- 

gen. ' Apparent 1 y par t  of the payment t o  the Herwar t h  h e i r s  covered 

the coin col  lec t ion ,  a1 though t h i s  acquis i t ion i s  no 1 onger re-  

corded i n  the archives o f  the Munich Munzsammlung. WilhelmJs (or 

was i t  AlbrechtJs) in te res t  ' i n  coins appears t o  have caused a num- 

ber of persons t o  act as h i s  agent, as we1 l as Fugger. I n  a pre- 

v ious ly  uncited l e t t e r  without date w r i t t e n  f r a n  Aquileggia by a 

'Bassistaa (ac t i ve  1569-79- i n  the Munich Hofkapelle), kgost ino 

Persei (Perchi, Perssy), i t  i s  apparent that one o f  the agents was 
12 

none other than 'Sig. Orlando,' 

Desglaichen hab i c h  ermelten Sig. Orlando gebetten 
E.F.H a in  schre ib t isch le in  mi t  an t i qu i te t  pfennig, soainz 
Delmanz meins nachbaurren ge i r r s t ,  anzuzaigen, von welchem 
i c k  widerumb aus I r e r  H.G. bewelch zur antwort ernommen, Er 
hab von dcrsel b ~ r !  nac h Ff-essn? i ei; terc sachen, m i r  zuschrei- 
ben beuelch, dz herauf khamnen sollen, vnnd dz Tisch, oder 
T isch le in  sambt dzn pCeniiicj :G=!? den zwaigen Contralten 
herauss m i  t m i r  fuhren. 

An ea r l y  reference t o  the Herwar t h  - I I 1  ec t ion  and i t s  music 

appears i n  Cod. bav. cat. 128 (misce!!ane us acqu is i t ion  l i s t s ) ,  

inc luding 128e, $01. 12v (dated 4 Apr i l  15001, 'A1 iquot Musici 

L i b r j  ex Heuuart ic is ilnarum Cataloqissorum.' I n  Cod. bav. cat.  

1286, 401. 5, the 'ant iqui  tates' (coin :ol lect ion?) are mentioned 

11 
Munich, Hauptstaatsarchiv, Hoerwarth, 142. 

12 
Munich, Hauptstaatsarchiv, L i b r i  antiquitatem, IU, 239. 

Far the f u l l  tex t ,  see the Newsidler chapter, PLATES 111-IU. 



again, as wel l  as a Spanish (= Neapolitan?) tablature, perhaps a 

reference to the Sulzbach (Naples, 1536) p r i n t  o f  Francesco da 

Milano that apparently once resided i n  t h e  Herwarth l i b ra ry :  

Adhuc a l iquot  l i b p i  ex Heruuart ic is  ab Aug.ta a l l a t i  
sunt i n  Horto Ser .mi  P r i nc ip i s  v b i  ant iqui  t a t ~ s  conferuant, . . . Ein geschrieben Buch, Tabul aturae Franzosish, 
I t a l  : ::. '41. Spanich. 

The value of the Herwarth music books i s  given i n  Cod. bav. cat. 

izee, f o l .  lv :  

80 f l  14 k L i b r i  Superuacy Musicis 

and again on $01. 12 (or i s  t h i s  an addit ional estimate o f  value 

f o r  an second group, making the to ta l  f o r  music books 198 f 1 . 
14k?) : 

110 f l -- k Musici 1 i b r i  (Gebunden vnd vngebunden) 

A l  breeht's in te res t  i n  the acquis i t ion o f  music i s  re f l ec ted  also 

i n  a short 1 i s t  of scores and instruments from Raymund Fugger4's 

co l lect ion,  dated 1566, of which the fo i lowing are ~i i n t e ~ e s i  i~ 

us ( L i b r i  antiquitatem, I V ,  f;is. i78-:85>: 

No. 113. L iure de Tablature d'Espinette Contenant Mu- 
tettorum, fantasies, Chansons, Madrigals e t  gal l iardes.  
Imptri lme a Lion a 1560. [Brown1 (1560)/1: l o s t 1  

No. 115. Troys L iures De Danseries, mis: En musicus a 4 
voix par Jehan d'Estree Imprimis a Par is  1559. [Brown1 
1559/ i-33 

No. 181. Tabulatur de Gh i t te r re  Lib: 5. Contenant Chan- 
sons, fantasies, pauanes. Cmposees pCar1 Adrian l e  Roy. 
[Brown I 155 1/3, 1556/8, 1552/3, 1553/3, 1554/41 

No. 183. Tabulatur de l u t h  l i b r i  6 Contenant Mutettz, 
Chansons, fantasies, Pauanes per Adrian l e Roy. 



Raymund's music books, however, found the i r  way t o  Vienna, 

and i t  i s  perhaps incorrect t o  ascribe large por t ions o f  the 
13 

Wunich co l lec t ion  t o  the Fuggers. 

For the Vienna sale on June 2, 1576, Fugger rea l i zed 91 1 f 1 

14 k f o r  h i s  l ib rary .  I t  included ' t i n  quarto:] 1 A l l t t  geschri- 

ben Lauttenbuch auf f  d i e  Welsch Tabulatur [ t he  Raymund Fugger Lute 

Book, copied whi le he was a student i n  Bologna], land1 . . . 
Ungebundne g e t r k ~ t  gsanq buecher an ainem buendel zusamen 

14 
knuepf f t . ' 

geta i led acquis i t ion l i s t s  were prepared when Her- 

warth's co l lec t ion  was logged i n t o  the ducal l i b ra ry .  O f  in te res t  

t o  us are Cod, bav. cat. 115, 'Musica vocal is,' and Cod. l a t .  mus. 

271, 'Musica instrumentalis,' both apparently i n  the hand o f  

Fr iedr ich Pomner. Cod. bav. cat. 115 l i s t s  the composer, t i t l e ,  

date, and place of publ icat ion of 440 sets of partbooks, and Cod. 

l a t .  mus. 271, 49 p r i n t s  of instrumental music (mostly l u t e  

tablatures). The 1 i s t s  include a wide range oC pub1 ishers ac t ive  

i n  I t a l y ,  Germacy, France and The Lowlands between 1512 and 1583, 

the year of Herwarth's death. O f  the vocal music, 55 t i t l e s  (11%) 

13 
C f .  -2, 'Fugger,' VII, 8-9. Also see Lehmann, 

Fuaaerbibl iotheken , passim. 

14 
Cited i n  Hartig, p. 38, note 1. 



now survive as unique copies i n  Munich, and 81 (18%) provide the 

only known complete set o f  partbooks, many being elsewhere repre- 

sented only by a s ingle partbook o r  two. The t i t l e  l i s t  of in-  

strumental music includes f i v e  unica, and other works w96ch have 

been los t ,  inc luding Petrucci's Book I11  (Gian Maria Alemannil, 

The acquis i t ion 1 i s t s  show that Herwarth's extensive col  l ec t i on  
15 

r i v a l l e d  Ferdinand Columbus's i n  scope. A f i r s t  impression sug- 

gests w i l d  abandon i n  purchases. Closer examination r w e a l s ,  how- 

ever, that i t  was gathered w i  th thought and careful  planning. 

There are v i r t u a l l y  no dupl i ca t i ons  o f  the same, or l a te r ,  edi- 

t ions  o f  a publ icat ion, and an obvious attempt was made t o  pur- 

chase complete series of anthologies and works by favored com- 

posers, such as Lasso, Lupi D id ie r  11, Jacobus Kerle, F e r r e t t i ,  

Buus, Utendal, Portinaro, Ivo de Vento, Wi l laer t ,  St r igg io,  Lech- 

ner and Wert. 

Thus A t  taingnan t ' s  chanson series, books I - X X W ,  comprises a 

complete set gathered from a number o f  edit ions, 'en deux' and 'en 
16 

ung e t  ?n d c ~ x  v o l ~ r n e s , ~  as DanieP Heartz has shcwn. Likewise 

complete are Moderna's I& Baranclon das chansons, books I- IX (1538- 

431, h i s  Mo te t t i  f i o ~ q  (a 41, books I - IU (1532; 1539). An 

i r regu lar  ser ies  of Moderne motet pub1 icat ions, the Liber 

----p-pppp ~- -~ -~ - - -  p- -p-ppppp 

1s 
For de ta i l s  on that  l i b r a r y  and i t s  music, see Chapanan, 

"Columbus. ' 

16 
See Heartz, Attainanant, p. 74. 



mottetorum ad auinaue . . . vocum, includes Books I 1  (15321, 111 - 
( 1542 t p r i n  ts dated 1538 and 1530 are also known]) , IV ( 1539) , and 

V Ci542), suggesting that i t  was f i l l e d  out i n  several purchases. 

Book I 1  may have been acquired a f t e r  Book I had gone out o f  p r i n t ,  

Book IV, before Book 111 had been repr inted i n  1539, and S ina l l y  

Books I I I and V i n  1542, or shor t ly  thereafter. 

A l l  genpes o f  16th-century music were purchased wi th  an 

almost obsessive regu lar i ty ,  i t  seems, and scarcely a year be- 

tween 1530 and 1583 i s  not represented w i  th one or  more books, a l  - 
though surpr is ing ly  few bear an Augsburg imprint. Noticeable 

l acunae appear between the years 1944 and 1546 (f o l  lowing Her- 

warth's f i r s t  marriage i n  1544 and before the b i r t h  of h i s  f i r s t  

c h i  I d  i n  March, 1-9461 1558 and 1553 (a  time when many Cathol i c  

Augsburg patr ic ians,  inc luding Herwarth, f l e d  t o  avoid the Schmal- 

kal  dian confusion) , and 1563 and 1566 (a period f o l  lowing upon an 

epidemic o f  plague i n  Augsburg, during December 1563, and h i s  

f i r s t  wife's death during c h i l d b i r t h  i n  January, 1564). Patterns 

i n  the purchases r e f l e c t  a young man's growing erud i t ion  as !ute 

music and chansons, which appear i n  F a i r l y  large numbers w i th  

ear ly  dates o i  imprint,  are gradually replaced i n  emphasis w i th  

madrigzls and motets. Pa r t i cu la r l y  large quant i t ies of l u t e  music 

bear dates before 1547, whole concentrations of motets come later ,  

i n  1553-96, 1569-7 1 and 1576-8 1. 

Herwarth's co l l ec t i ng  habi ts  exh ib i t  a renaissance fascina- 

t i o n  f o r  all-embracing knowledge, as i l l u s t r a t e d  by Conrad Ges- 

nor's Pandectae o f  1548, a bib1 iography that c l  asoif  ies, so r t s  and 

l i sts  a vast number of books. Gesner inc l uded among the music 



books items which he examined i n  Herwarth's l i b r a r y  i n  1545, and 

which he apparently also examined i n  1559 f o r  a l a t e r  ed i t i on  09 
17 

h i s  'partit ionum universalium l i b r i , '  as he ca l l ed  i t .  

A complete composer-title l i s t  w i l l  appear i n  H. Col in 

Sl im's iorthcoming a r t i c l e  i n  Annales musicoloaiaues. A1 though a 

de ta i led  analysis of the Herwarth co l l ec t i on  l i e s  beyond the 

presen t study , a few observa? i ons shou i d be made, par t i  cu 1 ar 1 y 

since they may confirm bctes and prwenances f o r  sme of the l u t e  

manuscripts. 

The col lec t ion  consisted of 26 bound volumes ( inc luding two 

manuscripts) and 18 bundles o f  unbound materials.  Pommer l i s t e d  

the p r i n t s  i n  the order i n  which they appear i n  the bound volumes, 

and (except f o r  the two 1 os t  ones mentioned be1 ow) a1 1 have sur- 

v ived a t  the Bavarian State L ibrary i n  t he i r  o r i g ina l  bindings. 

Pr esen t Contents 
She1 f Nos. 

Cod. bav. cat. 
Acquis i t ion 
Number 

103, 31, Chansons (Attaingnant, 1539-58; 1528- 1, 24a 
35) 

108 Chansons (Susato, 1543-58) , 8 
182-3 Chansons (Moderne , 1538-43) 19 
48 Chansons and madrigals ( 1529-38) 25 
163, 184, Motets ( 1532-42) , ( 1555-59) , ( 1538- 2, 5, 10, 
106, 12, 49) , ( 1538-45) , ( 1553-55) 16, 17 43 

17 
See Lawrence Bernstein, 'Music i n  Conrad Gesner's Pan- 

dectae (15481.' Since Oeoner does not always p r w i d e  dates o f  
publ icat ion, Professor Bernstein may have an i t t ed  sane correspon- 
ding p r i n t s  i n  h i s  table, pages 138-33. Parunerrs l i s t s  are, o f  
course, of great value because they do p r w i d e  camplete bib1 i o -  
graphical c i ta t ions,  inc lud ing  dates o f  publ icat ion. I have not 
examined la te r  edi t ions o f  Geoner's work. 



l ost 
l o s t  
159 
52 

155, 96, 
95 
15, 167 
28 
135, 142 
Ms. 1581, 
Ms. 1588 

Motets (1568) 
Motets and psalm set t ings (1554-78) 
Masses ( 1937-39) 
Motets, chansons and madrigals 

( 1548-52) 
Motets and madrigal s ( 1547- 1557) 
Motets, Lieder and Napol i tane 

pub1 . i n  Germany ( 1536-39) 
Madrigal s ( 1542-68) , ( 1535-68) , ( 1539) 

Lieder (1566-801, (1539), (1512) 

Works of Lasso ( 1555-66) , ( 1578-71) 
Manuscripts 

Due t o  the large number o f  pub1 icat ions from Venice, the 

s i tua t ion  with unbound music i s  more complicated. O n ! y  a fesr bear 

dates before 1555, and those bound volumes aCter that date may 

preserve favored music, such as the f a i r l y  complete sets of works 

by Lasso. Less-favored Protestant psalms and popular Napolitane 

remained, fop the most part, unbound. 

The bundles were grouped roughly by genr?, and, one sus- 
18 

pects, indexed according t o  the order received: 

Con tents Acquisi t ion 
Numbers 

Motets and other sacred music X4-5 ,X7-8, X 15- 16 
Motets, psalms and chansons X 13 
Chansons and madrigals X6 
Madrigal s XI-2, X9-12 
Napol i tane X 14 
Lieder X3 
[Manuscripts X17-181 

18 
I have retained the or ig ina l  numbers given i n  Cod. bav. 

cat. 113, w i th  an 'X' to  indicate tha numbers given t o  the bundles 
of unbound pr in ts .  P m e r ' s  acquisi t ion numbers are fo r  the most 
par t  arb i t rary.  



For the contents o f  each bundle, Pommer l i s t e d  the t i t l e s  i n  

alphabetical order according t o  a praminent word i n  the t i t l e ,  
19 

e.g. bundle 10, ( the under1 in ing  i s  mine) : 

Madrigali a t r e  voci . . . per && Gardano . . . 
Musica l i b r o  p r i m  . . . d i  Adriano Wigliaro . . . 
And: Gabr ie l i  l i b r o  primo de madrigali . . . 
Archadelt l i S r o  primo . . . 
Hagdalena Casulana il secondo . . . 
Bal dessar Donato i 1 secondo . . . 
I 1  Desiderio primo l i b r o  . . . 
Francesco Portenaro . . . 
Gio: Bat: da l l a  Gostena - 
Jachct Berchem . . . 
Unica include co l lec t ions  o f  chansons by Lupi Did ier  T I  - 

(Lyons, 1548) and Lasso (Louvain, 1564) , and the important Venti- 

cinaue canzoni (Venice: Oardmo, 1538). The famous, near1 y com- 

plete, sets of chanson put1 ica t ions  i n  dour and 'en ung e t  deux 

volumes' of P ier re  Attaingnant (Paris, 1528-50) forms the largest 

group of unicr,,. Books af madrigals are represented by the 

anthologies & l a  fama (Scotto, 1548) and La E le t ta  d i  t u t t i  

(Zorzi , 1569) and pub1 ica t ions  devoted t o  Renaldi (1569) , Vespa 

( 1576) , Nasco ( 1555) , Cossa ( 1569) , Verdei o t  and others ( 1537) , 
and Magi e l  l o ( 1568) ; Nap01 i tane by Ost i ano ( 1579) , Scozzese ( 1579) 

and F e r r e t t i  (1574); books of L i e d ~ r ,  published by Schoeifer i n  

E r f u r t  and by Schoeffer & Apiar ius i n  Straasburg, and by composers 

Paix < 1568) and Lechner ( 1577) . Among unique p r i n t s  of sacred 

music are Wal ther's Cantu se~tem vocum (19441, Lusi tano's E~iaram- 

---------------- 
19 

The inventory o f  instrumental music i n  Cod. l a t .  mus. 271 
i s  arranged s im i la r l y ,  w i th  the ~amnelbxnde gathered together i n  
s ingle e n t r i ~ s .  See ~ar t inez-081 lner , pp. 44-8. 



matica (15551, Bourgeoise's psalms (1547) and Morales' Re1 iauorum 

musica (1543). 

Unique among the instrumental works are the tablatures o f  

Paladin (Lyons, ca. 15471, Le Roy (Book 111, Paris:  15521, Mor- 

laye, psalms ( ib id. ) ,  and Be l i n  (Paris, 1556). 

At the time of J u l i u s  Joseph Maier's survey o f  the Munich 

col  1 ec t i o n  around 1860 sane 50 t i t l e s  had disappeared f r a n  the 

Herwar th acqui s i  t ion  : two bound vol  umes (acquisi  t i  on numbers 6 and 

7) w i th  a to ta l  of  24 t i t l e s ,  and frm unbound materials,  27 

t i t l e s .  Most e f  the missing items are f a i r l y  l a te ,  suggesting 

that  they may have been l o s t  whi le s t i l l  current and i n  p rac t ica l  

use. Pomner's acqu is i t i cn  1 i s t ,  which a prima v i s t a  seem rather  

haphazard, is actual l y  q u i t e  accurate. I n  checking i t  against 

present holdings i n  the Bavarian State L ibrary and modern inven- 

to r ies ,  such as w, Char lot te A. Kolczynski and I were able t o  

d i s c w e r  only two instances o f  incorrect  dates i n  a l l  440 entr ies. 

Thus i t  seems qu i te  possib le that the l os t  i tems d i d  indeed in -  

clude the following, .which are  no longer extant (most of the items 

are, morewer, confirmed by en t r ies  i n  the Le ipz ig  f a i r  catalogues 
26 

summarized by Alber t  Goehler) : 

1. Mathias Gastr i  tz,  bateinisch vnd Teutsch Gesenq, 
Nuremberg, 1549. CGoehler, 1.244; pub1 . by U l r i c h  Neuber . l  

20 
Goehler, Verzeichnis. The numbers separated by a decimal 

po in t  re fe r  t o  items i n  Ooehler'o volume one. 



2. Cipriano de Rore and Jachet Berchem, Salmi a 
guatro voci  a un choro, Venice, 1559. [Cited i n  Goehler, 
1.824; an e a r l i e r  ed i t ion  of 1970/2 ? I  

3. Jacobus Kerle, Cantio i n  aratiam Melchior is Lincken 
Auaustano, Nuremberg. 1574. CLinck was an in-1 aw o f  Hans 
Heinrich Herwarth.3 

4. Cipriano de Rore, Pririio l i b r o  d e l l e  f iamel le,  Venice, 1576. 

5. Paulo Bellasio, CPrimol l i b r o  de l l e  f iamel le,  a 3-4, 
Venice, 1579. [Cited i n  Goehler, 1.57.1 

6. Orazio Vecchi, Canzonette, Nuremberg, 1588. CCf. 
Goehler, 1.940, where ed i t ions  from 1591 are ci ted. This  
P m e r  entry  suggests tha t  Vecchi's vary popular canzonette 
reached Germany much ear l  i e r  than p r w i o u s l  y known. I 

7. Leonhard Lechner, Sacrarum cantionum, Liber I, Nu- 
remberg, 1591. CGoehler, 1.542, c i t e s  a Liber I 1  dated 
1581.1 

The instrumental pieces d i d  not f a re  as wel l .  O f  the 49 

t i t l e s ,  24 are now missing from the Munich col lect ion,  and three 

are unknown i n  extant copies, inc luding the sadly l os t  f ou r th  

Petrucci book containing works by h i s  only  ed i to r  t o  have enjoyed 

an in ternat ional  reputation, Gian Maria Alemanni. L is ted  a lso are 

\ 
1 u t e  books by Ger l e ( 1533) , and a 1547 edi t ion o f  Phal ese's Carmi - 
num auae chel vs. Hel chior Newsidl er's 1966 Venet ian books, then - 
bound w l  th the present Mus Ms 1627, were sent t o  Ber 1 i n  as 

dupl icates i n  1861 and disappeared during World War 11, a1 though 

presumably they survive among the ex-Berlin mater ials recent ly  

acknowledged i n  Cracow. 

These volumes (which are, f o r  the most part ,  gathered by 

genre and make up complete sets) p r w i d e  a prel iminary terminus 

post auern f o r  date and place of purchase. Addit ional evidence 



may, of course, l a te r  support more precise dates, since unbound volumes 

a lso f a l l  i n t o  patterns o f  dates, f o r  example, 

( 1) Chansons pub1 ished from 1528 through 1538 by At- 
taingnant (acquis i t ion numbers 24 and 25) complement those 
from 1539 through 1558 (acqu is i i t ion  no. 11, suggesting that  
ear ly  Parisian purchases were accumulated and bound ca. , 
1539, and a second, 2. 1558. 

( 2 )  The date 1558 fo r  purchases i n  northern France and 
The Low1 ands coincides wi th the volume of chansons publ ished 
by Susato i n  Antwerp between 1543 and 1558 (acquis i t ion no. 
8) . 

(3) Likewise a cut-off  date of about 1539 holds f o r  
vol umes o f  masses and motets pub1 ishea between 1537 and 1539 
i n  Paris, W i  ttemberg, Nuremberg, Ueni'ce and Ferrara, (acqui- 
s i t  ion nos. 14 2nd iQ , and i n  Lyons, !53? t o  1542 (acquisi- 
t i on  no. 3). 

(4) Sequels t o  (11, (2) and (3) are p r w i d e d  by volumes 
of motets pubiished i n  Augsburg, Wittemberg, Nuremberg and 
Uen i c e  between 1538 and $549 (acqui s i  t ion no. 18) , and a 
mixed volume o f  motets, chansons and madrigals publ ished i n  
Paris, Venice and Lyons between 1537 and 1552 (acquis i t ion 
no. 3). 

(5) Simi lar re la t ionsh ips  ex i s t  wi th bound volumes 
containing p r i n t s  a f t e r  about 1550. Thus, f o r  example, a 
volume (acquis i t ion no, 11) devoted t o  motets, madrigals and 
chansons by Lasso (An twerp: 1555- 1566; Lauvai n : 1555- 1566; 
and Ueniee: 1564-15641, extending i n  each instance t o  1566, 
i s  fol lowed by anothor mixed Lasso volume devoted to  works 
publ ished i n  Par is  between 1578 and 1571 (acquis i t ion no. 
12). I t  seems unusual t o  mix Lasso genres when the usual 
pat tern i n  the bound volumes i s  t o  group p r i n t s  by genre 
and/or number of voices. 

A number of deduct ions may be advanced from informat ion such 

as that tabulated abwe. 

A. Susato's Antwerp series: 

Chansons, books I -X I I I :  1543-50 
Ecclesiaticarum cantionum, books 19111 (1553; Book 
IU, 1554). 



Waelrant & Laet's, a lso from Antwerp: 

Sacrarum cant ionum, Books I -V ( 1554-56) 
Jardin musical, Books 1-1 I I ( 1556) 
Louys: Pseulmes c inauan t e  ( 1555) 

The Susato series of chansons continued w i t h  book XIV pub- 

l ished i n  1555, and the Ecclesiasticarum, w i th  books IX-XIV ap- 

pearing between 1534 and 1357. This suqja-;*q, that  the Susato 

purchase was made between 1 ate 1593 and 1554 ( a f t e r  Book I, ,r' 

gone out o f  p r i n t  the f i r s t  time). The Waelrant & Lrct series 

seems t o  cease w i th  p r i n t s  dated about 1556. Were these purchased 

during a second v i s i t  t o  Antwerp, perhaps a f t e r  a few months's 

stay i n  Louvain? 
\ 

Certainly t h i s  suggestion i s  confirmed by a Phalese series, 

Cant i onum sacrarum, Books I -VI I I ( 1554-55) . The Herwar t h  

acquis i t ion includes a copy o f  a second, 1555, p r i n t i n g  of Book I 1  

( f i r s t  published i n  1554), which had apparently been exhausted by 

\ 
1555. Thus i t  seems that t h ~  Phalese ser ies  was purchased i n  the 

ear ly  par t  of  that year (before r re tu rn  through Antwerp when the 
2 1 

Wael rant  and Caet purchase was made?) . 

B. A ser ies o f  publ icat ions by a s ing le  composer, or a set 

of anthologies, i s  sometimes f i l l e d  out w i th  the i ~ c l u s i o n  o f  a 

volume from a l a te r  p r in t ing ,  or w e n  ( p a r t i c u l a r l y  i n  the case o f  

Venetian pr in ts )  from a r i v a l  pub1 isher, e.g.: 

2 1 
I n  the f o l  lowing chapter we w i i  i encounter sane evidence 

fo r  Herwar th's possible t rave l s  through The Low1 ands a t  t h i s  time. 



1. Madrigals (a 4) by Arcadel t and others; Herwar th pur- 

chases are marked wi th  '( >' and bold-face: 

Date Bk.1 Bk. I 1  Bk. I 1 1  Bk. IV Bk. U 

1539 <Oardmo> COardano) <Scot to) COardano) . 

1541 Gardano Gardano Gardano Gardano 

1543 Scotto Gardano 

1544 Scotto 

1545 

1546 CScot to?] 

1556 Gardano 

1551 Gardano 

Gardano 

Gardano 

Oar dano 

1552 

1553 Scotto 

1556 Scotto 

Gardano 

Gardano 
CScot to1 

2. Motets by Wi l laer t :  

<I Scottor 1339) <I1 Scotto and Anticor 1539) 
rp t .  Gardmo: 1545 rp t .  Gardano: 1545 

i <a 5) Scotto: 1339 
<I ( 8  5)  Scottor 1558) 

3. Madrigals by Portinaro: 

I Scotto: 1563 
I1 Gardano: 1554 

I !I Gardano: 1557 



4. Motets of Palestrina: 

I Rane, Dorico: 1569 
< I  Oardmo: 1379) 
I Scotto: 1586 

I 1  Scotto: 1572 
I 1  Scotto: 1573 
(11 Scotto: 1 r n )  
I 1  Scotto: 1580 

CIIi Scottor 1!575> 
111 Scotto: i581 

IV Rome, Gardano: 1583 

5. Sacrarum cantionurn o f  de Monte: 

I  Scotto: 1574 ted. Scotto, 15721 
I 1  Scotto: 1573 

111 Scotto: 1574 - 
IV Oardano: 1575 Cno Scotto ed. extant1 
V Scotton 1579 

6. Madrigals o f  Primavera: 

ILII Scottor 1565 111 Rampazeito: 1566 
IV Scotto: 1573 

The Arcadel t madrigals were most 1 i k e l  y purchased as a 

group before supplies o f  books I through IV had run out i n  1548 or 

.- -. . -" . p..- IIU, i h w r  -. . trnu,r -..-A - m a ~ K  a purcnase between la te  1539 (or ear ly  

1540) and 1541, when they became avai lable i n  Gardano's new prin- 

t ing.  The lacuna between Book V ( f i r s t  pub1 . 1544) and the re-  

p r i n t  (Gardano, 1550), which found i t s  way i n t o  the Herwarth 

1 ibrary, may signal a period when Venetian p r i n t s  were unavai l ab le  

t o  Herwarth and h i s  agents. The Wi l laer t  series seems t o  confirm 

these dates. 

The motets by de Monte may have been purchased i n  two 

groups. The f i r s t  may stem from about 1574, when volumes I and IV 

of the ea r l i es t  p r i n t i n g  by Scotto (1572-3?) had been exhausted, 

and then a second group between the time o f  the second p r i n t i n g  of 



volumes I  and I 1 1  (15741, and Scotto's rep r in t  of volume I U  

( 1575) . 
C. Madrigals of Uincenzo Ruffo: 

I (a 6-81 Scotto: 1554 
I 1  (a  5) Scotto: 1554 

! Gardano: 1555 
I  I  Gardano: 1555 ( rp t .  from 1553) 

I 1  I  Gardano: 1555 

I  Gardano: 1556 
( rp t .  from 1552) 

I 1  Gardano: 1557 
( rp t .  fram 1553) 

IU Gardano: 1558 
( rpt .  from 1556) 

I 1 1  Gardano: 1560 

Several ce.nclt;-,ions may ba d r w n  frm ::lc Ri++= p2,lrchases. 

The Scotto series appears t o  have been purchased i n  1554, and the 

Gardano series (a 5) s tar ted  i n  1555, by which time a p r w i o u s  

ed i t ion  o f  1553 had been so ld  out. I f  Book I 1  was repr in ted i n  

1555 2nd un.c.=i ! sb! 2 (or was Book I I  l a  41, purchased by mistake?) , 
then the purchase was made 1 ate i n  1555. I n  1558 (or 1960?) the 

set was f i 1 led out w i  t h  books I I  and IV (a 5) and books I and I  I I  
... 

(a 4). 

I n  graph form the dates of publ icat ion and the number o f  

volumes purchased i n  Venice each year i n  comparison w i th  The Low- , . 

lands appears as follows: 



Given what seems t o  be the rather frequent turnover and 

an apparent s h e l f - l i f e  of only a few years. a t  least i n  secular 

music, one might rugqest that years showing 1 arge purchases were 

indeed years of actual purchase, since volumes from previous years 

would be increasingly unavailable. O f  course, a few volumes i n  a 

year f o l  lowing one wi th large numbers might a lso indicate that the 

purchaser l e f t  the c i t y  o f  publ icat ion ear ly  i n  that year (perhaps 

t o  pass thrcugh Au~sburg during the summer whi le  underway i n  a 

north- or south-bound journey). 

) t X Z N 3  

From information such as the abwe, and the c lus ters  i n t o  

which the p r i n t s  fa1 1 , one may construct a pre l  iminary chronology 

of the music purchases of Herwarth and h i s  agents. I have also 

added some notes about Herwarth and h i s  associates cwered i n  the 

next chapter. The number of t i t l e s  i s  given w i th in  parentheses 

fol lowing the dater. 



CHRONOLOGY 

1543 f f .  

is44 

Augsburg: Hans Heinr ich Herwarth born December 15 

Par is :  1533 (2) , 1534 (4) , 1535 ( 1) 

Venice: Gerhard Haug consul a t  Fondaco dei  Tedeschi 

Venice: Pandol f o Herwar th consul a t  Fondaco dei  Tedeschi 
Strassburg: 1536 ( 11, 1537 (2) 

W i t  temberg: 1538 (21, 1539 ( 1) 
Nuremberg: 1539 (3) , 1537-38 C 1 ea.) 
Lyons: 1538 (3) , 1539 (5) 
Ferraro: 1538 (11, 1539 (2) 

Venice: 1540 (31, 1339 (91, 1538 (21, 1537 (31 

Lyons: Hans Kleberger agent f o r  south German merri~ants; d ied 
1546. Lived a lso  i n  Berne 

Paris: 1541 (11 ,  1540 (51, 1539 (2) 
Lyons: 154 1 ( 4) , 1540 (3) 

Lyons: 1543 (21 , 1542 (0) 
Paris9 Hans Kleberger becomes 'valet de chambre ord ina i re  du 

r o i  .' 
Antwerp: 'Heirs o f  Hans 11 Herwrrth' establ ish business 

house there. 

Paris: 1544 (11, 1543 (31, 1342 (21, 1541 (1) 
W i  t tmberg:  one book 
Augsburg: Hans Heinr ich inarries Maria Haintzel, daughter of 

Hans Haintzel and Catherine Welser 

An twerp and Louvain: 1545 (2) , 1544 (6) , 1543 ( 1) 
Augsburg: Conrad Gesner examines books i n  Herwar th's l i b r  ary 
Augsburg: Chi l d conceived (July) 

Augsburg: Chi l d conceived (Septenber) 
Lyons: Herwarths pa r t i c i pa te  i n  loan t o  French court. 
Venice, David O t t  consul a t  Fondaco dei  Tedeschi; a regular  

consul u n t i l  the 1578s 

Venice: 1548 (41, 1547 (121, 1546 (10) 
Lyons: 1548 (4) , 1547 (3) No Lyonnaise purchases a f t e r  1548 
Augsburg: Hans Hei n r  i ch  becomes member o f  Stadt-Gerich t 

Augsburg: Chi I d  conceived (July) 
Ven ice : Jakob Herwar t h  consu 1 a t  Fondaco 

Paris: 1558 (11, 1549 (51, 1548 (21, 1547 (4) 



155 1 Augsburgx Chi 1 d conceived C January) 
Venice: U l r i c h  Weiblinger consul a t  Fondaco dei Tedeschi 
Venice: 1551 (21, 1550 (4) 

Second Schmalkaldian War: Many cathol i c  pa t r i c ians  
( inc l uding the Herwar ths) l eave Auqsburg. 

Augsburg(?) : Chi 1 d conceived (January) 
Munich: Chi ld  born there, August 28th. 
Lyons: Hans Heinr ich and h i s  brother Hans Paul pa r t i c i pa te  

i n  huge Lyonnaise loan t o  King o f  France. 

Antwerp: 1553 (6) , 1554 (2) 
An twerp(?) : Chi 1 d conceived (January) 
Venice: Carl Rohlinger (also 1568) ( w i t h  David O t t )  consul 

a t  Fondaco 
Louvain: 1554 ( 7 ) ,  1555 (3) 

Par i s :  one book 
Augsburg: Chi ld  conceived (January) 
Venice: 1556 (2 ) ,  1555 (121, 1554 (12) 
Antwerp: 1556 (6), 1555 (3) 

Augsburg: Chi ld  conceived (date unknpwn) 

Venice! 1557 (41, 1538 (1) 

Augsburg : Chi 1 d conceived < Ju 1 y) 

Paris: 1559 ( I ) ,  1558 (2) 
Augsburg: Chi ld  conceived (August) 
Venice: Carl Rehlinger consul a t  Fondaco 

Venice: 15.51 (31 ,  1560 (111, 1559 (1) 

Augsburg: Chi l d conceived (May) 

Augsburg: Chi 1 d conceived (July) 
Paris: 1562 (4) 

Venice: 1963 (21, 1562 (5) 

Augsburg: Chi l d conceived (May) 
Augsburg: Plague epidemic (December) ; w i f e  d ies i n  Memmingen 

(January) 

Augsburgr Marr ies Maria Rentz, daughter 0.f Fr iedr ich  Rentz 
and Susanne P f  i s t e r  i n  October. 

Augsburg: Chi 1 d conceived (Marc!?) 

Nuremberg: 1566 ( 1) ; Cracow: 1565 ( 1) 1 W i  ttemberg: 1566 (2) 
Antwerp and Louuain: 1566 ( 1  each) 

Venice: 1567 (3, 1366 (121, 1565 (5) 
Augsburg: Chi I d  conceived (June) 



Augsburg: Chi ld conceived (September) 
Venice: 1578 ( 11) , 1569 ( 18) , 1568 ( 14) 

Paris, Antwerp, Louvain: 1571 (21, 1569 (1) Nuremberg: 1571, 
1570, 1569 (2 each year) Augsburg: Chi ld conceived 
(August) 

Venice: Hans Paul Herwarth there as representative of A1 - 
brech t V of Bavaria 

Munich: 1572 (51, 1571 (11, 1578 (2) 
Er fur t :  1572 (2) 

Augsburg: Religious s t r i f e  w e r  calendar reform 
Augsburg: Chi l d conceived (September ; not 1575) 

Augsburg: Hans Heinrich named Steurer-Herr 
Munich: 1574 (2), 1573 (3) 
Augsburg: Hans Heinrich and Hans Paul Herwarth j o i n  i n  

partnership w i th  Manlich t o  trade out o f  Marseil les. 

Augsburg: Chi ld conceived (Apr i l )  

Augsburg/Munich: Manlich venture o f  1572 goes bankrupt, Hans 
Paul rel inquishes Augsburg ci t izenship, and s e t t l e s  i n  
Munich, where he becomes Hof-Praesidaent (not 1567, as 
sometimes stated). 

Nuremberg: 1576 (31, 1575 (1) 
Venice: 1576 (9), 1575 (13>, 1974 (ll), 1572 (5) 
Augsburg: Chi ld conceived (May) 

Muehl hausen : 1578 (3) 
Antwerp: 1579 (1) 
Venice1 David O t t  d ies and i s  buried there 

Venice: 1580 (91, 1579 (111, 1578 (11, 1577 (1) 

Nuremberg: 1581 (2) , 1580 (3) 
Venice: Jacob Sturm (book merchant?), husband of Jacobina 

Herwarth, dies there i n  Nwmber; (Jacobina returns t o  
Augoburg [?I) ; Marcus Welser consul a t  Fondaco 

Venice: 1581 ( 5 )  , 1580 ( 16) 

Nuremberg: 1582 ( 1) , 158 1 ( 1) ; Mueh 1 hausen : 1582 ( 1) , 1588 
(1); E r fu r t  ( 1 )  

Venice: Marcus Welser and Hieronymus O t t  consuls a t  Fondaco 

Augsburg: Hans Heinrich Herwarth dies there, July 29th. 

Munich: Music books a r r i v e  at  ducal l ib rary .  



The Herwarth estate contained only a few music manuscripts, 

inc luding a set o f  partbooks formerly belonging t o  Marcus Welser, 

and some o f  the l u t e  tablatures around which t h i s  study i s  

centered. Their f i r s t  mention i s  i n  an index prepared by Fr iedr ich 

Pormrer, l i b r a r i a n  a t  the time of the acquisit ion: 

Ain P i n t l  c d ~ r  fasciculus darinnen lau t te r  ge3cribne 
vnd zum Tayl getruckte Tabulaturen auf d ie  ~ E t t e n ,  lau ter  
Kinderwerckh vnd n ich ts  werth. 

Pomer's assessment o f  the 'bundle' seems hardly v a l i d  to- 

day. To the extent that the l u t e  tablatures presently i n  the 

Bayerischa Staatsbibl iothek may be traced bac;: t o  the Herwor th 

l i b r a r y  (and possibly not a l l  came from there, as we shal l  see), 

the package containsd a broad repsr tory o f  we1 l w e r  308 manu- 

s c r i p t  pieces i n  French, German and I t a l i a n  systems of tablzture. 

Included are dances, abstract pieces (r icrrcarbs, fan tas iar  and 

preludes), intabulat ions of sacred and secular vocal music: as 

sell as several fascinat ing sketches fo r  intabulat ions and paro- 

dies +rm, uwhich i t  i s  possible to  reconst r f~c t  the working 



processes o f  a 16th-century lutenist-composer, a lbe i t  an amateur 

one. Represented cunposers ex tend from the Uenet ian master Marco 

dal l 'hqui la  <ca. 1488-after 1537) t o  Melchior Newsidler (1531-1591) 

o f  Herwar th's Augsburg. 

The Herwarth 1 u te  manuscripts apparent 1 y remained unused 

a f t e r  t he i r  acquis i t ion by the Munich ducal l i b r a r y .  By then most 

of t he i r  reper to ry  was gradual l y being superseded by f ashionabl e 

French a l  l emandes, courants and vo l  tes, I t a l  i an  Napol i tane, and 

s imi la r  works that f i n d  a place i n  the somewhat r e t r o s p e c t i v ~  l u t e  

publ icat ions of Besard and i n  the Hainhofer Lu te  Book, both com- 

pi l e d  a t  Augsburg two decades l a te r .  Evidence of use, such as the 

correct ions which appear from time-to-time w i t h i n  the manuscripts, 

appears t o  date p r i o r  t o  the i r  a r r i v a l  i n  Munich. Care f o r  them, 

inc luding having them bound, was only  a 19th-century concern. 

Even a casual perusal of the manuscripts reveals a confusing 

mass of pieces copied by a va r ie t y  of scr ibes whose work extends 

f rqm the pretent iously careful  t o  the bare ly  l eg ib le  on papers of 

diverse weights, textures and sizes. Many compositions are un- 

t i t l e d  and without composer a t t r i bu t i on ,  and sane recognizable 

'grand-old' tunes of the ear ly  16th century mingle w i  th others of 

the la te.  As we shal l  see, the complex i s  proper ly  a co l l ec t i on  of  

fo l ios,  b i f o l i o s  and usual ly short fasc ic les o f  widespread p rwe-  



nance, i n  both time and place, cons t i t u t i ng  unique remnants from 
22 

the 16th century, g i v ing  the e f f e c t  o f  sheet music f o r  lu te.  

Even today the manuscripts present a number of bib1 iographical 

problems that account i n  par t  f o r  the i r  r e l a t i v e  neglect and mis- 

understanding i n  modern musicological wr i t ings.  Thus contrary t o  

the suggestions i n  the sai:iizst descr ipt ions o f  Ju l i us  Joseph 
23 24 

Maier , and the recent ones by Wolfgang Boet t icher,  the manu- 

s c r i p t s  do not represent 'a  u n i f i e d  Augsburg l u t e  t rad i t i on ,  nor may 

one w e n  assert w i th  any great cer ta in ty  that a1 l of  the manu- 

s c r i p t s  ac tua l ly  stem from the Herwarth l i b ra ry .  

Al though not e n t i r e l y  correct,  the 1 i s t i n g  of 16th-century 

l u t e  tablatures given i n  Maier's catalogue may p r w i d e  a con- 

venien t summary of the col 1 ec t ion's con tents, and supposed prwe-  

nance. ( I n  brackets I have added the han&ri t ten summaries o f  the 

contents o f  each, as entered by Maier ins ide  the c w e r  of each 

22 
A col l ec t ion o f  pages f ron  a number of no l onger ex tan t 

l u t e  books i s  i n  the Deutsche Staatsbibl iothek, Ber l in ,  Mus. MS. 
48148 (from the Tappert bequest), but i s  best described as lu te -  
book fragments, not sheet music, as such. 

23 
Maier, musikalischen Handschrifte;:, 145-9. 

24 
Boetticher, Handschri f t l ich, 214-26. 



25 
volume, and the to ta l  number o f  +olios.) 

Codex 240. Mus. Ms. 2986: (31.5x21.5cm) I ta l ien ische Lauten- 
tabulatur (Bib1 . Herwart). [Chanson 'E l a s  (?I' a 4.p. i n  Par t i t u r  
& Lautentabulatur; 2 f o l i o s l .  

Codex 24!. Mus. Ms. 1512: ( 15.33x21cm) Deutsche 
Lautentabulatur (Herkunft unbekannt). 12 la te in ischa ~es'ajlge, 28 
Lieder, 8Chansons uuu.;  79 f o l i o s l .  

Codex 242. flus. Ms. 1511d: (17x24cm) I t a l  ienisiche Lautentab- 
u la tu r  (Bib!. Herwart) . I 1  1 franz$sische Lieder, 8 Taenze und 3 
Recercar , nebst 3 unbenannten ~ t f i cken;  22 f o l  i o s l  . 

Codex 243. flus. Ms. 1511~: (16.5x22cm) I ta l  ienische Lauten- 
tabul a tur  (Bib1 . Herwart). 111 Motetten u. 1 franz$sisches L ied  
nebst 8 unbeti t e l  ten ~usikst8cken;  19 f o l  i os l .  

Codex 244. flus. Ms. 1511b: (26xi6cm) I ta l ien ische Lautenta- 
bulatur  (Bibl .  Herwart). 157 i t a l i en i sche  Taenze u. Tanzlieder; 25 
$01 i o s l  . 

Codex 245. flus. Ms 15ila: (15.5x21.5cm) I ta l ien ische Lauten- 
tabul a tur  (Bibl . Herwart). [Autograph: Gorzanis, Jac. (sic.-- 
Gorzanis was b l ind) ,  24 Passemezzi e Sal t a r e l l i ,  7 U i l lane l len ,  1 
Ricercar. Von fremder Hand s ind geschr icben 3 V i  l l anel l en, 1 
Ricercar. 36 f o l  i o s l  . 

25 
Other manuscript l u t e  tablatures i n  the Bayerisch Staats- 

b ib l io thek  require mention aniy i n  passing. Mus. Ms. 9516, ac- 
quired i n  1973 from the estate o f  Professor Otto Ursprung of 
Munich, appears t o  be of Bavarian or ig in ,  as par t  o f  the ex- 
Herwarth manuscripts also sppear t o  be. I t  is ,  however, unrelated 
i n  scribe, contents or  watermark t o  any o f  the l u t e  manuscripts 
l i s t e d  abwe by Maier, The others are from the 17th and 18th 
centuries. Namely, Mus. Ms. 3232d (01 i m  ZZ 2845, Cod. l a t .  
268451, containing information on the l u t e  fingerboard and a 
diagram of the d-minor tuning, and an anonymous p a r t i t a  i n  d 
minor$ the other, Mus. Ms. 5362, contains pieces by Adam Falken- 
hagen and Sylv ius Leopold Weiss,,pnd has been inventoried by Josef 
Klima i n  Die Lautenhandschrift Munchen M a .  Ms 5362 der Baver- 
ischen Staatsbibl iothek (Maria Enzerdorf be i  Mien, 1975). 

O f  d i rec t  r,elationship, however, i s  Paris, Bib l  io th ique 
nationale, Ms. Res. 429, w i th  which we w i l l  be concerned i n  some 
detai l la ter .  



Codex 246. Mus. Ms. 267: (22x29.5cm) I t a l i en i sche  und 
deutsche Lautentabulatur (Bib l  . Herwart). 118 F t e t t e n ,  13 Chan- 
sons, 1 Madrigal, 1 Ricercar, 16 unbenannte Stucke u. Fragmente, 1 
Gassenhauer ; 54 f o l  i o s l  . 

Codex 247. Mus. Ms. 268: (32x22cm) I ta l ien ische Lautentabu- 
l atur  (Bibl  . Herwart) . i 3  Madrigal i, 2 Chansons, 1 Bat tag1 i a  (nur 
Thei l 1). Vergl . Mss. 269; 18 fo l  i o s l  . 

Codex 248. Mus. Ms. 266: (33x22cm) I ta l ien ische und deutsche 
Lautentabul atur  (Sib1 . Herwart). 124 Ricercari ,  11 Fan tasie, 1 
Priambolo, 1 Bataglia, 6 Motetten,, 21 Madr igal i , ,y i l lanel ler  
V i  11 o t  te, 58 Chansons, 8 .Lieder, 28 Taenze, 25 Stucke ohne a1 l e  
Bezeichnung, 6 defecte Stdcke 138 f o l  i os l .  

Codex 249. Mus. Ms. 269: (32x22cm) I t a l  i en i  sche- Lau ten tabu- 
l a tu r  (Bibl  . Herwart). I 1  Madrigal, 2 Chansons, 2 unbenannte 
~ t g c k e  1 Battagi id ;  18 $01 i o s l .  

Codex 258. Muo. Ms. 270: (33x22cm) I ta l ien ische Lautentabu- 
l a tu r  (Bibl  . Herwart). C 15 Stu"cke ohne Ueberschrif ten. No. 1-9 
s ind  ebenfa l ls  Taenze; 18 f o l i o s l .  

Codex 251. Mus. Ms. 271, (33x22cm) I ta l ien ische Lautentabu- 
l a tu r  (Bib l .  Herwart). 12 Motette. 2 Madrigale, 1 Chanson, 17 
unbenannte Stt'cke. 1st wohl nur d i e  S t i m e  der 'Sopranlaute,' zu 
der d i e  Tesor-Laute feh l  t. c f r .  BI. 14b, 3b.; 18 f o l i o s l .  

Codex 252. Mus. Ms. 1627: (27.5x20.5cm) I t a l i en i sche  und 
deu tsche Lautentabulatur (Herkunf t unbekann t) . 131 ~ t z c k e ,  
Chansons, V i l l ane l  len, Taenze, Motetten; 35 f o l  i os l .  

Codex 253. Mus. Ms. 272: (2lx28cm) Geuische Lautentabulatur 
(Herkunf t unbekannt) . C9 Motet ten, 2 Madrigal i , 17 Chansons, 29 
Taenze, 3 Ricercari  , 2 unlesbare Stucke 2 Fragmente; 86 f o l  i o s l  . 

[Codex 254 i s  a 17th-century gu i ta r  manuscript. I 

Codex 255. Mus. Ms. 2987: (3Jx23cm) Orgel t rbu la tur  und 
i t a l  ienische, deutsche und f ranzs i sche  Lautentabulatur (Herkunf t 
unbekann t) . [Chansons i n  Orgel tabu1 a tur  , d i e  Oberotime i n  
Mensuralnoten. Chansons b Taenze i n  Lautentabulatur; 13 f o l i o s l .  

A f te r  P m e r ' s  assessment o f  the "P in t l '  of  'worthless' l u t e  

manuscripts i n  1588, they apparently were simply f i l e d  away u n t i l  

the 1820s when the l ibrar ian  Joseph Schmidbauer set the music 

co l lec t ion  i n  order by p r w i d i n g  new call-numbers and preparing a 



2.6 
s h e l f - l i s t  known as the 'Altes Repertorium.' Af ter  mid-century, 

during the tenure of Ju l ius  Josef Maier, the famous choirbooks 

from Lasso's Kapel l e  were transferred from the court l ib rary ,  and 

Maier i n i t i a t e d  a more deta i led examination of the co l lec t ion  i n  

preparation fo r  h i s  published catalogue. Maier consulted older 

l i s t s ,  such as Pawner's Cod. bav. cat. 115, i n  attempting t o  

determine the prwenance o f  the various p r i n t s  and manuscripts. He 

rearranged some of the manuscripts i n to  more appropriate grou- 

pings, cul led  the col lec t ion  fo r  dupl i ca te  i terns, and had some of 

the materials bound. The resul t i n 9  changes may be traced i n  

Maier 's emendat ions t o  the ~chmidbauer 'Al tes Reper toriua,' pro- 

v id ing  important clues t o  the or iq ina l  s ta te  o f  the manuscripts. 

< I n  the the fol lowing quotations fran the 'A1 tes Repertorium,' 

Maier's cancellations are shown i n  SfRiiEWER WPE, and h i s  ad- 

d i  t ions w i th  continuous u n d e ~ l  ine.) 

1. Mus Ms 1627 

Frm entr ies r e l a t i n g  t o  Mus Ms 1627 i t  i s  w i d e n t  that i t  

derivas f r u n  parts o f  two separate1 y bound volumes, 2Aus pr  107 

and UMus p r  286. 

- 
26 

Joseph Schmidbauer, 'Altes Repertorium,' uncataloqued 
manuscript, wr i t ten i n  1829 <or shor t ly  before), Munich, Bayer- 
ische Staatsbibl iothek, Murikabiei l ung, without cal l -number. 



- Neusidler (Melch) Intavolatura. Venct. 1566. pub1 . 31 an 
B e r l i n  29.10.Cl8161. 

1 - Kaergel (Sixtus) Gall icae e t  I t a l i c a e  Cantilenae. . . . 
Strassburg 1574. 

2 - Mutetae diversae i n  Tabulatura - Manuscript. Ad 
Plus Mss. 1627. 

Schmid (Bernhard) Tabulaturbuch fGr Orgeln und 1nstrumen.te. 
Strassburg 1607 m i  t 2 Tabu1 atur Mskpt. H. C. 22 Ad Mus Mss. 
1581.1627. Der Druck zu den Dubletten aes te l l t  und am 29.10.1861 
an d ie  Berl  iner Sib1 . abaeaeben . Ad Mus DDI 41. 

Mus Ms 1627 

01. 1-1e2ter Einband der zu den Mus D D ~  31. . . . 
Bl . 17-3-let2 te r  Einband der zu den Mus D u ~ l  . 
E411. - 
Folios  1-16 formed a manuscript fasc ic le  bound w i t h  l u t e  

p r i n t s  o f  Melchior Newsidler (published at  Venice i n  1564) and 

S ix t  Kargel ( S t r r ~ s b u i - ~ ,  i573i. Since the Newsidler and Kargel 

p r i n t s  are l i s t e d  i n  Cod. l a t .  l a t .  271, i t  i s  e n t i r e l y  possible 

that the f i r s t  fasc ic le  o f  Mus ms 1627 may stem from the Herwarth 
27 

1 ibrary. Tho l a t t e r  ha1 f of Mus Ms 1627 ($01 i o s  17-35) was 

u n t i l  the 1860s bound w i t h  Bernhard Schmid's anthology o f  organ 

music p r in ted  i n  1687, and a 137-folio manuscript tablature of 

south-0ermm organ music ( n w  Mus ms 15811, which may be dated 

27 
The present Newsidler volumes of 1566 i n  the Staatsbibl io- 

thek (2/Mus pr 186) were bound i n  the 16th centry w i th  tablatures 
of Waissel ( 1573) , Krengel ( 1584) and Gmnerbach. I t may be demon- 
st rated that they were acquired later .  



28 
ca. 1628. Maiep's notat ion "H.C. 22. indicates that uMus pr 

206 was acquired from the Bib l io thek Hauber, a p r i va te  Munich l i b -  

ra ry  that was purchased around 1830. Unfortunately both the 

Newsidler and Schmid volumes (sent, as indicated by Maier, as 

dupl icates numbers 31 and 41 t o  Ber l i n  i n  October 1861) were l o s t  

during World War I I, and the present records o f  the Deutsche 

Staatsbibliothek p r w i d e  no information about possible ex - l i b r i ,  
29 

i f  the two duplicates ever car r ied  any. 

2. Mus Ms 266 

Mus Ms 266 

- Tabu1 atur / ~ ruchs tccke  4% Lau t e  138 B1 , 

Here Siaier has amp1 i f  i e d  Schmidbauer's descript ion, ' tab1 a- 

ture-fragments,' by adding tha t  they were f o r  l u t e  and consisted 

of 138 *ol ios. This i s  the most extensive o f  the Munich l u t e  

manuscripts, and i n  many ways the most problematical. Mus Ms 266 

was bound only during Maier's time and the resu l t i ng  jumble o f  

hands suggests that l i t t l e  care was taRen t o  organize the mass 

i n t o  coherent order. Since Maier followed h i s  ususal p rac t ice  04 

28 
Mus Ms 1581 has been edited by Clare G. Raynor, 

Antholoav. I t  contains works i n  German organ tablature by Chris- 
t i a n  Erbach, Frescobaidi, Hans Leo Hassler, Anton Moltner, Carl 
van der Hwen, Simon Lohet, Heinr ich Pfentner, Johann Stephani, 
Francesco S t i vo r io  and Bernhard Wol ck, among others. 

4. I 

Let ter  fram Dr .  Karl -Heinz ~ g h l  er, former head, Musikabtei 1 ung, 
Deutsche Staatsbibliothek, Ber l in .  dated December 7. 1967. I t  i s  
not known, presently, i f  the 8chmid and Newsidler volumes have 
survived among the mater ia ls  now i n  Crakow. 



numbering a1 1 of the compositions, pieces by a scribe that we will 

later identify as Hand C 2, for example, were bound as Nos. 87-88, 

ILLUSTRATION I 
Watermark 

Fol io No. and Title Correct No. 

121 #136: [at end:] I 1  ciel che rec te: #145<middle) 
r ado 

14A 
121v (Continuation of #I361 recto: N14S(end) 

#137 (untitled) 
122 (Continuation of #137) 

1% 
12% 1138: (untitled) recte: #138(beginning) 

123 (3) (Cont. fromfol. 125) recte: #140(end) 
#141: [at end:] Le Content est riche 

123vt4) (Continuation) 
#142: Languir me faio AR 

124 ( 5 )  (Continuation) 
148 

124v 1143: <untitled)CHAND 0 C1 

123 (1)1139: Illet iour dit la loete 
14C 125v(2) (Continuation) 

#140: tat end:] De retournez 

HAND K 

126 1144: (untitled pieca) recte: #148(end) 
1% 

126v #145: [at end:] Fantasia 

127 (Continuation of #I451 rec te: #14?a(end) 
13A 

127v #146: 0 passi sparsi 

128 1147: (tat top: 1 Gio Pacol on01 rec te: #146(beginning) 
14A 

128v 1148: Quand'io pens'al martir 
129 H149: [at end:] Toutes les rec te: #138(end) 

14A nuicts 
12% 4149a: Responce, Quest'il be- recte: #14?a(beginning) 

soing 



9 0 ,  108-9, 112, and 125-7. 

Another fasc ic le  towards the end of the manuscript was i n  

pa r t i cu la r  disarray. When he numbered the pieces, Maier sometimes 

mistook continuations o f  pieces as beginnings, d i d  not real  i z e  

tha t  some pieces continued on d i f f e ren t  bol ios, ignored o r i g ina l  

pagination, and i n  one instance read an intabulator's name (No. 

147: "Gio Pacoloni.) as the t i t l e  of a composition. I n  Maier's 

arrangement, the sect ion was gathered as shown i n  ILLUSTRATION I. 

Given the monumental task that Maier set f o r  himself i n  

cataloguina thc e n t i r e  Munich music col lect ion,  i t  i s  understand- 

able that  Mus Ms 266, and l i k e  sources, might receive short s h r i f t .  

I t  rems en t i re l y  possible that flus Ms 266, as bound i n  Maier's 

time, f a i r l y  well represents the mass o f  'fragnentsa that Schmid- 

bauer c i  tes i n  the .A1 tes  Reper to r  ium.' When Mus Ms 266 was re -  

bound i n  1968, the sheets were arranged to  r e f  l ec t a more lcg ica l  

sequence ( c f  . ILLUSTRATIW I) : 

W1 14B-C 127-12% ( 1-21 No. 156: I l l e t  iour HAND L 
127 (2) No. 157: Deretourner • L 

128-128v (3-4) No. 158: Le Content e r i c h e  a L 
128v-129 (4-3) No. 159: Languir me f a i s  ' L 

12% C161) No. 168: [ u n t i t l e d  piece n BC 
added by Hand BCI 

W 1W13A 138 No. 166: [continuation M D  K 
from 401. 1 3 5 ~ 1  

138v- 13 1 No. 161: Quand'io penso ' K 
13 1v- 132v No. 162: Fantasia K 
132v- 133 No. 163: I 1  c i e l  che rado " K 
133~- 134 No. 164: Toutes l e s  nu ic ts  K 
134v- 135 No. 165: Response a K 
13%-t 1381 No. 166: 0 passi oparsi . K 

The new arrangement suggests two separate fascicles, a l -  

though they are both related, using the same size s ta f f1  iner and 

being copied on the same I t a l i a n  paper, ind icat ing a possible 



common or ig in ,  e.g., a f asc i c le  that may o r i g i n a l l y  have been 

wrapped i n  one o f  the sheets as cwer  w i t h  the pieces by HAND L 

nest led i n  the middle, as Maier's confusing arrangement nwerthe-  

less indicated. 

3. Mus Ms 267 

Mus Ms 267 

- Tabulatur- und andere Bruchst;.cke i.rr 0+%~ttm fcr Laute 
aebunden) . 54 01 , 

Maier's emendations to  the 'Al tes Repertorium' again ind ica te  

that 'Bl$tternm f o r  l u t e  were bound dur ing h i s  tenure i n  the l i b r a r y ,  

presumably i n  much the same sequence i n  which he found them, since some 

of the hands are again (as w i th  Mus Ms 246) separated. A question 

ar ises about the exact meaning o f  'andere Bruchsttcke.' The impl icat ion 

i s  that Mus Ms 267 d i d  not contain only  l u t e  fragnents, s ince 

Schmidbauer uses the terms 'nebst mehreren der 1 ey ~ r u c h s t ~ c k e n '  t o  

describe Mus Ms 1511, which (as we sha l l  see) also contained pieces f o r  

other instruments. Dr. ~ a r t i n e z - ~ b . l l n e r  has suggested that two pieces 

i n  Mus Ms 1627 ( the  par t  from Mus Dpl 31) may have been intabulated 

d i r e c t l y  from Nus Ms 1583~-e; these may then indeed have been the 

'other fragments,' since Maier does not otherwise g ive the o r i g i n  o f  
30 

Mus Ms 1583~-e. 

The 'A1 tes Reper to r  ium' i s  he1 p f  u 1 : 

30 
~ a r t i n e z - G ~ I  lner  , 'Augsburger Bib1 iothek ,' p. 41, 

where Mus Ms 1583 i s  incor rec t ly  c i  ted as " 1538.' 



Mus Ms 1503 

Cantiones sacrae e t  profane v a r i i s  l i ngu i s .  40 Stim- 
men i n  einem Unschlag. 

1563a = 6 St [chansons by Berchem, Lasso, Benoist, 
e t  a l  . I  

1503b = 6 SL 
1583c = 1 St [ V i l l o t t a s  by Azzaiolo on pr in ted  

manuscript paper w i th  p r i n ted  b a r l i n e s l  

- 
4. Mus Mss 268-272 

Mus Ms 268 -Tabu1 aturen. 

Mus Ms 269-272 - Tabul aturbuch. 

These manuscripts, a l l  i n  the same format, survive w i th  

o r i g ina l  parchment bindings and an e x - l i b r i s  of the ducal l i b r a r y  

dated 1618. (This e x - l i b r i s  does not, however, appear i n  any other 

of the supposed Herwarth manuscripts that came down i n  o r i g ina l  

bindings.) Maier has a t t r i bu ted  a l l  except Mus Ms 272 ('Herkunft 

unbekanntw) to  the Herwarth acquisi t ion, but they are unrelated to  

the main body of 'ex-Herw&rthm manuscripts. Four books contain 

music f o r  l u t e  duet, Mu8 Ms 268 (soprano lute)/269 (tenor lute;, 

and Mus MB 270 (soprano lu te)  and 271 (tenor lu te) ,  and a f i f t h  

volume (Muo Ms 272) , music i n  German tab1 ature, The duets cm-  

s i s t  werwhelmingl y of i n  tabul a t  ions of French chansons by 

Janequin ( inc luding the *Chant des oyseaux,' waggishly ca l l ed  

'Bataglia de l i  u c e l l i g ) ,  Sermisy, Certon, Berchem and others, 



madrigals by Festa and Arcadel t, and motets by Gombert and Jachet 
3 1 

da Mantua. 

The German tablature has numerous concordances w i th  Mus Ms 

2-64, p a r t i c u l a r l y  the e a r l i e r  fasc ic le  containing music by Marco 

da l l 'hqu i la  ( d e t a i l s  are given i n  the thematic index). 

5. Mus Mss 1511a-h 

Maier's emendations to  the 'Altes Repertorium' ind ica te  that 

sane s h i f t i n g  took place when the packet containing the manu- 

s c r i p t s  under Mus Ms 191 1 were inventoried. The entry reads: 

Mus M s  1911 

- VI  ~abu la turbcch le in  nebst mehrere derley ~ r u c h s t s k e  i n  
Unschlage. . )0~Hef th.  =1511a-h. 

O f  these i tams, the fo l lowing have come down with o r i g ina l  

parchment bindings: 

1511a: 'L ihro de Intabulatura d i  L iu to  . . . de Jacomo 
uorzanis," dated 1567 ( the inord inate ly  famous 'well tem- 
pered l u t e  booka). 

1511b: F i f t y - swen  ear ly  Venetian dances i n  I t a l i a n  
l u t e  tablature. 

P511e-g: Three volumes o f  17th-century keyboard music. 

1511h: Three part-books containing music f o r  a bal l e t  
and dated 1671. 

The other l u t e  materials, the fragments i n  envelopes, apparently 

found the i r  way i n t o  the present l 5 l l c  and 1511d, 

3 1 
The contents are l i s t e d  and i d e n t i f i e d  i n  Martinez- 

~ b ( l  l ner, 38-9. The l i s t  i n  the 1 ef t-hand column of page 38 sho1.11 d 
be label l e d  'Mus Ms 268 (Discant) ,' not '271.' 



which Maier divided i n t o  sacred and secular pieces: the motets 

(w i th  three Parisian chansons that were added to blank staves on 

two b i f o l i a  containing a motet) became Mus Ms 1511c, and the other 

'fragments' containing addi t ional  Par is ian chansons, some I t a l  ian  

dances and three r i ce rca rs  became Mus Ms 15l ld.  The two items 

were o r i g i n a l l y  a single, re la ted  group o f  fragnents: both 1511d 

and 1511c share pieces copied by Hand BX. Me have seen a s im i l a r  

d i v i s i o n  i n  Maier's treatment of Muc :Is 1583. 

I t  i s  perplexing, hwrver ,  t o  account f o r  a1 1 of the mate- 

r i a l s  that  the packet may have contained when Schmidbauer l i s t e d  

i t  i n  the 'A1 tes Repertarium.' He mentions s i x  small tab lature 

books and an envelope o f  fragments f o r  a t o t a l  o f  ten (changed by 

Maier t o  eight) 'Hefth.' 15l la,  l J l l b ,  l S l l e ,  1511f, 15119 (one 

book each) and 1511h (three part-books) would account f o r  s i x  

items, and w i th  the contents of the envelope divided and bound as 

lSl1c and l J l l d ,  Maier'r t o t a l  of  e igh t  "Hefth' i s  reached--that 

i s ,  i f  1511h i s  counted as a s ingle item; i f  not, Schmidbauer's 

t o t a l  of ten 'Hefth' resul ts .  But shelf-number 1511 now contains 

+our l u t e  tablatures (1Slla-d) and three books o f  keyboard music 

(1511e-g), not s ix ,  unless some of the larger  fasc ic les (now bound 

i n t o  1911c or 1511d) are included i n  Schmidbauer's count o f  'VI 

~abulaturb&hle in. '  This seems un l ike ly ,  howwer, since Schmid- 
4 

bauerJs statement of eight 'Hefth' p lus  an envelope o f  fragments 

i s  probably correct.  (Even Maier i n  h i s  pub1 ished catalogue cal I s  

them 'Bogen von Verschiedenen.") I f ,  however, Mus Ms 1583h, four 

part-books containing Venetian dances f o r  instrumental ensemble, 

was included o r i g i n a l l y  w i th  the 1511 materials, the proper t o ta l  



of ten 'Hef th' resul ts. These ensemble dances, sece i~ t ly  edi ted by 
32 

Michael Morrow, have a number of concordances w i th  Mus Ms 

151 lb, as we1 l as w i th  the German tab1 ature, Mus Ms 272, and the 

Marco fasc ic le  of Mus Ms 266. Even more appear i n  the keyboard 

'a1 tvenetianisches Tanzbuch' (Venice, Bib l  ioteca marciana, Ms I ta l  
33 

IV.1227) that Knud Jeppesen has edi ted and dates c i r ca  1528: 

Fo.lio T i t l e  

Suspi r i 
Vegnando da bol ogna 
Munaro i n  p iva 
Thodora E tuo tene 

maminal 
Pass e meggio 
Donna impresare 
El  marchese de s a l u t i o  
La monicel l a  
Franciosina 
Bernardon 
La iunbarda 
La geometria 
Tantarara chiamel l a  
El  ba i  tano 
La castalda 
Ochio che agia f a t t o  
La man touanel 1 a 
La d a o t a  del cor mic 
E l  standarao 
Bison 
La guer tana 
Lodesmr 
La Bresanina 
Vechio del l a  montagna 
Maton, maton 

Venice: Munich: Otheps 
Jeppe- 1583h (Munich, 
sen No. No. unless noted) 

39 266:# 169 
2 1 

29 cf .  f o l .  26 
266 : #37 

15 266 : #39 
32 1 266 : #$5 

2 & 3 1  6 

27 

c f .  f o l .  21 

266 s N144-5 

- 
32 

Morrow, ed., I t a l i a n  Dances. 

33 
Jeppesen, 'Ein a1 tvenetianisches Tanzbuch;' the 

volume i s  edited as An i ich i  b a l l i  veneaiana cembalo 
(Copenhagen, 1962) . 



Fol. T i t l e  Jeppesen Ms. 1583h Others 

La man 18 
11 La conciera 

Ba l lo  del Roi 
Tu anderai col bacchal on 
T i c t e  alora I n  sal ta- 

re1 l o  
12 Hon me l a  boccalare 

Sal tare1 l o  a1 1 a visen- 
t i n a  

La charra cosa 16 
13 Sal tare l  1 o a1 a venizana 

Curaza 
Sal tapel l o  a la ferraresa 
Ciarasiano a la  bolognesa 

' 14 El  suo sal tare1 1 o de l a  
d i  t t a  

19-6 La batagl ia  francesa i n  
bal l o  

16 Bregantino 

17 La r o t t a  e l  charo l e  
perso e l  caro 

18 Bernardo 16 
Son quel l  duca 24 
La barcha del mio 

amor e 17 
19 Bresanina 

Ba l lo  de i l a  torza 
20 Munaro como de usa 
21 La t rad i to ra  19 9 266 : 36b 

Sal tare l  l o  del r o i  28 
Lodesana 34 

22 La cara cosa 10 7 publ. Bianchini (1546) 
2662 #36d 

Suspir i  
23 La rocha el fuso 5 1511dr#20 
24 La l auandara 13 
26 t u o  tene mamina c f .  $01. 2 

Before leaving Mus Mss 1511, i t  should be noted that Mus Ms 

131 l b  i s  probably much ear l  i e r  than suggested by Woiigang 



34 
Boetticher. Themanuscript i s c o p i e d b y a n  I t a l i a n  handon paper 

without a watermark. As suggested by the concordances w i th  the key- 

board manuscript edi ted by Jeppesen and those w i th  the fasc i c le  of 

Munich, Mus Ms 266, containing works by Marco dal l'Aqui l a  (d. ca. 

1537), the manuscript probably dates from the t h i r d  decade o f  the 16th 

century (cer ta in ly  not Boet t icher 's 'um 1578-1575'). 

6. Mus Mss 2986 and 2987 

According t o  Maier's entry i n  the 'Altes Repertorium,' the 

i tems i n  Mus Mss 2986 and 2987 were discovered, uncatal ogued, 

w i t h i n  the pages of Mus Ms 2758, one of the large choir-books from 

the Lassus Kapel le ,  acquired by the 1 ib rary  i n  1868: 

Mus Mss 2986/2987 

p i e  beiden Mss. No. 2986.2987 l aaen unver-- 
zeichnet i n  Mss. 2738. Eiaenthum der Hofmusikin-- 
tendanz--kam 1860 an d i e  Staatsbibl . 

None o f  the pieces i n  Mus Ms 2758 are found i.n any o f  the Munich 

l u t e  tablatures, a1 though 2986 and 2987 do contain two chansons 

and a madrigal by Lasso. Mu5 Ms 2987 i s  another 'Sammel- 

handschr i f tm containing Parisian chansons i n  German keyboard tab- 
35 

1 ature, a German l u t e  tablature, addi t ional  chansons and dances 

i n  French tablature, and the Lasso pieces i n  I t a l i a n  tablature 

34 
Boetticher, Handschri f t l ich, p. 219. The descr ipt ion i s  

f a u l t y  i n  a number o f  ways. For example, the pieces are t i t l e d  i n  
Venetian d ia lect ,  not i n  Spanish, end the manuscript contains no 
f r e e  instrumental pieces or madrigals. 

35 
A p ~ 1  , 'Du nouveau , ' and 0onf i 1 s, ed . , Chansons a- 

soises. 



Again, contradict ions cause one to question the various en t r i es  i n  the 

'A1 tes Repertoriumm and i n  Kaier's published catalogue. Were both 2986 

and 2987 actua l ly  found i n  the Lasso choir-book? Maier's catalogue 

ascribes the former t o  'Herkunf t unbekannt ,' and the - l a t t e r  t o  'Bibl . 
Herwart ." Given the nature of the treatmect of t h ~  Herwar t h  1 u te  manu- 

scr ip ts ,  i t  seems hardly possible that they were i n  use a f t e r  the i r  

a r r i v a l  i n  Munich, thus a l lowing a sheet t o  have been l o s t  w i th in  the 

pages of the choirbook. I f  pieces were found i n  the Lasso choir-book, 

then i t  may have been only  Mus Ms 2986 and the French tablatures i n  Mus 

Ms 2987. The other sheets (which show signs of having been folded) may 

have been d iscwered i n  the Herwar th  manuscript, now Mus Ms 267 (an 

oblong quarto), perhaps baing recwered from there a f t e r  pieces were 

bound i n t o  the Herwarth f o l i o  volume, Mus Ms 266. 

7 .  Paris, ~ i b l i o t h g ~ u e  nationale, Mr .  R& 429 

Be1 onging w i  th  a d iscurr ion of the ex-Herwar t h  l u t e  manu- 

4 
scri .pts is Paris, ~ i b l i o t h k ~ u e  nationale, Ms. Res 429. This I t a -  

l ian tablature bears r number o f  c lose re lat ionships w i th  the 

Herwarth manuscripts a t  Munich and belongs obviously t o  the same 

c i r c le :  

(1) Scribes encountered i n  the Munich corpus have also 

entered pieces i n t o  the Par is  manuscript. 

(2) One large fasc ic le  of the Par is  manuscript uses 

pr in ted  s i x - l i ne  staff  paper ( ident ica l  even t o  Augsburg 

watermark) that appears i n  the Munich manuscripts f r a n  time- 

to-time, and 

(3) The same hand has entered marginal i a  onto pages i n  both 

the Munich and Par is  sources, perhaps a teacher commenting on h i s  



36 
student's performance or on the qua1 i t y  of the music. 

The manuscript came to  Paris only i n  1882, being purchased (along 

wi th  the famous l u t e  boo)! of Louis XIU's translator,  ~ e n e  M i l  le- 

ran), having resided shor t ly  before i n  the l i b r a r y  of Professor F. 
37 

Gehring of Vienna. 

The cover, part of a parchment manuscript, car r ies  a barely 

l eg ib le  inscr ipt ion:  

36 
This was f i r s t  pointed out i n  my Francesco edit ion, page 

16, note 35. The various caments include the following: 

gueth: f o l i o s  50v, 52, 53, 53v 
zimlichr f o l i o s  56v, 59v, 62v, 78v, 79v, 83v, 85 
spCieltJ gueth: f o l i a s  57, 68v, 86 
ziml ich Mediocre: f o l i o  64 
spCielen3 Roce~cada gueth: f o l i o  87 
n ichts besonderz; f o l i o  96 
s p i i e l  t l  n ich t  ecte: f o l i o  10% 
spC i e l  t l  shlecht C='nicem i n  16th-century German3 vnd ziml i ch  

gueth: f o l i o  l06v 
sp t ie l  t l  ziml ich vnd vbuch: f o l  i o  109. 

37 
See the auction catalogue of the Albert Cohen f i r m ,  w- 

lo_q der musikall ischen Bib l  iothek des Herrn D r .  F. Gehrina, Pr iva t  
docent an der ~ n i v s e r s i  t z t  W b l  (Berl in, 1880) , 85. --- 

An Augsburg native, the lu ten is t  Gregor Brayssing, Sled t o  
Par is  during the Schmalkaldian War of i552, turning up there as 
'ma?tre joueur de luthm i n  July 1553, suggesting a p o s s i b i l i t y  
that the manuscript might have been his. His works are known only 
from Parisian gui tar  pr ints ,  and perhaps from a far  l u t e  works 
a t t r i bu ted  t o  a 'Messer Oregoriom i n  the Munich corpus. 



Ein g'o'ttlich . . . von 

der ~ g l l i ~  . . . 
Jungfraw Ursula . . . Musica . . . 
As Stanley Boorman has k i n d l y  pointed out t o  me, St. Ursula 

seems to  have been p a r t i c u l a r l y  venerated i n  Cologne, and several 

songbooks f o r  a Brotherhood o f  St. Ursula were p r i n ted  i n  Strass- 

burg, where Mel ch ior  Newsidler (whose pieces appear i n  the manu- 

sc r i p t )  i s  sa id  t o  have t ravel  l ed  to wersee the pub1 i c a t i o n  of 

h i s  Teu tsch Lau ten-Buch (Brown1 1574/5) . 
I n  1589 an e x - l i b r i s  was added t o  f o l i o  lv: 

Viue [Boetticher reads: Dtm)ine3 hodie 

Sr 18oetticher: D(amin)ol Hortensio de Michi 

Cavre d: Sto Steffano, e t  

IHoetticPer: Can(didat)o d i  . . .I 
de chi  ben g l i  vuole 

[signature:l Michi 

I n  the 17th century a l a t e r  owner added a t i t l e  t o  the +rant 

parchment cover (and perhaps an allemande i n  French tablature t o  

f o l i o  137): 

Francesco Milanese: / L i v r e  t rgs ra re  / I t a l  ianische Tabula- 

tu ra  auf / d i e  Lautten von der hand geschrie- / ben A l l e r l e y  l S g e  

1Boet t icher:  ~Bfnzel zusamnen / qcbrach t . 
4 
a Mr de Bourseur [ t h i s  l i n e  omitted by Boet t icher l .  



The foregoing observations may be s u k a r  i zed: 

(1) Except f o r  a few manuscript volumes that have survived 

i n  o r i g ina l  16th-century parchment bindings, the col  l ec t i on  oi  

l u t e  tablatures i n  Munich o r i g i n a l l y  consisted of a myriad o f  

ind iv idual  sheets and fasc ic les  that  were gathered together and 

only i n  the mid-19th century h a s t i l y  bound i n t o  the present volumes. I n  

other words, the bull! of the tablatui--es were once 'sheet music' f o r  

lute. 

(2) Maier's a t t r i b u t i o n s  notwithstanding, only  i n te rna l  

evidence can suggest exact 1 y which por t  ions o f  the tab1 atures 

Fr iedr ich  P m e r  logqed i n t o  the ducal l i b ~ a r y  i n  1588 as 'Ain 

P in t  l oder Fasc i c u l  us dar i nnen Lau t t e r  geschr i bne und zum Tayl 

getrcckte Tabul aturen auf d i e  L G ~  ten, Laut te r  Kinderwerckh und 

n ich ts  werth .' 
<Si Ti-fie present volumes were sometimes made up from a var ie -  

t y  o f  mater i al  s, and the various 'f ascicu l i ' and envelopes ap- 

parent ly became convenient repos i to r ies  f o r  rather  d iverse mate- 

r i a l s ,  such as the 17th-century keyboard manuscripts and the 

b a l l e t  music of 1071. Likewise, there is no reason t o  be1 i w e  that  

some por t ions  o f  the present l u t e  nranuscipts might not have 

resided i n  the ducal palace before 1588, or have come i n t o  the 

ducal l i b r a r y  a f t e r  that time. 

(4) The nature of the problem i s  best explained, I be1 ieve, 

w i th  an o u t l i n e  o f  the scr ibes and types o f  paper encountered i n  

the manuscripts. The quest i on  becanes even more confusing, should 

one contemplate the d ivers i  t y  o f  the types of w s i c  encountered on 

those pages, extending Srm elegant ly copied pieces i n  an i t a i i c  ' 



hand t o  scr ibbl ings from a composer's stable, German tablatures, 

French tablatures, I t a l i a n  tablatures, wen a keyboard tablature, 

f ro t to las ,  motets, German Lieder, and so forth. 

Mus Ms 266 d iv idss i n t o  sections and fasc ic les  by hand and 

paper as fol lows: 

Fo i i os  Scribe Matermark/Origin 

No. 1 (Bavarian) 
No. 2 (Swiss) 

[no watermarkl 
No. 16 (Bavarian) 
No. 7 (Bavarian) 
No. 2 (Swiss) 
No. 1 (Bavarian) 

[no watermark I 
[no watermarkl 

Nos. 3, 5, 6, 1 1  (Bavarian) 
No. 18 (Bavarian) 
Nos. 3, 5, 6, 11 (Bavarian) 
No. 4 (Bavarian) 
No. 12 (Bavarian) 

[no watermark I 
Nos. 8 & 9 (8avar ian) 

tno watermarkl 
No. 14 ( I t a l i an )  
No. 13 L 14 ( I t a l i an )  

[no wa termarkl 
No. 15 (Bavarian) 

Mus Ms 1627 breaks i n t o  sections by poper and scr ibe as 

$01 1 ows: 

Fo l i os  Scribe Wa termark/Or i gin  

[Por t ion or ig ina l  1 y wi th  Newsidler and Kargel p r in ts :  I 

1-lbv A No. 71/72 ( I t a l i a n )  

[Port ion o r i g i n a l l y  w i th  Schmid organ tablature: I 

No. 73 (Bavarian) 
No. 74 (French) 



Ms 267 breaks in to sections as fol laws: 

Folios Scribe Wa termark/Or i gin 

X [nonel 
0 No. 62 (Italian) 
BC Nos 67 & 68 (Italian) 
P Cnonel 
BX Nos. 63-67 (Italian) 
J Nos. 67-68 (sic) 
F No. 69 (Italian) 
Q [nonel 

Mus Ms 151 Id: 

Fol i os Scribes Watermark/Origin 

No. 52 (Italian) 
No. 53AB (Italian) 

(additions to above) 
[no watermark1 

No. 57 (Italian) 
(additions to Scribe J) 
(additions to Scribe U) 

No. Sl (Paduan) 
No. 53AB (Italian) 

Mus Ms 1Sllcr 

Folios Scribe Wa termark/Or igi n 

140. 12AB (Bavarian) 
No. 32 (Bavarian) 
No. 31 {Italian) 
No. 38AB (Italian) 

(additions to Scribe S) 

Mus Ms 2987: 

Folios Scribes WatermarkdOr igins 

1 -4v BWa No. 41AB (Swiss: keyboard pieces) 
7-7v XX [none: German tab1 .I 
8- 1 lv B8 [none: French tab1 aturel 
12-1% A tnonel 



Paris, M s  Res 429, consists o f  two d i s t i n c t  manuscripts (here- 

a f te r  Par is  I and Par is  11). Par is  I has staves pr in ted  on paper w i th  

an Augsburg watermark (No. 12AB), and Par is  11, staves drawn w i th  a 

s t a f f  l iner on Kauf beuren paper (watermark No. 8) . 
Par is  I 

Fol ios  Scribe 

Par is  I 1  

Fol ios  Scribe 

(a) torig. f o l i a t i o n :  i-51vl 
( a) 
(b) 
( C) 

( b) 
( d) 
(b) 
( e) 
i b )  

Some o f  these questions may be answered, and I w i l l  attempt 

t o  do so, a f t e r  placing i n t o  perspective Hans Heinr ich Herwarth's 

l i f e  and background. 



Chapter I 1  

Music i n  Augsburg 
and a 

Financier and Bib1 iophi 1 e o f  the Renaissance: 
Hans Heinr ich Herwarth 

During the l a s t  quarter o f  the 15th century and the f i r s t  o f  

the i6 th,  as businessmen con t ro l l i ng  money prevai led w e r  feudal 

l o rds  awning land, the Reichs-Stadt Augsburg grew fran 18,308 t o  - 
w e r  52,0130 inhabitants, surpassing both Ulm and Nuremberg i n  

population snd as a center f o r  trade i n  southern Germany. Sal t  

merchants . ~ v e l l i n g  from Salzburg deposited the appropriate taxes 

and Florent ines used i t  as a convenient hub f o r  the i r  a c t i v i t i e s  

i n  France, England, The Lowlands and northern Germany. Augsburg 

became a crossroads to  far- f lung corners of Europe, and a gateway 

t o  the Alps, Venice and trade w i t h  the East. 

The annual f a i r ,  second only t o  the f a i r  i n  Lyons, drew 

v i s i t o r s  from a l l  Europe, and r u l e r s  and eccles iast ica l  luminaries 

w i th  the i r  ret inues of a r t i s t s ,  musicians and scholars attended 

the numerous councils convened there t o  calm the p o l i t i c a l  and 

r e l i g i o u s  turmoi ls of the day. I n  turn, Augsburg pa t r i c i an  

fami 1 i e s  sent f o r t h  merchants, students, adventurers and 



1 
m i l  i tary o f f i ce rs .  

Augsburg's f avorabl e mercan t i l e posi t ion and i n  t e l  l ec tual  

c l imate spawned immense fortunes, endowing i t  with great f inanc ia l  
2 

and pol i t i c a l  power. The Fuggers and Augsburg pa t r i c i an  

fami 1 ies, such as the Herwarths, Welsers, Hochstet tes, Langnauers, 

1 

Augsburg's sons served as o f f i c e r s  and so ld ie rs  i n  r e g i -  
ments that  fought i n  locales as diverse as Genoa, Hungary, Portu- 
gal, and w i th  the Spanish Armada i n  Pelopennese, and others 
attended un i ve rz i t i es  i n  Padua, Bologna, Lyons, Montpel l ier,  Cata- 
n ia  (S i c i l y )  , Tubingen, Ingol stadt and elsewhere, re tu rn ing  home 
as scholars, j u r i s t s ,  c lergy and doctors o f  medicine. Some became 
models o f  renaissance manners and cul ture. Conrad Peu t i nger , f o r  
example, served as Burgermeistar, diplomat, merchant, scholar, ju-  
r i s t ,  L a t i n i s t ,  H e l l i n i s t ,  antiquarian and f inancier,  and tactotum 
fo r  bckh the Fugger and Welser clans. Hans Heinrich's nephew Hans 
IU married i n t o  h i s  fami ly  i n  1563. 

2 
I n  1546 the balance sheets of the Fugger f i r m  showed 

assets o f  7 s i l l i o n  f l o r i n s ,  and between 1533 and 1539 the p r o f i t s  
of the Haug f i r m ,  wi th which Herwarths were associated, increased 
by three hundred percent . I n  contrast Lassos's substant ial  sal ary 
fo r  1586 was 450 f l o r i n s ,  a servant's, about ten. 4 ream o f  good 
paper cost three f l o r i n s .  

Joachim Hochstet t e r  and Franz Paumgar tner s?en t 5008 f 1 or  i n s  
on a s ing le  banquet i n  1522, perhaps the one represented i n  a 
pa in t ing  showing members o f  the Herwar th  and other pa t r i c i an  
famil  ies. 

P 
The fasc inat ing Hans Kl eberger (Kleber, or Jean Cleberger; 

1486-1546) , Lyonnaise agent f o r  many Augsburg f inanciers, 
inc luding the Herwarths, l e f t  an estate o f  w e r  108,888 c r w n s  
(-58,800 f l o r i n s ) ,  which he inst ructed h i s  w i fe  t o  invest i n  rea l  
estate, and t o  use i n  the founding of hospi ta ls  i n  Geneva and Bern, 
and an orphanage i n  Lyons fo r  chi1 dren o f  v ic t ims o f  the 1531 
p l  ague. 

U l r i c h  Linck, who i n  1527 married Hans Heinrich's cousin 
Magdalena (1508-411, l e f t  an estate o f  276,256 f l o r i n s .  



3 
Pf is te rs ,  and Haintzel s, as we1 1 as others o f  lesser capi ta l  but 

considerable d is t inc t ion ,  underwrote the wars and the pol i t i c a l  

and personal excesses of the crowns of Austria, Spain, France, 

England and Portugal , and the governments of The Lowlands and 

smaller German states, i n  some instances exer t ins inf luences tha t  

changed the p o l i t c a l  face o f  western Europe. Fortunes such as 

these placed Charles V on the throne o f  Holy Rman Emperor i n  

1519, and he i n  turn protected the i r  spice, t ex t i l e ,  and mining 

monopol i es. 

Augsburg prosper i ty  grew wi th  the f o r  tunes of the Fuggers and 

Welsers. The formep rose dur ing the 15th century from craftsmen 

(weavers) an3 traders t o  merchants and f inanciers t o  a l l  Europe, 

u l  t imately becoming Eurc!.a's wealthiest dynastic fami ly ,  fol lowed 

c lose ly  by the pa t r i c i an  Welsers. 

As ear ly  as 1473 the Fuggers establ ished permanent warehouses 

and apartments a t  the hoste l ry  o f  the German merchants i n  Venice 

near the R ia l  to, the Fondaco (Fontego) dei  Tedeschi , where Jacob 

Fugger a t  age 14 was t o  earn h i s  spurs. His shrewd dealings w i t h  

Archduke Sigismund af  the Tyrol i n  1487 brought mines i n  the Tyro l  

and Car inth ia t o  h i s  family,  and they turned from t rad i t i ona l  

t ransportat ion and bar ter ing i n  spices, s i l k ,  ve lvet ,  furs, 

3 
Herwarths were married i n t o  a l l  o f  these fam i l i es  (except f o r  

the Fuggers--they were not members of the pa t r i c i an  caste u n t i l  1538). 



wool ens, spices, c i t r u s  f r u i t s ,  munitions and jewelry t o  

gold, s i l ver ,  and copper mining, and u l t imate ly  to  banking. To 

receive fast,  e f f i c i e n t  accumulation of information about business 

condit ions abroad, they maintained a p r i va te  post service as ea r l y  

as 1511, and placed agents i n  tAs major mercani i le and f inanc ia l  

centers of Europe, such as Venice, Antwerp and Lyons. 

Fugger in te res ts  benef i ted from j o i n t  business ventures, 
4 

which amortized f inancia l  r isks.  These partnerships were 

frequent 1 y consol idated through opportune marriages among hometown 

pa t r i c i an  famil ies, and others i n  d is tan t  places. Thus, by 

marrying i n t o  the Thurzos Bamily o f  Cracw i n  1492, for. example, 

the Fugger9 cemented a car te l  t o  work the mines of Hungary, adding 

t o  the i r  holdings i n  Carinthia and the Tyrol .  This p r w i d e d  a 

s o l i d  foundation f o r  monopolistic expansion. 

Second i n  Augsburg weal ttt t o  the Fuggers were the Welsers, 

w i th  whom the Herwarths also dweloped t ies.  I n  1505 Anton 

4 
Considerable de ta i l  about 16th-century German f inanc ia l  

and mercanti le ac t i v i t i es ,  a5 wel l  as mention of some Herwarth 
par t ic ipat ion,  is given i n  Ehrenberg, Fuaaerzeit, passim. 



5 
Welser i n  partnership w l  th Portuguese, I t a l  ians and other Ger- 

mans, inc luding the Fujgers, o u t f i t t e d  an expedit ion t o  tap South 

h e r i c a n  r i ches  by colonizing Uenzuela, sowing the elements of 

German cu l tu re  that s t i l l  l i nger  i n  ' l i t t l e  Venice,' as they 

cal  l e d  i t  . They also traded i n  the Middle East w i t h  a f l e e t  of 

ships that  sa i led  regu lar ly  f?an Bari. 
6 

With the i r  agents Sebastian Sei tz, Lucas Rem (an in-law) 

and Conrad Peutinger, the Welsers also negotiated w i th .  the Portu- 

guese crown t o  open trade contacts i n  the East Indies, and im-  

ported spices around the Horn from India, re tu rn ing  the partners a 
7 

p r o f i t  o f  174 percent. The f i r m ,  led  by Bartholamew Welser, 

prospered mainly thereafter by trading i n  spices between Lisbon 

and Antwerp, where low import and export dut ies and a bourse open 

t o  a11 n a t i o n a l i t i e s  were soon t o  make Antwerp the r i ches t  and 

busiest c i t y  i n  Eurape. At the time o f  i t s  incorporat ion i n  1518 as 

- 
5 

Matteaeus IV  Herwarth ($1 .  1485) married h i s  daughter, ca. 
1588. Anton Welser was married to  a Meuting, the fami ly  that 
of ten served as agents rn  Antwerp f o r  German merchants, inc luding 
the Herwarths. 

6 
Oorothea I Herwarth married him i n  1528;. her maternal 

grandf a ther was Leonhard Laugner . 
7 

Hans bleinr ich'o, brother Hans Paul married Bar tho1 mew 
We1 ser's daughter i n  1544. 



Bartholomew and Anton Welser & Co., the partners included Hans 
8 9 10 

Hain tze l  , U l r i c h  Honold, Marx Pf i s t e r  , Simon Sei tz,  and the 
1 i 

brothers Anton, Hans and Narciss Laugner. 

By 1530 the f i r m ,  s t i l l  l e d  by Bartholomew Welser, had esta- 

b l i shed o f f i ces  i n  Genoa, Venice, Aquila, Milan, Antwerp, Lyons, 

Vienna and wen London, and had begun t o  embark on in te rnat iona l  

8 
Hans Heinr ich married h i s  daughter i n  1544 and served w i t h  

him on the Augsburg Stadt-Gericht. 

9 
Hans Heinrich's s i s te r  Barbara I I (ca. 1520-1550) married 

a Dominici Honold i n  1538, and U l r i c h  1 1  Herwarth's mother-in-law 
was a Honol d. 

19 
Hans Heinrich's second w i fe  was Maria P f i s te r ,  whom he 

married i n  1964. Pandol f o Herwar t h  ( 15 14-1585) married Marx Pf i s- 
ter 's daughter i n  1551. PandolCo had i n  1937 been e lected consul 
o f  the Fondaco dei  Tedeschi i n  Venice, the palac ia l  hos te l ry  o f  
German merchants. They patronized T i t i a n ,  Veronese, and seem t o  
have had numerous associations w i th  Venetian musicians, inc luding 
Bartsluneo dal Fontego, Sylvestro d i  Ganassi dal Fontego ( h i s  
t rea t ise ,  Fonteaara seem to der ive i t s  name from i t ) ,  and Domeni- 
co Bianchini .  

Other ' co t t im ier i '  from Augsburg are l i s t e d  i n  the Appendix. 
They included U l r i c h  Weibl inger ( 1551). The p o r t r a i t  by Paulo 
Veronese perhaps painted i n  Venice and discussed a t  the end o f  
t h i s  chapter, p ic tu res  four young Augsbugers whose names are 
fam i l i a r ,  a P f i s t e r  p lay ing the Regal w i th  a Manlich working the 
be1 1 ows, a Weibl inaer, the f l u t e ,  and a Herwar th  the vis! . 

1 1  
Christopher I Herwarth (who along w i t h  h i s  brother Georg 

I) appears to have founded Herwarth i n te res ts  i n  in ternat ional  
f inance, had i n  1492 married El isabeth P f i s te r ,  daughter of Leon- 
hard Pf  i s te r  and granddaughter o f  Laugner . 



12 
finance. Bartolamew's son Christopher and h i s  nephew Marcus (d. 

13 14 
1596) succeeded to the business i n  1551. The f i r m  survived 

12 
U l r i r h  I 1  Herwarth (:539-1586) married h i s  daughter i n  

1568. This i s  the U l r i ch  to  whom Giacmo Gorzanis dedicated h i s  
manuscript book o f  passamezzos i n  a l l  keys. 

13 
Marcus Welser's name appears on the binding o f  one of the 

Munich manuscripts, Mus ms 1582. I t  i s  unclear whether t h i s  
manuscript, w i th  Welser's name i n  gold on the back cover, was ac- 
quired i n  the Herwarth acquisi t ion. Several members o f  the Her- 
warth family, including Hans Heinr ich and h i s  h i s  closest brother 
Hans Paul, had married Welsers, and the fami l ies had close busi- 
ness associations as wel l .  Marcus Welser was, however, a lso 
advisor t o  Wilhelm i n  the expansion o f  the l i b r a r y  (as we have 
noted, he suggested a union catalogue o f  manuscript holdings i n  
Bavarian abbies and c lo is te rs ) .  I t  i s  not possible t o  t e l l  i f  the 
manuscript was acquired separately, or w i th  the Herwarth mate- 
r i a l s .  Pommer placed l i t t l e  monetary value on the manuscripts and 
h i s  descript ions of them are especia l ly  vague. But i t  does signal 
Marcus' in te res t  i n  music. A few o f  the pieces are concordant 
wi th intabulat ions i n  the l u t e  manuscripts. 

14 
They ra ised a loan o f  81,300 gulden i n  1552 t o  ass is t  the 

An twerp gwernmen t i n  sending a f l o t  i 1 l a  t o  Spain f o r  h e r i c a n  
s i l v e r  to s t a b i l i z e  Flemish currency, and i n  1554 along w i th  the 
ImHofs supported the c i t y  o f  Nuremberg w i th  60,008 f l o r i n s  f o r  the 
war against Albrecht, Margrave of Brandenberg. Between 1591 and 
1561 the f i r m  had negotiated loans t o  the French and Spanish ( ! I  
courts, Archduke Ferdinand (212,800 f 1 .) , Al brech t V o f  Bavaria, 
the gwernmen t s  o f  The Nether1 ands and F l  anders ( 175,000 f 1 .) , and 
the c i  t i e s  of Augsburg and Nuremberg (525,088 f 1 . I  . 



several f inanc ia l  crises, and f i n a l l y  zt tained bankruptcy i n  
15 

1614. 

Herwar th par t i c ipa t ion  dates from 1498-99, when the brothers 

George 1 ( 1464-1529) and Christopher I ( 1461-1588) joined w i th  the 

Fuggers, Hans and Georg Grossenbrot, and Hans Paumgartner i a  a 

syndicate t o  control the copper market i n  Venice. I n  1511 they 

branched out on thei r  own, and w i t h  the Florent ine banker F i l i ppo  

Gual erot t i they supported the Netherlands's war i n  the Guel ders 

w i th  a loan of 29,000 l i v r e s  ar to is ,  followed shor t l y  w i th  ad- 

d i  t ional funds f o r  the court a t  Brussel s and a 1 oan of money and 

c l o t h  t o  King Ferdinand o f  Austria. I n  1522 the cousins Marcus 

( 1468- 1529) , Erasmus (ca. 1480-ca. 1535) , Ma th ias 1 I ( 1518-84) and 

Hans I 1  ( 1475-1528) joined w i th  the i r  father and uncle Christopher 

I i n  a f i r m  that i n i t i a t e d  what became a series of large loans t o  
16 

theNetherlands. ThisHanswasHansHeinr ich 's fa ther .  

1s 
Whereas Jacob Fugger had amassed a fortune by foreclosir ig on 

Tyrol ian copper and s i l v e r  mines when Sigismund o f  Tyrol was 
unable t o  repay h i s  debts, the 16th-century f inanciers o f ten  
loaned great sums of money against l i t t l e  or no securi ty.  When 
cred i to rs  were unable to  repay loans, severe c r ises  resulted, such 
as that o f  1562-65 prec ip i ta ted by the f a i l u r e  o f  Minkel, Obrecht 
and Ebner, an Augsburg bank i r l  which many south Germans had inves- 
ted. Although most houses, inc luding the Fuggers, barely sur- 
vived, the Welsers weathered the d i f f i c u l t i e s ,  wen making a loan 
t o  Edward o f  England i n  1565. But when disaster struck i n  1614, 
the 9irm had unrecwered loans of w e r  a ha l f  m i l l i o n  f l o r i n s  
awing from Archduke Ferdinand, the Landgrave o f  Hesse, the King o f  
Poland, the Holy Roman Emperor, the E l ~ c t o r  o t  Mainz, and an 
assortment of ind iv iduals and c i t i e s .  Marcus Welser's son died i n  
debtorsf prison. 

16 
Georg I had died i n  1508. 



Their agent i n  Antwerp was Georg Meuting, whose fami ly  had as 

ear ly  as 1516 established o f f i c e s  there (Meuting's f i r m  was suc- 

ceeded around 1538 by Conrad Rehlinger & Co.). Meuting's other 
17 18 

c 1 i en t s  i nc 1 uded Car 1 Reh 1 i nger and Hans Paumgar tner . By 

1542, i n  order t o  fu r ther  t h e i r  i n te res ts  i n  the Lowlands, the 

"hei rs"  of Hans I I Heswarth (which he i r s  are not specif ied) had 

establ ished a business house i n  Antwerp. 

At home, Augsburg weal th supported the a r t s  of paint ing,  

archi tec ture, humanistic scholarship and music, making Augsburg a 

cosmopolitan center worthy of comparison w i th  Medician Florence. 

- ----- 

17 
Hans Heinrich's brother-in-law. I n  1554 Carl Rehlinger 

~ 2 s  elected consul o f  the Fondaco dei Tedeschi i n  Venice; Hans 
Heinrich's s i s te r  He1 ena I (1522-74) married Heirir ich Rehl inger i n  
1541. 

18 
Hans Heinr ich I I married Paumgar tner's daughter i n  1581. 





t he i r  remuneration o f ten  exceeded that of other musicians. Ve i t  

Bul l ing,  teacher of Fe l i x  Plattner,  was act ive there f o r  a time. 

Gregor Brayssing was born i n  Augsburg, but f l e d  t o  Lyons i n  1547 

( f o l  lowing the Protestant defeat i n  the f i r s t  Schmalkaldian War) 

and then se t t l ed  i n  Par is  around 1552, where he pub1 ished several 

books o f  gu i ta r  music; h i s  works for  l u t e  are los t ,  except 

possibly f o r  swera l  pieces i n  the Munich manuscripts that ccme 

down under an a t t r i b u t i o n  t o  'messer Gregorio.' 

The Augsburg l u ten i s t  Georg Sigismund Seld was named Reichs- 

vizkanzler i n  1547, and Jacob Eiiend, who was act ive i n  Augsburg 

between 1554 and 1966, se t t l ed  f i n a l l y  i n  ~ ' d n i ~ s b e r ~  to s e l l  

iutes. During the ea r l y  17th century, Jacob Reys (Pollach) and, o f  

course, the Burgundian scholar , doc to r  of medicine and j u r i s t ,  

Jean-Baptist Besard, compiler of the famous l u t e  books, resided i n  

Augsburg . 
Perhaps the most important 1 uten is t  t o  1 i ve  i n  Augsburg was 

Melchior Newsidler, son (not brother) o f  Hans Nws id le r .  Melchior 

a r r i ved there i n  1552 from Nuremberg, a t  about the time that 

Brayssing departed, fol lowed short!y thereafter by h i s  lesser 

known brother Conrad. He was leader of the c i t y  ' s t i l l e  Musik" 

and h i s  patrons included the Fuggers, who supported him i n  h i s  
28 

gouty o l d  age. 

28 
For de ta i l s ,  see Layer, 'Nwsidler, '  as wel l  as The New 

Grwe, X I I I ,  156-8. He also served i n  Innsbruck, but  ( i r o n i c a l l y ,  - 
perhaps, i n  view o f  h i s  l a te r  i n f i rm i t y )  was dismissed f o r  eat ing 
meat during Lent. 



Among i\(ewsidler's students may be counted Georg Hofstetter,  

who was born i n  Landsberg am Lech, served i n  Heidelberg i n  1584 

and l a te r  i n  Stut tgar t ,  and i s  known from pieces t i t l e d  i n  Hebrew 

s c r i p t  i n  an immense three-vol ume l u t e  book now a t  Donaueschin- 
2 1 

gen. A n o t h e r p o s s i b l e N e w s i d l e r s t u d e n t w a s G e o r g ~ e i ~ l l e r ,  

resident i n  Augsburg around 1554, i n  S tu t tgar t  from 1571 to  1590, 

and i n  ~ c b i n ~ e n  i n  1602. ~eismh'r ler 's brother Laurent l e f t  in -  
22 

terest ing l u t e  books which survived u n t i l  recent ly .  The b l i n d  

l u t e  v i r tuoso from Bar i  and Trieste, Giacomo Gorzanis may a lso 

have t rave l led  t o  Augsburg, since he i s  known to  have been nor th 

as least as far as Carinthia, and dedicated one manuscript book t o  

a Herwarth (Mus Ms 1511A; i t  i s  copied on paper manufacturered i n  

Munich). 

L 1 

Donaueschingen, ~ G r s t l i c h  ~Grstenbergische Hofb ib l io-  
thek, MS G I 4 ( 3  vols.) . This manuscript i s  omitted i n  
Boetticher, Handschri f t l ich. South-German lu ten i s t s  represented 
i n  i t  are Hieronymous Faber, Conrad and !?s!;hior Newsidl er, Georg 
Hofstet t e r  , and Christopher Uol ker; many p r i n ted  works are 
" trans1 ated' from other tab1 ature systems, inc luding a 1 ost p r i n t  
o f  in'tabulations of music by Rore made (or  pub1 ished?) by Giacomc 
Uincenti. 

22 
Uesoul, Bibliotceeque de l a  U i l l e ,  MS 711 and 698 (ol im 

9287) . The books contained 210 pieces i n  French, I t a l  ian  , and 
Neapolitan tablatures, those i n  the l a t t e r  system being of inte- 
r e s t  t o  us  because o f  the conn,ection w i th  pieces i n  another ex- 
Augsburg manuocr i p t  , Paris, Res 429, discussed be1 ow. For i nf or- 
motion on the two Uesoul manuscript, see Brenet, 'Notice.' 



The c i t y  also supported a t  least three l u t e  makers, S ix t  

Rauchwolf, Laux Bosch and Christoph Schissler; Melchior iJewsidler 

recommended the l a t t e r  t o  King Ferdinand I of  Austria. 

The WeIsers established one of the f i r s t  p r i n t i n g  presses i n  

Augsburg, and swera l  pr in ters,  Schsnsperger , Zai ner , Schl Gsser 

and Baemler, also owned paper m i l l s  t o  feed t h e i r  presses. I n  the 

mid-century 71 scribes ("Briefmaler') were ac t i ve  there, a1 though 

a g l u t  resul ted and apprentices were required to  seek work else- 

where upon completion of the i r  contract. The f i r m  of Sigmund 

G r i m m  and Marx Wyrsung employed composer Ot tmar Luscinius as proof 

reader, and the i r  ed i to rs  included the humanist and f inanc ia l  

agent f o r  the Welsers to Maximil l ian I, Conrad Peutinger. 

Augsburg became, sacond only to  Nuremberg, the leading Ger- 

man center f o r  music publishing. Johannes Schlumberger published 
23 

one of the f i r s t  German l u t e  books there, and hundreds o f  L ie-  

der, motets, masses and cnansons issued f rom the presses o f  Hans 

~ r s s c h e r ,  Erhard Oeglin, Melchior Kre isste in and Sigmund Sal- 

- ---- 

23 
Cythare aermanice tabulature (Augsburg, ca. 1525, or 1532). Now 

los t?  A copy was i n  the l i b r a r y  of Ferdinand Columbus, S w i l  le,  and 
contained 28 pieces. The t i t l e  suggests gu i ta r  music. I f  so, i t  
antedates by many years the ea r l i es t  surv iv ing  pieces f o r  four- (not  
swen-1 course gu i ta r  i n  Melchiorc de 8arberi is 's book (Venice, 1546). 
Gregor Brayssing (d. ca. 1560) was, however, a g u i t a r i s t  ac t ive  i n  
Augsburg before 1547. 



minger and Ualent in Schreck, t o  c i t e  but a few. Music dealers 

were a1 so present i n  Augsbusg. The f i rms  o f  Georg W i  1 l er and 

Kaspar ~ l u r s c h ~ t z  r e ~ u l  rrl y pub1 ished catalogues of the i r  wares 
24 

fo r  the Frankfurt f a i r .  

Members of the Fugger fami ly  were f requent ly  named as 

dedicatees i n  Augsburg music p r in ts ,  as we1 l as i n  those pub1 ished 

abroad, inc luding col l ect ioi ls of music by Lusciniuo ( 1524) , Sal- 

minger (1546 and 15481, Manfred Lupi (15681, Aichinger (15951, the 
25 

Gabriel i s  ( 1587 and 1595) and Uecchi ( i59f;; . ziboi. patr i c ihn  

fami l ies  a lso fostered music i n  Augsburg, as i l l u s t r a t e d  i n  a few 

addi t isnal  dedications: 

Marcus We1 ser by Huber t Wae l ran t ( 1555) , 
Johann Langenauer by Melchior Newsidler (1566), 
U l r i ch  Herwarth by G i  acomo Gorzan i s  ( 1567) , 
Melchior Linck by Jacobus Ker l e ( 1574) , 
Jacob We! ser by Fr iedr ich  Lindner ( 1591) , 
Marcus Thenn by Jacob Paix (1594) and 
Hieronynous Herwar t h  by Adam Gumpel zhaimer ( 1591 

and 1595). 

A l l  ef these dedicatees are r e l a t i v e s  o t  our. Hans Heinr ich 

Herwarth, and were members o f  pa t r i c i an  fami l ies  w i th  c lose f inan- 

c i a l  and mercanti le associations as wel l .  

- 
24 

See Schaal, 'Georg Wi l le rs  Augsburger Mur ika l ien,"and 
idem., Q& Katal o ~ e  . . . ~ l u r s c h z t z .  

25 
For a complete l i s t ,  see Wi l l iam E. He t t t r i ck ,  'Fugger,' 

New Grwe, UI I ,  8-9. 



Hans Heinrich Herwarth was thus born i n t o  a pa t r i c i an  fami ly  

which mwed a t  the center of south German mercant i le and f inancia l  

consortia, as we1 l as o f  scholarship, music and the ar ts .  I t  i s  

unfor tunate that he does not stand as bo ld ly  from the past as h i s  

more a c t i v e  k i t h  and k in.  The Herwarths were one o f  the oldest 
26 

pa t r i c i an  fami l ieso fAugsburg ,  a n d m a y b e t r a c e d i n  t h e c i v i c  

a f f a i r s  o f  Augsburg, Ulm, Mwningen, Donauwoerth, Rathenburg and 

Essl ingen from the 13th century i n t o  the 20th. 

Hans Heinrich ( 15 December 1520-29 July  1583) was the 

four th  surv iv ing  c h i l d  o f  Hans I 1  Herwarth (1479-15281, a mayor's 

son from Ulm, and Helena von Schellenberg-Rieder (1498-1558). 

Hans Yeinrich's fa ther  i s ,  therefore, the probablo f i r s t  owner o f  

26 
A Heinrich Herwarth was a member of the Augsburg town 

council (Rath) i n  1275. Between 1380 and 1586 a select ive l i s t  
includes two tax co l l ec to rs  CSteuer-Herr) four mayors (Burger- 
meister),  eight members 09 the j ud i c ia ry  (Stadt-Oericht) and 13 
members o f  the town council CStadt-Rath) ; a1 1 are d i r e c t l y  re la ted  
to  our Hans Heinrich (many other town o f f i c i a l s  were re la ted  by 
marriage). A recent ambassador t o  I t a l y  from the Federal Republic 
of Germany i s  a namesake, Hans Heinr ich Herwart von B i t ten fe ld ,  
descended from one of the 16th-century Hans Heinrich's uncles. 

Four Herwarth genealogical l i n e s  are usual ly recognized as 



the Herwarth Liederbuch (dated 1513; now i n  Augsburg) w i th  i t s  

works by Josquin-generation composers, a volume o f  such sentimen- 

t a l  value that i t  was withheld from the mater ia ls  sold to Duke 

Wilhelm a f te r  Hans Heinrich's death. Only i n  1621 d i d  h i s  sons 

Hans Heinr i ch I I ( 1553-1622) and Hieronymus ( 1572-1626) bequeath 

stemming from the 'pater famil ias'  Peter I Herwarth ($1.  1339): 
the Augbburg l i n e  of our Hans Heinrich, the Bavarian l i n e  ('von 
iiohenburg') of h i s  brother, and t h e  Ldiirttemberg ('von Bi t ten-  
fe ldg)  and French l i n e s  extending from second cousins. These are 
summarized i n  tha fo l lowing table and i n  greater de ta i l  i n  the 
genealogy i n  the appendix, where information about b i r t h  and death 
dates, c i v i c  o f f i ces  and in-iaws i s  given. 

I I ...... 
CHRISTOPH I (1464-129) MTTHIAS I (1466-1538) 1 I 

I I I 

1 I#RWSI (1468-3529) 1 WII(1475-1528) EWUS (f l .  1528) 
I 

I I 

I I 
I 

GEORG I1 ( 1498-1569) 
I I 

M M (1519-86): WJS #INRICH (1528-83) 
UUICH 11 (1539-1556) (6avarian Line) (kgsburg Line) 

(French Line) 

From Sei fer t ,  Hochadelische Stamm-Tafel; Herwart. 



27 
i t  t o  the Singschule bey St. Anna. 

The c i t y  had been governed by two groups of near ly  equal 

power, the 'Gesellschaft der Herren,' consist ing o f  patr ic ians,  

and the 'Mehrerer des Gesel l schaf t , ' representing the c i ty's 17 
28 

guilds. Hans Heinrich himself was involved i n  town a f f a i r s  and 

joined the Stadt-Gericht i n  1548 (he may have t ra ined i n  law). 

His col leagues included Anton Hain tzel and Hans Rehl inger, both 

r2 la t i ves  by marriage, arid a cousin, Marx I 1  Herwarth (1527-1593). 

From 1567 u n t i l  h i s  death Hans Heinrich also represented the 

Herwarth 'Geschlechte' on the Stadt-Rath, s i t t i n g  w i th  Johann 

Jacob Fugger (who had assisted i n  the f o u ~ d i n g  o f  the Munich ducal 

l i brary) , Bar tho1 mew and Mathew Wel ser , and Simon ImHof , among 

others. 

-- -- 
27 

2/Cod.142a, indexed i n  Gottwald, Handschriften ... w- 
m, pp. 4-10. Also see Eitner,  'Ein Lieder Codex.' In the 18th 
century the manuscript was singled our f o r  mention by Paul von 
Stetten, the younger, i n  KunsP-, I, 524. 

I f  Hans Heinrich were indeed a talented musician, and ta len t  
i s  inheri ted, i t  might be noted that two of Hans Heinrich's an- 
cestors were members of the Bach family. 

28 
As a resu l t ,  Augsburg gu i l d  ru les  dealt  more w i th  f i -  

nancial and p o l i t i c a l  matters than (as i n  most other German 
c i t i es )  w i th  professional standards, apprenticeship contracts, and 
the l ike. The strangest gui ld,  because o f  the i r  weal th, wepe the 
'Kaufleute,' who married regu lar ly  i n t o  pa t r i c ian  famil ies. 



I n  1574 he was a1 so appointed Steuer-Herr . Langenman t e l  p r w i d e s  
29 

informat ion about Augsburg c i v i c  bodies and the i r  organization. 

His discussion centers around changes during the time o f  Hans 

Heinrich's tak ing o f f i ce ,  a period of unrest when the g u i l d  o f  

merchants was confront ing the patr ic ians,  and winds o f  r e l i g i o u s  

turmoi l were abroad. Thus, i n  1548 when Hans Heinr ich jo ined the 

Stadt-Gericht: 

Wegen Besetzung des Staats Gerichts kamen an eben 
diesem Tag d i e  beyde Herren Stadt-Pfleger und fuenf f  Geheime 
Nachmittags um zwey Uhr zusammen und berathschl'a'gten sich, 
wie diesel b ige  am fuergel ichsten Koenn te  fuergenmen wer- 
den. Worauf Sie Sonntags darauf s ich zu d m  Kayerl. Rath 
begaben und d i e  Einr ichtung dersel bigen auf obstehende A r t  
machten. I re :  15481 

Langertmantel describes a la te r ,  but f u t i l e  e f f o r t  a t  re -  

organization by Char 1 es V ,  who feared that Augsburg Protestants 

might oppose the Hapsburgs: 

Nachdem diese Kayser l . Decret . Evun Carl os b, 15521 
~ iage lau fen ,  wurde zu gewohlicher Esic l  Ze i t  d ie  Raths Wahl 
gehalten, und von den Geschlectern n ich t  mehr a l s  drey 
Cvrgermeister erwoehnt, welcher einer von der Mehrern Ge- 
sel lschaf t  der Herrn, einer von den Kaufleuten, und einer 
von den HandwerKern zugegeben wurde, und zwar a lso  dass 
jedesmah 1 e i  ner von d i  esen dreyen neuen Burgermei s tern v i e r  
Monat lange nebst einem von den Herren regieren s o i l  te.  

Both paragraphs re fe r  to  c i t y  a f f a i r s  growing out of the f i r s t  

29 
David Langenmantel , H is to i re  Reaiments i n  d m  Hei 1 .  

Rom. Reichs Stadt Aucisburq (Augsburg, 17341, pp. 162, 93. --- 



and second Schmalkaldian wars, which Hans Heinr ich could hard1 y 

have avoided, i f  he d i d  not take an ac t ive  ro le .  

Towards the end the 15th century, many pat r ic ian  fami l ies  

had d ied out, leaving only eight, the Herwarths, the Ilsungs, the 

We1 sers, the Rehl ingers, the Haintzels, the Hofmaiers, the Ravens- 

burgers and the Langenmantels. Due t o  t h i s  diminishied pa t r i c ian  

influence, a new c lass was formed i n  1538 t o  include, among 

others, the non-patrician Fuggers and Paumgartners w i  th the i r  

great wealth and p o l i t i c a l  t i e s  t o  the Hapsburgs and Charles V. 

Thus 37 fami l ies  who had l i v e d  i n  Augsburg f o r  58 years and had married 

i n t o  the o l d  pa t r i c ian  fami l ies  were named t o  t h i s  new pa t r i c ian  
30 

caste. Since many of the prominent older pa t r ic ians  maintained the i r  

Catholicism, whi le some newer pat r ic ians  and members o f  the "Kauf leute' 

supported Protestant fact ions, the new order set the stage f o r  

d i f f  i c u l  t i e s  during the Schmal kaldian confusion. 

I n  1952 the Protestants prevai led w e r  the harassed Charles 

U's mandate, and Hans Heinr ich and other Cathol ics were forced t o  

f lee .  Since r daughter was born i n  Munich i n  that year, Hans 

Heinr ich may have s e t t l e d  there for the duration. Both h i s  f i r m  

and Bartholomew Welser's were seized by the Schmalkaldians and 

- 
30 

Detai 1 s are given i n  D i r r  , 'Kauf 1 eute und Kauf 1 eu testube 
i n  Augsburg,' 135 f f .  



3 1 
wheat that had been harvested on the i r  lands was confiscated. 

I t  i s  a lso at t h i s  time that an apparent lacuna appears i n  Hans 

Heinrich's music purchases, as we have seen, only t o  be resumed i n  

1553-54 i n  Antwerp, where he may have guided the Herwarth 

in terests,  established there since about 1542. 

H is  cousin U l r i ch  (dedicatee of the Gorzanis manuscript, Mus 

Ms 1511A) may have been Protestant. He opposed papal calendar 

reforms i n  a stormy meeting before the town council i n  1573, but 

was chosen by Emperor Rudol ph I I, along w i th  Andreas Harder and 

Michael Mayr ( the pub1 isher?) , as h i s  personal represen t a t  i ves  t o  
32 

s e t t l e  a quarrel between Ulm and Weissenborn i n  1577. He was 

a lso involved i n  a squabble wi th the engraver and teacher Hans 

Rogel, whose engraving o f  the 'Nachtmahl' had been p r i n ted  without 
33 

authorizat ion byValent inSchoenigk i n  1579. U l r i c h p a r t i -  
34 

cipated w i th  other Harwarths i n  the bourse a t  Lyons. 

Ehrenberg, Fuaaerzeit, p. 64. 

32 
Stetten, Geschichte, I, 668 and 619-20. 

33 
Radl kofer,  'Die . . . Leistungen des Hans Rogel , ' 3-4. 

34 
I n  1574 h i s  son Daniel, who was to  establ ish the French 

Herwarth l ine,  was born there. His descendants negotiated so wel l  
w i t h  Tureen's troops that the course o f  French h i s t o r y  was 
changed, causing Mazarin t o  declare that a Herwarth had rescued 
France and preserved the crown. The French l i n e  l a t e r  s e t t l e d  i n  
England. 



Augsburgers were regu lar ly  elected to head the Fondaco dei 

Tedeschi, the important German hoste l ry  near the R ia l t o  i n  Ve- 

nice--designed by ~ b e r  i n  1518 and decorated inside and out w i th  

the works o f  T i  t ian, T intoret to,  Veronese end others, r e f l e c t i n g  

the p a l a t i a l  weal th o f  i t s  owners. Hans Rehl inger, H+ns Hein- 

r i ch 's  brother-in-law and col league on the Stadt-Gericht, was 

elected co-consul of the Fondaco dei Tedeschi i n  1554, s i t t i n g  

w i th  one David Ott. 

David O t  t was elected consul of the Fondaco i n  1546, 1548, 

1554 and 1355. He died i n  1579 a t  the age of 72, and was buried 

i n  Venice, where h i s  w i fe  Baduaria (=Baldericka?) erected a tomb- 
35 

stone inhiomemory. H e r e l i n q u i s h e d h i s d u t i e s d u r i n g  1546, 

the year o f  the death of the Nuremberg book dealer and pub1 isher 

o f  Isaac's Choral is constantinus, Johannes O t t .  I t  seems h igh l y  

probable that the Venetian David O t t  i s  ident ica l  to  the David Ott  

(son of Johannes) who headed the Nuremberg book f i r m  w i th  h i s  

widowed mother (d id  he return to  Nuremberg upon hearing o f  h i s  
36 

father 's death?). 

35 
The inscr ip t ion  is given i n  Simonsfeld, appendix. 

36 
The evidence i s  not complete1 y conciusive: the Venetian 

David O t t  was about the proper age, but b i r t h  records that  would 
establ ish the Nuremberg David Ott's exact age are not extant from 
Regensburg and Gau t i n g  i n  Kreuting, where Johannes O t  t was ac t ive  
during the f i r s t  decade of the century, and I have been unable t o  
locate archival records i n  Nuremberg that provide the name o f  h i s  
wife. Nuremberg death records are, howwer, avai lable f o r  the 
l a t t e r  h a l f  o f  the 16th-century and no David O t t  i s  recorded as 
having d ied there. 



Thus an important 1 ink between German and Venetian music 

pub1 i shing may have been forged w i  th in  the Fondaco. O t  t was co- 

consul i n  the year that  Domenico Bianchini dedicated h i s  l u t e  book 

t o  the merchants of the 'Fontego a1 lemanni ,' a volume that  con- 

t a ins  pleces which Gerle edi ted (from among others i n  Venetian 

1 u t e  books) . Ger l e's vo l  ume was pub1 i shed i n  Nuremberg by 

Hieronymous Formschneider , guardian of David O t  t 's minor brothers 

and s is te rs .  

The Venetian David Ott was engaged i n  the sale and transportat ion 

o f  books, aed was agent f o r  the Fuggers, Augsburg Jesui ts, and Father 
37 

Peter Canisius; Hans Heinr ich Herwarth may a lso have been h i s  c l i en t .  

Hans Heinrich's closest brother was Hans Paul Herwarth von Hohen- 

burg (1519-1586) , son-in-1 aw of Barthol mew Wel ser . He served as Hof- 

Praesident a t  the Munich court  of Albrecht V o f  Bavaria, was ennobled 

as 'Reichsfreiherrnwuerde' by Charles V i n  1554 and granted 'Hof- und 

Edelmannsfroihsit von Hohenburg' by Albrecht U i n  i572. I n  that year he 

v i s i t e d  Venice on the Duke's behalf, and by 1574 was reg is te red i n  

Lyons' ' Handel reg is te r  ,' as ' Jehan Paul e Heruar t t , 'successor  t o  the 

37 
See Lehmann, Fua~erbibliotheKen, passim, and especia l ly  

I, 61, 89-91, as wel l  as below. 



38 
f i r m  ( e a r l i e r  records have not  survived.) The f i r m " s  mark i s  s i m i l a r  

39 
t o  one i n  the Marco Fasc ic le :  

i l )  Hans Paul and predecessors; (2-3) Daniel ;  (4) Mus Ms 266, 

f o l .  48v. 

Henry 1 1 ,  " h i s  fa ther ' s  equal ir, d e l i g h t  i n  war and h i s  
40 

super ior  i n  p rod iga l i t y , '  encountered d i f f i c u l t i e s  when h i s  own 

schemes i n  banking f a i l e d .  Claims had grown t o  1.5 m i l  l i o n  

crowns, due t o  wars, i n c l ud ing  support of Maurice o f  Saxony 

against  Charles V i n  the second Srhmalkaldian War. Hans He in r i ch  

and Hans Paul ( f inances d i d  not  seem t o  honor p o l i t i c a l  a l l i a n c e s  

i n  those days) c o l  laborated w i t h  46,508 crowns i r t  the massive 1 oan 

f o r  Henry 1 1 ,  negot ia ted from Lyons i n  1555. One wonders i f  the 

Herwarth fami l y  d i d  not have e a r l i e r  Lyonnaise contacts  through 

Hans t<leberger, " l e  bon A1 lemand" (who was hated i n  h i s  n a t i v e  

Hees, p. 248. 

39 
Mus Hs 266, f o l .  48v has the  remark "CAR0 a H. HE." w i t h  

HE as a monogram attached t o  a r i c e r c a r  by Marco da l l 'Aqu i la .  

40 
Ehrenberg, Fuaserzei t , p. 254. 



4 1 
Nuremberg, however). TheGermancontr ibut ion totalledP20,925 

crowns. A few now fam i l i a r  names, i n  addi t ion to Hans Heinr ich and 

Hans Paul, appear i n  the 1 i s t  of German sponsors; swera l  were re1 ated 
42 

t o  the Herwarths: 

Hans and Lucas I s e l i n  Relatives (?I o f  Ludwig 
o f  Basel, compiler o f  
the l u t e  book 

Sebastian and Leonhard ImHof Kl eberger i n-l aws 

David K l  eberger Son o f  Hans; he was soon 
i n  debt 

Bernhard and Ph i l  i p p  Meu t i n 9  Hans Jacob (Hans Heinrich's 
brother) married 
a Meuting, as d i d  Dorothea 
I and Matthaeus IV 

------- 
4 1 

For deta i ls ,  see Ehrenberg, 'Kleberger.' Kleberger 
(1486-154Q, whose p o r t r a i t  appears on medals and i n  a pa in t ing  by 
~ t ' r e r ,  t rave l led  widely representing south German merchants i n  
I t a l y ,  Switzerland, Lyons, Paris, Strassburg and Antwerp, and had 
a brother who matr icu lated a t  the Univers i ty  o f  Mittemberg. Hans 
was born and f i r s t  worked f o r  the ImHofs i n  Nuremberg, but l a t e r  
obtained c i t i zensh ip  i n  Bern and Lyons. I n  153W36 Francis I 
granted him French c i t izenship.  He sided w i th  the French against 
Charles I, and i s  said t o  have saved Francis 1's l i f e  a t  the 
B a t t l e  o f  Pavia. He returned w i th  him i n  Par is  i n  1526. Between 
1526 and 1530 he resided i n  Nuremberg, but was named "va le t  de 
chambre ord inai re du r o i '  i n  1543 and i n  1544 'Herzog zu Castel- 
l ard und V i  I 1  amondt . ' He was acquainted w i  th Hans Paumgar tner o f  
Augsburq i n  1530, v i s i t e d  there s w e r a l  times, and represented 
many Augsburg merchants i n  Lyons. I have been unable t o  examine 
what i s  a horoscope f o r  a 'Cleepergerm that came to  the Vienna 
National L ib rary  from the Fugger co l l ec t i on  (Codex 18658). 

42 
Ehrenberg, p. 235, note 48. Some addit ional busi-  

nesdmarriage t i e s  are ou t l ined i n  ' In ter lock ing Directorships i n  
a few Augsburg Pat r ic ian  Firms,' Appendix A. 



Chr is t ian and Gabriel Neidhart Hans Heinrich's s is te r ,  
He1 ena , was 
married to Sebastian Neidhart 

Vincent Pirkheimer A Kleberger r e l a t i v e  

Ambrosius and Hieronynous Rem Hieronymous (Hans Hein- 
r i ch 's  son) married 
Anbrosius's daughter 

Jacob, Hieronynous and Sebast ian As we have seen, Hans 
Wel ser Heinrich had married a 

We1 ser, as had other 
Herwar t hs 

Hans Heinrich and Hans Paul also joined Melchior Manlich i n  a 

partnership which ended i n  disaster.  Fai lures o f  var ious Augsburg 

banking firms, caused by huge unsecured loans t o  crowned heads 

throughout Europe, reached a height around 1573 w i  t h  some f ami 1 i e s  

attempting t o  regain the i r  wealth by return ing t o  manufacturing, 

or wen, as i n  the case o f  the Langnauers, Manl ichs and Shores, 

reso r t i ng  t o  experiments i n  alchemy. 

At t h i s  per i lous  time the Herwarth brothers contr ibuted 

120,888 franks (=24,800 f l o r i n s )  to  a Man1 ich-led venture to bui I d  

ships at a cost o f  48,008 f l o r i n s  each i n  Marsei l les t o  trade from 

there to Soria, T r i po l i ,  Alexandria, Cyprus and Lisbon. I n  1574 

when re1 ig ious wars i n  France and unrest i n  The Netherlands 

blocked passage out of Marsei l les, the accumulated goods perished 

i n  harbor warehouses. Among Manl ich's (and the Herwarth 

brothers') debtors was A1 brecht U, who was unable (or unwi 11  ing) 

t o  s e t t l e  h i s  account, and the f i r m  f a i l ed .  Emotions ran high and 

one o f  t he i r  c red i to rs  ran  through the s t ree ts  of Augsburg 

shout in9 about Manl ich's per f idy.  Hans Paul weathered the f inan- 

cia1 storm i n  a damily r e t r e a t  a t  Hohenburg and Man1 i ch  a t  Windan. 



43 
I n  1576 <not 1567) Hans Paul se t t l ed  permaaently i n  Munich. 

Hans Heinrich's a c t i v i t i e s  a t  t h i s  time are unknown, but  he 

and h i s  fami ly  probably remained i n  Augsburg i n  reduced s t r a i t s ,  

a l  though i t  seems not  t o  have discouraged h i s  music purchases: 

1574-76 impr ints  account f o r  nearly 10 percent of the 1 ib rary .  This  

business f a i l u r e  may account f o r  h i s  he i r s  o f f e r i n g  the l i b r a r y  and 

'khunst st tckh'  t o  Wilhelm I 1  i n  an attempt to  regain what must. have 

bean only. a f rac t i on  of the family's former wealth. 

Yet, i n  contrast t o  the k ~ a t  l e f t  by h is  pol i t i c a l  l y  more 

ac t ive  re lat ives,  Hans Heinrich remains an obscure personage, as 

might be expected o f  a bib1 iophi l e who compiled one o f  the great 

renaissance pr iva te  l i b ra r i es .  The Munich Hauptstaatsarchiv holds 

two 1 arge bundles o f  Herwar t iana, al l o+ which stems, however, 
44 

from the Munich branch of the family, founded by Hans Paul. 

Included are diplomas of the l a t t e r ' s  son Hans Christoph from 

universi  t i e s  of Bologna ( 1574 and Catania i n  southern I t a l y  

(1588); he also studied theology at Bologna i n  1581, a year i n  

which Herwarth's l a s t  large Venetian book purchases were made. A 

few addit ional a r t i c l e s  are i n  the Bayerische Staatsbibl iothek, 

including documents regarding the acquis i t ion of Hans Hein- 

43 
Deta i l s  are p rw ided  irr Roth, 'Zum Bakerott der Firma 

Melchior Man1 ich.' 

44 
%?=ral-Registratur 1079, No. 33 and 34: Hoerwarth. 



r i c h ' s  l i b r a r y ,  which concerned us ea r l i e r .  The Augsburg Stad- 

tarchiv  has two le t te rs ,  one from Hans Heinr ich t o  h i s  father- in- 

law and another from h i s  brother t o  him, as well as the "Herwarth 
45 

Geschl ectbuch,' containing the family's coats-of-arms. Before 

World War I 1  a number o f  documents ex is ted i n  a p r i va te  archive, 

but were 'durch Kriegseinwirkung grossentei ls ver loren gegangen, 
46 

bezw. unzug'a'ngl i ch  geworden . " 
Herwarth did, howwer, reach f a r  i n  search f o r  items f o r  h i s  

l i b ra ry ,  and i n  October 1551, sent thanks t o  a Basel publisher f o r  h i s  
47 

assistance i n  obtaining books w i th  greater ease than from Lyons: 

Jo. Henricus Herbordus g ra t i as  t i b i  a g i t  de c u r a t i s  
l i b r i s  o t  rogat u t  caetetos quoque i n  Gernania p raese~ t im  
excusos (nam Gal l icos Lugduni f a c i l e  per procuratores suos 
canparare potest) s i b i  cures, quo ad sine molest ia  tua i d  
facere possis. 

Lackinq more extensive records, much must be surmised about 

Hans Heinrich's l i f e  and a c t i v i t i e s .  Only a few d e t a i l s  shine 

through. 

I n  keeping w i th  the usual education of members o f  h i s  class, 

h i s  ea r l i es t  education may have taken place at one o f  the Fugger 

- - - - - - - - - - 

45 
Namen und Sach Register I I 1  : 1575 l / l  and 1547 2.9/1, 

respect ively,  and "Ehrenbuch der Augsburger P a t r i z i e r f a m i l i e  Her- 
wart,' 66. 

46 
Let te r  from H. W. Herwarth von Bi t tenfe ld,  &Ced HCW~I- 

stede, 15 September 1967. 

47 
Quoted i n  Lehmann, I, 55. 



foundations, such as the paroc:iial i n s t i  tu t ion  o f  St. Anne's, 

where Paul Hofhaimer , Ottmar Luscinius and Bernhard Rem were 

ac t i ve  dur ing the 1528s. Many pa t r i c i an  sons studied there, in-  

c l  uding Hans Heinrich's son Hioronymous ( 1572-1626) , who became 

one o f  Adam Gumpelzhaimer's 'splendore generis ornat is ,  p i e t a t i s ,  

v i r t u t i s  e t  doctr inae studios is  adolescentibus,' and 'ornatissimus 

ado1 escen t i bus, nec non indol i s  ac spei opt imae pueris.' Other 

dedicatees include f amil i a r  pa t r i c i an  names, a1 l o f  whose f ami l i e s  

were re la ted  by marriage to the Herwarths: U l r i ch  Linck, Anton and 

Jacob Sei tz,  Heinr ich Schot t (Tyrolengis) , and David and Marcus 
48 

Schal l er . 
Paul von Stet ten and h i s  son, the h is to r ians  o f  Augsburg, 

49 
describe Herwarth as a Gelehrter and doctor, and he undoubted1 y 

fol lowed h i s  peers ta un ive rs i t i es  i n  I t a l y  (Padua?) and/or France 

t o  study dur ing the l a t e  1530s, and t o  acquire a taste f o r  Cicero, 

Caesar, L ivy ,  Qu in t i l i an ,  Pl iny,  Seneca, Horace, Verg i l ,  Plutarch 

aiid oiner c lass ics,  whose works i n  manuscripts and p r i n t s ,  some 

dat ing back t o  the 15:h century, graced h i s  l i b r a r y  shelves 

48 
According t o  the dedicatory prefaces t o  h i s  Compendium 

musicae (Augsburg: Schreck, 1591) and Cm~endium musicae 1 a t i no  
(idem., 1595). 

49 
Stetten, Geschichte, 11, 28. Herwarth i s  nowhere e ls2  

mentioned as doc tor,  however. 



before becoming oart  o f  the ducal l i b r a r y  i n  Munich. 

A Liederbuch now i n  Munich has an ex - l i b r i s  dated 1616 i nd i -  

cat ing that i t  belonged to  another son, Hans Heinr ich 11, when he 

studied a t  the Jesuit  College and then a t  the Univers i ty  i n  Ingol-  
50 

stadt, matr icu lat ing there i n  1574. Hemade s ign i f i can t  contr ibut ions 
5 1 

i n  mathematics and h i s  papers have survived. Both sons may have been 

fo l lowing i n  thei r  fa ther 's  steps. 
52 

A 'Stammbuch' belonging t o  Hans Heinrich's nephew has survived. 

Ent r ies  on nearly a l l  of i t s  some 300 f o l i o s  t e s t i f y  t o  the wide- 

ranging t ravels  and extensive acquaintances o f  a t  1 east one Herwar th. 

This Heinrich Herwarth ( 1602-1658) became a doc to r  o f  jurisprudence and 

scholar, and a f te r  1653 was advisor t o  Emperor Ferdinand 111. The en- 

t r i e s  date mostly from the 1628s, and include a number o f  f e l l ow  stu- 

dents and professors at ~ t b i n ~ e n  (ca. 1622-3) and Frankfurt  (ca. 1626) , 
and many f r iends from Bremen. Interests o f  h i s  f r i ends  i n  music are 

re f l ec ted  i n  some en t r i es  accompanied by drawings o f  musicians. One o f  
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Munich, Univers i ta tsb ib l  iothek, Cod. mscr. 21788. 

5 1 
Munich, Bayerische Staatsbibliothek, Cod. bav. 608: "Mis- 

c e l l  anea rnathematica (Aus Herwarths Nachl ass) .' 
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Bayerische Staatsbibl iothek, Cod. germ. 3276. 



lu te,  v i o l  and f l u t e  players i s  signed by Heinrich Rehl inger and dated 
53 

1621; others include a b a t t l e  among musical instruments, signed 'IRT, 

ICD, HG'; and the sketch of a l u ten i s t  by Johann Kraus o f  Augsburg, 

dated 1623. Among the names i n  the 'StammbuchM, are Matthaeus and 

Gabriel Mylius, "Uindel icus' (16241, members of the fami ly  of J. D. 

Myl ius, cunpi i e r  o f  the famous l u t e  anthology. 

L ike h i s  contemporary Fe l ix  Plattner,  who studied l u t e  wi th 

the Augsburger Vei t Bul l  i ng  and was known as " l 'a l  lemand du l u t "  

whi le a student of medicine i n  Montpel l ier,  Hans Heinr ich may have 

taken up the instrument a t  an ear ly  age and cherished i t  through- 

out h i s  l i f e ,  as the tablatures at Munich seem to  t e s t i f y :  some 

were o r i g i n a l l y  described by Pawner, as we have seen, as 'Kinder- 

werck,' and others are mature compositions. Hans Heinrich's l i f e  

may have para l le led that of another Augsburg amateur l u ten i s t  and, 

likewise, a co l lec tor  o f  a r t  and 'antiquitates,' Phi l ippe Hain- 

hofer (21 July 1578-23 July  1647). His two imense l u t e  books of 

1603-04, now i n  ~ o l  f fenbgt te l  , contain a retrospect ive anthology 

of Augsburg masters, including Conrad and Melchior Newsidl er. 

Hainhofer was the son of a r i c h  Augsburg merchant, who 

53 
Rehl inger , member of an Augsburg pa t r i c ian  fami 1 y and 

possibly Hans Heinrich's nephew, may have derived h i s  p i c tu re  from 
the Veronese mentioned before, and discussed below. 



emigrated t o  U l m  during the unrest surrounding the new Gregorian 

calendar, which a lso  occupied sane of U l r i ch  I 1  Herwarth's time. 

Hainhofer studied w i th  Hieronymous Bechler, and i n  1594 he 

t raveled to Padua t o  study rhe tor ic  and science. He matviculated 

a t  the Univers i ty  of Siena i n  1596, where he earned a degree i n  

law. He then wandered through I t a l y ,  and northwards i n t o  The 

Netherlands, re tu rn ing  to Augsburg i n  1598 by way of large 

mercant i le German c i t i e s  inc lud ins  Cologne. I n  I t a l y  he acquired a 

l i f e l o n g  in terest  and Knowledge of a r t ,  r e f l ec ted  i n  the numerous 

engravings (some by ~ G r e r ) ,  which once decorated h i s  l u t e  books and 

d ia r ies .  (They have since been remwed.) He owned the p o r t r a i t  by 

Paolo Veronese, discussed below, which i s  said t o  have represented 

three young pat r ic ian  musicians, one a Herwarth. His a r t  co l  lec- 

t ion and 1 i b ra ry  ( inc luding many d iar ies)  was dispersed t o  Heidel - 
54 

berg, Innsbruck, Nuremberg, S te t t i n ,  Vienna and Augsburq. Refs- 

rences t o  music i n  h i s  d ia r i es  (Hainhofer entertained ~ch.u'tz) have 

never been the subject of carefu l  scholar ly  inqui ry .  

I n  any went ,  by 1544 Hans Heinrich, i f  h i s  t ravels  par- 

a l l e l e d  those of h i s  r e l a t i v e s  and Hainhofer, was again i n  Augs- 

burg, acquir ing i n  that year Maria Haintzel as a w i fe  and Hans 

Haintzel and Satherine We\ ser as in-1 aws. I have suggested 

- - - - - - - - - - - - - - - 

54 
Stetten, the younger, Lebenbeschreibunaen, I, 269-88. 



that some of h i s  book purchases may have occupied h i s  student days. 

They most ce r ta in l y  continued enthusiast ical  l y  throughout h i s  1 i f e ,  

and we w i l l  want to  dwell on them i n  some de ta i l  i n  seeking a 

context f o r  the manuscript l u t e  tablatures that come from h i s  l i b r a r y .  

Hans Heinrich HerwarthJs other hobbies apparently included 

h o r t i c u l t u r e  and numismatics. I n  1559, when Conrad Gesner v i s i t e d  

Herwarth's l ib ra ry  f o r  a second time gathering mater ia ls  f o r  a 
55 

rev i s ion  o f  h i s  Pandectae, he saw the f i r s t  t u l i p s  grown i n  Germany: 

Die Tulipanen werden n i ch t  vie1 Zber hundert Jahr i n  
Teutschl and bekandt seyn, i n  d m  Gesnerus i n  seinem Buch de 
Hortibus Oermaniae schreibt,  dass er d i e  e r s t  An. 1559 zu 
Augspurg, i n  Herrn Joh. Heinrichen Herwarts Garten daselbst 
gesehen, und dieselbe aus d m  Saamen welcher von Constanti- 
nopel gesch i ck t worden. 

Johann Sambucus described Herwar thJs  coin col 1 ec t i on  as we1 1 

serv ing the a r t s  and sciences, being 'exceptional f o r  i t s  eminence 
56 

and exquisiteness.' As we have noted, Duke Wilhelm had c w e t e d  i t  

from as ear ly  as 1573. 

Musical a c t i v i t i e s  invo lv ing  a Herwarth may have been the 

subject of a pa in t ing  by Paol o Cagl i a r  i Veronese ( 1528-1588) , sug- 

gest ing another possible sojourn by a Herwarth i n  Venice. Since 

Veronese i s  not known to  have t rave l l ed  beyond the Alps ( the  

- 
55 

Wol f f  Helmhard Herr von Hoberg, Adel ichen w- und Fel d- 
leben (Nuremberg, 17571, p. 827. - 

Quoted i n  Stetten, Kunst-, 11, 555. 



l i t e r a t u r e  on {Seronese i s  remarkably poor, howet~eri,  i t  may have 

been pa in ted i n  Venice. I n  add i t i on  t n  a Herwarth, the consuls of  

the Fondaco dei  Tedeschi i n  Venice, w l  t h  whom Veronese had c lose  

contact ,  inc luded i n  1551 an U l r i c h  Weibl inger.  The p i c t u r e  belonged 

a t  one time t o  our P h i l  ippe Hainhufer,  the Augsburg diplomat,  l u t e  
5 7 

p layer  and compi l er of a l u t e  book: \ 

E i n  vo r  t r e f S l  iches ~ t c c k  aus [Hainhufers Sam1 ungl  van 
Paul Veronese, we1 ches e i n  Fami l i en-Concer t von v i e r  h iess iger~  
Juengl ingen, einem Pf i s t e r  , we1 cher das Regal schlug, einem 
Weibl inger, der d i e  F loethe b l i e s ,  einem Mannlich, der den 
Blasbalg iog ,  und einem Herwarth, der d i e  {J io l  s p i e l t ,  vo r -  
s t e l l t e ,  wijrde dem Koenig F r i e d r i c h  von Boehmen, Churfuerst  
von der P t a l i ,  daraus verehret .  

PLATE I 

------------------.--------- 
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Stet ten,  Kunst-, I, 363. 



A watercolor (see PLATE I), purpor t ing  t o  be a copy o f  the 

pa in t ing,  ex is ted  u n t i l  recent ly ,  but  shows a l u t e n i s t ,  ins tead o f  

the f l u t i s t ,  and may i n  fact  be an 18th-century pastiche, there 

be ing noth ing comparable i n  composition and costume i n  Veronese's 
58 

extant work. 

The epi taphs i n  St .  Georg f o r  Herwarth and h i s  wives do no t  

say much about what must have been fasc ina t ing  I ives: 

I O H A N N E S  
H E N R I C V S  

H E R W O R T V S  
P A T R  I C I V S  

S I B 1  . E T . V X O R I S  
S V 4 E . P . M A R I A E  

H A I N T Z E L I A E  
L I B E R 1 S . H G . V . P  

A N N O . C H R I S T 1  

M D L X X I  I 

I O H A N N E S  
H E N R I C V S  

H E R W O R T V S  
P A T R I C I V S  

A V G V S T A N V S  
S I B I . E T . V X O R I S  

S V A E . M A R I N A E  
R E N Z I M . L I 6 E R I S  

H . M . V P  
A N N O . C H R I S T 1  

M D L X X I  I 
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Le t t e r ,  6 Nwember 1967, from Michael Lwey,  curator ,  The 

Nat ional  Gal lery,  London. I am a lso  g ra te fu l  t o  Herr H. W. Herwarth 
von B i t  t e n f e l d  #or  p r w i d i n g  a photograph of  the watercolor.  



IOHANNES . HENRICVS . HEWORTUS 
SIB1 . ET . WORI .SWE 

MARIME . RENZIN 
ET . EX IISDEM . PROGENITIS 

H . M . P . C . A N N O . M D L X X I 1  

The 'Ehrenbuch der Augsburger Pakr i~ i e r f  ami l i e Herwar th' gives 

Hans HeinrichJs coat-of-arms, an owl w i th in  a blue-bordered shie!d: the 

owl representing the usual heraldic sign of the Herwarths--perhaps 

derived from the name of one who waits (during the night?) upon a l o r d  
59 

(Herr-Wart) : 

Er hat das Stadtgericht . . . Anno 48 b i s  Ao 68, vo l -  
gens den Rath b i s  Ao 83. I n  we1 chem Jahr Todesverschieden 
m i  t i hrem besessen l i egt bey St . Geor gen a l  t ebegr aben . 

The book also contains the coats-of-arms f o r  h i s  wives, Maria 

Haintz ler in  (a f a l l e n  cross w i th  red  background) and Rentzel in (a 

horse breathing f i r e )  . 
Af ter  HerwarthJs death h i s  rninor ch i ldren were cared f o r  by 

Stephan Endorffer ( a  brother-in-law) , Hans Bapt is t  Hainz te l  and 

Baptist  Hochstet t e r .  

To the extent that  a  in's a c t i v i t y  i s  re f l ec ted  i n  h i s  

l ibrary,  the bound volumes provide a good summary of what must have 

been the earl i e s t  purchases f o r  Herwarth's co l  lect ion.  They tend t o  

be grouped according to  sacred and secular works, somewhat i n  t h i s  

order ( i f  a terminus ~ o s t  auem f o r  the i r  binding i s  made, based 

59 
Augsburg, Stadtarchiv, without signature, p. 6d. 



on the spread of t he i r  contents. This w i l l  establ i sh  a basis fo r  

examining the manuscripts of l u t e  music. 

A. (acq. no. 24: 1512-35) 

French and German Secular Songs; 
Ensembl e Dances 

(a) Lieder (Augsburg: Oeglin, 1512) [Purchased by h i s  father?] 
(b) Ensemble dances (Paris: Attaingnant, 1528-38; 2 vols.) 
(c) Parisian chansons (Paris: Attaingnant, 1528-35) 

8. (acq. no. 1: 1529-1538) 

Motets, Chansons and Madrigals 

(a) Motets (Paris: Attaingnant, 1529) 
(b) Chansons (Paris: Attaiiignant, 1531-34; 3 vols.) 
(c) Chansons (Venice: Scot to, 1538) 
(d l  Madrigals (Venice: Scotto, 1537; 3 vols.) 

C. (acq. no. 26: 1536-37) 

Published by Schoeffer & Apiarius o f  Strassburg 

(a) Lieder ( 1536) 
(b) Wal ther: Wittembergisch Goangbuechlin (1537) 
(c) Diet r ich:  Magnificat (1537) 

D. (acq. no. 1: 1539-58). 

Parisian Chansons 

(a) Parisian chansons, 'en ung e t  daux' and 'en deux"vo1umes 
(Paris: Attaingnant, 1539-58; 31 vols.) 

CC. Lute Music (MUS pr  152) 

(a) Works of Le Roy, Bel i n  and Morl aye (Paris: LeRoy & Bal lard, 
155 1-56) 



0 .  (acq. no. 3: 1548-52) 

Chansons and Madrigals; Motets 

(a) Chansons Ode l a  guerre' of  Janequin (Paris: ~ t t a l n g n a n t ,  
1537) 

(b) Chansons of Lupi Didier I 1  and Phinot (Lyon: Godefroy & 
Beringen, 1548; 3 vols.) 

(c) Chansons o f  Buus (Gardano, 1543; Scotto, 1550) 
( d l  Madrigals of Veggio, Verdelot and others (Venice: Scotto, 

1540; 3 vols.) 
(e) Madrigals of Rore, Verdelot, W i l l ae r t  and others (Venice: 

Gardano, 1548-52; 4 vol s.) 
( f)  Motets of W i l l ae r t  (Venice: Gardano, 1548) 

F. (acq. no. 16: 1538-45) 

Motets and other Sacred Pieces 

(a) Motets (Ferrara: Bugl har t ,  1538) 
(b) Symphonia (Mittemberg: Rhaw, 1538) 
(c) Motets (Nuremberg: Petreius, 1538) 
(d) Motets by Gombert and Wi l laer t  (Venice: Scotto, 1539; 

Scotto & Antico, 1539 [ 2  vols.1) 
( e l  Motets by Jachet Berchem (Venice: Gardano, 1545) 

G. (acq. no. 14: 1537-39) 

Masses and Sacred Pieces 
pub1 ished i n  Nuremberg 

(a) Magn i f  icao by  Senf l (Formschneider , 1537) 
( b) Masses (Formschneider ; Pehrei us, 1539; 2 vol  s .) 
(c) O f f i c i a  paschalia (Rhaw, 1539) 

H. (acq. no. 18: 1539) 

Madrigal s 

(a) Madrigals by Alfonso da Vio la (Ferrara: Buglhart, Campis & 
Hucher , 1539) 

(b) Books I - I V  o f  Madrigals by Arcadelt and others (Venice: 
Oardano [books 1-11, IV) and Scotto, 1539) 

I. (acq. no. 23: 1539) 

,Lieder pub1 i shed by Petreius i n  Nuremberg (one vol  .) 



J. (acq. no. 2: 1532-42) 

Motet Col lect ions 
pub1 ished by Moderne i n  Lyon 

(a) Motets ('del f iore') , Books I -2V  ( 1532-39) 
(b) Motets, Books I I - U  (1542) 

K. (acq. no. 10: 1538-49) 

Motets and Sacred Pieces 

(a) Sacred music by Wal ther and others ( W i  ttemberg: Rhaw, 1538; 
1544) 

(b) Motets ('del f r u t to ' ) ;  Motets by Ganbert, Magnif icats by 
Morales (Venice: Gardano, 1539; 1542-45) 

(c) Symphonia 'seu motetta' by Jehan; motets by Morales and 
Paolo Aret ino (Venice: Scotto, i543-44) 

(d l  Sacred pieces ed. by  Sal minger (Auqsburg: Ul hard, 1545-48; 
2 vols.) 

(e l  Lamen tat ions of Heremia (Nurmberg: Berg & Neuber , 1549) 

L. (acq. no. 19: 1538-43) 

Paranaon des Chansons 
(Lyon : Moderne) 

(a) Vol umes I - V I  I ( 1538-43) 

LL. Lute Music (Mus p r  114) 

(a) P r in t s  of Rotta, Vindel la,  and Francesco da Milano and 
Perino Fiorent ino (Venice: Gardano, 1546-47) 

M. (acq. no. 26: 1547-59) 

Motets and Madrigals 

(a) Motets by Gmbert and Wi l laer t  (Venice: Scotto, 1550; 2 
vols.) 

(b) Madrigal s by Cor tecc ia and Lupacchino (Venice: Gardano, 1547) 
(c) Madrigals 5y Lasso (Venice: Scotto, 1559; 2-in-one) 

N. (acq. no. 8: 1543-59) 

Chansons published by Susato i n  Antwerp 

(a) Books I Y I I I ;  IX-XI11 (1543-1550) 



0 .  (acq. no. 17: 1553-55) 

Motets published i n  Antwerp 

(a) Ecclesiasticaum, Books 1-111; U-UII (Susato, 1553) 
(b) Sacrarum cantionum, Books I-IU (Waelrant L Laet, 1554-55) 

P. (acq. no. 6 [ l o s t ! l :  1554-i7) 

(a) Motets pub1 . by Scotto, 'del laberinto,* books 11-111 
(1554); *de l a  fama' of ~ ' ~ ( r i t i e r ,  I (1555) 

(b) Sacrarum cantionurn, Book IU-U, pub1 . by Wael ran t  & Laet i n  
Antwerp, 1556 

(c) Sacred music pub1 . by Gardano i n  Venice: Psalms of Phinot 
(15551, Psalms by Wi l l ae r t  (15551, Psalms by Wi l l ae r t  and 
Jachet Berchem (one vol., 15571, Motetta festosum of  Pale- 
s t r i n a  (1574j, and Ecclesiasticum cantionurn, I, qf Gabriel i  
( 1576) , plus a now l ost book of psalms by Rore and Jachet 
( 1577) 

(d l  Psalms published i n  Nuremberg by Neuber (1569) 
(e l  Publications by Berg and Gerlach, together and i n  col la- 

boration i n  Munich: L a t i n  songs and motets by Vento (1569- 
71) , Psalms by Utendal ( 1570) ; motets by Schwaiger ( 1572) 
and by Regnar t ( 1577) . 

($1 Motets by Slegel publ. by Hantsch i n  Munich, 1570. 

Q. (acq. no. 11 : 1555-66) 

Sacred and Secular Works o f  
Lasso (and Gabriel i) 

(a) Motets, chansons and madrigals, Book IU (Antwerp: Laet, 
1555) 

(b) Sacrarum cant ionum, Books I -IV, and Sacrae l ec t iones 
(Venice: Gardano, 1565-66) 

(c) Gabriel i: Sacrae cantiones, Book I (ibid., 1565) 
(d l  Chansons (a 41, Book I (Antwerp: Laet, 1566) 
(e l  Chansons (a 5-61 , Books I I I-IV (Louvain: ~ h a l l s e ,  1564-66) 
(f)  Madrigals t a  4), Book I (Venice: Scotto, 1566); (a 5), 

Books 1-11 ( ibid.,  and Gardano, 1555-66) 



R. (acq. no. 4: 1542-60) 

Madrigals 

(a) Madrigal anthologies, 'de l e  muse,' Books 1-111, and * D e l l i  
madrigali, '  publ. by Gardano and by Scotto (Venice, 1542- 
59; 4 vols.) 

(b) Books of madrigal s by Ruff o (four books, 1555-58) , Cambio, 
Donato, Portinaro, Rore, and Str igg io,  pub1 . by Gardano 
(Venice, 1550-68) and by Contino, publ . by Scot t o  ( 1560) 

(c) Waelrant, Madrigals and chansons (Antwerp: Waelrant L Laet, 
1558) 

S. (acq. ns. 5: 1555-59) 

Motet An tho1 ogies by 
Phal ese of Louvain 

<a) Cant ionum sacrarum, I-IV, VI-UI I I ( 1554-55) 
(b) Clemens non Papa, Cantionurn sacrarum, Books I 9 1  

( 1559) 

T. (acq. no. 9: 1535-62) 

Madrigal s, Napol i tanas, and Dances (a  4) 
published i n  Venice 

(a) Madrigals 'de l a  fama,' publ. by Scotto and by Gardano 
( 1548) 

(b) V i l l o t t e  a l l a  padoano (Scotto, 1560) 
(c) Wi l laer t :  Napolitanas, Book I (Scatto & Antico, 1535) 
( d l  Madrigal s by Ruf lo ,  Books' 1-1 I I (Gardano, 1555-68) , and 

s ing le  books by Arcadelt, Cambio, Fisco, Lasso (a 5), La 
Mortoretto, Lupacrhino, Manara, and Nasco, a l l  publ. by 
Gardano ( 1547-62) 

( e l  Dances by Bendusi ( 1553) and r icepcars by Buus ( 1547) , both 
publ . Gardano 

TT. Lute Music (Mus pr  i93) 

(a) Works o f  Morl aye, Books 1-1 I I (Paris: Fezandat, 1552- 
58) 

(b) Works o f  De Rippe, Books 1 9 ,  and by Le Roy, Book VI  
(Paris : LeRoy L Bal l ard, 1553-62) 

U. (acq. no. 7: 1568) 

N& thesauri musici, Books I-V 
(Ven ice: Gardano, 1568) 



U. (acq. no. 12: 1570-71) 

Works by Lasso, pub1 . by Le Roy & Ba l la rd  i n  Par is  

(a) Chansons ( 1578-7 1) 
(b) Hodulorum, Books 1-111 (1571) 

W. (acq. no. 19: 1566-72) 

Miscellaneous books publ. i n  Germany 

(a) Sacred works by Lasso, Rasch ( 4  vols.) , and Uento, publ . 
i n  Munich by Berg (1578-72) 

(b) Nopolitanas by Scandello (Nuremberg: Neuber b Gerlach, 1566) 
(c) Cantionem, Book I, by Schroeter (E r fu r t :  Baumann. 1574: 
(d) Paix, Lieder (Lauingen: Reinmichael, ca. 1568) 

X. (acq. no. 13: 1555-88) 

Lieder and Sacred Songs publ. i n  Germany 

(a) Lieder by Eccord (Muehi hausen: Hantsch, 1578) , try 
Knefel, Lechner (2  vols.), Regnart and Utendal, publ. by 
Gerl ach & Berg, and by Neuber i n  Nuremberg ( 1578-88) 

(b) Sacred German songs by Schede and Wal ther, publ. i n  
Wittemberg by Schwertel (1566) 

A marvel ous l ib ra ry  indeed. 



Chapter I11 

Papers and Scribes 

I n  the Herwarth manuscripts nearly 58 d i f f e ren t  watermarks and no 

less than 28 scr ibes may be discerned. I n  using watermarks, the usual 

caveats apply. They may p r w i d e  important clues about a manuscript's 

o r ig in ,  but even i n  the 16th-century papers t rave l led  widely and one 
1 

may not r e l y  so le ly  on watermark evidence to  establ ish provenance. Nor 

are they i n f a l l i b l e  i n  determining dates. Vladimir  ori in found that 

i n  the vast ma jor i ty  of cases (92.7 percent), the time l a g  between the 

manufacture and use o f  paper i s  from zero to  f i f t e e n  years. I n  the 

Yugoslavian archival documents which he examined i n  de ta i l ,  many marks 
2 

disappeared w i  t h i n  one year. 

A l i k e  s i t ua t i on  might not obtain i n  music, unless one 

were involved w i th  a manuscript prepared i n  a professional scr ip-  

torium where large amounts of paper are consumed regular ly .  Jan 

LaRue would place a music manuscript of the 18th century anywhere 

between f i v e  years before and a f t e r  a date p r w i d e d  by a dated 
3 

document. Some fasc ic les  i n  the Munich l u t e  manuscripts 

1 
I t a l i a n  paper was imported spec i f i ca l l y  f o r  the Lasso choi r -  

books n w  a t  the Bayerische Staatsbibliothek, since such large sheets 
were apparently unavailable local l y ,  a; though a t  some i a t e r  time they 
became avai lab le from the Oesterrcicher m i l l  a t  Kaufbeuren. 

1: 

 ofi in, Anchor Watermarks, p. xxxi . 
3 LaRue, 'Watermarks,' 122. 



show the f l u i d i t y  and c l . a r i t y  of a professional scribe, i n  others 

amateurish scr ibbl ings, wh'ich nwertheless might preserve an important 

and uniquely s ign i f i can t  repertory. The amateur i s  more l i k e l y  t o  grab 
4 

a piece of paper which had been around fo r  several years. He, and the 

professional, may also up-date the i r  commonplace books w e r  a 1 i fe t ime.  

The s ta te  of watermark research presents addit ional 

problems. A1 though Briquet's pioneering d ic t ionary of watermarks 

has had. numerous vol uminous sequel s providing tens of thousands of 
5 

watermark tracings f o r  comparison, i t  i s  s t i l l  d i f f i c u l t  t o  

locate an exact match of a watermark. The moulds containing the 

wires that formed the watermark were repaired frequently ( a  pheno- 

menon of considerable value i f  the exact mark can be matched w i t h  

one on a dated document, of course). I t  i s  my experience w i th  tlre 

marks examined i n  the Herwarth manuscripts, and i n  other l u t e  

4 
Some of the musical examples f o r  t h i s  d isser ta t ion  

were copied l a s t  week on paper purchased 25 years ago, and 
converse1 y some other musical exampl es were t hemse 1 ves copied 15 
years ago. 

5 
Many are c i t e d  below and i n  LaRue's a r t i c i e .  Gerhard 

Piccard i s  now publ ishing a s ign i f i can t  new series, Die Wasser- 
zeichenkarterei Piccard ~IJ Hauptstaatsarchiv Stut taar t ,  and impor- 
tant research i s  being car r ied  on by Theo Gerzrdy. Iqpcrtant f o r  
Fabri ano papers, which were m~rchandised wide1 y, i s  Labarre, ed., 
Zonah i 's Watermarks, as i s  Mosin, Anchor Watermarks. Briquet's & 
f i l i a r a n e s  is, of course, the standard work. 



manuscripts, that a thorough search of avai l  abl e watermark d ic  t i o -  

nar ies  most usual ly p r w i d e s  s imi lar ,  but not exact matches. The 

same design may i d e n t i f y  the papers of a m i l l  f o r  w e r  a century, 

prov id ing opportunit ies f o r  watermark col lec tors  ( i t  must be a 

fasc inat ing hobby) t o  pub1 i sh  whole books dwoted t o  var ian ts  of a 

s ing le  mark. The path i s  l i t t e r e d ,  therefore, w i t h  possible p i t -  

fa1 I s .  I n  two instances I located very s im i l a r  marks that sug- 

gested dates that were patent ly  impossible: one an I t a l i a n  mark 

corresponding to one of about 1490, and the other a German mark o f  

abou t 1625. 

Watermark evidence coupled w i th  other information may, how- 

ever, p r w i d e  a h i n t  that points  the way t o  important conclusions. 

This  i s  especial l y  true w i t h  a heterogeneous group o f  fasc ic les  

such as those i n  the Herwarth manuscripts, music f o r  lu te ,  since marks 

can suggest a place of o r i g i n  and p r w i d e  a convenient means of 

sor t ing.  I t  i s  best, therefore, t o  proceed w i t h  a survey of the 

var ious papers and scr ibes associated with each, beginning w i th  



6 
i3avar ian papers and working outwards geographical 1 y. Matters o f  date, 

speci f ic  scr ibal  features and evidence provided by concordances, may 

then be considered. 

6 
Bavarian watermarks frequently ind icate the grade o f  

paper. The pr ices  be1 ow, f o r  Memmingener papers i n  1628, provides a 
guide fo r  ea r l i e r  Bavarian papers, which use s imi la r  marks t o  show 
grade. 

Grades o f  papers : 

Regalpapier per ream: 7 41 -- k r  
Medianpapi er " : 5 f 1 -- k r  
P-Papi er " : 3 f l - - k r  
Sch i l d t i  inpapier : 1 41 48 k r  
geringste Sorte : 1 f l  20 k r  

Cvon Hossle, 1926, Heft 15, 225.3 

The papermil ler Oesterreicher, act ive i n  Kaufbeuren and Augsburg, 
del ivered i n  1529 23 reams of paper o f  three grades f o r  79 f 1 1 p f d  15 
p, the s ingle p r i c e  per grade not being given. A t  an average p r i c e  of 
3 f 1  33 p f d  per ream, paper p r ices  seem to have remained f a i r l y  s tab le  
at about 3 and one-half f l o r i n s  per ream, a1 though t h i s  discounts the 
tremendous i n f l a t i o n  i n  E u r o p ~  during t h i s  same period. 

Most Bavarian papers seem to  have come i n  grades i den- 
t i f i e d  w i th  an oxenhead, "Pa or shield, wi th an attached sign 
ind ica t ing  the m i l l  (o f ten being drawn from the arms o f  the c i t y  
i n  which the m i l  1 was located). Sur,etimes s imi la r  marks would 
i d e n t i f y  a given papermill 's product f o r  several centuries. I n  the 
17th century i t  was usual f o r  the owner to  add h i s  i n i t i a l s  t o  the 
m i  11  's t rad i  t iona l  mark. Thus (given the more substant ial  i n fo r -  
mation about 17th-century owners), i t  i s  possible to  trace a mark 
backwards i n t o  the 16th century w i th  some cer ta in ty ,  even mshen the 
meaning o f  the pa r t i cu la r  mark i s  obscure: f o r  example, i f  the 
mark lacks p o s i t i v e  ind icat ion o f  o r ig in ,  such as the use of a c i t y  
shield. 

We w i l l  have occasion t o  observe a number o f  grades of 
paper from the same m i l l .  For some o f  the sketches tha t  survive i n  
the Munich l u t e  manuscripts, rather inexpensive papers were used, 
and although not an i n f a l l i b l e  guide, may have some bearing on the 
i n  tended purpose o f  the music copied thereon. Oxen-head papers 
appear t o  have been sel d m  used f o r  1 u t e  manuscripts, and I have 
encountered them only i n  Wroclaw, Ms 352, and i n  the Herwarth 
Liederbuch i n  the Augsburg Staats- und Stadtsbibl iothek. 



AUGSBURG PAPERS 

Hatermarks 3AB and 9AB reproduce the insigne of the 
7 

c i t y  o f  Augsburg . For w e r  four hundred years Augsburg papers 

have ca r r i ed  the c i t y  coat of arms, a pine cone res t i ng  on a base. 

Eight papermil I s  were ac t ive  i n  Augsburg during the 15th and 16th 

centuries, and appear to have been older than those i n  Kempten. 
8 

They may have been 4ounded as ear ly  as 1449. Paper manufacture 

there appears t o  have been prompted by the several book p r i n t e r s  - 
who were so ac t ive  that three wen founded the i r  own m i  1 I s .  M i l  l s 

were established on the Sinkel River, near Oedenhausen and 'vor 

ro ten  Tor." 

Act ive on the Sinkel was the book-pub1 isher Anton Sorg 

($1.  a f t e r  1475; publisher a f t e r  1492). His successor was Hans 

Oesterreicher, who also managed a papermil l  i n  Kaufbeuren (see 

Wate~mark 16 and 32) . This i s  probably the m i l  l where the papers 

discussed here were manufactured. Oster~e icher  purchased the m i l l  

7 
REPRODUCTICNS of the watermarks appear a t  the end o f  t h i s  

chapter. Another version of watermarks 3AB and 9AB also appears i n  Mus 
Ms 270, passim, (Watermark No. 86) . 

8 
Fr iedr ich  von H ~ I  e c w e r s  Augsburg papermi I l s i n  

Der P a ~ i  er-Fabr i Ean t ( 1926) , Hef t 8, 1 17- 19, Heft 9 ,  126-8, Heft  - 
11, 155-7. H'dssle's i s  the most extensive coverage of Bavarian 
papers, although h i s  emphasis i s  more on the m i l l s  and the i r  
p ropr ie to rs  than the i r  watermarks. :;is studies were pub1 ished i n  
Der Paoier-Fabrikant between 1924 and 1932 i n  various issues. 
There i s  a table o f  contents t o  h i s  studies, which i s  useful i n  
l oca t i ng  specif ics, i n  Hef t  32 fo r  1932, pages 502-3. !, have 
consulted the bound volume o f  the a r t i c l es ,  w i th  von Hossle's 
correct ions, i n  the Handschrif tensamml ung o f  the Bavarian State 
L ibrary.  A photocopy of that volume i s  avai lab le a t  Duke Uni- 
ve rs i t y .  



i n  Kaufbeuren fo r  himsel f , h i s  son Caspar and h i s  heirs.  I t ap- 

pears that  Hans remained i n  Augsburg u n t i l  h i s  death around 1528. 

His widow managed the m i l  l wi th  another son, u n t i  l about 1541 when 

i t  was purchased by ~ S r g  Lang, who heads a fami ly  known i n  

Bavarian paper manufacture u n t i l  1800. The m i l l  was purchased 

around 1598 by the p r i n te r  Michael Mayr, w i th  whom U l r i ch  Herwarth 

was assoc i a ted. 

Also on the Sinkei was a smal l papermi l l that was l i t  t l e  

used u n t i l  about 1528, when i t  was so ld  w i th  the condit ion that i t  

would n w e r  again be used as a papermill--perhaps i n  an attempt to 
9 

quash campeti t i on  w i th  the Oesterreichers. 

The Watermark 9AB (pine cone w i th in  shield) i s  ident ica l  
10 

to  Einender, No. 1837, 'German, 1550.' 

Watermark 3AB (pine cone w i th in  a shield) i s  close t o  

Briquet's No. 2112 (Carinthia, 15421, w i th  s im i l a r  v a r i e t i e s  on 
11 

documents from Augsburg, 1548-55. I t  i s  a lso s imi la r  t o  Ein- 

ender's Elo. 1836, 'German, 1548,' and to  a l e t t e r  dated Munich, 

9 
Von tigssle, Heft 9, 126. 

10 
Einender, The Ancient P a ~ e r - m i l l s ,  and von ~ & s l e ,  Heft 

11, (1926). 

11 
Also see Labarre, Nost i tz ,  pp. 44-45, and Watermark No. 

86. 



12 
1567, in the Libri antiauiiatem in the Munich Staatsarchiv. 

Watermarks using the Cross of St. Anthony are also fran 

Augsburg, since both the cross and pine cone appear together in 

Briquet's No. 2121. In Mus Ms 1511c, Nos. 1-15, and Paris I, and 

Mus Ms 266, Nos. 142-147, the paper is used for printed six-line 

staves, a matter to which we shall return. The marks are closest 

to Briquet's No. 8023 (Augsburg, 1544-59), and to the mark in a 
13 

letter dated Augsburg, 1569. 

Watermarks 1AB and 4AB likewise represent the Cross of St. An- 

thony. No. 1 resembles Briquet's No. 9881, which he located in Augs- 

burg 'documents of 1544, wi th simi 1 ar varieties in documents a bi t 

1 ater , from Augsburg ( 1547-66) , Graz ( 1558) , ~ichst$t t ( 1596-49) and 

Dresden ( 1543) . Watermark No, 12AB is iden tical to that on an undated 
14 

horoscope for Johann Georg Herwarth. No. 4AB has chainlines the same 

distance apart as Briquet's No. 9802, used in Augsburg ducuwenis, 1965- 

Watermark No. 06 (Cross of St. Anthony abwe the letter 'Pa) 

appears also in paper used for a letter dated Augsburg, 1569. It  

identifies a better grade of paper fran the same mill. 

Watermark No. Ms. & No. Scribe Representative 
Contents 

34: Pinecone within 266: 121 C 1 Fantasia on Uater 
shield unser, dated 1568 

- - 

12 
11, fol . 34. 

13 
Libri antiaui tatem, 111 ,  fol . 88. - 

14 
Cod. bav. 688, f 01 s. 448 and 463. 



3B: (ditto) 

9A: (ditto) 

9B: (ditto) 

266:126-127 C 1 Fantasia, Arcadelt 
chanson 

2986: 1-2 D Lasso chanson in 
tablature & mensural 
notation 

86: Pinecone within 278: pass. 
shield above the 
letter 'P' 

1A-C: Cross of St. Anthony 266: 1-14 A Crequillon, Lasso, 
within shield Rore intabulations; 

Passamez zo by New- 
sidl er 

1A: (ditto) 266: 115 BZ Ricercar 

4A: (ditto) 266: 134 C2 Ferrabosco madrigal 
48: (ditto) 266:135-136 C2 Crequillon, Arcadelt, 

Lasso intabulations 

12C: (ditto) 

1%: (ditto) 

1%: (ditto) 

12AB: (ditto) 

12fIB: (ditto) 

Paris I A Passamezzos 
(Newsidl er) ; 
Lupus, Senf 1 , Josqu i n 
motet intabulations 

266: 142 BX Willaertmotet 

266 : 143 BC Fragment added 

266:144-147 BX Dance; Wi 1 1 aer t 
madr i gal 

151 1C: 1-12 BX Gombert , Jachet 
motets 

KEMPTEN PAPERS 

The watermark with the letter 'K' within a circle probibiy 

stems from one of two papermills at Kottern, '114 Meilen' south of 

Kempten on the Iller River. Mil 1s ware established there as early 



as 1477 by c i t i zens  o f  Kempten, l a t e r  inc luding Peter s tzh le in,  

Mori tz Staiger (both f l .  1528) and Mar t in  Mayr ( $ 1 .  1573). The 

l a t t e r  was from a family act ive a lso i n  Augsburg. He was accused 

o f  fo rg ing  watermarks o f  the c i t y  o f  M m i n g e n  or! his papers. H is  

mark, a demi-eagle and t h ~  l e t t e r  "K' (see Watermark No. 6) re-  
15 

sembled that used i n  Memingen, a demi-eagle and cross. 

Watermarks s imi la r  t o  l0A-C date from as ea r l y  1520, and 

were i n  widespread use between 1555 and 1558, and survived un t i  1 
16 

as l a t e  as 1595. 

I have located marks ident ica l  t o  our Watermark 1BA among 

the papers i n  the L i b r i  antiauitatem, namely l e t t e r s  t o  Marx Fug- 
17 

ger, dated Lauf fenheim, 1567 and 1569. Also see Briquet, Nos. 

15 
I n  1586 master papermakers and t h e i r  apprentices from Augs- 

burg, Landsberg, Ronsberg, Kaufbeuren and Kempten met t o  s e t t l e  
these d i f ferences and t o  'copyrig!i+.' protected marks f o r  the 

' Bavarian paper trade. Themark of 'Kw w i th in  a s h i e l d ,  surrounded 
by a doubl e-headed eagle (out Watermark l0AB) was reserved f o r  
Kempten papers and the sh ie ld  w i th  eagle and a cross (see our 
Watermark No. 6) reverted to  the Memingen m i l l s ,  the charge 
against Mayr apparently being the s i m i l a r i t y  of h i s  demi-eagle 
mark, e.g h i s  use of a s im i l a r  sh ie ld  and 'K' instead o f  cross 
(see von A6ssle's Mark NO. 246) .-The conference was amiable. 

16 
Von ~ S s s l e ,  1926, Hef t  14, pa. 209-11. He notes add i t io -  

nal instances o f  forger ies from the Kottern m i l  1s of i n te res t  t o  
us: from 1565 t o  1588 one Hans and Bal thasar Hurrenbain of Kot tern 
del ivered papers w i th  the s t r i d i n g  bear watermark (our Watermark 
2, atc.) t o  the court  chancel l e r y  a t  Innsbruck. 

17 
L i b r i  antiauitatem, 11, 164, 336-9 (dated 15671, 111, 63 - 

(dated 1569). Other examples o f  the 'K' w i th in  a c i r c l e  appear i n  
volume 11, $01. 110, I l t ,  126 and 139 ( l e t t e r s  dated Augsburg, 
1563), and the demi-eagl e w i th  l e t t e r  'K, i n  ibid., 336 and 344 
(a lso i n  l e t t e r s  from Augsburg.) I t  seems, therefore, that Kemp- 
ten papers were much used i n  Augsburg. 



8262-5, a1 l of a s imi la r  size. Briquet, No. 8263 has chain1 ines 

the same distance as Watermark l0C, which Briquet found i n  papers 
18 

dated Augsburg, 1566. 

Watermark No. 6 ( the l e t t e r  'K' wi th in  a double-headed 

eagle) represents the sh ie ld  of the c i t y  o f  Kempten. This mark 
19 

or ig inates at 'a m i l l  a t  Hynwang, ac t ive  from 1515 t o  1836. I t  

i s  ident ica l  w i th  the mark in  l e t t e r s  from Marx Fugger t o  Albrecht 

U, dated Augsburg, 1566, and is s imi la r  t o  the mark i n  papers from 
20 

Johann Fugger to  Albrecht, dated Augsburg, 1556. 

Watermark and 
Descr i p t i on 

Ms. b I tem Scribe Representative 
Con tents 

l0A: 'K' wi th in  c i r c l e  266: 137; C2 Lasso,Pathie 
139-4 1 chansons; 

Hofhaimer L ied 

266: i24- 125 C2 Arcade1 t , Rore 
madr i gal s 

6: Dou b l  e-headed eag 1 e 266 : 123 C1 Lupus motet 
w i th  l e t t e r  'K' 

KAUFBEUREN PAPERS 

Watermark No. 8 represents the arms of the c i t y  of 

Kaufbeuren, and was used i n  papers manufactured there between 1528 

and 1839. 

18 
Briquet discusses Kempten papers, vo l .  111, 445. 

19 
See Labarre, Nost i tz :  No. 83, No. 239-48, and p. 54, 

and von ~Gss le ,  U I I I ,  No. 248. 

20 
L i b r i  antiauitatem, 11, f o l s .  148, 159 and 168 (Marx - 

Fugger), ibid., 111, f o l s .  2-25 (Johann Fugger). 



Briquet (No.1008) located var iant  forms widely i n  nearly one 

hundred documents from Munich, Prague, Wiener-Neustadt, Graz and 

Laibach dated between 1533 and 1603. The wners  of the m i  1 l were 

Hansen Oesterreicher and h i s  son Caspar from Augsburg, who ran the 
2 1 

m i l l  from 1520 u n t i l  i t  was so ld  to  Caspar Ze l le r  i n  1584. 

Watermark No. 8 i s  almost ident ica l  to that i n  a l e t t e r  

dated Offenburg, Ju ly  1568, i n  the L i b r i  antiauitatem, 11, 387, 

but  i s  a lso very s imi la r  t o  a mark that von Hgssle dates about 
22 

1531. Since Hand D i s  also known to  have copied pieces on paper , 

bearing our Watermark 9AB, which dates perhaps from the 1540s or 

1558s, i t  seems that a date midway between 1542 and 1568 i s  more 

probable. 

Another, 1 arger f o ra  of the wati-rmark, appears i n  the 

sheets used i n  the Lasso choirbooks, Mus Ms 2758. I t  i s  reproduced on 

the p l a t e  o f  Kaufbeuren watermarks. 

Watermarks Nos. 16 and 32 (Reichsapfel) i d e n t i f y  other 
23 

papers from Kauf beuren . The symbol , the Reichsa~f  e l  , a1 so ap- 

pears on coins minted there i n  the 16th century. 

2 1 
Zel l e r  a lso owned o paper m i l  l i n  Augsburg. That 

m i l l  p y i d e d  the paper used f o r  the Hainhofsr Lute Book, now i n  
Wolffenbuttel, MS Guelf 18.7/8. (See the watermark reproduced i n  
the l i s t  o f  manuscripts i n  the section o f  Concordances.) The m i l  l 
was apparently a l arge one, since Zel l er  empl oyed as many as 14 
journeymen . 

22 
Won ~ g s s l  e, Heft 16 ( 1926) , 239. 

23 
Von Hbjsl e, Heft 16, ( 1926) , 238-39. 



No. 168 very c l osel y approximates von ~ G s s l  e's No. 270, 

which he dates 1530. Briquet also found i t  i n  ear ly  papers from 

Bavaria, (No. 9897) and Augsburg and Memmingen, 1526-41 (No. 

9898). Watermark 32 i s  the upper por t ion  o f  a 'P' grade paper 

f run the same m i  1 l . 
Watermark and 
Descript ion 

Ms. & Item Scribe Representative 
Con tents 

8: Stars w i th in  sh ie ld  266: 149 D Lasso chanson 
separated by bar 

8: ( d i t t o )  

1bAB: ( d i t t o )  

Par is  I 1  various 

266: 183-4 BC u n t i t l e d p i e c e s  

32: Reichsap+el with- 1511C:13-14 BX Gmbertmotet  
i n  sh ie ld  abwe 'P' 

LANDSBERG #4 LECH PAPERS 

Watermark 15 represents the arLs o f  the c i t y  o f  

Landsberg am Lech, where a m i  1 l was founded around 1528. P-, 

Adler-, and Ochsenkopf-Papiere were manufactured there. An H. 

blagner bought the m i l l  i n  1586, and added h i s  i n i t i a l s  t o  the 

mark, so our mark dates from before then. Briquet located i t  i n  

Vienna ( 1535) , wi th simi 1 ar va r ie t i es  i n  documents from Bavaria 

( 1535-42) , Vienna ( 1536-48) , Augsburg ( 1548-59) , Landsberg 

(1557), Salzburg (1561-721, and Brussels (15491, that is ,  i n  

widespread locat ions during the 1548s and 1550s. 

Watermarks s im i l a r  to  our Nos. 73A-D seem t o  have been 

i n  use from 1566 to  1680, but, i n  Briquet (No. 12421, the chain 

l i n e s  are closer together than i n  our Watermark 7%-D. Briquet 

located h i s  mark i n  documents at Vienna (1566), w i th  s im i l a r  

v a r i e t i e s  a t  Eichstaedt, ~ G n e b u r ~ ,  Augsburg (15841, and Sal zburg, 

(1573-97). This i s  not ,  as Briquet believes, a mark f o r  a a i : l  a t  



24 
Braunau un Inn (now i n  Austr ia).  

Watermark and 
Description 

Ms. & I tem Scribe Represent a t  i v e  
Con tents 

7%-D: C r o s s a b w e h i l l s  1627: 13-15 U Lasso motet; 
German 
dance by Newsidler 
(Ger. tab1 .) 

15: Cross above h i  l l s 266: 170 N Josquin motet 
w i th in  c i r c l e d  sh ie ld  (German tab! .> 

MEMMINGEN PAPERS 

Watermark 11, a shield, demi-eagle and cross parted 

&, represents the arms of the c i  t y  o f  Memmingen, near Augsburg, 

where a paper-mil l  was erected i n  1478. The mark appears on 
25 

Memmingen papers u n t i l  about 1620. Briquet, Nos. 935-48, show 
26 

various forms o f  the mark, w i th  h i s  936 and 938 approximating 

our Watermarks 11C and 114. 

I have located the same watermark i n  the L i b r i  ant iquitatem 

24 
For information about the papermill a t  Braunau, w i t h  a 

few reproductions of watermarks ( the  arms, f o r  example, are d i f -  
ferent f o r  Braunau) , see M i  t terwisser,  'Die a l  ten Papiermuehlen 
von Landshu t und Braunau . ' 

25 
See Labarre, Nost i tz  page 59, and h i s  Nos. 270-71. 

26 
Briquet, No. 934, has chain l i n e s  the same distance 

apart, and has the same general conf igurat ion as our No. 118. He 
dates h i s  No. 936 around 1542 and found i t  i n  documents i n  the 
Memmingen Archive and from Spire. Briquet, No. 938, i s  almost 
ident ica l  w i t h  our No. 1lA. He located i t  i n  documents from 
Pressburg dated 1567. His 's imi lar  var ie t ies"  appear i n  papers 
used for documents from Vienna, 1570-77, Styr ia ,  1570, and from 
M e m i  ngen , 1582. 



27 
o f  the Munich archives, as f o l  lows: 

Watermark 1lA i s  ident ica l  t o  the one i n  a l e t t e r  from 
Marcus Fugger to  Albrecht V, dated Augsburg, 1566. 

Watermark l lB ,  t o  one i n  a l e t t e r  from Anton Meuting to 
Albrecht, dated Augsburg, 1569. 

Watermark l lC,  t o  l e t t e r s  from Meuting to Albrecht V, 
dated Augsburg, 1564 and 1568. 

I t  i s  o f  some in te res t  that a form of Matermark 11 was used 

i n  the paper f o r  Mslchior Newsidler's l e t t e r  t o  Albrecht V, dated 

Augsbur g ,  23 December 1577. 

Watermarks 740 are discussed and reproduced i n  the de dippe 

chapter, and date around 1563. 

Matermark and 
Descript ion 

Ms.& Item ScribeRepresentative 
Con tents 

7AB: Le t te r  'Mm 266:105-113 BC deRippefantas ias  

1 1A-ti: Cross and demi - 266:128-130 C1 I vo  de Vento, 
-eagl e w i t h i n  sh ie ld  Lasso Lieder ; 

Sandr i n  chanson 
116: ( d i t t o )  266 : 13 1- 133 C 1 Hof haimer L i  eder ; 

Newsidl er f a n t ~ s i a  

11C: ( d i t t o )  266:119-20 C1 Wi l laer t ,  Sermisy 
chansons 

11C: ( d i t t o )  266: 118 i3Z u n t i t l e d  

MUNICH PAPERS 

The mark, described e i ther  as candelabra, a bee h ive  or a 

sal  t c e l l  ar, represents the coat-of-arms of the Poetscher fami ly  

- 
27 

Volume 11, 142, 127, 122 and 124, respect ively.  



of Munich and i s  used on papers manufactured at  a m i l l  on the Au 

River near Munich. I t  appears i n  papers used fo r  the presentation 

copy of Gorzanis's col lec t ion  o f  passamezzo/sal tare1 l o  pa i rs  tnat  

extend through a l l  keys. The manuscript i s  dated 1567, and there 
28 

i s  no reason t o  doubt that that was i t s  time o f  copying. 

Watermark and 
Description 

Ms. b I t e m  Represen t a t  i v e  
Contents 

100: Sal t Cel l  ar 1511A: pass. Gorzanis 800%; dated 
1567 

SCHOBENWUSEN PAPERS 

Watermarks 5 r ~ p ~ e s e n  t the arms of Schobenhausen , between 

Augsburg and Ingolstadt, and probably i s  a mark from the m i l l  of  

the Lang papermakers, who were ac t ive  e l  sewhere as we1 1 . Briquet 

found i t  a1 1 over the place between the years 1540 and 1608: 

Eichstadt, Jena, Augsburg, Innsbruck, Berl in, Wol fenbGtte1, and 

wen  i n  Russia. The chaie l i nes  are closest i n  No. 5 t o  Briquet's 
29 

No. 2239, which he dates 1593. 

28 
For information on the Poetscher papermil l, see Labarre, 

Nost i tz,  pp. 68-61, and h i s  watermarks Nos. 277-78, and especial ly 
von :8ssle, who discusses the papermi 1 1 i n  some considerable 
detai  1 i n  the 'rest-2IeStm ( 1930) issue o f  Der Papier-FabriKant, 
60-62, and i n  Heft 2 1 ( 1924) , 232-37. 

29 
Von Hiissle discusses the Schobenhausen m i l l s  i n  Heft 26 

( 1924) , 294-5. My second mark i s  from the ducal ex-1 i b r i s ,  dated 
1618, i n  Mus ms 268. I t  wel l  shows how a mark may deteriorate. 
(The second mark i s  not from the same mould, however, since the 
chain 1 ines are d i f fe rent  .) 



Watermark and 
Description 

M s k I t e m  ScribeRepresentative 
Contents 

5: Cock's head abwe 266: 122 C 1 Anon. chanson 
g r i d  w i th in  sh ie ld  

BERNAISE PAPERS 

These papers are discussed i n  de ta i l  i n  the chapter on the 

Marco dal 1 'Aqui l a Fascicle, where they are also reproduced. 

Watermark and 
Descr i p t i on 

Ms. & Item Scribe Representative 
Con tents 

2AB: Bear, s t r i d i n g  266: 15-180 H Marco dal l 'Aqui 1 a 

2AB: ( d i t t o )  266: 114a H Fragment 

2AB: (d i t t o )  266: 114b BY Un t i t l ed  

2AB: (d i t t o )  266: 148 BX La Fage motet 

2C: (d i t to )  

41AB: ( d i t t o )  

266: 153- 155 F Janequ i n  , 
Crecqui l l on 
chansons; 
German L ied 

Janequin, Sandrin 
chansons intabulated 
f o r  keyboard 



ITALIAN PAPERS 

Church 

The watermark of a church (or three h i1  Is)  w i th  cross and a 

countermark 'CB' a l l  appear, according t o  Briquet's Nos. 11912- 

11914, i n  papers dated Padua, 1515 through 1552. My Nos. 1W13A 

have d i f f e ren t  chainlines, but the countermark i s  otherwise the 

same as Briquet, No. 11914, dated Padua, 1552. I have been unable 

t o  f i n d  a match f o r  my No. 55, but perhaps i t ,  too, dates from 

mid-cen tury. The f igures  given by Zonghi have crossed l ines, not the 

out1 ine, t o  represent the cross. His date from 1398 t o  1493. 

14W13A: Cross abwe h i l l s  266:161-166 K Arcadel t, Festa 
w i th in  c i r c le ,  counter- madrigals, Crec- 
mark 'P3' below t r e f o i l  q u i l l o n  chan- 

sons i n  tabu1 ated 
by Pacol in i  

14BC: Cross 
w i th in  

abwe h i l l s  266:156-159 L Sermisy chansons 
c i r c l e  in tabulated by 

A. RCotta?l 

14BC: (d i t t o )  

731-0: ( d i t t o )  

55/13B ( d i t t o )  

266: 168 BC Un t i t 1 ed (Added 
to  pieces co- 
p ied by Scribe 
L.) 

1627:13-15 V Lasso motet; German 
dance by Newsidler 

151 1D:21-23 K I t a l  i an  dances 



Cardinal 's Hat 

A l l  watermarks of a hat are I t a l i a n .  The chain l i n e s  of my 

No. 30A match those of Briquet, Nos. 3410 and 3415, and the chain- 

l ines and coun termark match Briquet's No. 3477 (Padua, 1547) , and 

are simi 1 ar t o  Eineder, No. 1783 (Venice, 1543). Simi lar paper 

w i t h  countermark "PC' i s  used i n  Francesco da Milano p r i n t s  by 

Gardano, 1546 and 1547. Briquet located s i m i l i a r  v a r i e t i e s  of h i s  

No. 3477 i n  Graz (15341, Vicenza (15511, Padua (1553) and Udine 

38AB: Hat w i t h  countermark 151 1C: 17 S Richafort  motet 
"P3" below t r e f o i l  

30AB: ( d i t t o )  151lC:18-28 BC Sermisy , Rocquel ay 
chansons (added 
t o  pieces copied 
by scr ibe  S.) 

Angel 

The watermark o+ an angel i n  c i r c l e  w i th  countermark "0' i s  

probably another Fabriano paper. The chain1 ines and design of my 

No. 31AB approximate the s ize  o f  Briquet, No. 645, which he lo- 

cated i n  Vicenza (1535). 

3140: Angel w i th in  c i r c l e  1511~:15-:6 R Mouton, Jachet 
w i  th  coun termark "3" motets 
or "B' 



I t a l  ian Anchor Papers 

Watermarks representing an anchor w i th in  a c i r c l e  below a f leur- 

de-1 i s  or s tar  are very c m o n  i n  I t a l  ian papers. The most extensive 

survey of the mark appears i n   ofi in's d ic t ionary . Various d i s t i n c t  ions 

may be made, p a r t i c u l a r l y  i f  the anchor has a s ing le  or double shank. 

The single-shank mark (of  which there are none i n  the Munich l u t e  

manuscripts) indicates a Venetian paper, whereas the douhl e shank, 

usual ly  a Fabriano paper, especial ly when accompanied by a countermark 

o f  t r e f o i l  abwe 'C 3,' 'P 3,' or 'C B,' etc. ( ~ o g i n  dist inguishes 

between 'PB' and 'P3,' although they seem t o  be the same countermark 

deteriorated.) A1 1 of the anchor watermarks i n  the Munich l u t e  manu- 

s c r i p t s  have the double shank, many w i th  the countermark. 

No. 57 i s  close t o  Zonghi's No. 1598 (15161, No. 1588 
( 151 1) , No. 1589 ( :516) , and No. 1598 ( 1549) , and near 1 y 
ident ica l  t o  ~ g s i n ' s  No. 702 (dated 1523). 

Nos. 6% and 628 bear close resernbl ances to several marks i n  

Mosin's d ic  t ionory: 

No. 624 t o  ~o!!in's No. 661 (1510) 1519 (=Briquet's No. 
481, which he fcusd iii documents a t  Arnoldstein, L jub l  jana 
and Trwiso.) ,  No. 695 (1515/1520), and Nos. 712 (15251, 713 
( 1525) , 715 ( 1524=Zonghi's No. 15921, No. 719 ( 1524) and 738 
(1531). The closest i n  s ize are  Nos. 712, 713, 715 and 719 
and 738; No. 6a i s  neary i den t i ca l  t o  Mosin's No. 695. 

V No. 628 bears close resemblance to Mosin's No. 708 
(Lucca, 1522) and Briquet's No. 492 (Prwence, 1536). A 
1 a ter  date seems most probabl e, perhaps those of ~ o t i n ' s  
Nos. 738 ( 1531) and 695 (1515/1528) and Briquet's No. 492 
(1536). The content o f  in tabulat ions o f  Josquin, Senfl and 
Consilium motets copied onto t h i s  paper i s  consistent w i th  
such an ear ly  date. 

1\10. 71 i s  very close t o  ~ o t i n ' s  No. 745, especia l ly  
71A,  which he dates 1539/46 and found i n  documents a t  Pra- 
gue. I t  i s  the same as Briquet No. 762 (Prague, 153W43, 
Ljubljana, 1534), s imi la r  t o  Briquet's No. 495 (Lucca and 
Narbonne, 1539/46) . No. 71AB i s  close i n  s ize  to Zonghi's 
No. 1608 ( 1552) . 



57: Anchor within circle 15110: 12-13 J Sermisy chansons 
below star 

57: (ditto) 151 10: 14 BC Josqu i n chanson 

62AB: (ditto) 267 : 2-7 0 Josqu i n , Senf 1 , Con- 
sil ium motets 

71/72: (ditto) interleaved 1627:l-12 A Lasso, Appen- 
with Crossbow with zel ler intabu- 
f 1 eur-de-1 is lations; fanta- 

sia (Newsidler) 

Crossbow Papers 

Zonghi's Nos. 526-33 all date 1549 and are the same size in 

terms of circle, ratchet handle, spacing of fleur-de-lis a b w e  the 

circle and the mark's relationship with the chainlines. 

Nos. 53AB = Zonghi No. 536 
Nos. 64 is nearly identical to his No. 532 
No. 72AB is close to his No. 528 (both have no string 
on the bow); 72A is the closer ob the two. 

The crossbows with f leur-de-1 is given by Briquet are quite 

different in size and relationship to chainlines, and in his the 

bow i s super imposed w e r  the stock of the weapon. He prwi des 

prwenances of Florence, Lucca, Prague, Carinthia, and Udine, 1523 to 

1544, suggesting the appropriateness of the relationship with the later 

form given by Zonghi . 
53AB: Crossbow with 15 110:5-7 K Janequin, Certon 

f 1 eur-do-1 is chansons 

53AB: (ditto) 

53AB: (ditto) 

1511D:8-10 BC Sermi sy chansons 
intabulated by 
Bternardol N.tr?dded 
1 ater) 

15 1 ID: 19-20 J Ricercar (Francesco 
da Milano) ; dance 



267 : 8- 16 BC Sketches 64: ( d i t t o )  

64: ( d i t t o )  

67: ( d i t t o )  

267: 17-21 BC La Fage motet 
in tabulated by 
Rot ta; ~ ' ~ ( r e -  
t i e r ,  Janequin, 
Berchem chansons 

267 : 29-30 BC Sketches and Ricercar 
'a Herwarthm 

68: ( d i t t o )  267 : 3 1-34 BC Anon. chansons 

72: ( d i t t o )  1627:31-34 BC (See Anchor 
mark) 

SPEAR PAPERS 

Zonghi dates nuaerws watermarks of crossed spears w i th  a 

s ta r  between 1512 and 1566 (see h i s  Nos. 1218-47). My No. 67 i s  

nearly ident ica l  t o  Zonghi No. 1226 (15421, and No. 52, t o  h i s  No. 

1225 (a lso  dated 1542). The chain1 ines of No. 51 are the same as 

Sriquet, No. 6293 (Florence, 1511-191, but t h i s  date seems much 

too ear ly .  

51: Spears, crossed, w i th  1511D:17-18 U I tat i an  Dances 
f l eur-de-l i s  

51: ( d i t t o )  15110:15-16 BA Dances by Rosso, 
Cir egor i o 

68: ( d i t t o )  267: 11-16 BC Sketches 

67/68: Spears, crossed w i th  267:35 J Richafor t  motet 
f 1 eur-de-1 is ,  in te r -  
l eaved w i  t h  crossed 
spears w i t h  s ta r  

67/68: (d i t t o )  267 : 36 BC fragments 

52: Spears, crossed, w i th  151 10: 1-4 T Sermi sy chansons 
s ta r  



Crown Papers 

These papers are I t a l i a n ,  not French; the f leur -de- l i s  i s  

used prominent1 y i n  I ta l  ian papers. The chain1 ines of my No. 69 

match those of Briquet's No. 4844, which he dates Lucca, 1580. He 

a lso located the mark ( h i s  No. 4843) i n  Reggio d8Emil ia,  1578 and 

1581, and (h i s  No. 4845) i n  Syracuse, 1588. These dates are very 

l a t e  f o r  any item i n  the Herwarth l u t e  manuscripts (but he d i d  

make book purchases i n  Germany i n  1581, near the end o f  h i s  I i f e )  . 
The contents o f  the sect ion seem t o  argue strongly against such a 

l a t e  date fo r  t h i s  paper. The pieces, copied by an I t a l i a n  hand, 

include a Passereau chanson ('Be1 e t  bon," which enjoyed s t ree t -  

song popuari t y  i n  Venice around 15301, and a Trmboncino f r o t  to la,  

which I bel ieve may have been intabulated by Marco dal l 'Aqui la,  

s ince i t  uses ornamentation i n  h i s  s t y le .  

69: Crowrr w i th  f leur- 267 : 37-40 F Tromboncino f r o t t o l a ,  
de-l i s  Passer eau chanson 

Goat 

The watermark, No. 87, the face o+ a goat, resembles i n  s ize  

and chainiines, Zonghi's No. 462 (dated 1532). I t  is found i n  the 

paper used +or nu3 rns 151lB, the manuscript o f  Venetian dances. 

An appropriate date seems 1532. 



FRENCH PAPERS 

The watermark of a hand w i th  the l e t t o i -  'F" matches the 

chainl ines cf Briquet's No. 11042 (Toulouse, 1561). Other s im i l a r  

marks appear i n  southern French papers between 1538 and 1546 (see 

Briquet's No. 11838). Gerhard Piccard wr i tes  ( l e t t e r  o f  September 

1968) that  the mark was i n  general use from 1555 t o  1568. These 

papers were manufactured i n  the south-west o f  France and exported 

through Bordeaux t o  the Lowlands, Bri t tany, Normandy, Westphalia, 

Hamburg, Bremen and ~cbeck. The chainl ines and general s ize of my 

No. 74A match Briquet's No. 11042 (Toulouse, 1561). No. 748 has 

chain l ines and s ize  that match Briquet, No. 11838 (Rodez, 1529, 

Tou l ouse , 1538-42) . 
Because watermarks consis t ing o f  l e t t e r s  seem usual ly t o  be of 

French o r i g i n  i n  the 16th century, I have included the watermark w i th  

the l e t t e r s  "SF" here. I have been otherwise unable t o  i d e n t i f y  the 

mark; i t  i s  la te ,  however (perhaps of the 1588s). 

74AB: Hand w i th  #Fm below 1627: 16-31 P French dances; non . 
Papa, D'Wbert, Isore, 
Sandrin chansons; 
de Si lva, Richafort  
motets 

81: Le t te rs  "SF' 267 : 1 X Hans von Metz : 



PAPERS WITHOUT MTERMARKS 

Ms. & No. Scribe Con tents 

Lupi chanson; Festa madrigal intabulated 
by M. NCewsidlerl 

Marco r icercar ,  chanson intabulat ion 

Pathie chanson (correct ions by scr ibe 
C2) 

Janequin chanson, I t a l  iao dances 

Josquin motet (German tablature) 

Mornable, non Papa, Le Hugier 
chansons 

u n t i t l e d  

Crequil lon chanson (German 
tablature i n  score) 

Sermisy, Janequin chansons; 
French dances (French tab1 ature) 



The abwe may be summarized by scr ibe and papers. I have arranged 

the fol lowing l i s t s  by geographical area, and then by approximate date 

o f  watermark. The c i t y  ind icates the place of manufacture o f  the paper, 

not where i t was used. The f i n a l  column shows when simi 1 ar papers were 

used i n  other documents. (The dates are, o f  course, only  approximate, 

and we w i  1 1  1 ater want t o  modify some, accordinq t n  w idence o f  concor- 

dances.) An aster isk before the date ind icates a match of the mark w i t h  

a dated document. The word 'dated' here c i t e s  dates given i n  the l u t e  

manuscript i t s e l f .  

(1) Scribes working mostly w i th  Bavarian papers: 

Scribe Paper Watermark Ms.brNo. Approximatedates 
according t o  
Watermark 

N Landsberg 15 266: 178 1548s or  58s (?) ; 
%Briquet, 1535 

D Augsburg 9A 266:158-151a ca. 1550 
D Augsburg 9B 2986: 1-2 ca. 1550 
D Kauf beuren 8 266: 149 ca. 1555 

A Augsburg 12C Pzr is  I l560s(?) 
A Augsburg 1A-C 266: 1- 14 ca. 1S50/ 1368s (?I 
A I t a l i a n  7 1/72 1627:l-12 ca. 1546-1552 

dtd. 1572 (!I 

Various Kaufbeuren 8 P a r i s 1 1  ca. 1560 

C 1 Memingen 1 1AB 266: 119-120 f 1566/69 
C 1 Memingen 1 lAB 266: 128 3t 1566/69 
C 1 Memmingen l1A 266 : 129-38 f 1566/69 
C 1 Memmingen 1 1A 266 : 13 1-33 f 1566/69 

C 1 Augsburg 3A 266: 121 Dated 1568; 
paper: ca. 1567 

C 1 Augsburg 38 266 : 126- 127 
C 1 Schobenhausen 5 266: 122 ca. 1553 (??I 
C 1 Kempten 6 266: 123a-b f 1566 (Augsburg) 



Augsburg 4AB 
Kemp ten 10C 
Kemp t en 104 
Kemp t en 104 

266:134-136 ca. 1565-66 
266: 124- 125 3 1566 (Augsburg) 
266: 137 3 1567/69 (Augsbur g) 
266: 139-14 1 Z 1567/69 (Augsburg) 

[no watermarkl 267:41-42 Pieces f o r  a 
beginner 

Landsberg 7%-D 

Augsburg 12AB 

Memm i ngen 741B 

1627:13-15 Dated 1574 

266: 143 ca. 1526-41 c?) 

266:105-113 de Rippe fasc ic le :  
ca. 1563 

Augsburg 9A 266:151b Added t o p i e c e s  
copied by Scribe D 

Kauf beuren 16AB 266:103-104 ca. 1526-41 

[no watermarkl 1511D: 11 Pr in ted  staves 

Augsburg 12AB 266: 142 Added t o  pieces 
copied by Scribe BA 

266:144-47 ( d i t t o )  
151 1C: 1- 12 Sketches 

Augsburg 12AB 
Augshurg 1248 

Kaufbeuren 32 151 1C: 13-14 Sketches (date 
unknown) 

Ino watermarkl 

[no watermarkl 

246: 117 More sketches 

1511D:24-25 Dedicated 'Dm er -  
samen wei sen hans" 

Augsburg 1A 

Mmingen 11C 

Cno watermark I 

266: 118 Added to  pieces 
copied by Scribe C 1 

2987: 10 Oerman tablature i n  
score 



/ 
(2) Scribes working mostly wi th Bernaise papers: 

H Bernaise 2AB 266: 15- 108 ca. 1536-39 
H Bernaise 2A 266 : 1 14a 

HA C no watermark I 266: 18 1-102 Marco pieces 

BX Bernaise 2AB 266: 148 Former l y pa r t  o f  
Marco fasc i c le  

BY Bernai se 2AB 266: 114b Formerly par t  of 
Marco fasc i c le  

BBa Bernaise 41AB 2987:l-9 Keyboard tablature 
(unident i f ied) 

(3) Scribes working mostly w i th  I t a l  ian papers: 

Scribe Paper Watermark Ms. b No. Remarks 

R I t a l  ian  31AB 151 1C: 15-16 according t o  
Briquet, 31535, 
Uicenza . 

HB I t a l  i an  goat 15110, pass. ca. 1532 

0 I t a l i a n  ( ! I  624B 267:2-7 German tablature: 
1524-36 (?) 

T I ta l  ian 52 151 ID: 1-4 ca. 1542: Francesco 
da Milano 

U I t a l  ian 5 1 151 ID: 17-18 ca. 1542 

BA I ta l  ian 5 1 151 10: 15-16 Addi t ions to  pieces 
copied Scribe U 

S I t a l  ian 3QAB 1511C: 17 ca. 1543-47 

F Bernai se 2C 266:153-155ItalianScribe 
(un ident i f ied  mark) 

F I ta l  ian 69 267 : 37-48 ca . 1545-50 
F Cno watermark 3 266 a 152 Correc t i  ons by 

Scribe C 2 



J [no watermark1 266 : 167- 169 Venet i an dances 
J I ta l  ian 53AB 15 1 1D: 19-20 ca. 1549 
J I t a l  ian 67/68 267:35 ca. 1542 

J I ta l  ian 57 151 ID: 12-13 1523 (?I ; 1549 

K I ta l  ian 53AB 1511D:S-7 ca. 1549 
r( I t a l  ian 14A 266:161-166ca. 1552, Padua: 

(Pacol i n i )  
K I t a l  ian 55 1511D:21-23 Dances (ca. 1558?) 

L I t a l  ian 14aC 266: 156-159 ca. 1552, Padua: 
(Rotta) 

BC I t a l  ian 

BC I t a l  ian 
BC I t a l  ian 
BC I t a l i a n  
BC I t a l  ian 
BC I t a l  ian 

BC I t a l i a n  
BC I t a l  ian 

BC I t a l  ian 

266: 160 Added to pieces 
copied by Scribe L 

267:8-11 Sketches; a f t e r  1549 
267:'17-21 Rotta: a f t e r  1549 
267 : 34 Sketches 
267:29-31a Ricercar "a Herwarth' 
151 1C: 18-20 Added t o  pieces 

copied by Scribe S 
267:31b-33 Sketches 
267 : 36 Added t o  pieces 

copied by Scribe J 
267: 11-16 ca. 1542-49 (?I 

BC I t a l i a n  57 1511D:14 Added t o  pieces 
copied by Scribe J 

BC I t a l  ian 53AB 1511D:8-10 Added t o  pieces 
copied by Scribe J 

BX [no watermark3 1511D: 11 Pr inted staves 

(4) Scribes working mostly w i th  French papers: 

Scribe Paper Watermark Ms. h No. Remarks 

BB [French?] 2987: 11-36 (French tab1 ature; 
ear l y) 

P I f ragnont l  267 : 23-28 
P French 74AB 1627: 16-3 1 ca. 1555- 1560 

X French (?I 8 1 267 : ! Gaosenhawer 
(unident i f ied)  



Scribes BA, BB, BC, BX, BY, BZ 

The thorniest problem i n  the Herwarth l u t e  manuscripts con- 

cerns the series of hands which I have label led Scribes HA, BB, 

BZ, etc. These re1 ated hands permeate many of the fascicles. The 

scr ibe has of ten defaced what was a beau t i f u l l y  copied b i fo l ium by 

scr ibb l ing  i n  a piece, here and there. L ike a g r a f f i t i  a r t i s t ,  he 

seems hardly able to res i s t  the temptation of a blank space. 

Since these series of hands sometimes make references t o  Hans 

Heinrich Herwarth, the addit ions may assis t  i n  determining which 
30 

of the manuscripts may have been i n  h i s  possesion. 

I n  some cases, the paleographical s t y l e  i s  s imi la r  to  the 

scr ibe of the Marco Fascicle, Scribe H. I am not convinced, 

however, that the B series of hands are the work o f  the same 

person as the scr ibe of the Marco fascicle. Scribe H was an ex- 

As we have seen, i n  h i s  inventory o f  tho Herwarth co l l ec t i on  
Pommer describes a bundle o f  l u t e  tab1 atures o f  1 i t t l  e worth, 'Kinder- 
werke," as he cal I s  them. This descript ion does not pass w i th  same of 
the fasc ic les included i n  Mus ms 266, e t  al., which contain what would 
have been' i n  1586 an up-to-date repertory, copied ca re fu l l y  on rather  
expensive grades o f  paper. P m e r  might very we1 1 place 1 i t  t l e  value 
upon a bundle of defaced tablatures, and as we shal l see, many o f  the 
fasc ic les w i th  addif ions by the B series o f  hands also contain an older 
repertory f ran  the f i r s t  ha l f  of  the 16th century. Thus the so r t i ng  
may assist  i n  determining which fasc ic les  may have reached the ducal 
l i b r a r y  independently. 



perienced copyist, perhaps a professional one, whereas the B series of 

hands represent amateur toi l . 
Scribe B worked as Nebenschreiber in the following fas- 
3 1 

cicles: 

Ms. & Item Haup t- Neben- Paper/Approx . Date 
schreiber schreiber of Watermark 

15!!D: 15-16 U BA Italian/ca. 1542 
15 11C : 18-28 S BC Italian/ca. 1543-47 
151 1D:8-10 J BC Italian/ca. 1549 
15110: 14 J BC Italian/ca. 1549 
267 : 36 J BC Italian/ca. 1542 
266: 160 L BC Italian (Padua)/ca. 1552 

266: 142 BX 8A Bavar i an/ca. 1544-49 
266: 15 1bi s D BC Bavar i an/ca. 1558 
1511A -- BY Bavarian (Munich) / 

after 1567: Ricer- 
cars added to fols. 
49, 51, 55-6: Gor- 
zanis Book 
( 1567) 

266: 1 18 C 1 82 Bavar i an/ca . 1566 
266: 143 BA BZ Bavarian/ca. 1541 (?) 

In addition this series of hands was responsible as Haupt- 
32 

schreibx for the Sol lowing: 

3 1 
The terminology Hau~t- and Nebenschreiber in the Munich 

manuscripts is sometimes confused, as I have pointed out above. A 
Nebenschreiber, as i shall use the term here, is one who adds to 
folios or staves left blank by the first scribe, be it a fragnent 
added to a bifol io containing a piece copied earl ier by another, 
or a'piece added to a folio containing an earlier fragment. A 
Hau~tschreiber is one who uses a fresh piece of manuscript paper. 
Cl ear terminology is necessary to understand l ayers of hand and 
relationships among this very cmplex body of material. 

32 
There is only one other Nebenschreiber in the Munich lute 

manuscripts. Scribe C2 added corrections to pieces copied by 
Scribe F in Mus Ms 266, No. 152. Scribe F was working with 
papers dated ca. 1545- 1550. 



Scribe Paper Watermark Ms. & No. Remarks 

BA [no watermark1 15 1 1D:24-25 

BC Italian 64 267:8-11 
BC Italian 64 267 : 17-2 1 
BC Italian 67 267 : 34 
BC Italian 66; 29-30 267: 29-3 l a  
BC Italian 66 267 : 3 1b-33 
BC Landsberg 16AB 266: 103-104 

BX [no watermark1 1511D:ll 
BX Augsburg 12CI0 266: 144-47 
BX Augsburg 12AB 151 1C: 1-12 
BX Landsberg 32 1511C: 13-14 

BY 1 no watermark 1 266: 117 
BY Memmingen 7AB 286: 165- 113 
BC Ital ian 64, 68 267:ll-16 
BZ Augsburg 1A 266: 115 

Dedicated 'Dem er- 
samen weisen hansu 

Sketches 
attr. to Antonio Rotta 
Sketches 
Ricercar 'a Herwarthu 
Sketches 
Unti tlkd pieces 

Printed staves 
Wil l a e ~ t  intabulation 
Sketches 
Sketches 

Sketches 
de Rippe fascicle 
Fragnen t s  
M. Newsidler 

Keyboard tab1 ature 

The scribal features i l lustrated in PLATES I and : 1 may 

assist in distinguishing the various states of the hand, and their 

proximity in style to Scribe H of the Marco fascicle. 

Facsimile pages of a1 1 of the scribes, or states of one or 

two scribes, are given at the end o f  this chapter. 

Only BC uses Finis Indication (121, or i 14) 
*P8 - or *E8 (1) 1=?1, 2 b 31 

( 4) 

Only BX uses Eiaht (2) [upright: 
Note S h a ~ e  I (12;, (3) <4) 

Only BY uses Ei~ht (1) [upright, from right1 
Five - ( 1) 

Note ShasI ( 1) and (2) 

Only BZ uses Note Shape I < 9 )  
Six - < 4) 





PLATE I I 



Only H uses F i n i s  Indicat ion (18) 
Note Shape I 1  ( 7) 
"R' or *P' (5) C=4, 5, 6 & 7?1 
T& (2) 

Only W uses F i n i s  Indicat ion (1) 

A few features are shared by the various states o f  the hand. For 

example, both 8 C  and BA use the F i n i s  Ind ics t ion  (111, Note Shapes I 

(2) and the 'Rm ( 7 ) .  BC and BB both use F i n i s  Ind ica t ion  (2). 

BC shares these features wi th others: 

BC and H use F i n i s  Ind ica t ion  (3) or (61, and Note 
Shape I (2) 

BC and BB both use F i n i s  Ind ica t ion  (2) 

BC and HA use F i n i s  Ind ica t ion  (111, a rather  d i s t i n c t  
one that i s  sometimes used t o  mark the beginning o f  a piece. 

BC and BY use N& Shaoe I (1) 

BC and BZ use F i n i s  Ind ica t ion  ( 5 )  and (?), 'I?' nr 'R' 
(71, and Note Shape I 1  ( 5 ) .  

BA shares these features w i th  others: 

BA and H use F i n i s  Indicat ions (3) and (61, and Note 
Sty le  I (2) 

BA and BZ use Three ( 3 ) ,  Six (1) and 'Pa or *Rn  (7). 

I 9  more than one scr ibe i s  present i n  these pages, then such 

features as the '8' and the 'R' might be p ivota l .  One type s t a r t s  

the pen-stroke from the r i gh t ,  the other, from the I s f  t. These 

features seem un l i ke l y  t o  change, wen  w e r  a l i f e t i ~ c -  

The proportions of the s t a f f  l i n e s  on the page (coupled w i t h  

the watermark) may also be o f  assistance i n  separating the ser ies 

of B hands, as well as associating them wi th  the work o f  other 

scribes. I n  the fo l lowing l i s t ,  the f i r s t  f i gu re  gives the height 

o f  the staf f1 iner i n  centimeters, and the second, the distance 

between staves fo r  a11 papers i n  the Munich manuscripts. 



Staf f /  Hand 
Distance 

Ms. & No. Paper Watermark 

267:8-21 I t a l i a n  (W 64) 
266: 105-13 Memmingen (CIIM7k) 
151 10: 5-7 Padua (W 53AB 
266: 161 Padua (WM 53AB) 
266: 152 Ino WMI 

266: 113 Augsburg (MI 7A) 
266: 115 Augsburg (WM 1A) 
266: 1- 12 Augsburg (WM 1A-C) 
266: 124-5 Augsburg (WM l0C) 
266: 134 Augsburg (WM 4AB) 
15 11C: 18-28 I ta l  ian (WM 38) 
267: 11-16 I t a l i a n  (W 64) 

266: 137 Augsburg (MI l8C) 

266: 139-4 Augsburg (WM l9AB) 
266: 119-28 Augsburg (W l1C) 
266: 123 Augsburg (WM 6) 
266: 131-3 Augsburg (WII 11A) 
266: 103 Kaufbeuren (WM 1&B) 
1511C: 17 I to1 ian (IrM 38) 

266: 116-17 Cno bM1 
266: 121 Augsburg (MI 3) 

266:. 142; 144-7 PRIMED: Augsburg 
151 1C: 1-14 PRIMED: Rugsburg 
Paris I PRINTED: Augsburg 
1511D: 19-28 I t a l  ian (WM 5338) 

2987: 1-36 5- l ine s ta f f  

2987: 37-8 C none: Newsidl er I 

266: 156-68 I t a l i a n  (M 14BC) 
266: 138 C none1 

266: 15-100 ~e/rnaise (WM 2410) 
1511D: 15 150 W l  
266: 114 Bernaise (WI12C) 
151 10: 12-13 I t a l  ian (MI 57) 

266: 167-9 Ino  W111 
1627: 1-12 I t a l i a n  (!I (WM 71AB) Id td .  15721 
151 ID: 11 [no W: PRINTED STWESI 
1SllD: 21-3 I t a l i a n  (WM 59) 
1511D: 15 I t a l i a n  (WM 51) 

1627: 16-31 French (W 74) 
266: 153-4 Cno WMI 



Hand-drawn D 266: 149-51 Augsburg (WM 8/9A) 
Hand-drawn D 2986: 1-2 Augsburg (MI 9B) 
Hand-drawn R 151 1C: 15-16 I t a l  ian (WM 31AB) 
Hand-drawn BX 266: 148 [no WMI 

German Tablatures 

2.0 (German) U 1627: 13-15 ( the  1 ines are i n  red ink) 
3.2 (German) N 266: 170 (MI 1%) 
3.8 (German) 0 267: 2-7 <W 52/63) 
3.8 (Oerman) 3 267: 22 

A complete l i s t  o f  pieces copied by the scr ibes i s  given i n  

the Concordances. For the ser ies of B hands, these include: 

The de Rippe Fascicle (Scribe BY) 

A Newsidler Ricercar (Scribe BZ) 

Fragments and sketches f o r  a piece reminiscent of Francesco's 
Ricercar No. 76 

'Le vecchie* i n  both simple and embellished in tabulat ions (see 
TRANSCRIPTION No. 1361, and a Wi l l ae r t  madrigal, s i m i l a r l y  treated 
(Hand BX) . 

'Elisabeth Zachariae' (La Fage) copied f ~ o m  Barberi is '  tab- 
! s tar% o f  1548. 

(Mus Ms 151 1A: the Gorzanis Book) 

Ricercars added by Hand BZ t o  f o l i o s  34, 36v, 37 and 37v. 

Fols. 26-3%: Intabulat ion o f  another La Fage motet a t t r i -  
buted to Antonio Rotta, and fragments and sketches f o r  an orna- 
men ted version o f  Janequ i n's 'Chant des o i  seaux . ' (Hand BC) 

Fol s. 48-49: Sketches fo r  several r icercars:  

( 1) Parody on Francesco da H i  1 ano, No. 42 
(hereafter FdaM 42) 

(2) Parody on Francesco da M i  l ano, No. 24 
(hereafter 4) 

(3) An apparer;tiy o r ig ina l  r i ce rca r  
ihereaf te r  



The items are strewn about the fo l i os ,  as fol lows: 

( f o l .  40) [ a t  end:] Recercata a Joan Henrico Herwart 
IHHHI 

( f o l .  48v) Ifragmen t; c f  . 266, No. 15 and 35; Fran- 
cesco da Milana, No. 451 

( f o l .  41) [ un t i t l ed ;  continuation from f o l .  43vl 
[un ident i f ied  fragments1 

( f o l .  42) [ un t i t l ed :  Ung laboureurl 
L'aul t r e  iour i e  v i s  p t a r l  ung matyn 

($01.  42v) [un ident i f ied  in tabu la t ion l  

( f o l .  43) [ un t i t l ed ;  continuations of HHH; FdaM 42; 
more HHH; fragments1 

($01.  43v) [cont inuat ions o f  HHH, FdaM 241 
33 

( f o l .  442 CFdaM 42 and HHH continued from f o l .  45v 
[ the  b i f o l  i o  was l a i d  out f l a t >  1 

($01.  44v) tFdaM 24; same l i nes  continue onto f o l i o  45 
[ the  b i f o l  i o  was l a i d  out f l a t 1  

($01. 45) [fragments and continuations from 44vl 
($01.  4%) CHHH and FdaM 42 (continue onto $01. 44) I 

($01.46-47v) R ichafor tmote t  copiedbySCRIBE J 
($01. 47v) [Later copy o f  Fd&l 421 

( f o l .  48) [FdaM 421 
($01. 18v) CFdaM 24; u n t i t l e d  piece, the 'Recercata a 

Joan,' e a r l i e r  version)]  See PLATE 111. 

( f o l .  49) [ I nse r t s  f o r  FdaM 241 See PLATE 111, bottom. 

These pieces are derived from the fo i lowing ( i n  addi t ion t o  

concordances i n  p r in ted  sources) : 

( 1) Parody of Francesco da M i  1 ano, No. 42 

(See TRANSCRIPTION No. 133. The piece i s  assembled wi th inser t ions 

from the margin and fac ing pages. I show these w i th  the o r i g ina l  

s igns ind ica t ing  the inser t ions  i n  the t ranscr ipt ion.  The r e s u l t  

i s  typ ica l  parody procedure. The r icercar  quotes passages d i r e c t l y  

--- 
33 

On f o l i o  44v the word 'Out' appears i n  what seeins t o  be 
the 'Marginal i a  Hand' of Par is  11. 
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from the Francesco model, departs  from them, and then re turns  t o  

the  model in al ternation, p rwid ing  a musical 'gloss' 1glosa3 on 

the  or iginal .  I have marked t h e  Francesco quotations on the 

t ranscr ip t  ion.) 

Francesco da M i l  ano, Intabol a tura ,  Book 11 I (Venice: 
Gardano, 15471, s ig .  E2: Fantasia 

The Hague, 'Slena L u t e  Book,' fol  . 18: 'F.M.' Cf. the 
un t i t l ed  piece on fol i o  18v ( t ranscr ibed in the Francesco 
ed i t ion ,  Appendix, No. 2.) S t i l l  another piece with a simi- 
l a r  beginning i s  on $01. 19, a l s o  un t i t l ed)  

Mus M s  1511D, f o l .  16: Un rechercar de 4. tono [ t h i s  
appears t o  be t h e  version f ol I owed by the 'composer" of the 
parody3 

Pa r i s  11, $01. 86 1413: Recercata 

(2) Parody of Francesco da Milano, No. 24 

(See TMSCRIPTION No. 134. I t ,  too, undergoes several successive 

rev is ions ,  shown A, B,  and C in t h e  t ranscr ipt ion.  In contrast  t o  

the  previous work, a f t e r  the i n i t i a l  quotation, there  a r e  few 

references back to  Frahcesco's model . The beginning of the iratt- 

cesco fan tas ia  appears again in Pa r i s  11, No. 35, in a d i f f e r en t  

hand where m a l l  crosses ind ica te  that  i t  i s  t o  lead d i r e c t l y  i n t o  

the  following passamezzo ant ico in ga l l i a rd  rhythm (No. 36; t h e  

t i t l e  has been t r i m e d  away, and what i s  v i s i b l e  i s  i l l e g i b l e ) .  The 

cadence of the fan tas ia  i s  resolved in to  t h e  g a i l l i a r d ,  which, in 

t u r n ,  i s  followed by a second dance in the same tona l i ty .  This  i s  a 

r a r e  instance in which a f an t a s i a  ( a l b e i t ,  j u s t  a few measures) d i -  

r e c t l y  precedes the piece i t  was intended t o  preface; i t  is the 

only one known t o  me tha t  el i de s  with a fol  lowing 



34 
piece. 

Compare, Francesco edit ion, No. 13, f i r s t  published i n  
the Naples, Sultzbach p r i n t  o f  1536, and copied i n t o  Par is  
11, $01. 8P/, as 'Recercata.' 

Compare, also, a t h i r d  higher, the Attaingnant prelude 
that appears on f o l i o  17 o f  'The Siena Lute BOOK." 

(31 Recercata a Joanne Henrico Herwart 

(See TRANSCRIPTION No. 135.) The work appears i n  two versions. 

I t  i s  a very amateurish composition, and seems almost at i t s  

beginning t o  be a cont inuat ion. But s ince i t s  two versions begin 

w i  th the same phrase, one must assume that i t  does begin as shown. 

The sketches are, on the whole, a messy remnant, and the resul ts,  

a lbe i t ,  amateurish, are s t i l l  f a r  below the usual leve l  o f  16th-century 

l u t e  music. 

HAND BX i s  responsible f o r  a major par t  o f  Plus Ms 1511C. 

34 
The other p o s s i b i l i t y  i s  that the ' fantasiaa i s  ac tua l l y  

a pavane or passamezzo i n  t h i s  set of dances, although i t  has no 
repeat signs. Perhaps the l u ten i s t  simply j o t t ed  down the es- 
sent ia l  thematic ideas o f  a piece w i t h  which he was famil  i a r .  (The 
fantas ia does not use the passamszzo ant ico  bass ou t r igh t ,  a l -  
though there are extended passages where the bass notes may be 
superimposed onto the fantasia.) Murray Bradshaw, The Oriain, has 
shown . that some toccatas are b u i l t  over a psalm tone, which i s  
never sounded out r igh t  , but serves to p r w i d e  thematic references 
i n  the i m i t a t i v e  sections and t o  p r w i d e  s i l e n t  tonal underpinning 
fo r  the 'toccata' sections. Perhaps the same holds here, as we1 1 . 



This consists 04 an in tabulat ion of Gombert's motet "Audi f i l b a '  

i n  a simple version, and then a version, 'more f i ne l  i e r  handeled,' 

as Le Roy's Enj l  i sh  gentleman would say, w i th  d iv is ions  that seem 

t o  r e - w r i t e  the polyphony o f  the o r i g ina l .  The simple version i s  

perhaps an or ig ina l  intabu!ation, since on f o l i o  3v a p a r t i c u l a r l y  

d i  f f i cu 1 t passage i s  worked out i n  score form (see PLATE BX) . The 

other in tabulat ion i s  o f  Jachet's motet, 'Aspice domine,' ap- 

pearing as No. 16 (copied by Hand R) i n  a simple in tabulat ion,  

w i t h  the ornamented version by Hand BX. 

I s  the B ser ies o f  hands the work of Hans Heinr ich Herwarth? 

A d e f i n i t i v e  answer cannot be p rw ided  at t h i s  time. The 

references t o  him always seem to be dedicatory, e.g., 'Ricercar 

CAR0 a H. HE, ' "Recercata a Joanne Henrico Herwart ,' 'Dm ersamen 

weisen Hans.' Could they be i n  the hand o f  h i s  l u ten i s t?  Certain- 

l y  Herwarth was weal thy enough to  patronize a whole p r i va te  

capel le,  and probably d i d  so. Was i t  Newsidler? D e f i n i t e l y  not, 

since he was a much better composer, and seems t o  have been i n  the 

employ of the Fusjers, i n  any event. Another p o s s i b i l i t y  i s  that 

i t  may have been U l r i ch  Herwarth. He i s  the dedicatee of the 

Gorzanis manuscript of passamezzcdsa! ta re l  l o  p a i r s  i n  a l  l keys, Mus 

ms 1511A, i n t o  which Hand BY has added pieces. But U l r i ch  had many 

associations w i th  Lyons, and I would expect t o  f i n d  more Lyonnaise 

papers and music among the manuscripts re la ted  by Haupt- and Neben- 

schreiber. 



I would l i k e  t o  discuss the remaining scribes, turning t o  each i n  

the assigned alphabetical order. Since the Concordances (which are 

also arranged by scribe) contain deta i led information, the sources and 

the i r  content are mentioned here only b r i e f l y .  

SCRIBE A 

Sources: (1) Paris I; (2) 266: 1-2; (3) 1627: 1-12 
Watermarks: (1) Augsburg, 1568s, w i th  p r in ted  staves; (2) Augs- 

burg, 1568s; (3) I t a l i a n ,  ca. 1546-52 
Staf f l ines:  (1) Printed: see beiow; (2) 1.4/1.1; (3) 1.9/1.5 

(These same proportions are used i n  s t a f f l i n e r s  used by 
Scribes G, J ,  K, BA and OX. 

The fasc ic les copied by Scribe A, whom 1 bel ieve i s  Melchior 

Newsidler, are cwered i n  Chapter V. 

The pr in ted  s t a f f  paper i s  also used by Scribe EX i n  Mus 

Mss 266 and i5l lC. I t  i s  designed to  be folded i n t o  a quarto vo- 

lume, since the sheets allow space between the top and bottom four 

staves. (See PLATE OX.) The staves were pr in ted  from slugs of 

mweable type and have the f o l  lowing dimensions: 

Staf f :  1.7 cm. 
Distance between staves i n  upper and lower halves: i .3  cm. 
Distance between top l i n e  o f  top s t a f f  and bottom l i n e  of 

bottom s ta f f :  28.5 cm. 
Length of s ta f f :  15.7 cm. 

This may be some of the ea r l i es t  p r in ted  staff  paper. 



P L A T E  A I 

'i---- 

Scribe A: 

Mus Ms 266, No. 13 



SCRIBES BA, BC, BY, BX AND BZ 

These fasc ic les  are discussed i n  the sect ion abwe. The hands 

f requent ly  appear as Nebenschreiber, and since these hands are asso- 

c ia ted  wi th pieces by, or dedicated to, Hans Heinr ich Herwarth, t he i r  

presence serves to  pinpoint fasc ic les tha t  may have come from h i s  

l i b ra ry .  I n  the fo l lowing sections, I have indicated a:l addit ions by 

Nebenschrei ber . 



PLATE BA ( 1) 

S C R I B E  B A :  

M u s  M s  1 5 1 1 d ,  No. 1 5  





PLATE BX ( 1) 

SCRIBE B X :  
M u s  Ms 266, N o .  142 



PLATE BX (2) 

. . 
' I / \  i a i 

L ' \ P  \ ! -A . i )  1 I : .  
'( ' . .* . 

I t / . - .  -, , - A 
-' . *. 

I 7 . .  - 
I I i i ,  

S C R I B E  B X :  

Mus M s  1 5 1 1 c ,  f o l .  3 v  

(printed s t a v e s )  



PLATE BY 

S C R I B E  BY:  

Mus Ms 266, N o .  1148  



S C R I B E  BZ: Mus Ms Z 6 6 ,  No.  1 1 3  
I - - - -  .-- .- 



SCRIBE BB 

Sources: 2987: 11-36 (French tab1 atura) 
Watermarks: none 
Staf f  l iner: f ive- l  ine staves, 1.7/1.5 

This curious fasc ic le  may be o f  French provenance, and i t s  con- 

tents early. ( I t  should be noted, however, that French tablature was 

used i n  a t  least one ear ly  I t a l i a n  tablature, and that, conversely, 

I t a l i a n  was the usual system i n  southern France.) 

A careful  examination o f  var iant  readings i n  the vocal 

models which served f o r  the several in tabulat ions might p r w i d e  

evidence f o r  the fascicle 's o r ig in ,  i f  ( f o r  example) the intabu- 

la t ions  f o l  lowed versions pub1 ished i n  Lyons, rather  than, say, 

Paris. 

I have located no d i rec t  concordances f o r  the versions of intabu- 

la t ions  and dances contained i n  t h i s  fasc ic le,  except f o r  the three 

pieces: Nos. 14-16 appears as Items 18-28 i n  Mus Ms 151 1C, copied by 

Nebenschrieber BC, who added them t o  a fasc ic le by Scribe S. The in ta -  

bul at ion of Sermisy's 'Au pres de vous' and the anonymous one pub1 ished 

t 
by Phalese (Brown1 1545/3, No. 37), take as a point  of departure Ser- 

misy's threevoice,  rather than fou rvo i ce ,  se t t i ng  a+ the chanson. 

They are not, however, the same intabulat ion, since they employ d i f -  

ferent tunings. 

The pieces are copied on inexpensive paper which has begun 

to  deteriorate, a1 though i t s  texture i s  s imi lar  t o  that used f o r  

the keyboard pieces i n  t h i s  manuscript. Several pieces in tabulate 

only the lower voices of a chanson, being intended apparently f o r  

voice and lute: 'Ung peu p lus  haul t' (Passereau) , 'Las, que 

c ra in i s  tu, amy' (Sercisy), and the apparent accompaniments 



without the pr incipal  melody for the "Hispania," and possibly 

other dances. 

The l a t t e r  a r e  especial ly strange, i f  one reads the rhythms 

l i t e r a l l y ,  since patterns of f i ves  sometimes resu l t .  They are  so 

unusual 1 y short that many appear transcribed completely i n  the Thematic 

Index. 



PLATE BB 

Scribe BB: 

Mus Ms 2987, No. 18-30 



SCRIBES C 1 AND C 2 

These two hands have very similar scribal styles, but since both 

use paper of approximately the same date, i t  seems unlikely that we are 

dealing with two states of the same hand. They may be distinguished by 

the formation of the numeral "2,' one is an Italian two, the other 

German. The gatherings were originally confused in Maier's arrangement 

of Mus Ms 266. I have ccamented upon them, a b w e  in Chapter I. They 

may not yet be in satisfactory order, since the two hands and the 

different papers are mixed. The pieces were copied as sheet music, most 

consisting of a bifol ium (notice the blank pages) : 

Fol io Hand Water- Staff 1 iner Ti t 1 e/Key 
marl! 

- 81 C 1 l1C 1.7/1.1 [blank, 8lv:IJouis- 
I sance 
I (Willaert)/ ( 9 )  
I I 

- 82 Joui ssance 
( Sermi sy) / (g) 

(Nebenscrheiber 82 has added a Borrono fantasia to bi- 
f o! i um 8 1/82) 

- 83 C 1 1.7/1.3 Fantasia: 'auffs 
I Uater unseru/ 
I (dated 1568) (dl - 84 34 

- 85 C 1 5A 17/11 [blank, 85v:I 
chanson/ (dl 

1.7/1.1 Lasso motet/ (GI 

1.7/1.2 Arcadelt madrigal/ 
( F) 

Rore madr igal/(Fl 



185 C 2 18B 1.7/1.8 

186 C 2 none 1.W1.5 

!87 C 2 1.7/1.1 

[blank, f o l  92v:l 
Arcade1 t madrigal/ 

C G) 

Ib lank, 94v:l 
Sandr in chanson/ ( d l  

(cont .) 

[blank, 96v:I 
Lasso L ied  (a) 

de Vento Lied/(g) 

Hofhaimer L i e d l  (g) 
9%: Fantasia/ ig)  

Newsidler fantas ia /  
(D l  

(bl ank) 

Fer abosco 
madrigal/(d) 

Crecqui 1 l on chanson/ 
( Bb) 

Arcadel t chanson/( F) 

Lasso chanson/ (F) 

German dance/ (g) 

Borrono fantas ia /  
187v: b l  ank, no 
staves ( 9)  

Hof haimer Lied/(G) 
1 0 8 ~ :  Pathie chanson 

(cont.) (6: 

(blank; no 
staves) 



PLATE C 1 ( 1) 
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Scribe C1 : 

Mus Ms 266, No. 118-719 
(w/addi t ions  by Scribe 6 2 )  
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S C R I ' B E  C 1  : 
Mus Ms 266, N o .  1 3 8 8  
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4 would suggest the more appropriate order given below. I n  

t h i s  l i s t i n g  I have incorpcrated some o f  the more important 

concordances. The sign '=' ('equals') indicates exact con- 

cordances. The sign '<' ( ' i s  greater than') showns concordances 

which have encrustations of ornamentation, and ">' ("is less 

than"), those concordances w i th  less encrustations. The phenomenon 

o f  a l u ten i s t  tak ing an ex i s t i ng  in tabulat ion and added embellish- 

ments to the ex i s t i ng  ornamentation i s  discussed i n  some de ta i l  i n  

Chapter V, the 'Newsidler Fascicle.' 

Abbreviations used i n  the f i n a l  column are made up o f  the 

lu ten is t ' s  name and the date o f  the publ icat ion i n  which the 

concordance appears ('unique,' as used here, means t b ~ t  an intabu- 

l a t i o n  does not ex i s t  elsewhere a t  a l l ,  wen i n  an ornamented, or - 

l ess  ornamented version based on the same o r ig ina l  in tabulat ion) :  

PPB36 = P i  e t r o  Pau l o Borrono ( 1536) W36 = Hans Newsi d l  er ( 1536) 
MN66 = Melchior Newsidl er ( 1566) Jo72 = Bernhard Jobin ( 1572) 
MN74 = Mel chior Newsidl er ( 1574) Kar86 = Six t Kargel ( 1586) 
598 = Ber l i n  , Mus Ms 40598 No. = a concordance 

elsewhere i n  
Mus Ms 266 

No. Fols. T i t i e s  Keys Water Liner Concor- 
marks dances 

134 102 Ferabosco: Madrigal ( d l  W.l 48 1.6A.8 >No. 11 
135 103/4 Crecqui I I on and (8b) WM 4A 1.M0.8 unique 
136 Arcadel t chansons ( F) >No. 7 

CMJd6 
1266, No. 7 CMN661 

139 187/10 Borrono: Fantasia (g) W11 1041 1.7/1.1 =1536: 
PPB 

148 108/9 Hofhaimer: L ied (GI WM 185 1 1  unique 
14 1 Pathie: Chanson (GI <MN74 

>No. 
152 

137 105 Lasso: chanson (F) Wit 188 1.7.11.8 <No. 6 
>MN66 

1266, No. 6 >mJ66l 



124 89/90 Arcadel t and (F) W11 l0C 1.6/1.3 unique 
125 Rore madrigal s < F) <MN74 : 

C1627, No. 11 (MN743 

138 106 I ch  gieng einmalx (9) CnoWMl 1.8/1.5 CMN74 

3 The las t  piece appears t o  be copied i n  a d i f f e ren t  s ta te  o f  SCRIBE C 2 

HAND C 1 -- 
128 94/5 Sandrin chanson (d) WM 11B 1.6/1.2 (598 

127 92.13 Arcadeltmadrigal (GI  W 38 1.7/1.3 <MN74 
121 83/84 Vater unse r fan tas ia  (d) WII 38 1.7/1.3 unique 
i26 91 Fantasia C'ubiquitousml (F) Wl 36 1.7/1.3 unique 

131 98/101 Hofhaimer L ied (g) WM 11A 1.7/1.1 >W36 
132 Fan tas i  a ( g) un i que 
129 96/7 Lasso and (a) MI l l A  1.7/1.3 <MN74 
130 de Uen to  Lieder ( 9) unique 
133 99/100 Newsid ler fantas ia (Dl  W l l A  1.7/1.3 a 7 4  

122 85/6 Anon. chanson ( d l  W 5CI 1.7/1.1 #Kar86 
123 87/8 Lasso motet (GI  W 6 1.7/1.1 (Kar86 
119 81/82 Wi l l ae r t  and (g) WM 11C 1 7 / 1 1  unique 
120 Sermisy chansons .( g) unique 

# Thematic mater ials s imi lar  t o  t h i s  anonymous chanson ap- 

pear as a fantasia i n  Kargel's publ icat ion.  

I t  i s  e n t i r e l y  possible that these papers were l i n e d  using a 

gr id ,  and thus may have cane from a professional scriptorium, or 

a t  least a paper merchant p r w i d i n g  pre- l ined papers. The dis- 

t inc t ions  I am drawing are not fo r tu i tous .  The distance between 

the staves and the s ize of the r a s t r e l  may be as important a tool 

as watermarks i n  dating and sor t ing  manuscripts. I t a l i a n  r a s t r e l s  

seem to have cane i n  very small and very large sizes (see the l i s t  

above), and the s ize  of ras t re l  appears t o  have changed (a t  d i f -  

ferent times, perhaps) i n  the pieces copied Scribes C 1 and C 2. 



The youngest hand i s  probably Scribe C 1 since most of the 

pieces copied by him turn up i n  versions w i th  encrusted ornamen- 

ta t i on  i n  Melchior Newsidler's 1574 p r i n t ,  ra ther  than the 1566 

p r i n t  and the tablatures copied by Scribe A. This group, which 

uses a ras t re l  1.7 centimeters high, seems to have .been drawn on a 

g r i d  ttrat placed the staves uniformly 1.3 centimeters-apart. 

Watermarks 38 and 11A appear i n  the papers, and the unique fan ta- 

s i a  on 'Uater unser' car r ies  the date 115168: 

No. 121: Fantasia on Water unser" [unique] 
No. 126: Fantasia [unique] 
No. 127: Quand'io penso a1 mar t i r e  (Arcadelt) [MN 1574, No. 171 

No. 129: Wo Gott der herr n i ch t  bey uns h i e l t  (Lasso) 
CMJ 1574, No. 28 

No. 131: Troesti icher Liebe (Hofhairner) [MI 1574, No. 261 
No. 133: Fantasia (Melchior Nws id le r )  tM4 i573, No. 451 

Related, perhaps, t o  t h i s  grocp by Scribe C I, are the 

fo l lowing copied by Scribe C 2, a lso w i th  a 1.7 ras t re l ,  but 

spaced 1.1 centimeters apart: 

IWM 6 and 5 4 3  

No. 123: I n  t e  danine (Lasso) IKargel, 1586, No. 71 
No. 122: The anonymous chanson, 'Ung Coeurs" [Idem., as Fanta- 

sia, No. 53 

Certain1 y earl i e r  are the pieces copied by Scribe C 2 on papers 

r u l e d  w i th  a 1.6 cm r a s t r e l  and 1.8 or 8.8 gr id .  Many of these pieces 

turn up with fur ther  encrustations of ornamentation i n  Newsidler's 1566 

p r i n t  and i n  Mus Ms 266, Nos. 1-12 (The "Newsidler Fascicle'), which 

a lso 'uses a 1.6 ras t re l  and a 1.1 gr id .  (For comparative transcrip- 

t ions  of these in tabulat ions w i th  encrusted ornamentation, see TRAN- 

SCRIPTION 142B-C.) Also belonging w i th  t h i s  group are those w i th  a 



1.7 r a s t r e l  and 1.0 gr id .  I n  t h i s  case a model f o r  the pieces copied 

by Scribe C 2 may be found i n  the Newsidler f asc i c le  o f  Ms 266: 

No. 136: Suspirs ardans (Arcadelt) C>266, No. 7, which 
serves as model f o r  MN 1566, No. 101 

No. 134: 10 m i  son g i w i n e t t ' e  (Ferabosco) 1>266, No. i i  
which serves as model f o r  MN 1566, I, No. 15; see 
TRANSCRIPTIW No. 142Cl 

The case i s  d i f f e r e n t  f o r  No. 137, copied on paper l i n e d  

w i th  a 1.7 cm r a s t r e l  and 1.8 gr id .  Here (see TRANSCRIPTION No. 

142B), each serves, i n  turn, as model f o r  encrustations of orna- 

mentation: 

CWM 1001 

No. 137: Vray dieu (Lasso) [model f o r  266, No. 6, = MN 
1566, I, No. 19, w i th  encrustations of embellirhment; 
See TMSCRIPTION No. 14201 

The or ig ina l  source f o r  many of these may have been I t a l y .  

No. 125 seems t o  be the model f o r  Ms 1627, No. 11, *Anchor che col 

par t i re , '  which i n  tu rn  i s  the model f o r  tW 1574, No. 21. Ms 

1627, Nos. 1-12 are copied on I t a l i a n  paper ( W l  71AB) w i t h  a 1.9 

r a s t r e l  and 1.5 gr id .  These large-sized ras t re l s  seem t o  have 

been used i n  I t a l y .  (See the table arranged by r a s t r e l  sizes, 

above.) Likewise No. 152, 'D'hours me plains,' i s  copied by the 

H I t a l  ianate Scribe F, who elsewhere uses I t a l i a n  and Bernaise 

papers ( there i s  no watermark on the paper used f o r  No. 152) . I t  

i s  a model f o r  No. 141 (Scribe C2, 1.7/1.8 s t a f f  and gr id ,  WM l80), 

which i n  turn i s  the model f o r  IW 1574, No. 12. 



SCRIBE D 

Sources: (1) 266: 149; 266: 150-151a; 2986: 1-2 
Watermarks: (1) and (31, Gtgsbur*g, ca. 1550; (2) Kaufbeuren, 

ca. 1555 
Staff 1 iner: a1 1 s taves  a r e  hand-drawn 

/ 
Mus M s  2987 contains an intabulation of Lasso's 'Helas quel 

jour, '  with (on the facing page) the same piece scored in mensural 

notation. T h e  mensural notation, which a l so  appears t o  have been 

copied by Hand D, bears many resemblances to  a hand encountered i n  

Mus Ms 1583D. The presant intabulation has a number of simi- 

l a r i  t i e s  with the intabulat ion a t t r i bu t ed  t o  Jehan du ~ i & e  in 

Berlin,  Mus m s  40832, p. 87, where i t  appears, however, with much 

more ornamentation. No. 149 is re la ted  t o  Newsidler's 'Susanna.' 

SCRIBE E non e s t  



PLATE 0 ( 1 ) 

SCR1B.E D :  

Mus Ms 2986., N.Q.. 1 



PLATE D (2) 

SCRl'.B'E D :  

Nus Ms 2986, N.o. 2 



SCRIBE F 

Sources: (1) 256: 153-155; (2) 267: 37-40; (3) 266: 152 
Watermarks: (1) Bernaise Cunident i f iedl ;  (2) I t a l i a n ,  ca. 
1545-58; (3) no watermark 

S ta f f  l iner:  (1) 2.1/1.7; (2) 1.5/1.1; (3) 1.5/1.5 
Nebenschreiber : Scribe C 2 (correct ions) 

Scribe F has copied pieces on papers o f  I t a l i a n  and ~ b r n a i s e  

o r i g ins  i n  an elegant I t a l i c  hand. The fasc ic les  are, aside from 

Sc r ibds )  BA, BB, etc., the on1 y ones t o  have a Nebenschreiber. 

I t  seems unusual that an I t a l i a n  hand would be copying No. 153, 

'Kein Adler i n  der Welt so schoen.' Perhaps he was working i n  Switzer- 

I and, where one o f  the papers used by him was m i l  1 ed. This  melody must 

have enjoyed considerable popular i ty ,  s ince Crecqui l lon used i t  as a 

tenor i n  a mass, and Senfl, Jobst von Brandt, and Arnold von Bruck made 

se t t ings  o f  i t .  The intabulat ion i s  qu i te  un l i ke  any of these, a l -  

though i t  uses the same me1 ody . 
The Mus Ms 266 fasc i c le  contains an u n t i t l e d  piece i n  which 

Scribe F asks (he must have been sending the piece, or why in- 

quire?) , 
Questa e una canzon francese non so chiame lase chia- 

mas? V l o s t r l o  sCubl imi t la  l a  conosese me f a v e t i  d i  dar m i  il 
nme essa. 

CPrego.1 Since he has used inexpensive paper which has deter iorated 

w e r  the years and the f i rs t  few measures have broken o f f ,  an answer t o  

h i s  query i s  d i f f  i c u l  t . The piece i s  a chanson by e i  ther Passereau or 

Janequin, 'Un p e t i t  coup.' Two other pieces, 'De su monsue de i  ro i , '  

and the in tabu la t ion  of a piece t i t l e d  'Je n'ose testre?] demande" ( the 

se t t i ng  i s  not tha t  contained i n  Attaingnant's publ icat ions)  are other- 

wise unknown. 

SCRIBE G non est 





SCRIBE HA: See Chapter V I ,  The Marco Fasc ic le  

.-.- . 

Scribe HA: 

Mus Ms 266, No. 101 





SCRIBE J 

Scribe J probably represents an ear ly  hand among the tablatures. 

I t  i s  responsible for a number of works by Francesco da Milano, copied 

without bar l i ines (although i n  some instances a la ter  hand has added 

them). 



PLATE J 

SCRrRE J :  

Mus Ms 1 5 1 1 d ,  N o .  19  



SCRIBES K AND L 

Sources for Scribe K: (1 )  151lD: 5-7; !1) 15110: 21-23; (3) 266: 
161-166 

Sources for Scribe L: (4) 266: 156-159 
Watermarks: ( 1) I tal ian (Padua?) , ca. 1552; (2) I tal ian, 

ca. 1550; (3) Italian, (Padua?), 1552; (4) Italian 
(Padua?) , ca. 1552. Marks (3) and (4) are variants 
of the same watermark. 
Staffliner: (1) and (31 ,  1.5/1.1; (2) and (41, 1.W1.3- 

1.5 

Since they may have originated in proximity and share sane simi- 

larities in paleography and similar (but not identical) watermarks and 

L- ..C'C'.. .' 

staffliners, Scribes K and L are discussed together. 

hus ms 266, Nos. 156-168, have original pagination, 1 

through 5, in the lower left-hand corners. No. 158, 'Languir me 

fais,' is attributed to 'A. R.,' and if Fascicle I 1  is by the 

Paduan, Giwanni Pacol ini, then a possible candidate for 'A.R.' 

would be Antonio Rotta (d. 15491, another citizen of that city. 

Although Pacolini's one known print dates +ram much later than 

1552 (not much is known about him) , i t does contain pieces popu 1 ar 

during the early part of the century. Many of his pieces have titles 

concordant with those in the Venetian keyboard manuscript discussed by 

Jeppesen and Mus Ms 15118 (see Chapter I), such as 'Tu te parti,' 

'Santo Herculo,' *Forze de Hercule,' 'Bernardo non puol stare," etc., 

all dances that were quite outmoded by the time of Tini's Milan print 

\ 
of 1584, surely a reprint: pieces from it turn up earlier in Phalese 

editions published in 1564 and 1591. The fantasia, No. 162, is by Marco 

dall'Aquila (=Mus Ms 266, No. 23, after the opening measures), and in 

Pacolini's print is a dance titled in manuscript, 'Padoana 



PLATE K (1)  



PLATE K (2) 



P L A T E  \ . I  L ( 1 )  



PLATE L (2) 



della Zoppa," perhaps a reference to the early lutenist Aldarati 

(known as "Zoppino') ? 

Some of the pieces copied by these scribes appear to have been 

popular in Germany. The intabulation of Sermisy's '11 est jour' is 

copied into the Donaueschingen manuscript and into a manuscript now in 

Wroc3zi (Ms 352, part B) , and the intabulation of Sermisy's "Languir me 

iais" appears with additional ornamentation in the anthologies of Gerle 

( 1546) and Wai ssel ( 1573) . Wai ssel a1 so used the Passamemzo / psdoana 
/ saltarello, adding embellishment. There is no reason to believe that 

the intabulations were made originally by them, rather than Rotta, 

since both were heavy borrowers from the music of others. (Waissel 

admits in his preface that he has simply printed pieces gathered during 

travels, and his 1573 print includes a unique intabulation by Ualentin 

Bakfark, also a resident of Padua, who died there, much lamented by the 

university students: they recorded their grief in the minutes of a 

meeting.) 

Other pieces by Rotta, copied by Scribe BC in Mus Ms 267, include 

an intabulation of a La Fage motet and perhaps a ricercar on 'Si mcjii 

malheur.' If Scribes BC, BY, etc., are identical to Hans Heinrich 

Herwarth's lutenist, one wonders if he studied at Padua, or visited 

there. Scribe BC copied on Italian paper that dates about 1549, per- 

haps o bit late for Herwarth's student days, but the section is devoted 

to sketches, so he may have been re-working something gathered earlier. 

The date 1552 fits well with the time of the Schmalkaldian difficulties 

in Augsburg; perhaps Herwarth and his lutenist travelled during this 

period, re-visiting Padua, a1 though large purchases of vocal music from 

Italy do not resume until 1554-55. (The years 1553-54 are represented 



with Antwerp and Louvain imprints, as we have seen i n  Chapter I .I 

SCRIBE M non est  



SCRIBE N 

Source: 266: 1713 (German tab1 ature) 
Watermarks: Landsberg, 1548s or 50s (? Briquet includes a c losely 

s imi la r  watermark, dated 1535.) 
The page has horizontal ru l i ngs  3.2 cm. apart .  

Briquet's da t e  04 1535 for  paper with a s imi la r  watermark would 

be e n t i r e l y  possible  for  an intabulat ion of a J o s q ~ i n  piece,  a1 though a 

da t e  in t h e  1548s seems more probable. 
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SCRIBE 0 

Sources: 267: 2-7 
Watermarks: I t a l  ian , ca. 1524-36 
Horizontal r u l e s  are drawn from 3.2 t o  4.3 cm apart. 

The paper used i n  t h i s  fasc ic le,  according t o  watermark 

evidence, dates around 1536. Such an ear ly  date i s  consistent w i th  the 

content o f  Josquin, Senf 1 and Consil ium motets, a1 though the possib i l  i- 

t y  a lso ex i s t s  that these might be the motets that Newsidler i s  sa id t o  

have pub1 istied i n  Venice. According t o  ~ e / t i s  ( loc. c i t . )  , s i x  Josquin 

motets f o r  s i x  voices intabulated by Newsidler were published i n  Venice 

i n  1585. This date seems very l a t e  f o r  such piocas, and one might 

speculate that an ear l ie r ,  more t imely ed i t i on  may have appeared, 

\ 
remnants o f  which may be l u rk ing  i n  Phalese's output <e.g.,BrownI, 

1552/11, Nos. 69 and 83, 157 1/6, Nos. 156 and 157) . The edi t ion is ,  

however, otherwise unknown. 

Perhaps t h i s  sect ion preserves pieces from that edi t ion.  Al- 

though i t  i s  i n  German tablature, the paper i s  i t a l  ian, and there are 

sevaral concordznces wi th known Newsidler pieces, e.g., Mus Ms 267, No. 

3 (= 1574/5, No. 1).  and No. 7 (= ibi-d., No. 31, where they appear w i  th  

encrustat ions o f  ornamentation. The manuscript uses heigh ted ciphers 

( t o  show voice-leading), a type o f  German l u t e  tablature said t o  have 

been an innovation by  Ochsenkhun, although h i s  i s  simply the ea r l i es t  

pub1 i ca t i on  to  employ heigh ted ciphers. 



PLATE 0 



SCRIBE P 

Sources: (1) 267: 23-28; (2) 1627: 16-31 
Watermarks: (1) fragment o f  a l e t t e r ;  (2) French, ca. 1555-60 
S ta f f l i ne r :  (1) f i ve - l i ne  ras t re l  w i th  s i x t h  l i n e  drawn in ,  

1.4/1.3 cm.; (2) 2.0/0.9 

The pieces i n  the Mus Ms 1627 fasc i c le  appear to  be dances, rather 

than intabulat ions of chansons. A l l  are unique, and w e n  the vocal 

tunes upon which they are based (such as 'C'est une gr ie fue  maladie,' 

and 'Nicol l a  mon beau frere') are otherwise unknown. A French water- 

mark suggests that the fasc i c le  may stem from Lyons, where Herwarth had 

many contacts. The fasc i c le  was i n  the possession of a German, since 

comments i n  that language are added a t  the end o f  Mus Ms 1627, No. 27. 

Scribe BC copied the chanson 'Jean de Lagny' i n t o  Mus Ms 267. 

The scr ibe frequently w r i t es  out mordents, usual ly  considered a 

feature of German sources (Borrono d i d  use them, however). They seem 

t o  have usual ly been added imprwlsat ional  l y ;  and perhaps t h e i r  in- 

c lus ion her9 ~no:cakes that the tablature was intended f o r  an amateur. 



PLATE P 



SCRIBE Q 

Sources: 267: 41-42 
Watermarks: none 
S ta f f l  iner:  1.9/1.3 

In t h i s  f a sc i c l e  Maier's pencilled numbers a r e  incorrect .  There 

a r e  two dances, a romanesca and a passamezzo ant ico,  and two r i c e r c a r s ,  

one by Marco dal l 'Aqui I a and t h e  other anonymous. 

Theses very simple pieces seem t o  be intended for  a beginner: 

right-hand fingering do t s  a re  carefu l ly  indicated, and what may be the 

'marginal i a " h a n d  has named the courses of the  l u t e  i n  I t a l i a n  <'bass,  

bordtonl , tenor, messana, sotanela,  cantus'). He has a l s o  jo t ted  same 

calculat ions in the corner of the page, f ran  which i t  might be possible  

t o  t race pieces copied by the teacher. The pieces,  themselves, a l -  

though in large ciphers ,  do not appear t o  have been copied by a ch i ld  

since the f igures  a r e  s o  uniform. 





SCRIBE P\ 

Sources: 1511C: 15-16 
Watermarks: I t a l  ian, 1535 (?I 
Sta f f  l ines: drawn by hand 

Briquet, whose mark dated 1535 matches t h i s  paper exact ly,  

found the mark i n  a document a t  Vicenza. The fasc i c le  has a dedi- 

cation, 'A1 patre matio dei ordine d j  mazachieri.' I have been un- 

able t o  locate any reference t o  t h i s  order, although i t  may re fe r  

t o  a pen i ten t ia l  order. The intabulat ions o f  motets by Mouton and - 
Jachet da Mantua tend SO confirm the ear ly  date. 

SCRIBE S 

Scribe S, according t o  Concordances, i s  probably another 

ear ly  hand. 
SCRIBE T 

Sources: 15110: 1-4 
Water~zrk: I t a l  ian, ca. 1542 

Staf f  l iner: 1.3A.9 

Pieces copied by Scribe T may be early, since they inc lude 

Francesco's in tabulat ion o f  Sermisy's 'Vignon vignette, '  and per- - 
haps the other intabul i t ions, a; wel l  (one turns up i n  Phal ese's 

anthology of 1545). I f  the date ca. 1542 i s  correct, t h i s  might be 

the only manuscript source dat ing frun h i s  l i f e t ime .  



PLATE R 

. . 
. .. 

Scribe R: 

Mus Ms 1511c, No. 16 



PLATE S 

S C R I B E  S: Mus Ms 1 5 1 1 c ,  N o .  I7 



PLATE T 

P r a ! r  4 b  P - 
T I '  r a .9  . A 9  m r . .  

S C R I B E  T: Mus Ms 1 5 1 1 d ,  d o .  3 



SCRIBE W 

Scribe W has copied Sermisy's '11 me suffit' into German 

tablature in score format. I t  was probably a preliminary sketch 

for an intabulation, the copyist entering the individual lines 

from part books. I t  may be Scribe BC. 

PLATE U 

S C R I B E  U :  Mus Ms 1 5 1 1 d ,  f o l .  1 5 v  





P L A T E  W 



SCRIBE XY 

A ga l l ia rda (Paris I, Nos. 8a-b) i s  added to  blank staves 

l e f t  between the f i r s t  and second gatherings of Par is  I. I t  i s  

probably from the ear ly  17th century. ( I t  i s  the only piece i n  

Par is  I or I 1  i n  French tablature.) 

SCRIBE XX 

Sources: Paris I: 1; 267: 1 

The Gassenhawer by Hans d. von Metz appears t o  have been a 

l a t e  addit ion t o  Mus Ms 267 (No. 1) and to Par is  I (where i t  is 

added i n  a d i f fe rent  hand t o  a blank f o l i o  at  the beginning of the 

f i r s t  gathering). The lutenist-composer, whose piece seems t o  

have been so very popular, has not been ident i f ied ,  and i s  probab- 

l y  not the person i n  Mus Mo 1512, whose pieces are labe l led  O F .  S. 

H. D,' which probably stands f o r  'F. S. H to f l  Dtantzl.' 

NOTE 

The second part of the Par is  manuscript (Par is  11) i s  dis- 

cussed at  the end of the chapter on the Acquisi t ion o f  the Her- 

warth l ib rary .  Par is  I 1  contains some pieces concordant w i th  the 

Munich manuscripts, but apparently no scr ibal ones. O f  course, Par is  I 

does include the important pieces copied by Scribe A, and Par is  11, the 

comments by the 'marginal i a  hand,' who may be a teacher (see Scribe Q) . 



P L A T E  X X  

S C R I B E  X X :  Mus Ms 26.7, No.  1 
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Chapter IU  

The De Rippe Fascicle 

Fol ios 67-76v o f  Mus Ms 266 are devoted mainly t o  fantas ias 

or r i cercars  by Alber t  de Rippe, the phenomenal Mantuan l u t e n i s t  

who scrved i rm  i528 u n t i l  h i s  death i n  1551 a t  the French cour ts  

o f  Francis I and Henry I I. So great was h i s  success that Francis 

granted him estates i n  B l o i s  and Carrois-en-Bris, and paid him a 
1 

salary twice that o f  h i s  other court musicians. Only three of de 

Rippers r i cercars  appeared i n  p r i n t  during h i s  l i f e t ime ,  those i n  

Castel iono's Milanese anthology of 1536. The bulk of h i s  substan- 

t i a l  output was published i n  two posthumous uoeuvres complettes," 

f i r s t  prepared by h i s  student Gui l l aume Morl aye i n  the 1550s and 

pub1 ished by Fezandat i n  Paris, the second i n  the 1560s by Le Roy 

and Bal l a rd  apparently u t i l i z i n g  a f e w  d i+ ferent  sources. 

The fasc ic le  i s  copied on Memmingen paper by Hand BC, one of 

the most widespread o f  the scr ibes i n  the Munich corpus, perhaps 

Herwarth, himself , as I have suggested above. The watermarks, 7A 

and 78 (see ILLUSTRATIW I), which Briquet c l a s s i f i e d  as a ser- 

pent, and others have cal  led  a worm, most l i k e l y  represents the 

l e t t e r  'M." 

The papermil l establ ished a t  Mmingen  i n  the 15th century 

was destroyed during the Peasant's War o f  1525, and re-bui l  t 

1 
See Vaccaro, Oeuvres d'Albert de R ~ D D ~  f o r  a f u l l  

biographical study. Discussion of the sources appears on pages 
xx i -xxv i i ,  where (note 3) he remarks that the pieces i n  Munich, 
Mus Ms 266 are simp1 y copied from the f i r s t  Le Roy and Bal l a r d  
book of 1562. 



around 1528, s ince i n  1529 new watermarks are encountered. The 

dynast ic  fami ly  of paper m i l l e r s ,  the Schragl i n  ( f l .  before 1540 

to  1638) , is probably responsib le  f o r  papers bear ing Hatermarks 7A 

and 78, as wel l  as Watermarks 11A-C discussed i n  the chapter on 

sc r ibes  and watermarks. The mark i d e n t i f i e s  f a i r l y  inexpensive 

papers o f  that  m i l l ,  whereas Nos. 11A-C w i t h  a sh ie ld ,  a mo- 
2 

derate ly-pr iced Paper. 

ILLUSTRATION I 

Watermark 7A c l ose l y  resembles Br iquet,  No. 13721, and 78 i s  

i d e n t i c a l  t o  Br iquet ,  No. 13722, both of  which Br ique t  fourtd on 

documents dated Haximirigen, 1568-63. Since he and von ~ & s l  e found 

the mark nowhere, except i n  Memmingen documents between 1544 and 
3 

1563, t h i s  paper may have been merchandized on ly  l o c a l l y .  

Since Hans He in r i ch  Herwarth's f i r s t  w i fe ,  M a ~ i a  Haintze l ,  

----------------------- 
2 

See von ~ s s s l  e, 1926, He+ t 15, 223-5. 

3 
See Br iquet  , Nos. 13728-22, and vo l  . IU, 680 ; von ~ & s l  e, 

loc .  c i t .  



died during c h i l d b i r t h  on January 2d, 1564, i n  Mmingen where the 

fami ly  may have f l e d  t o  avoid the Augsburg plague of December 

1563, one may speculate that t h i s  fasc ic le  i s  i n  Hans Heinrich's 

hand. The pieces are entered haphazardly and i n  a sc r i p t  that  may 

only be described as sloppy. The desultory readings i n  t h i s  fasc i -  
4 

c le ,  p ius the l a t e r  references to  concordances i n  the Par is ian 

p r i n t s ,  may account i n  par t  fo r  ~ e a n - ~ l c h e l  Vaccaro's having noted 

the concordances, without taking the i r  readings i n t o  consideration 

f o r  h i s  ed i t i on  o i  de Rippe's works. 

The fasc i c le  i s  copied on staves drawn wi th  a rastrum 1.5 

cm. i n  width w i th  1.1 cm. between staves; x = watermark 74, # = 

78 : 

- - 
4 

See Plate I wi th  i t s  many insert ions, delet ions and changes. 
The readings might be considered d is tant  corruptions by a German hand, 
especial ly since the pieces are i den t i f i ed  i n  the manuscript w i th  
concordant fantasias i n  the Paris p r i n t .  I intend to argue on the 
contrary, and suggest that the Munich manuscript preserves unique 
versions of de Rippe's output, from which one may d i scwer  a clearer 
p i c tu re  of him as one.of the most famed lu ten i s t s  of h i s  day. 



1 67 105. Recercar & m_ Alberto de Ripoe 
I / the marginal ia hand: 3 
I La Neodiesme ianiasia du premier Liure 
I I 

I I 106. [marginalia hand:] aus der 
I I / fantasia 8. dess Ersts Buchs Alberts 
1  I 

1 67v I (continued) 
I 

1 107. [marginalia hand:] fantasia penntj 
I I 

: 68 I (continued) 
I I 

# . :  1 108. Recercar Alberto d e R i ~ a  [marginalia hand:] 
I I I 

I I die 9. Csicl fantasia des ersts buchs 
I I I 

I I 

1 6% I I 
I I (continued) 
I I 
I I 

I I 
I I 

169 1  I 
I I (continued) 

I I I 
I I I 

16% 1 1 I 109. [marginalia hand:] Die 7. fantasie desbuchs 
I 1  I 
I I  I A1 berts 
1 : I 110. [marginalia hand:] Die 6. fantasie du premiers 
I 1  I 
n o  I 1 ibro 

70 1 :  I (continued) 
I 1  1  f 1 . .  I I I 

1 7 0 ~ :  1 1 I (continued) 
1 1 1  I 
I l l  I 

171 1 1 1 111. [untitled piece1 
# I I l l  I 

1 1 1 1  I 

I 1 1 1 112. [Rogier Pathie: 'D'amour me plains'] 
1 1  1  I I 
I 1  1  I I 

(BLANK STAVES) 

I72v 1 I 1 1112b. [untitled fragment=No. 1133 
I l l  I 
1 1 1  I 

I73 1 : I 1 113. [Fantasia by Pietro Paulo Borronol 
I 1 1 1  I 
I 1  I I I 

7% 1 1 1  I 
I I  I (BLANK STFWES) 
I 1  I 
I 1  I 

3 7 4 - 7 4 v :  1 : 
I I 

(BLANK STAVES) 
I I 

I I 75-758-1 8 (BLANK STCHJES) 
I I 

# 76-76v- I (BLANK STAVES) 



PLATE I 

-. . -. 



The pieces in the Munich manuscript consist of five fanta- 

sias (or ricercars) by Albert, one by Pietro Paulo Borrono and one 

by Guillaume Morlaye, plus an untitled intabulation of Pathie's 

'D'amour me plains.' The first scribe has given the titles for 

only two of the. pieces (Nos. 105 and 106, shown with under1 ining 

in tl& inventory above.) A later hand (the ink and pen nibs are 

quite different) has identified these and sweral of the untitled 

pieces in the de Rippe Premier l ivre (Le Roy & Bal l ard, 1562) . P 
work, No. 107, which the 'marginal ia' hand cal Is 'fantasia 

penntj,' is attributed to Guillaume Morlaye in his Troisiesme 

livre (Paris, 1558). I t  is a parody fantasia based on a work by - 
5 

Giovan Paolo Paladino. The Borrono work (untitled in the fasci- 

cle) appears in Casteliono's 1536 publication. 

Relevant concordances are the following: 

105. Recercar de m [esserl Alberto de SRippe 
CVaccaro, i , No. 151 

= Fantasie, Quatriesme iivre, ed. G. Morlaye (Paris: 
Fezandat, 15541, fol. 4. 

= Fantasie neufiesme, Premier livre (Paris: Le Roy & 
Bal lard, 1562) , fol . 22v. 

5 
The model is in Pal adino's Premier 1 ivre (Lyons: Simon 

Gorlier, 1553; rpt. 15661, fol. i v .  

6 
Ths identification of concordances is incorrect in Brown1 

(1558/4, No. 21, where Norlaye's parody is traced rather than the 
Paladin model, the work reprinted by ~halbse and others. Of 
course material not derived ?rom the Paladin work may be borrowed 
from elsewhere. The subject that appears throughout the first 
'Morlaye" section (measures 7-10 in Transcription No. 132) is 
reminiscent of Kargel's third ricercar (Brown1 1574/1), and an 
anonymous piece in the 'Siena Lute Book," No. 89. Not all of 
Kargel's fantasias are his, e.g., No. 1 is an embellished version 
of a fantasia by Francesco (publ. Ness, App. No. 9 ) .  



' 106. [Actual l y  fragments from the de Rippe work1 [Vaccaro, I, 
No. 111 

= Fantasie, Troisiesme l i v r e ,  ed. Morlaye ( i b id . ,  15541, 
f o l .  2. 

= Fantasie hui  tiesme, Premier l i v r e  (1562) , f o l .  1%. 
6 

107. ["Fantasia penntjn1 [TRANSCRIPTIONNO. 1321 

= Guillaume Morlaye, Fantasie, Troisieune l i v r e  
(Paris: Fezandat, 15581, $01. 4. \ 

= Fantasia, Theatrum musicum (Louvain: Phalese, 
1536) , f 01 . 6v. \ 

= Fantasia, Luculentum theatrum (Louvain: Phalese, 
1568), f o l .  4v. 

= Fantasia, Theatrum musicum, 1 onge (An twerp: 
~hal*ese &   el l*ere, 1571) , $01 . 2v. 

108. Recercar A l  ber to de Ripa IVaccaro, I, No. 11 

= Fantasia, Premier l i v r e  ( ib id. ) ,  $01. 1. 
= Fantasia premier, Premier 1 ivre, (15621, f o l  . 2. 
= Fantasia d i  messer alberto, Uppsala, Ms 87, f o l .  

5%. 

109. [Vaccaro, I, No. 101 

= Fantasie, Troisiesme l i v r e  ( ibid.)  f o l .  
= Fantasie septtiesme, Premier l i v r e ,  1562, f o l .  17v. 

7 
110. fvaccaro, i ,  No. 91 

= Fantasie, Sceand ! ivy=  ( i b i d . ,  i554i, i o i .  6. 
= Fantasie sixiesme, Premier 1 ivre,  1562, $01. 14v. 

111. Cunidentit ied fragment, perhaps an in tabu la t ion l  

112. [Pathie: "D'amour me pla ins '  copied also as No. 141. 
This  i s  not de Rippe's in tabulat ion as published i n  
Paris, and i s  closer t o  Melchior Newsidler's, but con- 
ta ins  addit ional embell ishment. A1 l three, de Rippe 
(Paris), Newsidler and No. 112/141 may therefore, de- 
r i v e  from a common ancestor.] 

7 

7 I t  seems not t o  have been notsd that t h i s  fantas ia i s  
based on the venerable o l d  tune 'Faul t e  d'argent ," used by Jos- 
quin. I t  thus j c i ns  Domenico Bianchini 's r i cercar  ( Intabulatura, 
Venice, 1546, $01. 31 on the melody--if i t  i s  a r i ce rca r  by him 
(some of Bianchini's works are intabulat ions of the r i ce rca rs  by 
others), and Cavazzoni's famous one, publ. i n t e r  a l i a ,  i n  Apel 
and Davison's H is to r ica l  Antholoav of Music. Vaccaro provides a 
'd isposi t ion analytiquen of the de Rippe paraphrase as an unpagi- 
nated inser t  f o r  h i s  edi t ion.  



113. CBorrono: Fantasia1 
= Fantasia de M. Petro Paulo da Milano, Intabolatura de 

leuto de d ivers i  (Milan: Casteliono, 15361, $01. 33.. 
= Fantasia Paul i Baroni , Hor tus musarum (Louvain: Phal ese, 

15521, $01. 18. 
= Fantasia Paul i  Baroni, Theatrum musicum (Louvain: 1563), 

f o l .  sv. 

Differences between de Rippe's fantasias i n  the Munich ver- 

sions and those published i n  Par is  extend from small d e t a i l s  t o  

v i r t u a l  re-workings. I t  i s  evident, as I intend t o  argue, that we 

have, here, not pieces copied from a Parisian p r i n t ,  but rather 

d i s t i n c t l y  d i f f e ren t  readings, or (wen better) versions, of the 

same pieces. Some passages, cadential turns and other ernbellish- 

ments, may be lacking i n  one or the other version. The Munich 

pieces show a preference f o r  using the f i f t h  course on the d 

s t r i n g  fo r  cadential suspensions (5  on d rather than the open g 

course fo r  the note g), thereby bet ter  preserving the voice- 
8 

leading, al though making p lay more d i f f  i c u l  t. The r i ce rca rs  

sometimes end w i th  open f i f t h s :  rather than f u l l  t r iads.  

I n  the Munich de Rippe pieces, f l a t s  (or naturals) are 

8 
This sor t  of subs t i tu t ion  i s  not unusua: i n  16th-century 

l u t e  music. Many ear ly  in tabulat ions may be described as 'pointa- 
l i s t i c . '  The intabulator only  indicates the begininq of a plucked 
sound, often g iv ing l i t t l e  regard to  the use o f  courses that would 
permit the instrument t o  sustain the voice-leading of the vocal 
or ig inal .  Later intabulators made greater e f f o r t  t o  in tabulate so 
tones could be properly sustained. For example, a 4-#3 suspension may 
use '5' on the 'dm and "an courses (=the notes g and d) w i th  the '5' 
resolving t o  "4 '  (f  sharp), rather an open 't' f o r  the middle voice and 
breaking i t  o f f  to  sound the f sharp. S imi la r ly  the funct ion of orna- 
mentation i n  l u t e  music changes during ths 16th-century. P o i n t a l i s t i c  
intabulat ions w i l  l bridge long chords w i th  f lour ishes that  extend from 
one end of the instrument t o  the other, c i m s i n g  through a l l  voice 
l ines. Later ones use embellishment t o  connect, and c l a r i f y  the voice- 
leading of each individual par t .  



sometimes prefer red in passages having na tu ra l s  ( o r  sharps) i n  

the Par is ian  p r i n t s .  (See EXAMPLE 11, discussea below.) The l a s t  

t h i r d  of No. 109 (Uacca 3 ,  I, No. 18) has an e n t i r e l y  d i f f e r e n t  

ending and emphasizes t h i s  tendancy f o r  f l a t s ,  s t ress ing  what 

might be cal l e d  (using modern terminology) the minor subdominant. 

See the t r a n s c r i ~ t i o n ,  EXAMPLE I. 

EXAMPLE I 

An analys is  of r i ce r ca r / f an tas ia  No. 105 (Vaccaro, I, No. 

15) may shed some l igh t on the na tu re  o f  d i f fe rences  between the 



two versions, Munich and Par is  (see TRANSCRIPTION No. 133) . The 

work opens motet-l i k e  w i th  pai red im i ta t i on  involv ing an ascending 

' s l~b jec t '  i n  the tenor and descending "countersubjectu i n  the 

bass, which cadences on C (quarter notes 1 through 8).  The 'sub- 

j ec t '  and ucountersubject' are imi tated i n  the soprano and a l t o  

18 through 171, and l ikewise cadence on C. The two cadences on C 

are each echoed w i th  cadences t o  F (quarter-notes 18 and 19). A t  

22 a modif ied statement of the *subjecto appears w i th  the 

'counter-subject' reappearing i n  p a r a l l e l  tenths between the 

soprano and bass (Par is  version : bass and then tenor/al t o  l i ne) . 
The passage cadences on C (28) w i t h  a subsequent cadence to  F, as 

be+ ore (32) . 
Later passages using s im i l a r  mater ia ls  cadence on F (48 to 

44) , transposed to  C (44 through 48) , and then w i t h  the 'echo' 

cadence on F. Simi lar F/C tonal p o l a r i t y  ( d i s t i l l e d  i n  36 t o  39) 

p reva i l s  through most o f  the piece, reliec.osd most not iceably by 

the Phrygian cadences to  A (Munich: 28-23; both 57-68) . Fol l owing 

54 the polyphonic texture i s  abandoned t o  1 ighter  running scale- 

f igures and chords that continue to the end. 

The two versions share much, but d i f ferences are a lso i n -  

s t ruc t ive .  The Par is  version suggests that  i t  may be closer t o  

the or ig ina l  bare paired im i ta t i on  (derived from a vocal model?-- 

the opening resembles La Fage's 'Super f lumina Babi l onis') , 
whereas the Munich version seems to  f i l l  out l a ten t  harmonies. I n  

the Par is  version ce r ta in l y  the E- f la t  i n  measure 2 makes a mcre 

e f f e c t i v e  bass l ine ,  and the 'echo' cadence (7-18) i s  more d i s -  

t i n c t .  However, the subject i s  garbled i n  that version (compare: 

soprano [Paris] ,  18-14, a l t o  I bo th l  4-8, and soprano [Munichl 13- 



17) . And one wonders if the cadence dn A (Munich) and 6-f l at/g 

(Paris) might not re f l ec t  an attempt to mend what may have been a 

corrupt passage i n  the copy edi ted by Morlaye. The ciphers f o r  

the notes d t o  a i n  the bass are crossed out i n  the Munich ver- 

sion, and may have been i n  the source from which the scr ibe was 

working. 

I n  the Munich version the cadences are invar iably  unadorned 

(see 31, 35, 47 and 671, and the 7-6-1 conf igurat ion (35-36) 

(preceded w i th  a sixteenth-note suspension) seems unusual l y  an t i -  

quated i n  t h i s  context. The Munich version does have one embel- . 

l ished caden t i a l  suspension (see 47-48) . Here the embel l ishmen t 

serves a formal-structural funct ion by in tens i fy ing  a c l  imaci ic 

moment i n  the piece. I t  fo l lowr 3 four-beat var ied s t r a i n  (48- 

43=44-47, transposed), immediately before the f a l l i n g ,  faux- 

bourdon-l i Ce passage (50-54) , and the abandonment of pol yphonic 

texture t o  the scales and chords which continue to  the end. The 

e f fec t  of the embell ishod cadence i s  weakened i n  the Par is  version 

w i th  i t s  encrustation of cadential ornaments. I n  the Munich version 

the ornament serves a formal, s t ructura l  purpose. If the Munich 

version i s  closer t o  de Rippe's intent,  and I think that i t  may be, 

then i t  shows him t o  be a composer uncomnonl y sensi t i v e  t o  1 arge-scal e 

formal goals. 

The fauxbourdon-l i ke  passage also d i f f e r s  i n  the two ver- 

sions. The Munich reading i s  more l u t e n i s t i c  w i th  i t s  sixteenth- 

note res t  (58) and simpler s h i f t i n g  o f  left-hand posit ions. 

The f i r s t  lacuna i n  the Munich version appears a t  61 w i th  

the omission of four quarters (shown 'vi-den). Elsewhere (not 

213 



shown i n  the transcriptiorr) addit ional lacunae of one quarter, 

e ight  and 18 quarters appear. I n  every instance (as i n  61) 

I acunae are connected and give no w e r t  impression o f  a cut  . Here 

the 'a" (soprano, 61) leads l o g i c a l l y  to  the cadence f i g u r e  (66- 
9 

67). Such divergent readings are not unusual i n  16th-century l u t e  

music, and tend to  pique ones suepicions about many texts that 
10 

have survived. 

A fw addit ional ex&ip!os of differences between the Par is  

and Munich versions are given i n  M P L E  11, the beginning NO, 

9 
The cadence formula here i s  i t s e l f  a de Rippe thumb- 

p r i n t ;  s imi la r  f igures w i t h  the dotted-eighth note fo l low ing the . 
16th-note res t  crowd every page of the col lected edi t ion.  

10 
See, f o r  example, the fantasia from Attaingnant's Tres 

breve ins t ruc t ion  (1529) i n  the version i n  the "Siena Lute BookU 
a t  The Hague, pub1 ished by Kwee Him Yong i n  'A New Source.' A 
facs imi le  o f  the Siena pages appears also i n  my Francesco ed i t i on  
(plates 6-7; see a lso page 3, note 3 ) .  The Siena manuscript i s  
unquestionably one o f  the most accurate sources o f  16th-cen tu ry  
l u t e  music, and comparisons, such as w i th  the Attaingnant p r i n t ,  
we\ l i l l u s t r a t e  the corrupt readings i n  which much l u t e  music 
doubt l essl y survives. 

Simi l ar l acunae may be seen i n  a comparison of Nos. 23 w i  th 
Appendix 12, and Nos. 29 w i th  57, i n  my Francesco edi t ion.  The 
l a t t e r  pa i r  share the same l a s t  ha1 f ,  and the former, lacunae and 
s h i f t i n g  of sections i n  a manner s imi lar  t o  those we have been 
observing i n  the Munich/Ital ian comparisons w i th  the Par is ian 
pr in ts .  



!89 (= Vaccaro I, No. 18 ) .  The bracketed notes and accidentals 

are lack ing i n  the Par is  p r i n t s .  P a r t i c u l a r l y  not iceable are the 

f o l  lowing: 

1. The essential ' f "  producing the Phrygian cadence (8-9) ; 

2. The missing beat (12): de Rippe's cadence preparat ions 
are typ ica l  l y  two beats i n  length; 

3. The bass l i ne  (22-24) ; and 

4. A fondness for  f l a t s  i n  the Munich version (see 21-23). 



In No. 109 the copyist has a l so  added a number of emenda- 

t i o n s  in the margin which attempt t o  correct  some strange-sounding 

passages common t o  both sources. (See PLATE I) 

These differences between the Munich and Pa r i s  vers ions a r e  

not unusual, a s  i s  evident from a comparision of extant I t a l i a n  

and French sources of de Rippe's music. The following a r e  the  

I ta l  i an sources of h i s  music ( f a r  addi tional pr inted concordances, 

s ee  BrownI): 

(1) Intabolatura de leu to  de divers i  (Milan: Casteliono, 
15361, fol . 5, Fantasia de M. Alberto da tlantua. 
t= Vaccaro, I ,  No. 121 

=Fantasie, Troisiesme l i v r e  (Par is :  Fezandat, 15521, 
$01. 6v. 
~ F a n t a s i e ,  Cinquiesme 1 i v r e  (Paris:  L e  Roy b Bal l a rd ,  
15621, $01. 22. 

(2) Ibid. ,  f o l .  26v, Fantasia de M. Alberto da Mantua. 
CWaccaro, I ,  No. 161 

=Cinquiesme l ivre  (15551, f o l .  2. 

(31 Ibid., Fantasia [ t a b l a  of contents: 'Fantasia del d i t t o c  
(=Francesco da Mil an01 I ,  fol  . 55 C= Vaccaro, I ,  No. 21; 
the work i s  unquestionably by de Rippe.1 

=Quart l i v r e  ( L e  Roy b Ballard,  15531, $01. 5. 

(41 The Hague, Gemeente-Museum, MS 28.860, 'Siena Lute 
Book ," f 1 . lev,  [Ricer del Francesco da Parigi C=Fran- 
cesco da Milano according t o  other concordances using 
t h e  name]. C=Vaccaro, I ,  No. 2, without reference t o  
t h i s  manuscript.1 

=Premier l i v r e  (Fezandat, 15521, f o l .  6v. 
=Premier 1 iv re  (Le Roy b Bal la rd) ,  fol  . 6v. 

T h e  f an t a s i a  c i t ed  in ( l ) ,  above, opens with swen var ia-  

t i ons  on the bergamasca formula, a very ear ly  instance of 



11  
the appearance of t h i s  formula. The l a ten t  harmony w i th  i t s  

under ly ing rhythm i s  shown i n  EXAMPLE I I I a ,  and var ia t ions  3 and 4 

i n  EXWPLE I I I b .  Between the I t a l i a n  and Par is  versions of the 

fan tas ia  there are a number o f  lacunae, simi 1 ar to those whict, we 

noted i n  the comparison of two versions of No. 109. Yet here, 

again, both have inherent log ic :  i n  the Caste1 iono reading, 

EXAMPLE I I I a :  Bass Pattern (Bergamasca) of the de Hippe Fantasia 

V a r .  I V a r .  I 1  

- V a r .  I 1 1  ( P a r i a )  V a r .  IV 

V a r .  IV 

V a r .  V V a r .  VI 

V a r .  V I I  
1 

m 
c n v- - - 

------------------------ 
11  

Another ear ly  exampie of the Bergamasca occurs i n  the 
euphemist i c a l  l y  t i t l e d  dance-l i k e  pieces c a l l  ed "fantasias" i n  
Barberi  i s ' s  tablature o f  1549 fo r  four-course gu i ta r .  (Brown1 
1549/2 i s  incorrect  i n  saying these pieces are fo r  seven-course 
gui t a r  .) 



harmonic rhythm accelerates, whereas the Paris print, with its 

slower harmonies may be said to provide a sol id exposi tive em- 
12 

phasis in the first and third variations. Later the Casteliono 

version mi ts one, nine and ten quarters, but since the Paris 

reading wi l l simply repeat a section varying it slightly, the 

Casteliono version still prwides a hearing of all essential 

material s. 

EXAMPLE I I Ib 

........................ 
12 

Notice also the changes to the cadences at 9-11, 28-38 
and 34-36, since we shal l discuss similar differences later. 



The coda, shown in EXAMPLE IIIc, is not particularly 

satisfactory in either version with the strange resolution of the 

prepared G to C cadence leading into the last full measure. Since 

this is an instance of a familiar type of fantasia that "searches 

out" its beginning, a comparison o t  the opening measures and the 

coda may be instructive in seeking a possible correct reading. 

(Compare EXAMPLES IIIc and IIId.1 



EXAMPLE I I I C and D 



Arrtong cadence formulas encountered i n  de Rippe's music i s  

one w i th  the leading-tone t r i a d  i n  f i r s t  inversion proceeding t o  

the " t o n i c . "  (See EXAMPLE IU.5 and PC.> I n  s w e r a l  instances 

these cadences are "modernized' w i t h  subst i tu t ion  o f  a 'dominantu 

t r i a d ,  but ~ ~ s u a l l y  i n  the Casteliono vers ion.  (See EXAMPLE I V . 6  

and 16.1 

A Munich US 



The Munich version does, howwer, have a 7-6-1 cadence (See 

EXAMPLE IV.12). This paradox suggests that  both versions may be 

swera l  removes from what de Rippe may have o r i g i n a l l y  conceived. 

The Munich versions of the de Rippe r icercar/ f  an tasies show 

l i t t l e  widence of being copied from the Le Roy & Ba l la rd  p r i n t s .  

They i n  fac t  display the same t r a i t s  that characterize known 

changes between Pzr is lan and I t a l i a n  versions of de Rippe's music. 

The corrections (or attempts thereat) i n  the Munich manuscript 

suggest that the copyist was working from a corrupt tablature-- 

ce r ta in l y  he could not  have been that inaccurate. The references 

t c  the 1562 p r i n t  entered by the "marginal i a  hand' may have been 

added when the copyist, whi le  seeking a solut ion t o  some o f  the 

stranqe-sounding passages, consul ted the p r i n t  , a copy of which 



was i n  Herwarth's i i b r a r y  a t  the time of i t s  sale to  the Duke o f  
13 

Bavaria. Perhaps the Munich pieces came from a southern French 

source where I t a l i a n  tablature was i n  use (de Rippe's proximity t o  

Lyons has already been mentioned), or from a l os t  I t a l i a n  p r i n t .  

The spe l l ing  of h i s  name ('Albert0 de Ripa') and the use of 

the term 'recercar,' rather than 'fantasie,' suggests a non- 

Parisian source. Likewise the re la t ionsh ip  of No. 105 to  a La 

/ 
Fage motet and No. 110 t o  "Faul t e  d'ar-gent" points towards a date 

14 
ear ly  i n  de Rippe's career. Thus the works i n  the Munich fas- - 
c i c l e  deserve careful a t tent ion i f  we are to  reach a properly 

impart ial  judgment of de Rippe's music from an h i s t o r i c a l -  

-.------ 
13 

Why then didn' t  he simply p lay from the p r i n t ?  Today, 
as then, nany lu tenis ts ,  especial ly amateur ones! f i n d  i t  
d i f f i c u l  t t o  change f r o m  one system of tablature to  another. I n  
the 16th-century publishers d i d  a br isk business i n  supplying 
foreign music 'translated' i n t o  the local l y  used system. This i s  
perhaps the reason why the Francesco da Milano p 9 c e s  (copied from 
Neapol i tan tabl ature) were entered i n  t o  Paris, Res 429, and 
Drusina edited Newsidlar's Venetian p r i n t  from I t a l i a n  i n t o  German 
tabl ature. 

14 
Fantasia XX i n  Uaccaro's, ed i t i on  may a1 so be ear 1 y since 

i t  seems t o  use the melody 'Adieu mes amours,' a1 though John Ward 
has to ld  me tha,t he once thought that de Rippe's No. XX was a 
parody o f  Narvaez's No. I ('Parody Technique i n  16th-Sen tu ry  
Instrumental Music,' p. 2221, but he now wonders i f  both composers 
t~eren' t  drawing on musical commonplaces, a1 though there i s  a 
s t r i k i n g  resemblance t o  a passage i n  Gombert's 'Tu pers ton temps" 

/ 
i n  both thi i  de Rippe and Narvaez pieces, and t h i s  apart from the 
use of "Adieu mes amours.' 



15 
c r i t i c a l  stance. 

Castel ion0 i n  M i  l an and Marcol i n i  i n  Venice (among a few 

others) used the diamond-shaped notes 06 vocal music fo r  rhythm 

signs, as d i d  Moderne i n  Lyons u n t i l  as l a t e  as ca. 1550. Hand BC 

seems t o  use, apparently depending on which type s t y l e  he i s  

copying from, both the diamond-shaped notes and the l a te r  more 

universal f lagged stems. (He may have pre fer red  the diamond 

shapes, since i n  Mus Ms 266, $01. 117, he shows equivalencies 

between the two: see ILLUSTRATION I I . I  

I wish t o  avoid the creat ion o f  any "ghosts," but i n  the 

preface t o  h i s  ed i t i on  o f  music by Francesco da Milano (1536), 

Marcol i n i  da For l  l' promises a p r i n t  dwo ted  to  the best works o f  

the 'Aquilano, Milanese and Mantwano" (Marco dal l 'Aqui la ,  

Francesco da Milano and Alber t  de Rippe). The content sounds 

---------------I--_------ 

15 
C f .  John M. Ward's a r t i c l e  i n  The New Grwe  where he 

wr i t es  ( X V I ,  491, 'Sweral of the Ide  Rippel fantasias . . . are 
overlong, poor ly  organized and occasional ly awkward pieces," a 
po in t  well-taken. De Rippe's fantas ias are among the longest o f  
any l u t e n i s t  o f  the 16th century. Perhaps pa r t  of h i s  longwinded- 
ness should be l a i d  to  Morlaye, who may have been attempting t o  
memorial i z e  h i s  teacher by extending and commenting, rmusical l y ,  on 
the works. Might he not have heard h i s  teacher take a fan tas ia  
and expand upon i t  improvisat ional ly,  extending i t  i n  time? And 
might he not attempt t o  recreate t h i s  i n  h i s  e d i t i o n ?  



s im i l a r  t o  Castel iono's p r i n t  of the same year, which a lso conta in 

works by Borrono. Was Marcol in i  contemplating piracy? O r  had he 

i n  mind a p r i n t  t o  cnmplement Casteliono's? 

Scribe BC has shown himself t o  be f a r  frcm a s k i l l e d  

composer i n  the two or ig ina l  r i ce rca rs  (one a parody) that he 

sketched i n  Mus Ms 267. Perhaps we should ac tua l ly  be gra te fu l  

f o r  h i s  d i l le tan t ism.  By working through h i s  clumsy emendations, 

bearing i n  mind the types of a1 terat ions that  Morlaye may have 

made, i t  may be possible t o  reconstruct the or ig ina l  de Rippe 
16 

texts. 

- 
id 

While such conf l a t i o n  may teach much, I am not  convinced 
that  an ed i t i on  combining the "best readings* from several sources 
i s  ent i re1 y val  id,  since the r e s u l t i n g  product represents a p iece 
that never existed. Likewise, one might argue that our e f f o r t s  
should be d i rected towards the pub1 ish ing  o f  co l lec t ions  as they 
ex is ted i n  the 16th century, not co l lec ted  ed i t ions  o f  the works 
o f  a s ingle composer. From an h i s t o r i c a l  point,, we should be 
witnessing cmposers from w i th in  the context o f  t he i r  time. 



Chapter U 

The Newsidl er Fascicles 

The name of Melchior Newsidler (b. Nuremberg, 1541, d. 

Augsburg, ca. 1598) has already been broached several times in 

connection with music and musicians in Augsburg, and the dedi- 

cations of several of his books to patricians in the Herwarth 

circle. He is perhaps one of the most important German lutenist- 

composers of the mid-16th century. His compositions, which survive 

in greater numbers than those of any of his contemporaries, were 

widely disseminated in print and manuscript. Many wear a patina 

of brilliant ornamentation, 'mit fleiss aussgesetzt, auch artlich 
1 

und zierlich Coloriert," as he advertises on his 1574 Lautenbuch, 

and frequently m w e  into the instrument's highest tessi tura, thus 

demandir~g of the pl ayer great virtuoso ski 1 l . 
Melchior's original works and the intabul ations model led on 

the vocal compositions of his contemporaries show him to be an 

excellent composer for the instrument, and his works doubtless 

exerted important influences on other lutenist-composers of his 

----- 
1 

His father had used the term 'nach organisticher Art' on 
his books of 1536. The Christoph Loeffelholtz Orgelbuch (Berlin, 
Mus Ms 40034) , dated 1585 on the binding, contains as No. 10, 'Ein 
gutter Neysidlicher [sic: the spelling is the same as on the 1566 
Venetian print1 danntz' and 'Nachdanntz,' which may be either an 
organ piece by or dedicated to him. In the index it is cal led 
'Newsidlicher danz.' I have been unable to locate any concordance 
among Melchior's dances for lute. 



day. 
2 

He was ce r ta in l y  most p r o l i f i c .  Moreover, we have pr in ted  

volumes which were prepared under h i s  supervision, a r a r i t y  i n  

16th-cen t u r y  1 ute pub1 ications. H is  works include the fo l  lowing 

(the f u l  l count i s  not yet in, howwer, and so the f igures given 

here are only approximate) : 

(1) 23 fantasias and r icercars ,  inc luding parodies on 
Clanens nan Papa's "Rossignolet qu i  chantez," Rore's "Anchor 
che col par t i re , "  Uerdelot's "Dormendo un giorno,' and 
Josquin's Tueur langoureux.' (Undoubtedly other parodies 
s t i l l  await detection,) 

(2) 34 German and 38 I t a l  ian dances. 

(3) 104 intabulations: 

La t in  I t a l  i an  Chansons Lieder 
Motets Pieces 

Josqu i n  
Hof haiiner 
Wi l laer t  
Sen f l 
Mouton 
Verdel o t  

2 
A c r i t i c a l  edi t ions of Melchior Nws id le r ' s  output i s  we1 l 

deserving o f  highest p r i o r i t y .  In the 1960s Thomas Binkley star ted 
a complete edi t ion which was announced i n  Kurt ~orfrn'u.1 l er , "Neu- 
sidler, '  M B  I X ,  col .  1410, but h is  manuscript was destroyed i n  a 
f i re [p lace?l .  Being aware of the p a r t i c u l a r l y  knot ty  ed i to r i a l  com- 
p l e x i t i e s  of  Newsidler's output (which w i l l  be apparent by the end 
of t h i s  chapter), Mr. Binkley has apparently decided not to  resume 
h i s  projected edi t ion.  

More recent ly,  the Hungarian lutenist-musicologist Daniel 
~enk'd has t o l d  me of h i s  in terest  i n  ed i t i ng  a complete ed i t ion  
of the l u t e  music o f  a l l  Newsidlers (Hans, Melchior and Conrad), 
and has s ta r ted  w i t h  the works of Hans. Thus, h i s  Melchior ed i t i on  
is perhaps sane years away. 



Lat in  I t a l  i an Chansons Lieder 
Motets Pieces 

Appenzel l er 
Festa, C. 
Sandr i n  
Sermi sy 
Brack 
Crecqu i I 1  on 
Arcade1 t 
Berchem 
Godar d 
Cadeac 
Can i s 
C l mens 
Hol 1 ander 
Pathie . 
Ferabosco, D . 
Regnar t 
Ror e 
Scandell us 
Z i r l e r  
Gosse 
Lupi Oidier I 1  
Lupus 
Azzaiol a 
Lasso 
Dress1 er 
Morel l 
Mei 1 and 
I v o  de Vento 
Eccard 
Anonynous 

A good introduct ion to  Melchior Newsidler is h i s  'Fantasia 

super Anchor che col pa r t i r en  (Mus Ms 1627, No. 12; TWNSCRIPTION 

No. 139) , a parody of Cipriano de Rore's madrigal , which sometimes 

precedes i t  i n  the sources (Ibid., No. 11; TRANSCRIPTIW No. 138). 

Rore's madrigal t reats the text  i n  the usual renaissance point -of -  

im i ta t i on  technique, g iv ing  each 1 i ne  a d i s t i n c t  musical subject 

(shown wi th the l e t t e r s  A through H on the t ranscr ipt ions and a t  

the end of TRANSCRIPTION No. 139 abstracted from the intabula- 

t ion) .  Newsidler quotes each of Rore's subjects i n  turn, expanding 

and commenting upon them (on one occasion employing augmentation) 

u n t i l  he has created a parody almost twice the length of the 



or ig ina l  madrigal. Perhaps i n  keeping w i th  the mood of the 

madrigal text ,  Newsidler i s  here rather  restrained w i th  ornamenta- 

t ion. The in tabulat ion and fantas ia do appear, however, i n  h i s  
3 

Teutsch Lauten-Buch, a pub1 i ca t i on  supervised by him. I n  t h i s  

p r i n t  both in tabulat ion and fantas ia appear i n  s l i g h t l y  more 

embellished readings, an in te res t ing  phenomenon which we w i l l  

examine i n  greater de ta i l  l a te r .  (The beginning of the p r i n ted  

version i s  snown a t  the end o f  TRANSCRIPTION No. 139.) 

Information about Melchior Nebrsider's 1 i f e  i s  f a i r 1  y abun- 
4 

dant. For our purposes i t  w i l l  s u f f i c e  to  p r w i d e  a short chrono- 

logy of h i s  a c t i v i t i e s  as the foundation f o r  discussion of h i s  

music as i t  comes down i n  the Herwarth tablatures and i n  Paris, Ms 

1531: Born i n  Nuremberg, eldest son of the l u t e n i s t  Hans 

Newsidler (b. Pressburg, 1588, d. Nuren~berg, 1563) and brother of 
5 

Conrad (a lso a l u ten i s t )  . 
1552: Receives Augsburg c i t i zensh ip  on December 31st. Head 

of the Augsburg town " S t i l  l e  Musik." 
- ~ - ~ - ~  - 

3 
Strassburg: Jobin, 1574. 

4 
Ado1 f Layer's essay, 'Me1 chior  Neusiedler , ' provides the 

most thorough biographical information, and from i t  derive2 most 
o f  the information contained i n  the a r t i c l e s  by Kurt Dorfmuller i n  
M E ,  IX, 1497-1 1, and Hans Radke i n  The New Grove, 'Neusidler .' 
A few l e t t e r s  from Melchior, several o f  which Layer seems to  have 
been unaware, were l o s t  only recent ly.  I w i l l  have occasion t o  
mention them la te r .  

5 
See Hans Radke f o r  up-to-date information, The New Grwe, 

X I I I ,  156-8. 



1561: Returns b r i e f l y  t o  Nuremberg t o  ass i s t  i n  the up- 

b r i ng ing  o f  h i s  brother  Henslein (b. 1553) . This  brother  and 

poss ib ly  Conrad (b. 1541; d. i n  Augsburg a f t e r  1484) f o l l o w  him t o  

Augsburg . 
.4 

6 
1563ff .: Travels  t o  I t a l y  (according t o  Fe t i s ,  i n  the 

company o f  Ph i l  ippe Camerarius) . Th i s  i s  the year o f  plague i n  

Augsburg . 
1566: I 1  ~ r i m o  1 i b r o  in tabo la tu ra  d i  1 i u t o  Melchior N a -  

s i d l e r  Almano, Sonatore d i  L i u t o  i n  Auqusta, w e  sono Madr iaa l i ,  

Canzon Francesi , Pass'e mezi , Sal tare1 1 i & a lcuni  suoi R icercar i  

(Venice: Gardano, 1566) , dedicated t o  Johann Langnauer ; and fi 

Secondo L i b r o  . . . we sono Mote t t i ,  Canton Francesi, Pass'e 

mezi & . . . R ice rca r i  ( ib id . ,  15661, dedicated t o  Melchior Linck. 

1571: A se lec t i on  o f  pieces from the 1566 Gardano p r i n t  i s  

\ 1 
publ ished a t  Louvain by Phalese & Bel lere,  and inc luded i n  t h e i r  

l a t e r  volumes. It  i s  probably through these Dutch p r i n t s  that  

Newsidler's works reach England, where they appear i n  some manu- 

s c r i p t s  a long w i t h  works o f  John Dowland. 

1572: Bernard Jobin's Newer1 essner . . . Lau tenstueck a re  

publ ished i n  Strassburg. I t  includes some pieces drawn from 

Newsidler's work: perhaps Jobin's i n t e res t  may have prompted 

- -- - -  - - 

6 ,  
Fe t i s ,  "Neusiedler,' U I ,  387. 



Newsidler to  o f fe r  h i s  book of 1574 t o  Jobin f o r  publ icat ion.  

1573: Benedictus de Drusina, Melchior's student, publ ishes 

the contents o f  the 1566 Gardano p r i n t  a t  Frankfurt  an der Oder, 

" translat ing'  i t  from I t a l i a n  i n t o  German, as Tabulatura continens 

Praestantissimas (Eichorn, 1573) , dedicated by Drusina to August, 

Elector and Duke of Saxony. 

1574: Travels to Strassburg t o  supervise the pub l ica t ion  by 

Jobin of h i s  Teutsch Lautenbuch, dedicated t o  Princess Dorothea, 

Duchess of Bavaria and Witternberg. I n  t h i s  year Hans Fugger 

commissions h i s  p o r t r a i t  a t  a cost of 61 Gulden 28 Kreutzer. I t  

i s  probably not the one by the Venetian-resident a r t i s t  Par is  

Bordone, now i n  the Oslo National Gallery. 

1576: Applies f o r  (but does not receive) a pos i t ion  at the 

Stut tgar t  court. According to  ~ e / t i s  ( loc.  c i t . ) ,  Gardano r e p r i n t s  

the 1566 books i n  t h i s  year, and again i n  1595 (no copies are 

extant; but the l a t t e r  date i s  confirmed i n  Goehler, M m -  

kataloaen, item 1.674.) 

1588: Receives appointment as l u t e n i s t  t o  Ferdinand I 1  and 

resides i n  Innsbruck, as wel l  as Augsburg (he receives 'Reisegeld' 

f o r  h i s  t ravels  between the two c i t i e s ) .  Salary: 25 Gulden, p lus  

5 Gulden fo r  subsistence and lessons. 

1581: Dismissed from Innsbruck f o r  eat ing meat during Lent. 

1583 ff.: Fugger accounts show frequent payments to Melchior 

a t  New Year's and fo r  h i s  performances 'bey der Tafel , ' a t  ban- 

quets, and whi le  sledding. These payments are rather  substant ial  

and amount t o  at 1 east 42 f l o r i n s  #or the year 1583. 



/ 
1587: According t o  Fet is ,  a volume o f  s i x  i n t abu la t i ons  o f  

Josquin motets f o r  s i x  voices i s  publ ished i n  Venice. 

1589-98: Since he i s  i l l  w i t h  gout, he rece ives alms from 

the Fuggers o+ a t  l eas t  12 f l o r i n s ,  pa id  upon the in tercess ion o f  

Marcus Welser. Dies i n  1596, or  sho r t l y  the rea f te r .  

1595: The Strassburg Lautenbuch i s  r e p r i n t e d  by Jobin, and 

two years l a t e r  one bear ing the t i t l e  Teutsch Lau tenbuch schoener 

neuer ~ a u t e n s t k k ,  suggesting a second volume w i t h  d i f f e r e n t  - 
7 

('neuer') contents. The f i r s t  book o f  1566 i s  again r ep r i n t ed  i n  

Venice, i n  1595. 

I have a l luded t o  the p o s s i b i l i t y  that  the Munich l u t e  

manuscripts may contain works i n  Newsidler's hand. I f  so, they 

would be by f a r  the most extensive autographs by a major re -  

7 
The en t r i es  i n  Goehler, Messkatalo~en, i.674-6, the 

f o l l ow ing  (numerous 's ics*  are needed, bu t  i t  should be noted tha t  
the Messkatalo~en o f t en  t ranscr ibe t i t l e  pages q u i t e  accurately,  
e r r o r s  and a l l ,  and may thus s ignal  d i f f e r e n t  press runs) : 

I 1  p r .  i i b .  i n tabu la iu ra  d i  Lauto d i  M. N. Alemano, 
Senatore d i  L i u t o  i n  Augusta ore sono Madr., Canzon Fraa- 
cesci ,  Passemezi, S a l t a r e l l i  & a lcun i  suni R ice rcar i .  Nwam. 
da l u i  poste i n  luce. f o l .  Venet. 1595. 

b* 

Teutsche Lautenbuch, darinnen kuns t l i ch  Muteten, l i e b l .  
I t a l . ,  ~ranzzs. ,  teutsche ~ t c c k e ,  f r s l i c h  teu. ~ z n t z ,  Passo- 
mezzo, Sa l ta re l le ,  u. 3 Fantaseyen. A l l e s  m i t  f l e i s s  ausge- 
se tz t ,  auch a r t 1  i ch  und t i e r 1  i c h  c o l o r i e r t ,  d. M. N. f o l .  
Strassb. 1586, 1595. 

.* 
Teutsch Lautenbuch schoener neuer Lautenstuck etc., sc 

m i  t F l e i ss  zusam. getragen d. [Weylandtl M. N. f o l  . Strassb. 
gedr. b. Jobin [ i n  Ver l  . Tobias ~F tzen .1  1597. CWeylandt = 
deceased3 



8 
naissance lu ten is t .  

On December 23, 1577, Newsidler wrote t o  Duke Wilhelm 11 ,  

sending wishes f o r  'a rad ian t ly  good and peaceful New Year .* He 

mentions that  i n  previous years he had sent l u t e  pieces f o r  the 

New Year, and that t h i s  year h i s  greetings included a few 'gar 

guette' German dances. The l e t t e r  reads as fo l lows (a facs imi le  
9 

i s  provided i n  PLATE 11, below). 

Durchleuchtiger. hochgeborner ~ c r s t  Genediger herr / Eure 
~ G r s t l i c h e n  Genaden / sendt mein vndet-thenigste dienst / 
sampt wGnschung eines ~ l & k s e l l  igen guet ten und f r i d 1  ichen 
Newen Jars Jederzeit beuor / demnach s ich  E. F. G. Ge- 
nedigst zue~.innerenwissen/das i c h d e r s e l b e n w i e J a r  h e r /  
e t t l  iche stuck auff  d ie  laut ten Zum Newen Jar vnderthenigst 
presentiert / hab ich  denselben brauch i z t  / auch nachkhumen 
wollen / vnd derwegen e t l i c h  gar guette deusche thentz 
zusamen geschriben / welche i c h  (dieweil i ch  selbst zu E. F. 
G. n i c h t  khumen khinden) E. F. G. h iemit  vnderthenigst 
pressentieren thue / m i t  vnderthenigster b i t t  E. F. 6. 
wol l  en dieselben m i  t Genedigem w i l  len ohn Vnd auffnemen / / 
deren i ch  mich darneben vnderthenigst befolchen due / datum 
Augspurg den 23 December Anso 77 

vnderthenigster 

gehorsamer 

Melchior Newsidler 

8 
Extant are autograph en t r i es  and correct ions i n  the hand 

of John Dowland. An entry i n  the now los t  Dohna-Lauk Stanunbuch i s  
thought t o  be Bakfark's, and we do have commonplace books by impor- 
tant players such as Ga l i le i ,  B o t t r i g a r i  and Cavalcanti. 

9 ' 

Munich, Staatsarrhiv ftr Oberbayern, H. R. Fasc. 470, No. 
734. The date 1567 given i n  Boetticher, Lasso, i s  incorrect.  He 
simply noted the modern penciled date given on the f i l e  fo lder .  



[Addressed : 3 

D m  Durchleuchtigen Hachgebornen ~ C r s t e n  vnnd Herrn Herrn 
Wilhalm, P fa lzg ra f fen  bey Rsin / Herzog i n  Obern vnd N idern  
Bayern / Meinem genedigem f u r s t e n  vnnd Herr:.. 

Do the works mentioned by Newsidler su rv ive  i n  Munich? The 

evidence i s  strong, bu t  not e n t i r e l y  conclusive.  The most 1 i k e l y  

candidates a re  the pieces copied by  Scr ibe A. These do not inc lude 

" e t l i c h  gar gue t te  deusche thentze,' t o  be sure, bu t  o f  the l u t e  

books i n  the Herwarth acqu is i t i on  more than h a l f  were l o s t ,  and 

c e r t a i n l y  popular German dances o f  the day a re  more l i k e l y  t o  be 

used (and l o s t )  than the in tabu la t ions  o f  motets and madr iga ls  

t ha t  do su rv ive  among the works copied by Hand A. 

Z Z Z Z  



Before examining the relationships of the concordances with 

pieces copied by Hand A, a short digression is necessary in order 

to examine how lute tablatures were disseminated in the 16th 

century. The intabulation, the most prevalent genre of 16th- 

century instrumental music, requires special attention, since most 

of Newsidler's output, and that of Hand A, consists e$ such 

pieces. 

Sixteenth-century publications and manuscripts of lute and 

keyboard music are saturated with intabulations based on favorite 

vocal part music. The model is moulded to the playing capabili- 

ties of the intended instrument and invariably clothed in the 

ornate coloration of runs, tri 1 1 - 1  ike figures, turns, mordents, 

etc., that transform the original into an elaborate, idiomatic 

virtuoso display piece. 

Intabulations can prwide much information about performance 

practices, and lute intabulations, in particular (since they give 

exact indications of accidentals), can prwide important resour.ces 

for the realization of musica ficta, and the style of embel- 
10 

lishment may provide clues for improvisation. Publ ished books 

containing intabulations by famed German "colorists' such as 

Ochsenkhun, Kargel, Jobin and Waissel, must have enjoyed popular 

1 e 
There may very well be, as I suspect, regional pref- 

erences in both music ficta and ornamentation, but the question is 
far from being settled. For this reason, i t  is necessary to 
determine the regional paternities of the many intabulations 
coming down to us; German anthologies may contain 
nnchanged Italian intabulations, for example. 



l! 
appeal due t o  the s t y l e  of ornamen'tation they employed. I t a l i a n  

in tabu la t ions  of Par is ian chansons, o f  course, paved the way fa r  

the fecund canzona da sonare. Unfortunately the in tabu la t ion  has 

been l i t t l e  studied, and conclusions w i l l  be v a l i d  only when the 
12 

e n t i r e  reper tory  has been surveyed. 

The examination o f  a few samples w i l l  i l l u s t r a t e  the phenom- 

ena and l a y  the groundwork f o r  our discussion o f  music i n  the New- 

s i d l e r  fasc ic le .  But f i r s t ,  i t  i s  necessary t o  es tab l i sh  sane 

p r i nc i p l es .  

The process o f  in tabu la t ion  was doubt lessly a labor ious one, 

as the sketches elsewhere i n  the Munich manuscripts t e s t i f y ,  and 

i t  seems hard ly  l i k e l y  that every vers ion o f  an i n tabu la t i on  was 

made from scratch. Luten is ts  appear t o  have usua l l y  taken over an 

e x i s t i n g  in tabulat ion,  adding, changing, or adopting the anbel- 
13 

l ishmen t o f  another. 

Evidence po in ts  t o  none of  these l u t e n i s t s  w e r  having 
published the i r  own o r i g i na l  compositions, such as fan tas ias  and 
r i ce rcars .  Several of Kargel's fantas ias have been i d e n t i f i e d  as 
colored versions o f  works by others, Ochsenkhun publ ished no 
abstract  music or dances, and Jobin (an amateur) and Waissel ( a  
teacher and pastor i n  northern Germany) acknowledge i n  the pre- 
faces t o  t he i r  books that they are simply publ ish ing choice 
pieces co l lec ted  w e r  the years from d iverse locales. 

12 
See Thibaul t ,  'Instrumental Transcriptions," and Brown, 

"Accidentals and Orn.xnentation,' f o r  two recent studies.  

> 
13 

I n  t h i s  discussion I am using the terms #arranger,' 
'arrangements," etc., t o  r e f e r  t o  adaption o f  an in tabu la t ion  by a 
l a t e r  l u t en i s t ,  i n  contrast t o  the c ipher ing of  an i n tabu la t i on  
d i r e c t l y  from the vocal model . 



The construction o f  a genealogy of l u t e  tablatures, as they 

were disseminated, therefore, i s  not always possible, except when 

\ 
a piece i s  copied or  p r in ted  exacty (as i n  the case of the Phalese 

pub1 icat ions,  and books l ike  those o f  Heckel wi th i t s  heavy 

borrowing from Wecker, and o f  Gerle 115521, from Venetian p r i n t s ) .  

Judging from the lu te 's  popular i ty,  large quant i t ies  o f  l u t e  music 

must have c i rcu la ted  i n  p r i n t  and i n  manuscript, and a great many 
14 

generat ions of intervening versions have been 1 ost . Careful 

examination can provide some clues, h w w e r  , especial l y when a 

tablature was transferred from source to source, or edi ted by a 

famed lu ten i s t .  The re la t ionsh ip  between an in tabulat ion as f i r s t  

14 
I n  t h i s  discussion I do not wish to  suggest that i n  any 

of the instance5 one version of an in tabulat ion was made d i r e c t l y  
from another. (There are, as we shal l see, examples i n  the Munich 
manuscripts where .3 l u ten i s t  d i d  work from a known source i n  
preparing an ornamented version. Also Ber l in ,  Mus Ms 40598, con- 
tains embel l ishments added i n  a second hand.) The amount o f  l u t e  
music tha t  has been l o s t  must be tremendous, and unquestionably' 
many intermediate versions o f  the in tabulat ions c i t e d  here must 
have ex is ted at one time. 

I n  1552 Morlaye contracted f o r  1288 cocics o f  the de Rippe 
volume, yet today on1 y two copies are knawn. And as Heartz (At- 
tainanant, p. 122) comments, t h i s  was the normal press run f o r  
music i n  the Idti- century. Some tablatures which have survived 
may indeed be accounted for by unusual circumst?ncc=; such as 
Capirola's student (as he wr i t es  i n  the preiace) having h i s  l u t e  
book i l luminated so that i t  would be preserved, i f  not f o r  i t s  
music, f o r  i t s  pictures. 

The l u t e  was the most popular instrument of i t s  time. Even 
as l a t e  as 178 1 Thomas Janowka waggishly commented that one could 
cover the roo fs  o f  the palaces i n  Prague wi th lu tes  (quoted i n  
Vogl, "Johann Anton Losy," 591, and they cer ta in ly  must have had 
music t o  play. I n  1566 the Fugger inventory alone included 141 
lu tes (Smith, 'Fugger Inventory") yet Pohlmann's f a i r l y  extensive 
l i s t  shows that only  55 instruments b u i l t  before 1613 now surv ive 
i n  museums around the world (see h i s  Laute, Chitaronng, pp. 299- 
488). 



made from the model and the l a t e r  appearance of that same intabu- 

la t ion ,  enlivened and colored by a number o f  successive l u t e n i s t s  

can become very complex. Each l u ten i s t  might i n  turn adopt what 

appealed to h i s  fancy from the previous version, sometimes en- 

crust ing addit ional ornamentation on top of that i n  the e a r l i e r  

arrangement. This i s  ce r ta in l y  w i d e n t  i n  several versions o f  " I o  

m i  son g i w i n e t t ' e '  i n  TRANSCRIPTION No. 140. I n  other cases, the 

scr ibe not wishing t o  waste ink on an obvious cadential ornament, 
15 

might omit i t .  Sometimes i t  i s  possible t o  spot, i n  an apparent 

re-working o f  one of t he i r  intabulat ions, the remnants o f  the 

d i s t i nc t i ve  s t y l e  of ornamentation of a master l u t e n i s t ,  such as 
16 

Albert  de Rippe or Valent in Bakfark. 

A number of factors can be used t o  d is t inqu ish  fam i l i es -o f  

intabulations, although any one factor  is usua l ly  not s u f f i c i e n t  

t o  determine 1 ines i n  the genealogical sense. These factors,  

which we shal l  discuss shor t l y ,  include: 

(1) common rea l i za t i on  o f  musica f i c t a  (as MUSICAL EXAMPLE 1 

shows, there i s  usual l y  not too much unanimity among the l u t e n i s t s  

- - 
15 

This i s  the case i n  soma cf the fantas ias by Francesco da 
M i  1 ano i n  The Siena Lute Book a t  The Hague. 

14 
Albert 's s t y l e  i s  f a i r l y  easy to d is t inquish,  as w i l l  be 

w iden t  from some o f  the comparative examples t o  fol low. He i s  
fond of a very id iomat ica l l y  l u t e n i s t i c  'broken s t y le '  tha t  d is-  
t r i bu tes  tones of a chord i n  unpredictable ways, sonietimes top 
note, middle note, bottom note, another time, middle, bottom, and 
top note, esc. His s t y l e  i s  very much re la ted  to  17th-century 
' s t y le  brise,' and indeed may be a t  i t s  roots. (The matter has not 
yet been thoroughly investigated.) 

Bakfark's in tabulat ions may be recognized by the i r  use o f  
dotted rhythms. 



i n  t h e i r  app l i ca t i on  of f i c t a )  , 
( 2) simi l ar  or obvious encrus t a  t i on  of embel l i shmen t , 
(3) unique or unusual c iphers (us ing  6 on the A course, 

r a the r  than 1 on the D, f o r  example, when each would be pcss ib le ) ,  

MUSICAL EXAMPLE 1: '10 mi son g i w i n e t t ' e '  

Table f o r  Musical Example I 

266,No. 11 # # 
266,No.135 # # 
Jobin ( 1572) # # 

------------------------.--------I---- 
Gal i l e i  (1563) # 
Hwe  (ca. 1612) # # 

Newsidler (1566)# # # # 

Fa1 1 amero 
40032, p. 268 # 

Gal i l e i  (1584) # # 
Gal i l e i  (1584) 

X reads the no te  "b" i n  tab la ture.  



17 
(4) the tuning selected for the intabulation; (transposi- 

17 
The renaissance lutenist, in tuning his instrument, is 

invariably advised to pitch the top string as high as comfortably 
possible, and then tune the other strings. Lutes in duets and 
1 arger groupings are simply assigned relative pi tches in the 
sources, e.g., that the second lute is a four.th belaw the first. 

This does not mean, howwer, that intabulations should ne- 
cessarily be transcribed using a tuning that will reproduce the 
pitch lwel of the model. If one were to transcribe intabu- 
lations back into the pitch lwels of the models, a number of nominal 
tunings seem to have been used in the Renaissance, such as B 
natural, D, C, F, etc., as well as the more usual G (which in the 
16th century was favored in Italy and France) and A (favored in 
Germany) . 

The G tuning has become standard in modern lute editions made 
in all countries except Germany, where scholars and editors still 
insist on using A tuning to transcribe w e n  English and Italian 
tablatures. Reading from transcriptions made in tunings other 
than G is annoying to performers and others accustomed to con- 
ceiving a transcription according to the cour8ses and frets that 
would be used in the tablature. And secondly, i t  is not the way 
in which a renaissance musician thought of his instrument. 

Benvenu to Diser tor i in his edi t ion of the Bossinensis ar- 
rangements of frottole for voice and lute and Charles Jacobs in 
his various editions of Spanish vihuela music (pub1 ished without 
tab1 ature! have misunderstood this. 

To transcribe in other than the standard G tuning may, in 
fact, misi*epresent the intent of the original. There is no mention 
of different sized lutes in Bossinensis, as Disertori implied with 
his "lauto grosso in mi,' and "lauto piccolo in la." Bossinensis 
simply indicates the relationship between the pitch of the voice 
part and a string or stopped note. Pisertori transposes the lute 
part to fit the pitch of the voice part in mensural notation. Had 
he, however, used just one tuning, and transposed the voice part, 
he would have disewered that the voice part fa1 1s conveniently 
within a single tessitura. To use Disertori's edition, one wou1.d 
have to perform one frottola with an a1 to and a 1 argo lute, then 
the next with a soprano and a m a 1  1 lute, etc. Bossinensis was 
actually quite practical in preparing his col lection. Given ldth- 
century notions about transposition, i t  may be demonstrated that 
Bossinensis thought of his lute tuned to G. 



18 
t i on  seems i n v a l i d  here . One should bear in mind that re -  

naissance l u t e  t u n i n g ~  are nominal, and i t  i s  ( t o  my knowledge) 

Praetorius who i n  1603 f i r s t  assigns spec i f i c  p i t c h  names t o  the 

d i f f e ren t  sized instruments. The choice o f  nominal tuning seems t o  

have been determined, as various t rea t ises  on in tabulat ion prac- 

t i c e  suggest, by the range and mode of the model, although cer- 

t a i n l y  ease i n  p lay ing must a lso have d ic ta ted  the choi.ce. Ap- 

parent ly  lu ten is ts  were qu i te  capable of conceiving the f r e t s  as  

representing a number of d i f f e ren t  hexachords, a 1 ogi cal assump- 

t ion,  since l u ten i s t s  must have had to  transpose a great deal when 

p lay ing i n  ensemble. (This may, i n  fac t ,  account f o r  passages 

w i th  cross re la t i ons  when imi tated a t  a higher or  lower 

p i tch,  since the l u ten i s t  may have been th ink ing  i n  d i f f e r e n t  

18 
I know of only one instance o f  a tablature being trans- 

posed, and a questionable one a t  that. The curious Venetian l u t e  
book o f  Antonio d i  Becchi contains (without i d e n t i f i c a t i o n  o f  the 
or ig ina l  composers) a number o f  fantasias and r i ce rca rs  by Fran- 
cesco da Milano and Francesco Spinacino i n  which the tab la ture  i s  
a tone 1 ower. This resul t s  i n  some o f  the downward 1 ines jumping 
up a seventh when the or ig ina l  descended to  the instrument's low 
G. Could d i  Becchi have been intabulat ing from ensemble fantasias 
and r icercars? One piece (Brown1 1568/1, No. 381, masquerading as 
a fantas ia i s  i n  f a c t  an in tabulat ion ob the anonymous chanson 
'L'aul t r e  jour j e  v i s  par ung matin.' ( I t  i s  not a parody; see 
TRANSCRIPTION Nos. 38 and 39 from Mus Ms 266 and d i  Becchi's pub l i -  
cation.) The extent t o  which ensemble r i cercars  and fantasias are 
current i n  the l u t e  reperory, where they belong not w i th  o r i g ina l  
works conceived f o r  lute, but under the category o f  in tabulat ion,  
has not received much invest igat ion, but deserves a t ten t ion  i f  we 
are to  have an understanding of the growth o f  idiomatic w r i t i n g  f o r  
the lu te.  

Other instances of ensemble music intabulated as l u t e  r i c e r -  
cars or fantasias includes the W i l  l a e r t  ensemble r i cercars  i n  
Domenico Bianchini's 1548 pub1 iea t ion  and the r icercar / fantas ias 
(one word i s  used on the t i t lepage, the other i n  the p r i n t )  by 
J u l i o  da Modena and Wi l laer t  i n  da Crema's Book UII. (The unique 
r icercar/ fantasias that da Crema a t t r i bu tes  to  Francesco da Milano 
may l ikewise have been ensemble pieces o r i g ina l  l y ;  they are not 
typ ica l  o f  h i s  other pieces.) 



hexachords. The question i s  an important one, deserving of 

thorough investigation.) 

( 5 )  the o r i g ina l  in tabulat ions w i l l  d i f f e r  f rom one another 

i f  made f run  models having var iant  readings. 

(6) I t  i s  also possible t c  spot a fami ly  of in tabulat ions by 

the way i n  which l a te r  arrangers may have mis- interpreted the ver- 

sion from which they were working. The lutenist /arranger may 

'hear* and ornament a cadential suspension a t  a point  where there 

is none i n  the vocal model, or i n te rp re t  an e a r l i e r  in tabu la t ion  

as a series of chords, rather than the contrapuntal l i n e s  that  may 

have been intabulated fo r  performance on the l u t e  w i th  the great 

care o f  the pen of masters such as Francesco da Milano or Mel- 

chior Newsidler. Later incarnations o f  an intabul a t i on  may, there- 

fore, break the cross rhythms of polyp,iony, wen destroying the 

or ig ina l  voice-1 pading. 

A l l  o f  these changes may f i n d  t h e i r  way i n t o  subsequent 

arrangements, and when taken together, permit c l a s s i f i c a t i o n  o f  

in tabulat ions i n t o  famil ies. 

The problem of t rac ing lineages of 16th-century l u t e  intabu- 

la t ions  i s  a very complex one, as wen  a cursory look a t  the 

comparative examples supplied i n  t h i s  sect ion w i l l  show. Many 

cormon features, especial ly ornamentation, may be coincidental ,  

rather than borrowed. This i s  evident f r u n  the way i n  which 

'Susanna una jour '  i s  ornamented i n  the versions given i n  T M -  

SCRIPTION No. 141. I t  does not seem that l u t e n i z t s  would make a 

conf la t ion from several arrangements, but rather  that a common 

repertory o f  ' r i f f s , '  as a popular musician would c a l l  them today, 



existed. Occasionally they may have been placed at the same 

pos i t i on  i n  d i f f e ren t  in tabulat ions or arrangements. On the other 

hand, there do seem t o  be examples i n  which the ornamentation i s  

indeed borrowed d i r e c t l y  from a predecessor and a l te red  i n  the 

l a t e r  arrangement. Only a de ta i led  examination of a l l  features 

can suggest t rue lineage, and i t  i s  not always the most obvious 

element, embellishment, that may be the deciding factor .  

Many o f  the features may be il lus t ra ted  i n  14 in tabu la t ions  

o f  Arcadelt 's 'Quands ic penss a i  rnartirePshown i n  the fold-out,  

MUSICAL M P L E  2. I t  r i v a l s  "Susanna ung jour ,"Ung gay 

bergier, '  and Josquin's "Benedicta es coelorum Regina" i n  standing 

among the most popular in tabulat ion i n  the repertory, and u n l i k e  

those pieces, seems always t o  have been intabulated using G 

tuning. I have t r i e d  to  group the in tabulat ions and arrangements 

i n t o  what may be famil ies. (Complete c i t a t i o n s  are given i n  the 

Concordances) : 

Family A 

FrancescodaMilano (publ., Venice, 1546) CFdaMl 

Family B 

Francesco Vindel l  a (Venice, 1546) CUinl 
A lber t  de Rippe (publ., Paris, 1553) CAdeRl 
Antonio Paladino (Lyons, 1553) [Pal I 

Family B.1  
Mus Ms 266, No. 127 (ca. 1565) 
MelchiorNewsidler (Strassburg, 1574) EM!] 

Family B.2 
Ualent in  Bakfark (Lyons, 1553) CBakl 
Mathheus Waissel (Frankf ur t/Oder , 1573) CWaisl 
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Family B.3 

Sebastian Ochsenkhun (Heidelberg, 1558) 
Bernard Jobin (Strassburg, 1572) 

101 
I Jobinl  

Family C 

Par is  Ms 429 (ca. 1550) [Par is ]  
Wol f Heckel (Strassburg, 1556) CHI 
Mus Ms 266, No. 161 (ca. 1550) [No. 1611 

1 would l i k e  to  point  out some i d e n t i t i e s  and di f ferences 

among the various arrangements and in tabulat ions according to  

category. 

Model : 

Several possible versions of Alrcadel t ' s  model appear t o  have been 

used i n  the intabulat ions that served f o r  the extant arrangements. 

(1) FdaM, Par is  and Bak seem t o  be lacking the passing-tone 

motion o f  the a1 to  l i n e  of m. 6-7. 

(2) Vin lacks the motion but has the g eighth-note on the 

second eighth-note o f  m. 7. 

(3) FdaM, AdeR, Bak and Par is  are lacking the note g on the 

second eighth-note o f  m. 4. 

(4a) Paris, H and No. 161 seem t o  have an a l t o  l i ne ,  m. 8-9, 

that  ascends 'e-f#-9;' i n  Bak, EPJ and No. 127, the note e i s  

omitted and the previous g t reaied as preparation f o r  a suspension 

resolved t o  'f#'. Conversely, a t  m. 4 No. 161 and Bak omit the 

note e and introduce a suspension. The tri tone c/f# of m. 5 seems 

t o  have caused trouble since i t  doesn't sound too wel l  i f  one 

f a i l s  t o  hear the l i n e s  from which i t  derives; t h i s  may account 

f o r  the f natural i n  AdeR and the re-sounding of the a i n  0 and 



Jobi n . 
(4b) the model used by FdaM and others has a r e s t  and leaps 

from "em t o  "g." 

(4c) Jobin seems t o  have a model w i th  'd-e-9' (note the 

voice-leading; or has Jobin missed the suspension "d-c' from the 

previous measure i n  making h i s  arrangement? C f  . Wais) 

(4d) In m. 16, 0 and Jobin share s imi la r  unique readings, 

which may be a t t r i bu ted  e i ther  t o  t he i r  being based on a d i f f e r e n t  

model , or (more 1 i kel  y )  a confused ear l  i er i n  tabulat ion. 

Embe 1 1 i shmen t : 

(1) The s imi lar  embellishment i n  MN and No. 127, which 

passes through the middle range o f  the instrument i s  typ ica l  o f  

ear ly  intabulat ions. Also see Jobin (at  m. 131, Vin (a t  m. 14) 

and AdeR (at  m. 17) . The type of ornamentation that serves t o  

preserve and c l a r i f y  the voice-leading i s  typical  of mid-century 

in tabulat ions and arrangements (e.g., Bak and Wais a t  m. 4 ) .  

(2) The escape-tone a t  measure 3 i n  Wais and Bak i s  p i vo ta l  

i n  d is t inguishing the i r  lineage from that o f  No. 127, Vin, Pal, 0, 

Jobin and W4, with the i r  re - i  terated ( rather  than sustained) 'em. 

I s  i t  possible that the escape tone derives frm a mis-reading o f  

an arrangement such as AdeR ( the ciphers would be the same: 2-3- 

a)? A s imi la r  feature a t  m. 10 seems to  groupNo. 127, MN, 0, 

and Jobin together, wh i le  Wais and Bak extend the l i n e  w i th  a 'c' 

escape note. 

(3) The ornamentation i n  m. 12, 14 and 15 i n  0 ,  Jobin, 

and Wais, seems to  have i t s  basis i n  an arrangement such as Pal. 

A re la t ionsh ip  between 0 and Jobin i s  evident from the incorrect  



rhythm a t  m. 12. In tabu la t ions  Wais (2t  m. 14) and Bak ( a t  m. 15) 

seem t o  have added an encrustat ion of ornamentation t o  the 

arrangements. 

(4) Vin, AdeR, Jobin and Wais share a common a n t i c i -  

pat ion a t  m. 11. 

I would l i k e  t o  suggest the hypothet ical  l ineage shown 

below, w i t h  a r e i t e r a t i o n  o f  the caveat given e a r l i e r :  a la rge  

number of sources are l os t ,  and I do not propose that the pieces 

shown w i th  l ines in the tab le  were copied or arranged d i r e c t l y  

from one-another. I t  seems, i n  fac t ,  that  our discussion suggests 

that many versions intervened between those which have survived. 

Only 0 and Jobin seem c lose ly  associated. 

TABLE 

I - - 
: AdeR : :  Vin : : I  Pal :-- 
I I I I I 1 I I 

1-1 1-1 

I I I - I -- 
I I I 1 

I -  
I ,-I FdaM : I I 

I 
I I I I I I 

I -  c I 1 -  I -  

I I I I ;NO. 1271 ; " I  
I I 1 I I I I I 

- 1  I 1-1 
I : : No. : : I I - 
I Bak I : 1 6 1 :  ; : MN I,: I 

I -  
I I I I I I I 

I---,I 1 - 9  I 
I 

I : JcZin 
I I 

I -  

I Waisl I - - - - -  I ---_ - 
I I I I 
l a  I -  I -  

I I I I 

I Par is  ! : Heckel : 
I I I I 

1 - 1  

Af te r  t h i s  digression we can now re tu rn  t o  the Newsidler 



fascicle. The simple relationships among the pieces copied by 

Hand A and their sources wi 1 1 be qu i te apparent , as I wou l d 1 i ke 

to i 1 1  ustrate. 

Pieces copied by Scribe A have concordances elsewhe~e much 

closer than those observed in the 14 intabul ations of 'Quand'io 

penso a1 martire,' in which only the Ochsenkhun and Jobin intabula- 

tions seem to be related. This is quits evident from a few compara- 

tive examples. For the most part, the concordances show encrusta- 

tions of ornamentation, such as the three intabulations of 

'10 mi son giwinet t'ea mentioned previously. 

MUSICAL EXAMPLE 3A suggests a hierarchy, with Jobin in the 

middle, if i t  was he who made the arrangement (he was, pro- 

fessional 1 y, a printer and engraver, and most of his pub1 icat ions 

reprint trra work of others; he was associated with Melchior New- 

sidler, as we have seen). His arrangement retains the ornamentation 

of measures 1 and 4 of Ms 266, No. 1 1  (copied by Scribe A). But in 

the second half of measure 3, Jobin's version has an encrustation 

cf 64th-notes, added to the Ms 266 version. (The differences in the 

first part of the 32nd-note figure may be misplaced ciphers). The 

arrangement in Ms 266, No. 134 (copied by Scribe C 21, adds orna- 

mentation to a1 1 three figures. Similar relationships among Scribe 

C2, Ms 1627 and Newsidler's 1574 print are shown in MUSICAL EXAMPLE 

3B. 



MUSICAL EXAMPLES 3A and 3B 



The s i t u a t i o n  i s  a b i t  more complicated i n  MUSICAL EXAMPLE 4 

(on the f o l l ow ing  page), in tabu la t ions  of  "Signor mio caro." They 

are c e r t a i n l y  r e l a t e d  since both omit one measure contained i n  the 

vocal  model. The Newsidler 1566 p r i n t e d  arrangement seems l a t e r  i n  

the hierarchy, but the actual s i t u a t i o n  may be tha t  both stem from 

a common ancestor, now l o s t .  Th i s  i s  suggested by other concor- 

dances between the pieces i n  the Ms 266 f a s c i c l e  (Nos. 1-14) and 

tha t  p r i n t .  A1 though equal l y  we r l a i dened  w i t h  mordents, the p r i n t s  

have them a t  d i f f e r e n t  places. Cf., i n  p a r t i c u l a r ,  " C a r i t a  d i  

Signore," Ms 266, No. 3, and 1566, No. 8. The B r i t i s h  L i b r a r y  copy 

( p r i n t e d  on papers w i  t h  the watermark of  a crossbow/coun termark 

"M') has handwri t ten correct  ions throughout (I have not  r ecen t l y  

examined the cha rac te r i s t i c s  of the hand that  made the e n t r i e s ) .  

Many of  these f o l  low readings in the Scr ibe A f a s c i c l e  o f  Mus ms 

266, suggesting a l a t e r  provenance f o r  the manuscript vers ions.  See 

MUSICAL EXAMPLE 5, passages from a passamezzo by Newsidler. 

MUSICAL EXAMPLE 5. 

It"." 
I 
I /  % 



MUSICAL EXAMPLE 4.  

S i q n o r  mio taco (XOW/M. ~ c w s i d l e r )  

?f int 



MUSICAL EXAMPLES 4 (continued) and 6. 



MUSICAL EXAMPLE 6 (on the previous page), 'Uray dieu disoit,' 

shows the re1 ationship between an arrangement copied by Scribe C 2 

and the Scribe MI566 versions. 

I have indicated usual left-hand fingerings in some of the 

transcriptions, since this, in particular, may be a unique -feature. 

High positions are particularly typical of Newsidler's output, so 

much so that i t  is sometimes possible to spot a Newsidler piece 

simply from the many ciphers indicating the eighth, ninth and w e n  

tenth fret. He will choose a nominal tuning for an intabulation - 
that wil l sometimes cause the piece to be intabulated using high 

positions, when other lutenists will select a tuning that permits 

many open strings and first- and second-positions,. Even in pieces 

where a low position is feasible, Newsidler will opt for a solution 

incorporating a higher position. MUSICAL MAMPLE 6 is very typical 

of his procedure. Most lutenists would use second and third frets 

for passages such as those shown in measure 2, for example. Also 

see MUSICAL EXAMPLE 3 B. 

The superius of Ferabosco's '10 mi son giwinett'e' (TRAN- 

SCRIPTIOEI No. 148) lies particularly high in the vocal original. 

Of the lutenists' intabulations and arrangemen-s only Newsidler's 

uses a 'cwentional' A tuning to intabulate the work. The others 

all select C or D tunings, which of course, permits the first note 

of the super ius to be played on the top course open, or second 

fret. In Newsidler's hands, exploitation of the upper regions may 

be put to dramatic purpose, as in Ricercar Quarto from Book I 1  

( 1566) . The piece gradual l y soars in to higher and higher posi tions, 
attaining a stratospheric g in measure 58, four-Sifths of the way 



through (see PLATE I and MUSICAL EXAMPLE 7 ). 

M U S I C A L  E X A M P L E  7 





Relwant concordances f o r  the pieces copied by Scribe A are 

the fo l lowing ( p r i n t s  are i d e n t i f i e d  by B r w n I  s ig la) :  

1566/2 and 1566/3 (the Venetian p r i n t s  by Gardano) , 
157U1 (the anthology edi ted by Jobin), 

1573/3 (L(aisse18s anthology drawn from works by a number of 
lu tenis ts)  , 

1574/5 (the Newsidl er works pub1 ished by Jobin) , and 

1586/5 ( S i x t  Kargel's anthology, which l ikewise borrows from 
a number of lu ten is ts ) .  

The sign '<" ('greater than') indicates that the concordant 

work has an encrustation of oramentation added to the version as 

copied by Hand A, and the sign '>' ('lesser than'), that the 

concordant version has less ornamentation. 

Mus Ms 266, Nos. 1-14 

1. ( lv-2) A l l  a do1 ce  Ombra d i  Cipriano / A 4 

2. (2v-3) Signor mio Caro d i  Cipriano / A 4 <1566/2, No. 7 
=1572/1, 
No. 8 

3. (3v-4) Cari ta d i  signore: / A 4 d i  Cipriano <1566/82, No. 9 

4. (4-4v) Con leyfus8-io / Jaques de pont 
does not  =1566/02 (d i f f e ren t  tuning) 

5. (5v-Q Pis  ne me Peult Venir a 5 / Cr iqo i l lon  <1572/1, No. 16 

6. (6-6v) Uray dieu d iso is  A 4 Orlando < 1566/2, No. 15 
=1572/1, 

- No. 28 

7. (7v-8) SousSpirs ardans (Arcadelt) (266, No. 136 
(1566/2, No. 18 

8-9. (8v-9) Passa e mezo Mtelchior l  N l w s i d l  e r l  =1566/2, No. 13 

10. (lev-11) Sewar mich herr t Z i r l e r ? l  (1572/1, No. 24 
(1574/5, No. 23 

11. (l lv-12) Iomi son g i w i n e t t a  [Feraboscol (1572/1, No. 10 
(Mus ms 266, 
No. 134 



12. (13 [formerly 76ff.l) Hay Lass A. 4 di C1566/2, No. 12 
Or l ando C1572/1, No. 21 

(1%-14) Susanna / Vng Jour A.5. / = 1566/3, No. 7 
di Or1 ando C 1573/3, No. 22 

>Mus ms 266, 
No. 149 

(That is, No. 149 is the model for the versions of Mus ms 
266, No. 13 and 1573/03, No. 22) 

( is - idv)  Sancta Maria 4.6. vocum / di Vertalot 

Zunicuml 

Mus ms 1627, Nos. 1-12 

(1-3) Gustate et videte. Prima Pars [Lasso] =1566/3, No. 6 
Diuites Eguerunt: Secunda Pars =1586/5, No. 28 

(3v-5) Bene Dicam Dominum: Prima Pars [Lasso1 > 1566/3, No. 6 
In Domino: Secunta Pars =1586/5, No. 17 

(5v-6v) Je ne me puis tenir d'aimer ZAppenzellerl Cunicuml 

(6v-7v) Jouisance di adrian Willaert Eunicuml 

(does not-156U3, i4o. 3, or i572/i, No. 13) 

(8v-93 Tuite La Nuit [Crecquillonl )266, No. 164 

(9v-11) Je file quant Dieu me done 
de quoy [Gossel 

>Paris, No. 14 

(llv) Cumo di aigio lasat'o Vita mia [Azzaiolal 

Vocal Model: Munich, Mus ms 1503e, No. 1 

(12) Tu mi fay star scontiento [ G  tuning1 

Vocal Model : Munich, Mus ms 1503e, No. 2 

(1%~-13). La ferarese =Donauseschin- 
gen, I, $01. 10 

[Unattributed in Donaueschingen, 
but among pieces by Newsidler.1 

( 1%-14) Se dire 1 o soie CAppenzel lerl 



11. ( 14v-15) Anchor che col Part i re .  <1574/5, No. 21 
4 Vocum / Cipriano d i  Rore >266, No. 125 

=?1571/6: Phalese & Bel lere, pub1 . , No. 114 
(same intabulat ion,  but d i f f e r e n t  ornamentation) 

15. (1%-16v) Fantasia super anchor che col < 1574/5, No. 46 
p a r t i r e  d i  M: Melchior 
Neusi d l er 1572 

Mus Ms 2987, Nos. 37-38 

37. < 12-12v) Susanna Vng Jour 
M te l ch io r l  Ntewsid ler l  
CLupi Oidier 111 

=?1586/5, No. 34 
(simi 1 ar ernbell ishment) 

38. ( 13 - la )  Per su hospi t i  boschi : / A.4. Voce d i  Constanze 
fes ta  

tunicuml 

Paris, Res 429 

2. ( a - 4 )  Pessa e' mezo ant ico  (c) 
Sal t a re l  1 o 

3. (4v-6) Passa e' mezo ant ico  (f) 
Sal tare1 l o  

4. (6v-8) Passa e'mezo ant ico  (d l  
Sal ta re l  1 o 

5. (8v-19) Passa e' mezo ant ico  (9) 
Sal tare1 1 o 

6. (lev-12) Passa e'mezo ant ico  (el 
Sal ta re l  l o  

7. (12~-13) chi Passa Per questa Strata (c/C) 

=1574/5, No. 41 

=1573/3, No. 28 

9. (14v-22) I n  t e  dan inesprerau i j  / p r i m a  pars =1574/5, No. 5 
[Lupusl 

E t  propter Nomem tuum / seconta pars 
10. (22-29v) V i t a  I n  l i g n o m o r i t u r / p r i m a p a r s  <1574/5,No. 3 

[Sen+ l I 
Qui prophetice / seconta pars 
Qui Expansis / Ter t i a  pars 



11. (30-38v) Stabat mater dolorosa / prima pars 
1 Josqu i n I 

Eya mater / secunta pars 

12. (38~-47) Benedicta Es Celorum / prima pars (1574/5, No. 1 
Per i  I 1  u daue Secunta Pars 
Nunc mater / Ter t i a  pars 

? (47v-48v) Chi passa per questa s t ra ta  (d/D) 

This suggests the fo l lowing schema, again recal l i n g  that in -  

termediate versions may have existed a t  one time: 

8cr i be K (Padual , No. 164 (1627, No. 5 

Scribe D ( I t a l i a n ) ,  No. 149 (266, No. 13 
= 1566/II, No. 10 

(Wai ssel , 1573 

Scribe C 2 ( s t a f f l  iner 1.7/1.1), No. 137 (266, No. 6 
< 15601, No. 15 

=Jobi n ( 1572) , 
No. 20 

Scribe C 2 ( s ta f f1  iner 1.U1.3) (1627, No. 11 (dtd. 1572) 
(MN 1574, No. 21 

1627, No. 6 .<Paris I, No. 14 

1627, No. 12 (dtd. 1572) <MN 1574, No. 46 

Lost Source 
(15601 & 11, Nos. 7, 8, 10, 13 
(266, Nos. 2, 3, 7-9 

266, No. 7 (Scribe C 2 ( s t a f f l i n e r  
1.6/8.8), No. 136 

Par is  I, Nos. 2, 10, 12 <MN i574; Nos. 1-3 

Par is  I, No. 9 =MN 1574, Eln, 5 

1627, Nos. 1-2 =Kargel ( 1586) , 
Nos. 15, 17 



Did the fasc ic les copied by Hand A not come with the Herwarth 

acquisi t ion, the " P i n t l o  of manuscripts of l i t t l e  worth? U n t i l  the 

mid-19th century the l u t e  manuscripts a t  Munich existed as unbound 

sheets stored i n  envelopes that  became catch-al is f o r  diverse and 

unrelated music, some from the 17th century, such as keyboard music 

and the par ts  f o r  a ba l l e t .  Thus they may have indeed reached the 

ducal 1 ib rary  by means other than the Herwarth acquisi t ion. 

Furthermore, i n  some fasc ic les of the Munich l u t e  manuscripts are 

en t r i es  by a Nebenschreiber, Hand 8A,  02, etc., whom I have sug- 

gested may have been Herwarth or perhaps a l u ten i s t  i n  h i s  employ. 

That scr ibe of ten seems unable to r e s i s t  sc r ibb l ing  something on a 

page of b l  anK staves, a t  times wen defacing what had been a beau- 

t i f u l l y ,  and perhaps professional ly copied fascicle. Yet the 

pieces by Hand A i n  Mus Ms 266 have blanks staves untouched by Hand 

BA, 02, etc. Each piece i s  arranged careful  1 y on facing pages, 

leaving blank staves at the i r  ends. (Fol ios 13-18 were i n  Maier's 

arrangement of Mus Ms 266 placed as f o l i o s  76-81 but carry  the same 

watemark, so belong together w i th  the main fascicle. The fasc i c le  

may have star ted w i t h  the Verdelot motet, $01 lowed by the two 

chansons by W i  1 he1 m's composer, Lasso) . 
The pieces =re copied on f a i r l y  expensive paper, and t h i s  

w i th  the careful  layout suggests a presentation copy. Newsidler's 



i n i t i a l s  i n  a monogram appear fo l lowing the passamezzo/sal t a r e l l o  

pa i r .  I n  other places the i n i t i a l s  or f u l l  name usual ly appears a t  

the end of fasc ic les  copied by Scribe A, and a lso a t  the end o f  the 

1574 p r i n t .  The b i f o l i um i n  Mus Ms 2987 may have become reversed, 

since i t  seems appropriate to  begin a presentation copy w i th  'Per 

su hosp i t i  boschi,' and then end w i th  the in tabulat ion o f  Lupi's 

'Susanna ung jour' w i th  Newsidler's i n i t i a l s .  

13-m-I Nos. 
14---- I 12-14 

I n  attempting an answer, an examination o f  Newsidler's hand- 

wr i t ing ,  as shown i n  h i s  l e t t e r  t o  Albrecht U (see PLATE 111,  seems 

essent ial .  The l e t t e r  i s  most ce r ta in l y  i n  h i s  hand, since i t  

shows l i t t l e  sign of being the work o f  a professional scr ibe, 

p a r t i c u l a r l y  when compared with the l e t t e r  by the I t a l i a n  'bassis- 

ten to  the Munich court, Agostino Persei (see PLATES I 1 1  and IU.) 





P L A T E  I I 1  



PLATE IU 



The la t te r ' s  (which was quoted i n  Chapter I ) ,  wi th  i t s  well-formed 

l e t t e r s  and scr ibal  uniformity,  must be the work o f  a professional 

Briefmaler. ( I t  also seems un l i ke l y  that an I t a l i a n  would have 

mastered German scr ip t  so we1 1 .) The two stand comparison, since 

anomalies may assist  us i n  def in ing the character is t ics of New- 

s id le r ' s  handwriting. 

There are a number of features common t o  both l e t t e rs .  
18 

German l ower-case Rs resemble our l ower-case W n  Me1 chior's 

hand i s ,  howwer, a b i t  bi- l ingual--as one might expect of a 

musician who t ravel led to I t a l y .  Not always does he use the 

German form of the l e t t e r  R, but rather  mixes i t  w i th  an I t a l i c  R, 

which resembtes our lower-case V (see also the I t a l i c s  i n  Persei's 

l e t t e r )  . The Rs i n  'Hochgeborner' (I. 1) and the ones i n  'herr' 

( l i n e  2) use both forms, as does h i s  signature, 'Newsidler' using 

the I t a l i c  form, and 'Melchior,' the German. The word 'December' 

( 1  . 19) a1 so uses the I ta l  i c  form. 

Lower-case E i n  German s c r i p t  resembles our l ower-case N or 
19 

pr in ted  1 ower-case R . Newsidler also uses the German form, as 

- - - - - - - - - 

18 
For example i n  the Persei l e t t e r ,  the words 'Hochgeborner' 

(I ine  1) 'Jaren' (I ine  21, 'erzaignung' (I ine  3) , and ' m i r a  ( 1  i ne  
111, and i n  Newsidler's l e t t e r ,  the f i r s t  R i n  'Hochgeborner" 
( l i n e  11, 'beuor" ( 1 .  51, 'vnterthenigste' ( 1 .  3), and 'Melchior' 
( 1 .  23). 

19 
See, f o r  example i n  Persei's l e t t e r  the words '-emm ( 1  . 

6) , 'meinem" ( 1  . 13) , ' e t t l  iche' (1. 3) , 'erzaigung' ( 1  . 3) , 
'P resen t i e renv l .  5 ) ,  etc. 



i n  the words "herr' ant! Venaden' (I. 2), ' e t t l i ch '  (I. 7) and the 

l a s t  E i n  'pressentieren' (I. 14). But again, Newsidler's hand i s  
20 

b i - l  ingual , since he also uses an I t a l  i c  E. 

The conventional lower-case M i n  German sc r i p t  i s  expanded, 

so that the upstroke does not re-trace the downstroke. That i s ,  

the l e t t e r  has two d ips i n  i t s  midst. This i s  evident i n  most o f  
2 1 

the Persei Ms. Newsidler's Ms are, howwer, closer t o  ours, 
22 

and sometimes have the second hump a b i t  higher than the f i r s t .  

German l ower-case Hs are made of two l oops, usual l y connected 
23 

wi th  the fo l lowing l e t t e r .  

The German lower-case l e t t e r s  CH are usual l y joined together 

i n  a f i g u r e  i n  which the C resembles a crest ing wave attached t o  

20 
See the other Es i n  'pressentieren' (I. 14), i n  'beuor' 

(I. 5) and 'Melchioru (I. 23). 

2 1 
See 'mein' (I. 51, ' m i t '  (I. 9 1 ,  'mir' (I. 11) and 

'meinem' (I. 13). 

22 
See Newsidler's 'meins' (I. 21, 'demnach' (I. 5 ) ,  'nachkhumen' (I. 

101, 'khumen' ( i .  131, 'Genedigem' (I. 161, 'auffnehmen' (I. 17) 
and 'Decembern ( 1  . 19) . 

23 
See Persei 's word 'hab' ( 1 . 7) , etc . , and Newsidl er 's 

'nachkhumen' < 1 . 11) , 'et t l ich' ( 1  . 7 L i i; . Newsidl er f requent ly  
does not connect the H t o  the fo l lowing l e t t e r ,  as i n  the words 
'her' !I. 71, 'nachkhumen' (I. 10) 'welche' (1. 12) , and many 
other places. 



the lopped H, See Persei's and Newsidler's words 'Hochgebornera 

( 1  ine  1 i n  both l e t t e r s ) ,  'Ich," and 'Melchior' ( 1  i ne  23)--he'd 
24 

cer ta in1 y want h i s  name t o  be recognized. But--on other oc- 

casions the l e t t e r  C i n  the formation CH i s  hard ly  a swel 1, l e t  

alone a c res t ing  wave, and i n  contrast t o  the Persei H i n  the CH 

formation, which s lan ts  l e f t  to  r i g h t ,  Newsidler's s lan ts  r i g h t  to  

l e f  P ,  the bottom loop i s  not completed, and the downward por t ion of 
25 

the H sometimes in te rsec ts  w i th  the swell. 

Newsidler's Ws are also d i f f e r e n t  from those i n  Persei's 
26 

l e t t e r .  F r e q u e n t l y N e w s i d l e r a l ~ o i n d i c a t e s a W o r  U w i t h a  

small ha l f -c i rc !e  l e f t  open on the r i gh t ,  as i n  several o f  those 

words, and i n  'Zum Neuen' ( 1 .  8) and "Augspurg' (1 .  19). ( I n  

Persei's the large pen f lour ishes, bordering on the decorative, 

are l e f t  open a t  the bottom.) 

The D i n  'December' i s  made by combining what we would c a l l  

an L and a reversed C, leaning heavi ly  foraard. The cap i ta l  A of 

'Augspurg' and 'Anno' are formed w i t h  three strokes, an upward one 

w i t h  a loop before the upstroke i s  made, a down-stroke which bends 

t o  the r i g h t ,  and then the cross-stroke. 

24 
Also Fersei's 'sachen' (I. 81, and 'nicht '  (I. 61, and 

Newsilder's, ' ich' (I. 7 & 91, 'nachkhumen' (1 .  1%) , 'welche" (1 .  
12) . 

25 
See ' f r id l i chen '  (1.  41,  'demnach s ich '  (1. 51, and 

(s ign i f can t l y  towardo the end o f  the l e t t e r  when he may have been 
t i red)  'auch' (I. l o ) ,  ' ich' ( 1 .  12) and ' i ch  michu ( 1 .  17). 

26 
Compare Persei's words 'wiewol ' ( 1  . 81, 'welchem' and 

'widerumb" ( 1  . 18) , and Newsidler's 'wie' ( 1  . 7 )  , 'welche" ( 1  . 
121, 'wollen' (1 .  15) and 'Newsidler' (I. 23). 



Unfortunately, there are not too many numerals i n  the l e t t e r .  

However, two swens, a two and a three appear i n  l ine  19. The two 

i s  a German type, f a l l e n  forward, one might say. The three i s  

narrower i n  i t s  upper par t  than i t s  lower, and the sevens seem t o  

have been made wi th  the pen grazing the paper before and a f te r  the 

numeral, creat ing a n i b  a t  the beginning and end. 

Some o f  these features are found i n  the tab1 atures copied by 

Scribe A: The swens w i th  lcop i n  Ms 266, No. 13, i n  pa r t i cu la r ,  

the smal l c i r c l e s  abwe Us and Ws (passim) , and the three-stroke As 
27 

w i th  loop. The toppled numeral two does not always appear i n  

the tablature i n  the same form as i n  the l e t t e r ,  but does 

occasionally, perhaps during lapses i n  copying. (See PLATE V ,  l i n e  
28 

4, measure 1, etc., and the date ' 1572.') The German type might 
29 

be inapproriate t o  I t a l i a n  tablature. 

27 
266, No. !, 12 and 13, Ms 2987, No. 38, and Par is  I, 

fo ls .  4v and 37v. 

28 
Also 266, No. 4 (measure 21, 266, No. 3 ( f o l .  4, l i n e  

4) . 
29 

Par is  I, $01. 37v, Ms 266, Nos. 1, 12 and 13, and i n  Ms 
2987, No. 38. 



PLATE U. 



PLATE V I  



The seven wi th n ibs  at the beginning and end appear often, as 
30 

The reader, having perused the p la tes  showing samples of 

Scribe A's work, may have wondered what conclusions may be drawn, 

since the t i t l e s  o f  pieces copied by Scribe A are i n  I t a l i c  s c r i p t  

and Newsidler's l e t t e r  i s  i n  German. 

Well, one (and unfortunately only one) t i t l e  i s  i n  German 

scr ip t ,  *Bewar mich herr,' added t o  the end of the piece, presum- 

ably when the scr ibe was t i r @ d  a f t e r  enter ing the tablature; 

Scribe A's t i t l e s  are usual l y more elegant , as we have seen. (See 

PLATE U I I  .I 

38 
Addit ional examples of Newsidler's handwrit ing ex is ted 

u n t i l  recently, and my attempts t o  locate them have been unsuc- 
cessf u l  . They may have been destroyed i n  Wor l d War I I , or the 
c a l l  -numbers may have been changed: 

(1) Undated l e t t e r  t o  the Augsburg Rath w i th  an appeal 
t o  s e t t l e  di-fferences among S t a d t ~ f e i f e r ,  quoted i n  Schlet- 
terer ,  'Aktenmaterial aus Augsburg,' 5. (According t o  
Schletter's t ranscr ipt ,  sane o f  the words are i n  I t a l  ics.) 

(2) Let te r  recommending an Augsburg lutemaker t o  Arch- 
duke Ferdinand, Innsbruck, kandesregierungsarchive, Kunst- 
sachen, No. 718, 111.34, c i t e d  i n  Layer, 'Neusidler.' 196. 

(3) Let te r  dated 13 October 1561 t o  the Nuremberg 
Pf l egschaf tsbehoerde, quoted ibid.,  184. 

(4) Let te r  requesting appointment to  S tu t tgar t  court. I 
have made no i nqu i r i es  to  Stut tgar t .  



PLATE V I  I ., ':.' 



The 0 consists o f  an L w i  th  superimposed and forward-1 eaning 

'3,' s imi la r  t o  the D of 'December," the E i s  the I t a l i c  type, the 

W has a f i n a l  1 oop and the R i s  about half-way between the German 

and I t a l i c  types. The M resembles ours, rather than the German 

.type, and has a second h i1  1 higher than the f i r s t ,  the CH i s  of the 

swell ing, rather  than 'crest ing waveVype, and s lan ts  r i g h t  to 

l e f t .  The H i s  not connected to  the fo l lowing E i n  'herr,' and 

that word has an I t a l i c  E, and both the German and the I t a l i c  types 

of R: compare the same word i n  the l e t t e r  ( l i n e  2) and the two 

types i n  Newsidler's f u l l  signature, as well as the Rs i n  h i s  name 

on "LATE V. TIrors c.an be l i t t l e  doubt that Scribe A and Melchior 

Newsidl er are the one and the same. 

The Munich and Par is  manuscripts are, therefore, an extreme- 

l y  valuable resource fo r  the study of 16th-century music. They 

are one o f ,  and may ac tua l ly  be, the most extensive co l l ec t i on  of 

autographs by any composer of the Renaissance. 

By p r w i d i n g  a v i v i d  example of how a l u ten i s t  might vary 

the embell ishments applied to  a musical example, much may be 

1 earned. Newsidl er was ac t ive  when l u t e  ornamentation became 1 inear 

( rather  than the ea r l i e r  type crossing through the voice 

parts, as i n  ear ly  intabulat ions) , h i s  sty1 e of ornamentation 

may have v a l i d  appl icat ion to ensemble music as wel l ,  permi t t ing us 

to abstract the processes of embelli5hment as found i n  a prac t ica l  

musical source. 

Since he made so many intabul ations, these supply abundant 

models for fu r ther  examination of musica f i c t a  as l u t e n i s t s  ap- 



p l i e d  i t  t o  vocal music. Did Melchior change h i s  mind very  much? 

Actual ly,  he i s  f a i r l y  consistent.  But h i s  a f ter thoughts  may 

r w e a l  much, an=! deserve par t icu!ar  a t ten t ion .  

Since he copied the pieces i n  the Munich and Pa r i s  manu- 

sc ip ts ,  and supervised the 1566 and 1574 p r i n t s ,  we have an i n -  

valuable and accurate yardst ick  against which t o  measure c r i t i -  

ca l  1 y how the music o f  other composers of the Renaissance has cane 

down t o  us. 



Chapter VI 

The Marco Fascicle: 
Watermarks, Gathering, Layers of Hand 

Seriation 

Fol ios 19-62v of Mus Ms 264 contain perhaps the earl iest 

music in the Herwart tablatures in terms of content and date of 

copying. Its 113 ricercars, intabulations and dances may be 

attributed for the most part to Marco dall'Aquila, with a few 

other works by Domenico Bianchini, Albert.da Ripa, Francesco da 
1 

Mi lano, one "Bernard0 N,' and an anonymous German. Marco stands 

as one of the most famous and, as I shall argue later, one of the 

most influential lutenists of his day. He was frequently men- 

t ioned in company with Francesco, Al berto and Giovanni Antonio 

Testagrossa, themselves among the most praised performers of the 

early Cinauecento. Marco was active in Venice about two decades 

before Alberto and Francesco. His generation included Testagrossa 

(one of Francesco's teachers), Vincenzo Capirola, the phenomenal 

Brescian lutenist (who was also active in Oenice for a 

1 
The cara cosa (No. 36d) and burato (No. 39) in the Marco 

fascicle also appear in Damenico Bianchini's Intabolatura de Iauto . . . Libro ~ r i m o  (Venice: Gardano, 1546; rpt 1554, 15631, sig. 
Clv and C2, respective1 y, but may not have been composed by him. 
See my 'Danenico Bianchini detto 'il Rossetto': Some Recent 
Findings," La Luth et sa musiaue 11, ed. Jean Jacquot (Paris: 
CNRS, [forthcomingl), where I am able to show that most of the 
pieces in Bianchini's book (including the ricercars) are intabu- 
lations of music by others, and his original contributions are 
sl ight. It seems entirely possible that the two dances in Mus Ms 
266 may have been lifted by Bianchini. 



whi 1 el , and the anonymous professional of the Thibau 1 t Lute 
ilanuscript. Marco's activity falls, therefore, within the cri- 

tical period between the Petrucci lutenists, Spinacino (!587), 

Giwan Maria Alemanni IHebreoI (15681, Dalza (15081, and Bossi- 

nensis ( 1589/15111 , and the deluge of printed lute music that 
begins with a trickle at Rome, Milan and Venice in 1536, and 

reaches f lood-1 we1 in Venice after 1546. 

During this period lutenists began using bare fingers, 

rather than a plectrum, to sound the instrument. The 'Marco 

fascicle,' as we shall call it,  contains a very large number of 

unica by Marco that are of particular interest and importance in 

documenting playing and musical styles. This new lute music, 

codified in the works of Francesco da Milano, becames the indige- 

nous lutenist style through the time of John Dowland and the advent 

04 stile brisdwith the Parisian Gaultier School of the seventeenth 

century. 

As presently bound, the Marco fascicle consists of eight 

gatherings, each with from one to six u.ntrimed bifol ia (or 

sheets). The bifolia range i n  size from 42.6 to 44.2 by 31.5 to 

33.3 centimenters, that is, about 32 centimeters wide and 44 high. 

Vertical guides, 16.3 centimeters apart, are inked on wery page. 

A few blank folios with only vertical guides may have been in- 

tended as front- and end papers, but otherwise a1 1 pages are 

ruled, ten-times per page with a single six-line rastrum that mea- 

sures 1.6 centimeters. The resulting staves are uniformly posi- 

tioned 0.9 centimeters apart, suggesting that a grid may have been 

used and that the staff paper have originated in an establishment 

accustomed to lining music manuscript papers. The careful layout 



of the fasc ic le  places most pieces on a sinole, or two facing, 

pages, and l i t t l e  of the avai lab le space i s  without music, 

although seldom appearing cramped. The fasc i c le  seems almost 

austere i n  i t s  scr ibal  style. 

The fasc i c le  contained, u n t i l  recent ly ,  f o l i a t i o n  i n  the 

upper-right hand corner and numbers a t  the head of each piece, 

which Jul i u s  Joseph Maier entered around 1868 when 'he inventor ied 

Mus Ms 266. His f o l i a t i o n  and numeration of pieces was r w i s e d  

somewhat, as we have noted, by Louise Mar tinez-G8ll ner i n  1968. 

She re-arranged some o f  the gatherings, re-numbered the pieces, 

and corrected the f o l i a t i o n .  The manuscript i s  now bound 

according t o  her r w i s i o n s ,  a1 though i t may be argued that the 

present arrangement i s  s t i l l  not e n t i r e l y  sat is factory.  

The f i r s t  four $01 i o s  have or ig ina l  f o l i a t i o n ,  indicated 'C 

lm= fo l  . 21, 'C 2'=foI . 22, 'C 3'=+01. 23 and 'C 4'=fo1. 24, 

perhaps an abbrwia t ion  f o r  'carta,' or an ind ica t ion  fo r  f o l i o s  

w i th in  a gathering. I n  the l a t t e r  case, two gatherings ("A"and 

'B') may have preceded i t , a1 though no gatherings so marked appear 

w i th in  the Munich corpus a4 l u t e  manuscripts. That the blank 

b i f o l i o  ( i o l s .  19 and 281, intended as f r o n t  papers ( ? I ,  preceded 

i t  i n  Male!.. + crsposit ion o f  pages seems t o  argue f o r  an i n te r -  

pretat ion of 'C' representing the word 'carta.' Th is  f i r s t  ga- 

ther ing i s  also the one most ca re fu l l y  copied. (Although t h i s  does 

not exclude the p o s s i b i l i t y  of two, nolr los t ,  gatherings that  were 

even more care fu l l y  copied. But t h i s  seems a weak argument.) 

The paper-contains an a l te rna t ing  p a i r  o f  watermarks as one 

would expect i n  a 16th-century paper codex. The'marks (repraduced 



as ILLUSTRATION A) depict a s t r i d i n g  bear, the ins ignia of the 

c i  t y  of Bern. These marks are found i n  papers manufactured by the 

Bergier (or H i r t )  and Peyer dynasties between 1468 and 1577 a t  
2 

the i r  papermill "Zu Thal" near Bern. Bernaise papers, famed f o r  

the i r  excellence and reasonable pr ice, were transported i n  large 

quant i t ies northward down the Aare and Rhine r ivers ,  and may be 

found i n  documents copied as d is tant  as Salzburg, Coblenz, Alsace 

and wen Dresden. They were, o f  course, most frequently ussd 

l oca l l y  i n  Switzerland and i t s  south German environs, and the 

s t r i d i n g  bear mark i s  found i n  documents created a t  Constance, 

Feldkirchen, Kempten, ~ i c h s t y d t ,  Memmingen, Augsburg and, of 
3 

course, Bern i t s e l f .  

The marks given by Briquet and L indt  are not ident ica l  w i th  

- 
2 

For information on t h i s  papermil l ,  see Lindt,  Berner 
~aaiermshl en, pp. 8-18, and Fl u r i  , "Die ~ a p i e r m t l  e. zu Thal ," pp. 
192-236. 

Les f i l i a ranes,  Nos. 12256-78, and Lindt,  Nos. 6-32, Nos. - 
788-727. 

The s t r i d i n g  bear watermark i s  encountered i n  a number o f  
places i n  addit ion to  the Marco fasc ic le.  The end papers o f  the 
Marcus We1 ser partbooks a t  Munich (Mus Ms 1582) and those of the 
Nuremberg copy of Hans Newsidler's tablature o f  1544 both carry i t .  
We w i l l  encounter i t  also i n  the papers used by HCIND F (No. 2c i n  
ILL. A). I t  also appears throughout the papers i n  the 'Mathematik- 
und Tabulaturbuch des ~ g r g  We1 tze l  1 ' (Munich, ~ n i v e r s i  t2 tsb ib l  io-  
thek, 4/Cod. mus. 7181, an in te res t ing  dated manuscript. Through- 
out the tablature section ( fo l s .  97-151) are phrases such as 'Dis- 
can tus au f f  der Geygen / I m  1524 Jar ," "Auff der l autdem / 1524, " 
etc. I n  addi t ion to intabulat ions of German Lieder f o r  l u t e  and 
f o r  'Geigen,' there are inst ruct ions f o r  in tabulat ing mensural 
notat ion f o r  the l u te  depending on the range of the model, e.g., 
"Auff dass f a  so den bass zv hoch gett.' (Tke manuscript i s  inven- 
to r ied  i n  Gottwald, ~ n i v e r s i t s t s b i b l i o t h e k  Munchen.) 



ILLUSTRATION A 



those i n  the Marco fasc ic le,  a1 though swera l  do share chain 1 ines 

the same distance apart and have watermark designs of s imi la r  s i z e  

and conf igurat ion. This i s  an important consideration, since the 

s t r i d i n g  bear watermark a lso appears i n  some counter fe i t  papers 
4 

manufactured by Hans Hurrenbain o f  Kempten. Many o f  the marks 

closest t o  ours are found i n  Bhna ise  and Swiss documents: 

Briquet, No. 12269: Bern, 1513 (paper size: 32 x 42 cm) 
L ind t ,  Nos. 28/21 (paired marks): Bern, 1514-15 
(paper size: 30 x 40 cm) 

Briquet, No. 12278: Zurich, 1518/27 (32.5 x 44), w i t h  
s im i l a r  var ian ts  noted by Briquet i n  documents from Bern, 
1526, Augsburg, 1538, and Regensburg, 1532 

Lindt,  Nos. 788/781 (paired marks): Basle and Lucerne, 
1521-31 (paper size: 32 x 42 cm) 

L indt  , Nos. 36/31 (pai red marks) : Bern, 1548-68 (paper 
size: 31 t o  32.5 x 42.5 to  43). 

Most of these date from the e a r l y  16th century, and the mark 

seems t o  have been located f o r  the most p a r t  i n  south German 
5 

documents. Gerhard Piccard o f  the Hauptstaatsarchiv, S tu t tgar t ,  

has informed me tha t  documents now i n  Innsbruck contain exact 
6 

matches w i th  the p a i r  o f  watermarks o f  the Marco fasc ic le.  These 

- 
4 

See von H8ssle, Heft 14 (19261, 210-11. 
5 

Let ter ,  3 September 1968 

6 
Innsbrucl, Landesregierungsarchiv, Hofregis t ratur  A 

II1/21. 



are l e t t e r s  from Balthasar von Ramsweg, magistrate on Burg Guten- 

berg, dated 1 January 1535, and from R. Goblkofer of Feldkirch, 
7 

dated January through March, 1536. Burg Gutenberg and Feldkirch 

were then Tyrolean lands near the eastern shores of the Lake o f  

Constance, along the Upper Rhine River (now Feldkirch i n  i n  

Austr ian Vorarlberg/Tyrol and Burg Gutenberg i n  the Pr inc ipal  i t y  

of Liechtenstein) . 
The presence o f  paper made from the same moulds i n  

l e t t e r s  wr i t t en  from towns d i r e c t l y  south of Kempten, Memmingen 

and Augsburg i n  the mid- t o  late-1530s i s  consistent (as we sha l l  

see) w i th  the probable date of compi l a t i o n  of the Marco fasc i c le  

(but, o f  course, not necessari ly of i t s  contents) . Wolfgang 

Boetticher e r r s  here w i th  h i s  proposed date and provenance i n  the 
8 

recent RISMvolume. But i t  would l ikewise be improper t o  suggest 

that the Marco fasc i c le  was copied i n  e i ther  Burg Gutenberg or  

Feldkirch--or wen i n  Augsburg. There i s  amp!e reason for  us 

l a t e r  t o  conclude that the Marco fasc i c le  d i d  a t  one time res ide 

i n  the Augsburg Herwarth l i b r a r y  before coming to  Munich i n  1586 

or  thereabouts. The hand seems to  be re la ted  t o  one appearing i n  

7 
Let ter ,  Dr. J. Moser o f  the T i r o l e r  Landesarchiv, 4 A p r i l  

1982. 

8 
Handschri f t l ich, pp. 214-5. Because of h i s  insistence i n  

t rea t i ng  each volume as an en t i t y ,  Professor Boetticher's dates 
are sanet imes o f f  substantial 1 y. For example, Mus Ms 266 contains 
a fasc i c le  bearing the date 1568, apparently leading him t o  date 
the en t i re  manuscript, 'um 1555-1575; Datierung 1568,' a1 though i t  
may be demonstrated that  some sections are ear l i c .  and some l a t e r  
than the dates he suggests. Furthermore, there i s  no widence that 
a l l  fasc ic les  of, f o r  example, Mus Ms 266 stem from the Augsburg, 
Herwar th 1 i brary; some may have reached the ducal 1 i brary indepen- 
dently, as I have suggested ea r l i e r  i n  regard t o  the 'Newsidler 
fasc ic le. '  



tablatures associated more d i r e c t l y  w i th  Hans Heinr ich Herwarth of 
9 

Augsburg. 

FIGURE I shows the contents of the Marco fasc ic le .  The f i r s t  

three col umns p r w i d e  the f o l  1 owing: 

( 1 )  the pos i t ion  of the pai red watermarks 
(A and B) 

(2) the modern f o l i a t i o n  o f  j968, and 

(3) the modern penci l led numeration of the pieces. 

Brackets show the d isposi t ion of b i f o l  i a  i n t o  gatherings marked I . 
through V I I .  (Gathering 111 fol lows gathering IV i n  the Figure, 

since [as I shal l argue l a t e r l  i t  may or ig ina l  l y  have been posi- 

t ioned there.) The middle column transcribes the t i t l e s  l i tera l  l y .  

A '+' before the t i t l e  indicates those pieces which have been 

crossed-out i n  the manuscript w i th  a diagonal pen-stroke. The key 

o f  each piece (assuming a G tuning f o r  sake of comparison) i s  given 

i n  the next column. A f i n a l  column p r w i d e s  a few camments, in-  
. n .  

cluding the i d e n t i f i c a t i o n  of composers whose works served as 

models f o r  the in tabulat ions (none are  given i n  the manuscript). 

The h i s to ry  of the l u t e  and l u ten i s t s  i n  Tyrol ian lands 
leaves much t o  be desired, but a few possible connections may be 
mentioned. From September, 1580, u n t i l  May, 1581 (when he was 
dismissed f o r  eat ing meat during Lent) the Augsburg l u ten i s t  Mel- 
chior Newsidler was employed a t  the Innsbruck court of Ferdinand 
11, and Giacomo Gorzanis appears tb have had patrons from the 
Tyrol (as we1 l as U l r i ch  Herwarth, as we have seen) . He dedicated 
h i s  l u t e  books t o  Johannes K is l  and h i s  son Georg from Kotting- 
b r h n  (both o f f i c i a l s  at the ducal court a t  Krainberg), Maurice 
von Metr ichste in from P i te ls te t ten ,  Baron V i t o  von ~Zrnberg  from 
Gorizia ( the T r ies t i ne  ambassador t o  the Venetian ~ e p u b l  ic) and 
h i s  wife, Rachel Yalavasia, and the music-loving traveler Prchduke 
Karl of  Austria. 



THE *MARCOn FASCICLE: CONTENTS 

- 16 
17 

Zlv 18 
19 
20 

22(=2) 21 
22 r22v 23 

"Larlla" appears ui t h  a slashed 
[BLANK] 
[BLANK] 

[BLANK] 
[BLANK] 

+Racercar (Rectrcar) de Marco de Laqla 
senza Canto (GI =No. 34 

+Recircam de UO.LA 
[ u n t i t l d l  The u n t i t l e d  pieces, Nos. 17, 20 and :' 
Recircar de M. MO.LA 

"i!l [ 
are short  wNachleuf f lw (-"~ochdcas~') 

Recircar de m.LA (0b-9 
[ un t i  tldl (0-9) 

c r da franc0 de Milano g(ifbd' WID.LA 
(a Phrygian) =No. 35 

Rectrcar de M. UO.Laq1a (d!rbl =No. 162 
Icontinuad) 

m.La (F) 
Icontinuad) 

Reclrcan de M. UO.Laqtla (GI 
[BUNK STA(nS1 
[BUNK STAWSl Removed I n  1968 

(NO. 25, continued) 
(No. 25, continued) 

+Rccircar de UO. Laqla (F) =Castel i ono. 1536 
(continued) 
I c o n t i n u d )  

[ un t i  clad1 (Bb-9) 
L 2 7  A 28 I K i r c a m  de Marc0 de Laquila 

2 7 ~  29 t l d r  ~ r c o ? ]  
M 23'' MI. La 

Cf. NO. 23 

(0) Or Francesco da Milano? 

+Re a r  [m rco? ]  
ReE6P, m u 

+funt i  t l d r  MJrco?] ll,b 

l u n t i  t l d r  ri-r?J,+ [r icercar71 (e based on Jotoutn's "Renedicta es 

a r  Y 

"EEar Wanco de ni l0 
(6) =No. 15; l a s t  layer 

b Phrygian) *No. 21; l a s t  layer 
[IJUNX PACE1 

[un ti t l d r  r i  cercar?'). 
Reci mare de frar.cesco 

(F) 
(d  Phrygian) 

(continued) 
[ un t i  tldl (9) 
[ un t i  t l d r  r icercar?)  ( 9 4 )  

Icontinumi) 

+ [ u n t i t l d r  r i ce rca r7 l  (9 Phrygian) 
(continued) 

- LUEtLtL.a_r-rL~'C-a~'L - - - - - - L - - - -(GI- - - 
~ l l l e  h g m s  (d Ph fan) 
Par i l l e  daui t  /per i i i u d  .w) 
Prima pars N is i  dminus 

(continumd) 

i! 
Secda p a n  Cun deder i i  (9) 

I c o n t i n u d )  
Mas w i r t  es doch des wonden noch 
I 1  e s t  tour 

Yhour Langwr 
I:! 
(a) 

(continued) 
Icontinumi) 

+& souf fm de W.La 
+I1 e s t  be1 e bon M0.U 

fcontinusd) 
(d l  

+Nous Baqieres da ll m r c o  da Laouila (F) 
La Bataqlla da d marco da Laoutla 

(continumi) 
(continuodl ........................... 

l u n t i t l r d r  r i co rca r? ]  
duna Cossa spagnola 

(GI 

Recercar de 6 mgro. Cam a. H.HE. 
Recarcar de ll ll da Laqutla 

(continued) 
aecar d M) LaqlaCo (9) 
Prtambolo de o( pl da Laqla ( 9 4 )  

[BLANK STAVES] 

gSENFL 
gSEA!SY or  MWLU 
gJOSWIN 

mT. JANEQUIN 
mJANEQU I N 

Francesco da Hilano. N 45 
No rhythm signs 
No rhythm signs 

No rhythm signs 
No rhythm signs; =Mus ms 276, No. 42 

[BLANK Sl'AVES] 
[BLANK STAVES] 2 8 3 



FlglJre I ,  contlnued 

30 36a LA Cara cossa No. 1 
Seguit a l l ud  No. 2 Cara Cossa A :66: NO. 3 Cara Cossa 

36d No. 4 Cara Cossa =Bianchini , 1546 (1) 
30v 36e No. 5 Cara Cossa Mostly without rhythm signs 

36f No. 6 Cara Cossa 
369 No. 7 Cara Cossa 

31 36h No. 8 Cara Cossa 
361 No. 9 Cara Cossr B 361 +[b.ginning of No. 3611 

31v 36k No. 10 Car& Cossa (f) 
361 No. 11 Cara Cossa (9) 

32 B 37 [Paaumw antic0 and r a l t r r e l l o j  (c) 
[ W K  STAVES] 

3& La t radi tota No. 1 No bar l ines 
38b Dc l a  t radi tora No. 2 
38c De l a  t radi tora No. 3 M0.La 
38d No. 4 Tenor de. l a  t radi  tora 
38dd del  Scrau de l a  t radi tora (c-6) No bar l ines 

[BUNK SrArz-; 

39 Ooue inpresare e l  vostro bvrato a 
Capita No. 1 (F) =Bianchini. 1546 (?) 

39a Ooue ilnpresare I 1  vostro barato da 
buratare l a  mia farina No bar l ines 

35v 40 e l  Sorau. Barnardo non puol stare 
40a Tenorj Bernardo non puol stare 

36 41 Tocha tochr l a  Canella 
42 [ ~ o ~ n e . c . ? l  
43 ti p a r t t i  chour mio cham 

36v 44 P m  
45 #rchesr dr Srn Luzo 
46 Chanalecha 
47 [unt i t led1 (Eb-c) 

37 48 P iwer ine  - 49 bragantin 
3 7 ~  [BWK STAVES] 

V 51 72 Y a s  voules vous que vne penone 
73 +A l a  venturu 

fcontlnuedl 
74 Yas  qua cranls mon amy 
75 Moulce n a o y m  da 8 

(continued) 
76 +Valncre M peu 
77 +S1 vne hour prrfecte. 0. 
78 +vour vsuw 

53v 79 *Or d i ra  ce que Vouldrr 
80 *Je nause es tm content. 8. 
81 +Content de vous 

*la ne ta lc  r len  que m q w r i r  A Z +Contra Ralson 
54v (con tinuad) 

84 +Vaincre ne peu. De Barnordo 

(m VERMONT 
(mlnILL*ERT 

LSANORIN; =No. 84 

I b p ; ;  
b unicum; not Sennisy 
bSERnISY 

(b)SERISY 
m)SERMISY 
m)SEMISY 

85 +Plus a l l  Regms 
(continued) 

86 M i c t e s  ran pour 
87 +Voiant S w f f r i r  de (L Bardo 
88 +La musee du mya de may 

(continued) 
89 +Aupres da vous s e c r e t w n t  

(continued) IF 6 90 .*luldlcte so f t  l a  .nd.ine Richesse 
57v IcontinuadJ 

91 +Si JrJn uulheur #I Eiernl;do 

58v (cantlnwd) 
94 Pu l l  vuoldra Sawyr qui 16 suls 
95 +Cast a grand t o r t  da el da Laquila 

UACOT I N 
(m)GOnBERT or YILLAERT 

bLE PELLRIER 
bSERMISY 
bSANORII4 

59 (continued) rlgV A 96 M*~lu lgm w (F) (~)SERMISY 
(BUIYK STAnsl 

97 +hour  m voyant Sans t r is tesse I t  98 *Jayme 1e ceur de mmye 
99 +Sarra martin. De fi Albert 

(continued) 
100 +Changer ne puys 

[BLANK PAGE] 
[BUNK PAGE] 2 8 4 



Lower case l e t t e r s  i n d i c a t ~  the a t t r i bu ted  (or ,  w i th in  parenthses, 

the supposed) intabulator:  

g=an anonymous German 
m4arco dal l 'Aqui la 

b=Bernardo 'N' 
a d l b e r t c  I da  Ripal 

As the fasc i c le  now stands, i t  d iv ides i n t o  sections by 

gatherings and genres: 

1-11. (401s. 21-29v; nos. 15-35): Ricercars and short 
10 

modu 1 a to ry  'pr i ambol os . ' 
I I I . ( f ol  s . 38-37v; Nos. 36a-49) : Uene t i an dances. 

IVa. ( f o l s .  38-48v; Nos. 58-55) : Ricercars and un- 

t i t l e d  pieces, probably r icercars.  

IVb. ( f o l s .  41-47v; Nos. 66-71] : Intabulat ions of 

motet movements, o f  a Lied, and o f  chansons. 

IVc. ( f o l s .  48-58v; Nos. 66-71): Ricercars, a priam- 

bolo and u n t i t l e d  pieces, again probably 

r icercars.  

10 
These u n t i t l e d  pieces are b r i e f ,  four- or f ive-measure 

f lour ishes  w i th  a few chords and running scale f igures,  comparable 
t o  the ear ly  I t a l  ian tochata, such as those i n  Caste1 iono's 1536 
p r i n t ,  intended t o  c lose a set o f  dances ('tochata nel f i n e  del 
bal lo ' ) .  I n  the present examples several are modulatory, beginning 
and ending i n  d i f f e r e n t  modes, and may have been intended as 
in ter ludes i n  b i tonal  dances, such as the t radi tora,  or vocal 
pieces, such as some o f  the f r o t t o l e  that begin i n  one 'key' and 
end i n  another. Only one i s  t i t l e d  'Priambolo' (No. 71 by Marco 
dal I'Aquila) , the others being u n t i t l e d .  Thus the i r  funct ion i n  
beginning or ending a piece requi res fu r thes  consideration. A 
German term sometimes encodntered i s  'Nachlauffl.' 



U-UII. ( f o l s .  51-54v, 55-58v, 59-62~): In tabulat ions o f  chan- 

sons, most by canposers i n  Attaingnant's s table.  

With these groupings by genre, the fasc ic le  approaches the 

format o f  a p r i n tod  l u t e  xablature, whereas t ~ l e  typ ica l  16th- 

century l u t e  manuscript i s  a common-place hnok w i th  pieces entered 

w e r  i t s  m e r ' s  l i fe t ime,  usual ly i n  the random order i n  which he 

encountered them. A f e w  examples should suf f ice:  

(1) The now l o s t  DohndLauk 'Lautenstambuch' i n  Ka- 
11 

l in ingrad has pieces entered by date between 1550 and 1552 

(2) The 'Scheele Lute Book' i n  Hamburg gathered 

between 1613 and 1616 i n  diverse locales from Naples t o  
12 

Frankfurt. 

(3) The b e a u t i f u l l y  i l luminated 'Capirola Lute Book' 

now i n  Chicago, so ca re fu l l y  assembled around 1517 by Capi- 
13 

ro la 's  student Vidal as a monument to h i s  teacher. 

11 
Former Stadtbibl iothek, MS Sign. Gen. 2.150. ( I t  i s  

rumored to have been rediscovered.) 

12 
Staats- und Universi ts tsb ib l  iothek, M s  M B\2768, 01 i m  ND 

V I  3238 ms. (I sewn t o  be the f i r s t  t o  not ice that t h i s  manuscript 
was copied by the famed Dutch l u ten i s t  Joachim van den Hwe) 

13 
Newberry Library, Case VM 140 12.25. 



Manuscripts former1 y belonging t o  professional pl ayers are of ten 

in particular disarray, for example, 

(1) The ex-Thibault Italian ma~uscript, compiled about 
14 

1510- 15. 
15 

(2) The "Cavalcanti Lute Book" in Brussels. 

(3) The famous 'Bottrigari Lute [recte: Viola da Man01 
16 

Book' in Modena. 

The Notable exceptions generally have clean, uniform paleo- 

graphy, suggesting that they may have been prepared in profession- 

al scriptoria: 
17 

(1) The 'Siena Lute Book' now in The Hague. 

(2) The 'Hainhofer Lute Book,' copied in Augsburg, but 
18 

n w  in Wolfenbt'ttel , with its numerous 'books,' each de- 

voted to a separate genre. 

Printed sources, on the other hand, tend overwhelmingly to 

14 \ 
Bibl iotheque national, $s hd. ms. 27, olim Neuill y- 

sur-Seine, Private Library of Genwiwe Thibault, MS IU. 

15 \ 
Bibl iotheque royale, MS 11.275. 

16 
Biblioteca estense, MS C 311. 

17 
Gbi~ooiite M~seum, MS 28.B.39, olim 20.860. 



be arranged by genre (sometimes wen sub-grouped by mode) , w i  t h 

r i ce rca rs  and fantas ias p r w i d e d  fo r  each of the keys encountered 
19 

i n  subsequent i n  tabu1 a t  ions andlor dances, etc . 
I n  the Marco fasc i c le  blank pages fa1 l a t  the ends of 

Gatherings I I, I I I, IU and U I I  , d iv id ing  i t  i n t o  ar, arrangement 

which suggests the fol lowing: 

Book I. Ricercars and Dances=Gatherings 1-11 and 111 
Book 11. Ricercars and Intabulations=Gatherings IU  and V-UI I  

We have noted that Mus Ms 266 exis ted as unbound fasc ic les,  

b i f o l i a  and leaves u n t i l  the mid-19th century when they were 

bound, apparently i n  much the same order as Maier found them. 

19 
I t a l i a n  p r i n t s  during the ear ly  16th century are usual ly  

arranged by genre. Only two exceptions may be c i ted :  Casteliono 
( M i  Pan, 1536) and Bianchini (Venice, 1546). Ear ly  German sources 
are o f ten  d idac t i ca l l y  ordered, mixing intabulat ions, abstract 
pieces and dances, a c c o r d i ~ g  to  d i f f  i c u l  t y  or p lay ing techniques 
(Hans Newsidler, 1548 and 1544) , by successively higher 1 e f  t-hand 
pos i t  ions (~udenkt'nig, 1523) , or according to  ornamentation (Ber- 
l i n ,  Deutsche Staatsbibliothel!, Mus Ms 40580, a manuscript o f  
south German or ig in ,  perhcps from Munich). By mid-century, German 
p r i n t s  adnot the I t a l  i an manner of generic groupings. For de ta i  1 s 
see Brown I . 

~ h a l k s e  and Bel l\ere's Theatrum musicum, l onae (Louvain, 
1571) has opening sections devoted to  fantasias and then t o  in ta -  
bulatiens. Within each sect ion piece; ire grouped continuously by 
mode, except f o r  short fantasias and in tabulat ions that break the 
modal organization. These appear to  have been added l a t e r  t o  f i l l  
out what would have been incomplete pages, a f t e r  the to ta l  plan 
had been set. Thus, wen  i n  a p r i n ted  source, one may speak of 
" layersn (The p r i n t  contains unica by S ix t  Kargel , and given the 
firm's p i r a t i c a l  procl i v i  t ies ,  i t  probably contains pieces from 
Kargel 's 1 ost N w r  & eleaan tissima I t a l  i ca  & Gal l i c a  Carmina 
[Moguntinae (=Main21 : Franz Behem, 1569.1 Thus the Behem p r i n t  
probably contained pieces other than those i n  Kargel's 1574 
p r i n t  .) 



With the reorganization of the manuscript i n  1968, a few ques- 

t ionable changes were made which requ i re  comment. 

1. Two f o l  i o s  ( the present $01 i o s  63 and 77) were reinwed 

from w i th in  the Marco fasc ic le.  

a. A f o l i o  of blank staves appeared between f o l i o s  25 

and 26. Crosses ( '+"I appear a t  the bottom o f  f o l i o  24v and 

a t  the top 0.O f o l i o  25 stbowinY the cont inuat ion of Ricercar 

No. 25. This  sign i s  not used regu la r l y  i n  the fasc ic le,  

suggesting that at the time of. copying, the blank f o l i o  was 

posit ioned there. (Possibly, the scr ibe contemplated re-  

copying Ricercar 25, which i s  d i f f i c u l t  t o  decipher as i t  

stands.) 

b. A more serious ex t rac t ion  concerns f o l i o  77 contai-  

n ing t t e  present Nos. 114a and 114b. This f o l i o  i s  r u l e d  as 

are others i n  the Marco f a s c i c l e  and contains the s t r i d i n g  

bear watermark. I n  Maier's arrangement i t  f e l  1 between Nos. 

33 and 34. At  i t s  top i s  a 191neasure fragnent, perhaps o f  a 

r i cercar  (no. 114a), which l i k e  No. 32 (No. 33 i s  only a 

short 'preludio'), takes as a po in t  o f  departure the opening 

measures of Josquin's 'Benedicta es coelorum Regina."Thus two 

re la ted  pieces would i n  e f fec t ,  have followed one another. 

The remainder of the f o l  i o  ccntains another u n t i t l e d  p iece 

i n  the Phrygian mode on E, l ikewise probably a r icercar .  

This  piece i s  copied by 'Hand BY,' as we sha l l  label i t .  The 

piece may have been entered i n  order t o  p r w i d e  a r i ce rca r  

i n  a mode otherwise unrepresented i n  the fasc ic le .  I t s  

remwal i n  1968 t o  the middle o f  Mus Ms 266 (where i t  j o i n s  

other pieces copied by Hand BY) circumvents evidence tha t  



28 
Hand BY was a Nebenschreiber i n  the Marco fasc ic le.  

2. Quaternions are normal i n  16th-century f o l  i o  manu- 

scr ip ts ,  and Gathering I, wi th  i t s  o r ig ina l  f o l i a t i o n ,  and 

Gathering 111 are indeed quaternions. Thus the exceptions seem 

curious. 

a. An inc ip ien t  quaternion of in tabulat ions by our a- 

nonymous German lu ten i s t  seems t o  form Gathering IVb (40- 

l i o s  41-47 inc lus ive) ,  lodged as i t  i s  w i th in  a gathering of 

r i cercars  (Gathering IVa/c, f o l i o s  38-48 and 48-58]. 

b. I n  Maier's time Gathering IVb was placed d i f f e -  

ren t ly :  the present f o l i o  41 (containing Nos. 56, 57 and the 

beginning o f  No. 58) fol lowed the blank pages a t  the end of 

Gathering IVa/c, that i s ,  a f t e r  f o l i o  58. Maier counted the 

continuation o f  No. 58 (now f o l i o  42 recto) as a separate 

piece f o l  lowing No. 55, w i th  the pieces on the three b i f o l  i a  

- 
28 

A misunderstanding about the re la t ionsh ips  among the 
, var ious copyists of the Munich manuscripts i s  perpetuated by 

Boetticher i n  h i s  descriptions, when he confuses the terminology 
o f  Hau~t- ,  and Nebenschreiber (see Boetticher, Handschri f t l ich, 
pp. 214-24 . For him a Hau~tschreiber has entered a large number 
o f  pieces, a Nebenschreiber, only a few. A Nebenschreiber should 
p ~ o p e r l y  be one who adds correct ions or addit ional pieces t o  a 
fasc i c le  or page f i r s t  copied by a Hauptschreiber. Proper d i f f e -  
r e n t i a t i o n  of the terms can shed important l i g h t  on re lat ionships 
among separate fascicles. For example, Hand C1 copied two pieces on 
a b i f o l i um and l a t e r  Hand BZ added a piece to  the staves that were 
l e f t  blank. Thus Hand BZ (a Hauptschreiber, elsewhere) i s  i n  t h i s  
instance a Nebenschreiber (see flus Ms 266, f o l i o  88-31. Hand C2 has 
added correct ions t o  +o l i os  copied by Hand F (see ibid., f o l i o s  
124-5v), here becoming a Nebenschreiber. 



(folios 42-47) following it. Thus these pieces, since they 

continue from page to page and are therefore intact, must 

have formed a quaternion, with the page previously attached 

to folio 41. 

c. An inquiry about the page belonging with folio 41 also 

seems in order. Is i t  to be found elsewhere in Mus Ms 266, or in 

the other Munich lute manuscripts? Since folio 41 has the 

striding boar watermark and this paper has no countermark, the 

missing folio would have to be without a watermark. That is, i t  

would have to be other than folios 63 and 114 which carry the 

watermark. Other single folios appear without watermark in Mus 
2 1 

ms 266, but only folio 119 seems a logical candidate. In 

Maier's disposition of the manuscript this folio was the 

penul timate piece in I tal ian tablature. I t  contains Melchior de 

Barberiis' intabulation of La Fage's motet 'Elizabeth 

- - - - - - - - - 

2 1 
Other possibilities in Mus ms 266 include folios 186, 124, 125 

and 136. 



22 
Zachariaeu cop iedbyHandBXon stavesdrawnfree-hand. The 

page has the same ink-drawn r i g h t  and \ e f t  v e r t i c a l  guides, 16.3 

centimeters wide, which we have noted throughout the Marco fas- 

c i c l e ,  even on pages without staves. The l a s t  f o l i o  of Gathering 

IVb was, therefore, o r i g ina l  1 y blank, and i t  seems log ica l  that 

i t was separate from Gathering IUa/c , perhaps $01 1 owing No. 71, 

where Maier had o r i g ina l l y ,  and I think properly, posit ioned i t .  

d. I t  seems, furthermore, qu i te  possible that  Gathering . 
I 1  belongs w i th  the three remaining b i f o l i a  of Gathering I V  

( f  01 i o s  38/58, 39/49 and 48/48) . Both gatherings contain 

r icercars. Since f o l i o s  28v and 29 have matching ink 

splotches, these f o l i o s  would seem t o  have formed the inner- 

most b i f o l i o  o f  Gathering IUa/c, although the unlined, blank 

f o l i o  2% also suggests that 28/29 could a lso have been the 

outer sheet f o r  the gathering. F o l i o  29 may have been blank 

22 
The pr in ted  source, a unicum, i s  In tabulatura d i  lau t to .  

L ib ro  sesto (Venice: [G. Scottol ,  15461, $01. 24v-27. The Munich -- 
copy was taken d i r e c t l y  from the p r i n t  since i t  omits tablature on 
f o l  i o s  25 through 26v ( tha t  i s ,  the manuscript copy precedes 
d i r e c t l y  from the end of $01. 24v t o  the beginning o f  $01. 27). 
Barberi is 's in tabulat ion fo l lows var ian t  readings found i n  Modena, 
Archivo capitolare, Codex I X ,  a repertory that Edward Lowinsky 
bel ieves might have been brought t o  Ferrara by Wi l laer t .  See The 
Medici Codex of 1518, Monuments of Renaissance Music, 3 (Chicago, 
19-68), 61 and 148f., w i th  transcript ions, ibid., 4, 109-106. 

This, o f  course, p r w i d e s  a terminus post auem of  1546 f o r  
our hand BX. 



at one time ducing the copying process since i t  contains two 

r icercars  which (as we shal l  see) formed the l a s t  sc r iba l  

layer. F o l i o  77 was probably a l a te r  inser t ion,  as we have 

seen abwe. 

3. Unlike the other gatherings examined so fa r ,  Gatherings V, 

VI  and V I I  consist o f  two-bi fo l ia  each, not four.  

a. Since No. 95 continues between Gatherings V I  and 

V I I ,  sheets 55/58 and 59/62 must have been the outer sheets 

of two gatherings; ink splotches on f o l  i o s  58v and 59 match. 

The blank pages that close Gathering V I  I suggest an ending 

t o  the section o f  chanson intabulat ions. 

b. Should Gatherings V and VI form a quaternion? At 

t h i s  time s u f f i c e  t o  po in t  out the anomaly o f  b i d o l i a  51/54, 

56/57, 59/62 and 68/61 w i th  in tabulat ions by Marco dall'A- 

qui la,  and b i f o l i a  52/53 and 55/58, w i th  only Bernardo's. 

What may have been the or ig ina l  d isposi t ion -e& $01 i o s  and 

gatherings i n  the Marco fasc i c le  i s  emerging. Such a 

consideration i s  important i f  one i s  t o  establ ish and i s o l a t e  what 

could have been the several sources from which the scr ibe  worked, 

inc luding the p o s s i b i l i t y  of a l os t  p r i n t  containing music of 

Marco dall 'Aquila. A c lose examination of sc r iba l  s t y le ,  musical 

contents and sources o f  the vocal works selected f o r  in tabu la t ion  

w i  1 1  assist  i n  dwe lop ing  a hypothesis. 

z x z z  



Within the Marco fasc i c le  the hand shows remarkable con- 

sistency, suggesting that the fasc i c le  was copied w i th in  a narrow 

span of time. Since many pieces are contained w i th in  s ingle or 

fac ing pages (thus sparing the performer annoying page turns), the 

fasc i c le  was evident ly ca re fu l l y  planned. Shorter pieces tend t o  

f a l l  towards the bottom o f  a page, and thus may have been entered 

a f t e r  the longer pieces were l a i d  out. 

Readings are unusual 1 y atcurate, and sel d m  corrected or 

al tered, suggesting that the copyist d i d  not enter i n t o  the compo- 

s i t i o n a l  process by adding ornaments or changing f i c t a ,  f o r  
23 

example. 

The suppl e, uniform fluency of pal eography suggests an ex- 

perienced copyist, as some o f  the examples i n  FIGURE I 1  i l l u -  

s t rate.  From gathering t o  gathering there i s  v i r t u a l l y  no d i f -  

ference i n  the ciphers, wen between what we sha l l  i d e n t i f y  as the 

ear l  i es t  and very l as t  layers. The proportions between the s izes 

o f  cipher and rhythm s ign remain constant wen when the copyist  

seems to  be using a sharper pen n i b  and the copying becomes 

smaller. (As he worked wel l  apace w i th  the sharper nib, he some- 

23 
Upon comparing the nearly 48 in tabulat ions w i th  t h e i r  

models, one discovers a sixvneasure lacuna i n  Senf 1's 'Nis i  
dominus' (No. 981, and s ing le  measures missing from Sermisy's 'Je 
n'ose estre content' (No. 801, 'Contre raison' (No. 831, 'Maul- 
d i c t e  s o i t  l a  mondaine richesse' (No. 90) and 'Amour me voyant 
sans t r is tesse '  (No. 97) . Elsewhere less than 38 notes are 
dropped, amazing accuracy, as anyone who has worked w i th  16th- 
century l u t e  music w i l l  a t tes t ,  and doubtlessly some of the er rors  
may have existed i n  the sources from which the copyist was 
working. 



times allows the pen t o  graze the paper i n  an upward, looping 

sweep i n  preparation $or the downward stroke. The sharper n i b  

seems t o  cause bar l ines such as those i n  FIGURE I I. 12c, whereas a 

du l l e r  one leads t o  those of FIGURE II.12d.l 

The scr ibe regu la r l y  enters the t i t l e s  i n  I t a l i c  s c r i p t  a t  

the ends of pieces, of ten ( i f  there i s  space) w i th  an ornamental 

garnish of the pen. Gothic sc r i p t  i s  used only  occasionaily, f o r  

the t i t l e s  o f  No. 28 ( a  r i ce rca r  by Marco dal l 'Aqui la) and f o r  Nos. 

56 and 59 ( in tabulat ions of Josquin's 'M i l le  regres'). There i s  no 

reason to be1 i w e  that the copyist was other than German, a1 though 

t i t l e s  i n  French and I t a l i a n  are more accurately spel led  than i n  

most German l u t e  manuscripts and pr in ts .  

Some spe l l i ng  d i f ferences may have resu l ted  from the 

copyist 's having used d i f f e r e n t  sources: 

Gathering I: "rec l rcar  (except No. 21, a r i cercar  by Fran- 
cesco) and 'Marco dE LaqCuiIlau 

Gathering I I : 'recErcarn and 'Marco CIA Laqtui  I l a' (The 'dau 
spe l l i ng  a lso appears i n  Gathering V I  .) 

Usually the Marco pieces are i d e n t i f i e d  w i th  a monogram, 'MD,LAm 
24 

or  'MD.La8 (FIGURE I I. 1-21 , and the names Marco, Bernardo and 

24 
No. ( 1 )  appears i n  Gathering I, Nos. 15-19, 22; No. (21, 

1: 23-5, 30; 11: 32; I I I :38c; IVb: 62-3. 



FIGURE I 1  



Alber to may be preceded w i t h  an a b b r w i a t i o n  #or "messer' (FIGURE 
25 

11.3). The l e t t e r s  "P, '  'R,' 'D" or  'B' (when they occur) are 

usual l y  w r i t t en  i n  two pen-strokes, the second counter-clockwise 
26 

(FIGURE 11.4). Another type, w i t h  clockwise motion, a lso occurs 
27 

(FIGUREII.5). An 'R' i n o n e c o n t i n u o u s s t r o k e i s f o u n d o n l y i n  

Nos. 34 and 35 (FIGURE 11.4,  which a lso have a unique ' f i n i s '  

i nd ica t ion  made i n  one stroke (FIGURE 11.7; c f .  FIGURE 11.118. 

Double bars consis tent ly  enclose the f i n a l  measure (unless 
28 

there i s  a repeat), and are topped w i t h  a fermata (FIGURE 11.10) 

and fol lowed w i th  the word " f i n i s , '  e i t he r  w r i t t e n  out or ab- 
29 

b r w i a t e d  (FIGURE 11.11). Repeat s igns a re  the usual type 

(FIGURE 11.12a1, or ( i n  Nos. 59-60) placed abwe the s t a f f  (FIGURE 

I I. 12b) . The paleography of the l e t t e r s  e and the l e t t e r s  d a1 so 

25 
No. (3), IUc: 69-71; U: 84; UI: 91-5; V I I :  180. 

26 
No. (41, I: passim; 11: 32; IUa: 50; IVc: 71; I I I :48 ,  

44, 48; IVb: 57-8, 62, 65; U: 77; UI: 85, 87, 92. 

27 
No. (5), 11: 31; IUc: 68-78; 111: 38-9; IUb: 56; U: 75, 

80, 83; VI: 86-7, 98, 91, 93; U I I :  99. 

28 
No. (10) appears throughout the Marco fasc ic le ,  except 

when the l a s t  sect ion of music i s  repeated. 

29 
No. ( 1  la.c),  I : passim; 11: 31-2; IUa: 50-5; IUc: 66-7; 

IUb: 56-63, 65; U: 72-3, 82; UI: 84; U I I :  97-8. No. < l lb /d) ,  11: 
32; IUc: 69-71; 111: passim; IVb: 64; U: 74-8, 83; UI: 85-91; U I I :  
96-7, 100. 



38 
d i f f e r s  from time-to-time (FIGURE 11.8-9). A usual p rac t ice  

when a measure i s  divided between two staves i s  to  employ slashes, 

the second shor ter  than the f i r s t  (FIGURE 11.13). 

Rhythm i s  indicated by not? stems w i th  f lags,  the system 

encountered i n  Petrucci ,  Sulzbach (Naples, 153.9 and Gardano i n  

the 1540s. Castel ion0 i n  ~ i l a n ,  Scot t o  and Marcol i n i  i n  Venice 

used the diamond-shaped notes o f  'vocal music, presumabl y because 

i k saved cast ing new type, a l  though the unsigned copperplate 

engraving (pub1 ished no l a t e r  than 1536, presumably by Marcol i n i )  
3 1 

a lso uses diamond-shaped notes. T r i p l e  meter i s  ind icated w i th  

measures o f  three i n  the dances of Gathering 111, and i n  No. 58 (a  

Senfl motet in tabulat ion) ,  w i th  e3. In Nos. 72 and 83 (chanson 

intabulat ions b y  Marco) and i n  No. 101 (a r i cercar  by Marco), 

t r i p l e  i s  ind icated wi th a le+tward sweep to  the rhythm sign 

(FIGURE 11.14). This  i s  essent ia l l y  a conservative sign found at 

the l a t e s t  i n  mid-15th-century vocal sources, usual l y  f o r  short 

groups of t r i p l e t s .  Petrucci  i s  the only  p r i n te r  Known to  me to  

have had such type font ,  although a few ear ly  l u t e  manuscripts do 

use i t .  

The rhythm signs do, howwer, undergo some metamorphosis. 

For example, one may del ineate f i v e  types of minim, each of which 

emerges l o g i c a l l y  from the p r w i o u s  one. 

30 No. (8a), I: 19, 25-6; IVa: 51; IVc: 67; V: 54-61; V I :  
88-90; 1111: 96-8. No. (9a), IUc: 69; 111: 38-9; ' IVb: 57-8, 62; 
V: 81; VI: 88-98. No. C3t;, 11: 355 IVc: 70-1; 111: passim; UI: 
92-5. 

12 
See Ness, Francesco, page 12, n. 26. This i s  the 

e a r l i e s t  p rac t i ca l  musical source t o  use copperplate engraving. 



The f i r s t  type (FIGURE II.15a) has f l a g s  of equal length, and 

has been penned w i th  three separate strokes: downward f o r  the 

stem, fol lowed by the upper and then lower f l ag .  

The second and t h i r d  types (b and c), a1 though i n  e f fec t  very 

s imi lar ,  have the top f l a g  bent inward, towards the stem, as the 

copyist prepares t o  draw the lower f lag .  I n  the second (b) three 

strokes are used (as i n  the f i r s t  type); i n  the t h i r d  (c )  , two 

strokes, the upper and lower f l ags  having been drawn without the 

pen leaving the paper. 

The fourth and f i f t h  types ( d  and e), l ikewise essent ia l l y  

the sane, are drawn i n  a s ing le  motion w i th  the pen remaining on 

the page: the pen mwes downward and then upward to  form the stem, 

and the f l ags  are drawn as i n  the t h i r d  type. The top of the 

rhythm s ign tends t o  be s l i g h t l y  rounded. The f i f t h  type i s  

dist inguished w i th  an upward bend on the lower f lag ,  caused as the 

copyist prepares f o r  the downward st roke fo r  the next rhythm sign. 

Semiminims correspond, the middle one i n  FIGURE I I. 17, f o r  

example, being t ransi t ional  between the other two. 

A s im i l a r  e f fec t  shows i n  some o f  the lopped bar l i nes  

(FIGURE I I. 12c-dl . Judging from evidence p r w i d e d  by a few un- 

f in ished pieces, Nos. 36e (a cara cosa), No. 65 (an in tabulat ion 

by Marco of Janequin's 'Batai l le ' ) ,  and Nos. 68-71 ( r i cercars  by 

Marco), the copying process involved three steps. F i r s t ,  the 

ciphers were entered, perhaps extending fo r  several pieces (see 

Nos. 68-7 1) . Nex t , bar l ines were added, perhaps a t  po in ts  of 



32 33 
ar t i cu la t ion ,  and f i n a l l y  the rhythms signs. 

Unlike, say, an elegant t i t l e  or ornamental cal l igraphy, 

phenomena such as the f i v e  types o f  minim and incomplete bar l i nes  

tend t o  be the resul t of  unconscious e+for t .  During a session o f  

copying, i t  seems e n t i r e l y  p lausib le that one type of rhythm sign 

and/or bar l i n e  might match on a s l i d i n 9  scale the scribe's im-  

patience, haste and pract iced fluency. Thus a means i s  a t  hand 

f o r  p ro jec t ing  a r e l a t i v e  chronology as a gradual deter iorat ion 

from the ea r l i e r  t r im minim and complete bar l i n e  mi r ro rs  the 

scribe's waning enthusiasn! f o r  h i s  p ro jec t .  

--a- 

32 
Tablatures without bar l i nes  are by no means unusual i n  

16th-century l u t e  sources. For example, two of the e a r l i e s t  
surv iv ing tablatures, Pesaro, Bib l io teca Oliveriana, Ms 1144, and 
Bologna, Bib l io teca un ivers i ta r ia ,  Ms 596 HH.2\4, are w r i t t e n  
without bar l ines, and addit ional examples are found i n  the ex- 
Herwarth manuscripts, i n  the Cavalcanti and Siena l u t e  books 
mentioned abwe, and i n  the mid-century p r i n t s  o f  Matelart  (Rome: 
Dorico, 15591, the j o i n t  Francesco and Perino Fiorent ino tablature 
( ibid.,  15661, and Ga l i l e i ' s  Book I (ibid.,  15681. 

33 
This procedure may perplex some readers, par t  i c u l  ar 1 y 

since i t  seems more logical ,  given 16th-century notat ion, that  the 
bar l i n e s  might be added las t .  But the evidence c i t e d  abwe i n  
the footnote does support this,  a t  least i n  the instances men- 
tioned. 

A sk i1 l ed  16th-century l u ten i s t  would not f i n d  the procedure 
foreign, and as I have demonstrated convincingly (I believe) w i th  
the transcript ions of Nos. 68-71 (which have neither bar l i n e s  nor 
rhythm signs) , one can eas i ly  render a v iab le  reading from such 
incomplete tablatures, especial ly when f inger  dots have been in- 
c 1 uded. 



The section of intabulations (Gatherings U-UII) is in many 

ways the most perplexing. Unlike other gatherings in quaternions, 

it consists of three pair 04 bifolia. Few of the pieces continue 

from one page to another, thus impeding a determination of what 

may have been the intended disposition of folios and gatherings. 

Most of the intabulations <by Marco, Alberto and Bernardo 

N draw upon models in the chanson col lections pub1 ished by 

Attaingnant. Those attributed to Bernardo are fairly easy to 

distinguish, since they are plain and unadorned. Except for :he 

unique 'On en dira' (not SermisyJs setting, but using the same 

melody), they all belong to a a distinct repertory that begins to 

appear in Attaingnant's product ion during the mid 1538s, including 

second generat ion cunposers Sandrin and Le Pel et ier . Al though 

BernardoJs intabulations include chansons of Sermisy, Jacotin and 

Lupi, who are represented in earlier books (1528-381, his selec- 

tion of pieces by them come from Attaingnant books published only 

1532, and some not before the end of the decade. Most, in fact, 

seem to cane from a series of volumes identified with consecutive 
34 

signatures: 

Chansons musicales, in 4 vols., 1532-3 (signatures 4 tphil a- 
d, bh-I, Qn-q): H I=Heartzl 38, 48 and 41. 

34 
For a summary of the signatures used by Attaingnant, see 

Heartz, Attainanant, pp. 74, 381-6. 



Chansons es lwes,  i n  1 vol . , 1536 (signatures a-h, i-q) : M 
70 and 71. 

Chansons nouvel les, i n  2 vols., 1538 (signatures a-d, e-h) : H 
80 and 81. 

[Inner and outer sheets are ind icated 'in and 'ou.1 

Gathering Composer H38 H40 H41 H70 H71 H80 H81 
& No. 1532 I533 1533 1536 1536 I538 1538 

Sermi sy 5 
Le Pe le t ie r  28 
Sermi sy 2 2  
Sermi sy 2 3  
Sermi sy 
Sermisy 
Jacot in 
Lu p i  
Sandr i n 
Sermi sy 
Sandr i n 
Sandrin (=No. 76) 
Sandr i n 
Sandr i n  
Sandr i n 

I n  contrast,  Marco's in tabulat ions are based on ~hansons 

found i n  e a r l i e r  Attaingnant p r i n t s ,  and f requent ly  i n  p r i n t s  and 

manuscripts of I ta\  i an  provenance: 

Chansons musicales, i n  4 vols., 1528-30 (signatures e-h, i-m, 
r-v, x-&, Sa-d and Si-m) : H'i=9, H5, H6, H8, Hi4 and 
H17. 

Chansons a troys, i n  3 vols., 1529 (signatures +a-h) : H I 0  

Venetian pr in ts :  

I 1  primo l i b r o  de le canzoni franzese (Ant ico & Scotto, 1535' 

La Courone e t  f l e u r  ds chansons a t roys (Ant ico b 
del l 'Abbate, 1536) 

Vent i c  inque canzoni francssi (Gardano, 1538) 



Di Constatio Festa i l  primo libro de madrigali a tre vace, . . . aggiuntwi . . . canzoni francese di Janequin 
(Gardano, 154 1) 

Primo libro di madrigali d4Archadel t . . . Con . . . canzoni 
f rancese (Gardano, 1542) 

Italian manuscripts: 

Florence, Bibl. Med.-Laurenziana, Ms. Ashburnham 1085 
Fl orence, Bibl . naz . cen tr . , Mag! . XIX. 112 

Gathering Composer H2 H5 H6 H8 H14 Hi7 H10 ItaIPr I talMS 
& No. 1528 1529 1530 1529 

i IV: 63 
i IV:64 
&I :95 
d:73 

& ? I  I :96 
iVI :88 
iVII:99 
iVI :89 
&:83 

- iVII:98 
iVI :90 
&:82 

i IV:62 
&:72 

Passereau 
Thos. Janequin 
Sermi sy 23 31 
Wil 1 aert 
Sermi sy 23 
Wil laert (?I 
Janequin 
Sermi sy 24 3 
Sermi sy 19 
Sermi sy 
Sermi sy 
Serm i sy 
Mou l u 
C'ermon t 13 

There is, of course, no reason to believe that Bernardo or 

Marco prepared their intabulations directly from the indicated 

sources, or that the earliest appearance in print of a chanson 

necessarily prwides a workable terminus 2 guo, since (for ex- 

ample), according to Andrea Calmo, Passereau's 'I1 est be1 et bon' 

(No. 63) enjoyed a street-song popularity in Venice as early as 

1530, we1 1 before its first known appearance in Parisian and 
35 

Venetian prints in 1535 and 1536. Curious, of course, is the 

35 
Only Sermisy's 'Amour me voyant' does not appear in 

earlier prints; i t  is first printed in Chansons vie1 les, 1 ivre 2, 
1537 (H  79, #30) , and thus may have been reprinted there from an 
earlier, now lost print. 



1 arge number of Sandrin chansons from Chansons nouvel 1 e s  which 

Bernardo in t abu la t ed -v i r t ua l ly  a l l  of h i s  pieces in those two 
36 

volumes. Clear\yMarcoandBernardowereworkingwithreper- 

i o r i e s  separated by time and, in Marco's case, place a s  well .  

- 
36 ' 

Bernardo intabulated s i x  of the eight Sandrin chansons in 
the f i r s t  and second books of Chansons nouvelles (H 80 and 81) ; 
not intabulated are  'Voyez le t o r t e  d'amours" and ' Je  ne croy." 
I have been unable t o  iden t i fy  t h e  musician 'messer Bernardo." 
Since one of h i s  intabulat ions appears in Mus m s  1511d with the 
a t t r i bu t ion  t9 "B.N.,' w e  can assume that  h i s  l a s t  name began with 
an 'N." Might he have been another member of the N~.iisidl e r  fami 1 y 
of lu ten is t s?  There i s  a Bernardo Todesco, "sonatore de leu to  e t  
a lpa Charpl,' who accompanied Pietrobono on h i s  t r i p  t o  Naples in 
1473 (Wol f f e ,  p. 1321, and Bernardino A1 d r a t i  , known a s  'Zop- 
pino,' who was ac t ive  in Mantua between 1511 and 1525. Both of 
these seem too ear ly  fo r  suneone intabulating, ca. 1539, such up- 
to-date pieces. Perhaps he is identical with t h e  MtaestrJo Ber- 
n a r d ~ ,  'sonatore f io ren t ino ,"  who a r r ives  alone and on foot  in 
Mantua on July 22, 1537 (Ber to lo t t i ,  Musica a l l a  cor te ,  p. 35). 



Given the distinctive nature of the two repertories, the 

final gatherings seem to be in particular disarray as they now 

stand. To clarify this apparent disorder, handwriting may be of 

sane assistance, although the ciphers are so consistently alike 

throughout the fascicle that they are of little help (a reason for 

suggesting the work of a professional). But other scribal 

features may suggest layers of hand. 

These sc~ibal features (to be detailed below) permit the 

intabulations to be divided into the fol lowing groups: 

A. Four Marco groups: 

("Ma'): Nos. (m)72, m82,(m)97 and (a199. 
('Mb'): Nos. (m)73, m83, (?)a5 and (m198. 
('Mc'): Nos. (m188, (m)89 and (m)90. 
('Md'): Nos. m95, (m196, m64 and m65. 

B. Three Bernardo groups: 

('Ba'): (b174, b75, b77, b79, b80 and b87 
('Bb'): (b178. !S:Si, and (b)86 
('Be'): b84, b91, b92, (b)94 and (b) 100 

The features include the fol lowing: 
Group: 

1. Custodes, in the form 04 swal l crosses, 
appear at the beginnings o+ the pieces 

2. 'Finis' indications (See FIGURE 11.1 lc/d) : 
(a) Spelled out, or abbreviated 'fs,' with 

a tight loop at the top of the "f .' 
(b) Always abbreviated (even when 

there is ample roam to spell it out) 
(c) Written out, or abbreviated, with a 

large loop on the 'fa 

3. Musical ornamentation regularly uses the 
f ormul as given in FIGURE 1 I .16a-c 

4. Musical ornamentation is entirely lacking. 

: 1. Ma 
I 

I 

I 

:2a. Ma, Mb 
I 

12b. Mc, Ba 
1 

12c. Bc, Md 3 
I 

I 

: 3. Ma, Mb, Mc 
I 

1 

: 4. Ba, Bb, Bc 
I 

I 

5. Right-hand fingering (dots .below 1 5. Ma, Mb, Mc 
ciphers) is provided I 



6. Right-hand f inger ing  indicat ions are lacking 1 6. Ba, Bb, Bc, Md 
I 

7. Two va r ie t i es  of f i n a l  "e' are encountered 1 
(FIGURE II.8a-b) : I 

(a) One w i  th  a backward l oop :7a. Ma, Mb, Mc 
(b) One without the 1 oop, and o f  ten sharp 1 

a t  bottom 17b. Md 
I 

8. Two conf igurat ions o f  'd's' (FIGURE II.9a-b):: 
(a) With sharp turn a t  the bottom 18a. Mc 
(b) With a loop 18b. Bc, Md 
(c) Both types also occur equal l y  :8c. Ba, Bb 

I 

9. The word "messer' and the name "Marco" are 1 9. Bc, Md 
abbreviated w i th  an 'm' slashed w i th  a cur l  ! 
(FIGURE 11.3) I 

10. The ink has a l i g h t e r  consistency. 
I 

110. Md, Bc X 

3 No. 10 : 92-3 and 84 of 
Group Bc 

No. 2c: Except Nos. 44-5 

These scr ibal  features may be displayed as i n  FIGURE 111. 

FIGURE I11 

( '3  3 f'= a sporadic appearance o f  the feature.) 
("08=feature i s  absent) 

M a M b  M c 
3CX3tXZ 
X X f  X X  X X X X  X 
XXXX3C f X f 3 C X  3 C X X  
X X f  3 %  3 X X X 3  3 X f f  3t 
XX3CXX %XXX3C XX3CX3t 

X X X  X X X f  X 
' fs '  abbreviation 3CXXXx 
both 'ds' 
ornamentation 
' e m  wi th  sharp turn 
l i g h t  ink 
f inger ing  dots 
'dm wi th  loop 
'f' w i th  loop 
'messer' abbreviation 

B a B b  B c 
crosses (custades?) 
t i gh t  " f '  i n  ' f i n i s '  
musical ornamentation 
f inger ing  dots 
'em wi th  loop 

3 X X 'dm w i t h  sharp turn 
3%3X3C 
X X  3 3 %  X f f  X X  
00000 00000 00000 

X X X X X  
# X X X X  X X f 

00000 00000 00000 00000 
x X 3C X X X X X  X X X X X  

XX3CXX X X X f #  
3 i f  f f  3i 3 C X f X f  

They f a l l  i n t o  c lusters suggesting layers oC hand. The 

f i r s t  type of Id, '  fo r  example, appears under 'Mc' (ant ic ipated 

under 'Mb') , and continues under 'Ba' and 'Bb,' and sporadical l y 

under 'Bc.' The second type of 'dm, however, begins t o  appear 



under 'Ban and 'Bb' as wel l ,  and then dominates under 'Bc.' 

The various forms of 'f' also d i f f e r e n t i a t e  apparent layers 

of hand: the t i g h t  ' f" i n  'Ma' and "Mb," the * f i n i s 8  abbrwia t ion  

w i th  looped ' f"  i n  'Mc,' 'Ma" and 'Bb,' and the wri t ten-out OR 

abbrwia ted  ' f i n i s '  w i th  loop i n  'Bcm and "Md.' A fu r ther  dis- 

t i n c t i o n  i s  the use of the special abb rw ia t i on  f o r  'messer* and 

l i g h t e r  ink. 

The presence or absence of r ight-hand f inger ing  dots might 

be a t t t r i b u t e d  t o  the scribe's having worked from d i f f e r e n t  

sources, one w i th  the indicat ions, the other without, once again 

suggesting that  the scr ibe probably d i d  not pa r t i c i pa te  i n  the 

e d i t o r i a l  p rac t ice  whi le copying. 

When these groupings are l a i d  out i n  conjunction w i th  the 

contents, some in te res t i ng  pat terns emerge, confirming that the 

gatherings, as they now stand, are somewhat ' fau l ty "  ( i n  a geo- 

log ica l  sense). I n  FIGURE I V  I Have separated the b i f o l i a  and re- 

arranged them to  keep l i k e  groups together. 

FIGURE I V  

Fol. No. Caposer Attain- Italian Ha MI tic Ba Bb Bc M 
gnat Prints 

I I 

bBr 97 (dSemisy 
I 

'6Bv 98 :(s)Semisy 
I 

61r W :(3 Janoquin 
1 

6 1v : (199, cmt.) 
100 :(b) Lupi 



Fol. No. I Coaposer I Qttaing- I ta l ian 
I I gnat  Prints 

55r 85 I(a)Josquin I 
I I 
I 

55v ! (485, comt.) ! 
86 I(b)Smisy IAtt:33/6 

I I I 

58r 92 I b Seraisy I A t t W 6  
93 I b Senisy :Att:38 

1 I 

50J I (#3, cant.) I 
94 I(b)Sa&in :Att:38 
95 I r h i s y  IAtt:28/9 IGar:41 

(continues on fol. 59r) 

I - .  I I 
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I I 
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I I 

!iiu 1 (m, cmt.) I Ik 
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1 I 
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73 I(dI4i l laert IAtt:38 :kS35 ilk 

I I 

5 1v : (473,cont.) I Itk 
1 I 
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I I 

54v I (483, cont.) I Itk 
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I I 

I b % b i n  IAtt:38 
i I 

:(ax, cont.) : 
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I I 

I b Semisy :Att:33 
I(h)San&in IAtt:38 
I I 

:(blAnan.tunicul: 
I b Seraisy IAtt:32/6 
: (b)San&in :Att:38 
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5% BW# S T M S  

A few observztions regarding FIGURE IV: 

(1 )  Bifolia 52/53, containing only works by Bernardo and 

51/54, containing mostly Marco, seem to be improperly positioned. 

(2) Bifolium 68/61 also contains works by Marco and would 
seem to belong with 51/54. 

(3) Bifolium 56/57 begins with a Bernardo intabulation on 

lwel 'Ba,' ends with one on lwel "Bc,' and within contains a 

series of Marco pieces (level 'Mc' and 'Mbm) . 
(4) A logical succession would be to place bifolium 68/61 

between bifolium 59/62 to permit blank pages to fall at the end of 

the section (and of the entire fascicle?), since lwel 'Md' seems 

to have been the 1 ast 1 ayer, and was blank unti 1 the end of 

copying. 

Before suggesting solutions and showing how the intabulations 

arbe related to other gatherings, a short digression is necesswy. 

Seriation, a technique borrowed from archeology, may assist in 

projecting the order in which pieces were entered into the manuscript. 



"Seriation' i s  an archeological technique used t o  determine 

chronological relat ionships. A ser ies o f  phenomena are tabulated 

on s l i p s  of paper, and the s l i p s  are then shuf f led  u n t i l  a pat tern 

emerges, or re-arranged u n t i l  they f i t  a paradigm. For example, 

by matching growth patterns i n  t ree  r i n g s  (caused by d i f ferences 

i n  annual r a i n f a l  I) wi th a master paradigm f o r  the region, an 

archeologist can determine the date o f  timber used i n  the 

construct ion of an ancient dwell ing. O r  successive s t r a t a  at an 

archeological d i g  may y i e l d  d i f f e r e n t  proport ions of var ious ly  

decorated pot tery shards. When proport ions 04, say, three types 

of shards are tabulated from successive st rata,  arrowhead-l i k e  

shapes, s imi la r  t o  that i n  FIGURE V.  1 o f  ten resul t .  The 

proport ions r e f l e c t  changing sty1 e preferences of the inhabi tants 

as the l a tes t  fashion i n  po t te ry  confronts an i ns t i nc t  t o  preserve 

t r a d i t i o n .  Unusually angular d ips or protuberances i n  the arrow 

shapes may indicate periods when a s i t e  was deserted. By matching 

frequencies a t  neighboring s i tes ,  one may determine r e l a t i v e  

chronology or  trace the wanderings o f  a t r i b e  as i t  moves from 

place t o  place. 

By using the frequencies o f  the three types of minim shown 

i n  FIGURE I 1  .lSc, above, t h i s  technique may be adapted t o  ass is t  

i n  determining the layers of hand and r e l a t i v e  chronology o f  the 

copying process i n  the Marco fasc ic le.  Proportions of the three 

types should r e f l e c t  the scribe's task: as he began the f i r s t  

t r i m  minim should dominate, but wh i l e  pushing ahead t o  complete 

h i s  pro ject ,  or a por t ion o f  i t ,  the second and t h i r d  types should 



appear i n  greater frequency. O f  course, the ear ly  t r i m  type 

(FIGURE 11.15a) would tend t o  reappear a f t e r  a per iod o f  res t ,  

thus r e f l e c t i n g  t o  some extent the copyist 's work schedule. 

The r i c e r c a r s  i n  Gathering I and the in tabulat ions of Jos- 

quin, e t  al., i n  Gathering IVb may serve as a contro l .  Since 

Gathering I car r i es  o r i g ina l  f o l i a t i o n  and i n  both gatherings the 

pieces of ten extend from page to page, the sequence seems not t o  

have been 'disturbed. This cannot be proposed f o r  other gatherings 

w i th  pieces confined f o r  the most pa r t  to  a s ingle page. When the 

proport ions of the three types of minim and the completed bar 

l i n e s  are tabulated, arrow-1 i ke  shapes emerge, as shown i n  FIGURE 

V.1-2. Each seems to  grow or diminish w i th in  a c lus te r  of pieces. 

For example, as the f i rs t  type o f  minim i n  Nos. 15 through 26 d i -  

minishes i n  frequency, i t  i s  replaced by the second type; whereas 

i n  Nos. 56 through 64, i t  i s  ths t h i r d  type that becomes more 

p rwa len t .  A1 though graphs V. 1 and U.2 s h w  the same phenomenon, 

they are not congruent and doubt lessly r e f l e c t  d i f f e r e n t  stages i n  

the copying process. I t  i s  not possib le t o  merge w i t h  any resul -  

t i n g  log ic  items i n  the two graphs, and i t  would not be possible, 

for  example, t o  suggest that the copyist  worked on the two sec- 

t ions  simul taneously a1 ternat ing pieces. I n  other words, i n  

FIGURE V.1, as the scr ibe pushes ahead, the f i r s t  type i s  

sac r i f i ced  t o  the second, but i n  FIGURE V.2, to  the t h i r d  type, 

suggesting that U.2 may be l a t e r  than V.1. 

These proportions and those of completed bar l i n e s  are a lso 

s t r i k i n g i y  d i f f e r e n t  i n  boths groups of pieces. 



FIGURE V.1  

P b a r  1 i nes 

--- 
FIGURE U.2 

The shapes may also reresent cycles i n  the scribe's copying, 

especia l ly  where pattern anomalies occur. No. 62 seems out of 

place, f o r  example, suggesting that i t  should receive some atten- 

t ion.  Unusual protube~ances, such as those a t  22, 26 and d@ might 

ind ica te  places where the scr ibe resumed copying a f te r  rest .  I n  

these instances, the scribe's usual s t re tch  of copying i n  a s i t -  

t i n g  ( i f  that i s  how we are to  in te rpre t  i t )  may have been about 

f i v e  or s i x  pieces. 



Other un\~sual changes appear i n  the minims between Nos. 21 

and 22, 26 and 28, 59 and 68, and i n  the bar l i nes  between 19 and 

21, 26 and 28, and 58b and 59. O f  these a coincidence o f  change 

between 26 and 28 occurs i n  both minims and bar l ines, ind icat ing,  

perhaps, that the copying process stopped i n  t h i s  gathering and 

continued elsewhere. This i s  p a r t i c u l a r l y  w iden t  from the abrupt 

appearance of the t h i r d  type of minim at No. 28. 

Elsewhere the protuberances appear one piece ea r l i e r  i n  the 

bar l ines,  producing an overlap. This agrees w i th  evidence, 

discussed abwe, to argue that the copyist staggered the com- 

ponents, enter ing bar l i nes  w e r  a number of pieces, and then 
37 

l ikewise the rhythm signs. The bar l i nes  may have been entered 

i n  the order of Nos. 21 through 26, 15 throu55 19, and then 28 

through 38. The resu l t i ng  shapes seem to  match (see FIGURE V I ) .  

37 
See No. 38, which has only ciphers and bar l ines, and 

No. 65, which has ciphers, bar l i nes  and rhythm signs through the 
f i r s t  page, then three-quarters of a page with a few bar l ines,  
and then a page w i th  only ciphers. Nos. 68-71 have only ciphers, 
and one suspects that they may have been copied i n  sequence w i th  
No. 65, w i th  which they share a number o f  other scr ibal  features. 



FIGURE UI A 

Bar Lines Only 

Above i n  footnote 37 I have remarked that  i t  seems, according 

t o  the' evidence i n  uncompleted tablatures, that bar 1 ines may have 

been entered as a separate process i n  the copying. I t  may have 

been that they were i n  f a c t  entered consecutively f o r  a ser ies  o f  

pieces wi th only ciphers and rhythm signs. Thus, abwe i n  FIGURE 

UI  A, No. 22 may have had bar l i nes  entered before No. 23, and No. 

16, before No. 15. Likewise, the sect ion of in tabulat ions by the 

anonymous German might have had bar l ines entered as shown below. 

FIGURE UI B 

The scr ibal  idiosyncracies scattered throughout Gatherings U, 

UI  and U I I  i n  a geological l y  ' faul  t y *  manner (as w e  have seen), 



render the section o f  intabulat ions the most problematical i n  the 

Marco Sascicle. %i; the ser iat ion tabulated i n  the order i n  

which the pieces occur i n  the section, an e r r a t i c  p i c tu re  would 

s i m i l a r l y  resu l t .  I f ,  howwer, the tabulat ion i s  made according 

t o  the various leve ls  of  scr ibal  hand ('Ma," "Mb,' "Ba," etc.) 

some fami l ia r  patterns emerge. These may i n  turn be used to  

suggest how the b i f o l  i a  may have been intended f o r  grouping i n t o  

larger gatherings. See FIGURE UII. 



FIGURE VII 



Bar Lines 

Mb-Mc 
88. 
89. 
98.  
83. 
72. 
82. 
64. 
73. 
87. 



The b i f o l i a  may be arranged i n  any numbe? of permutations and 

combinations. Ever present i s  the d i s t i n c t  p o s s i b i l i t y  that they 

were never projected as 1 eaves i n  planned gatherings. Indeed the 

plan may have, and probably did, change as copying p r o c e e d e d .  The 

bar l i nes  on l w e l  'Mb' and 'McY may have been added a t  the sane 

time, perhaps wen along w i th  those f o r  l w e l  'Ba.' There is no 

s t r i k i n g  contrast i n  ink (throughout the fasc ic le,  as a matter of 

fac t ) ,  so i t  seems probable that the bar l i n e s  were entered by the 

or ig ina l  copyist. The order, shown i n  FIGURE V I I I ,  t o  be discussed 

next, seems iogical .  

I n  any went ,  our aim i s  t o  d i scwer  what may have been the 

or ig ina l  internal s t ructure and number of sources from which the scr ibe 

worked, and the one shown i n  FIGURE V I I I  seems as good as any, and 

bet ter  than most. The order i n  which pieces may have been entered 

according to t h i s  widence i s  summarized i n  the f igure.  Roman numerals 

show the order of minims and Arabic numerals w i th in  parentheses, the 

bar l ines.  The ' t ona l i t y "  of each piece, using G-tuning f o r  compari- 

son, i s  given w i th  upper- and lower-case l e t t e r s .  



F I G U R E  V I  I I 

Fol. No. kqmer na Ba Hbbrk Bb Bcbtlc M 

65 : m Janequin I I 
I  I I : I F  I 

46v (Mi, cont.) : I I  I I I 1 
I  

47r : (165, cont.) I I I  I  I I 
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I  I I I 

1 ' 1  
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I I I I 
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100 : (b) Lupi I I I I : IU F(4) : 
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I 

83 :(a) Senisy I I I 
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57r : (189,cont.) 
PB l (d Sermisy 

5k : (998,cont.) 
91 I b Le Peletier 

58r 92 1 b !kmi5y 
93 l b Semisy 

58, : (493, cont.) 
94 :(b) W i n  

% 1 r Serrisy 

5% 1 (495, cont.) 
96 :(el Serrisy 
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62r - 

6hr 

B L A N K  S T A V E S  

BLANK P A G E  

BLANK P A G E  

A number of observations are germane. The scr ibe  appears t o  

have entered pieces regu lar ly  a t  the top of rectos, f i l l i n g  i n  a 

few pieces on remaining staves. Pieces i n  Dorian on d, g, f ,  etc., 

o f ten  appear towards the end o f  a spurt of cdpying. Chansons found 

only  i n  I t a l i a n  vocal p r i n t s  (Nos. 64 and 881, as wel l  as those 

that appear i n  I t a l  ian  p r i n t s ,  are of ten on 1 we1 "Mc." On the 

other hand, pieces intabulated from chansons appearing i n  the 

Chansons nouvel l e s  o f  1538 are  i n  w e r y  instance added t o  pages - 
that were f o r  the most par t  already f i l l e d :  those from the f i r s t  

book (Nos. 78 aed 813 to  l w e l  'Bb,' and those from the second 

(Nos. 75-6, 78, 84, 93-91 t o  l w e l  'Bc.' 'Uaincre na peu' (Nos. 84 

and 76) appears t o  have been copied twice i n  succession. 

I n  iay ing out the fasc ic le,  the copyist  usual ly  l e f t  pages 

of blank staves, or  blank unl ined pages, towards the end of  each 

sect ion devoted t o  a s ingle genre. Logical ly ,  when a copyist had 



a large amount of music on hand t o  be entered i n t o  a manuscript, 

he may have worked i n  f u l l  gatherings of quaternions adding b i f o -  

l i a  i f  i t  appeared that only p a r t i a l  gatherings were needed t o  

ho ld  the projected compositions. I n  the present case, the copyist 

may have been working i n  b i f o l i a ,  or binions, as seems evident 

w i th  f o l i o s  55/58 of l w e l  "6a." He may have kept them tcgether 

u n t i l  i t  became necessary to  re-arrange the b i f o l  i o  as an outer 

sheet, so that No. 95 could complete the las t  level .  This may 

account f o r  the intabulat ions seeming to  f a l l  f i r s t  i n t o  binions, 

rather  than quaternions. The copyist may have been working from 

several sources and have decided to  add the post-1538 chansons 

when they became avai l  able, perhaps a t  the 1 ast moment. I f ,  based 

on watermark widence, the fasc i c le  was copied i n  the l a t e  1538s, 

then a sequence of binions followed by projected quaternions seems 

e n t i r e l y  plausible. 

Likewise, as pieces were added t o  the sections dwoted to  

other genres, addit ional b i f o l i a  might have oecome necessary w i th  

successive layers. 

With t h i s  i n  mind and re turn ing  f i n a l l y  t o  the r icercars,  i t  

i s  not too d i f f i c u l t  t o  determine how the gatherings might f i t  

together. We have not iced that Gatherings I 1  and IVa/c may have 

formed a u n i t  fo l lowing Gathering I (where they were posit ioned i n  

Maier's arrangement). Lacunae occur i n  the ser ia t ion  pat tern of 

Gathering I, especial ly between Nos. 26 and 28. I f  the pro- 

por t ions of Gatherings I 1  and IVa/c are tabulated, they f i t  n i ce l y  

w i th  Gathering I. (See FIGURE IX.) 



b a r  1 i nes 

I n  laying out the gatherings by r icercars,  dances and in ta -  

bulat ions, the copyist seems usual ly t o  have worked i n  quater- 

nions, leaving blank pages or pages of blank staves towards the 

end of each section and f i t t i n g  i n  short pieces a f t e r  the longer 

ones previously entered. Ear ly  i n  the process, f o l i o s  may have 

been purposely l e f t  blank t o  p r w i d e  space f o r  other pieces i n  the 

same mode. This may account f o r  f o l i o  381-9 being blank i n  the 

f i r s t  layer, No. 54 (Phrygian on g) forming an intended Phrygian 

group w i th  No. 51 (Phrygian on a), and No. 22 f a l l i n g  ear ly  i n  the 

copying, but entered on a l a t e r  f o l i o  to  avoid page turns. The 



order of Gatherings I 1  and I U d c  given i n  FIGURE X . 1  seems 

e n t i r e l y  p lausible .  

fol io  I A Y R  ME 

26 I(1) a26 (F) 
26v (cat.) 

FIGURE X . l  

LAYER IN0 LAYER THREE LAYER FOUR IAYER FIVE 

[ B L A N K  S T A V E S 1  

m 34 (6) 
f 35 (a Phrygian) 

(con t .) 
a 78 (9) 
n 71 (gn 

[ B L A N K  S T A V E S 1  

I B L A N K  S T A V E S 1  
I B L A N K  S T A V E S 1  



A version laid out in binions is less successful , I think. 

fo l io  MYER ONE 

FIGURE X.2 

LAYERTWO LAYEilTHEE LAYERFWR LAYERFIM 

- - -- - - -- -- - - - - 39 I 1  533 (9-d) 
1 39v (cant.) 
I 

: -4a 111 54 (g PhrW) 
: 1 4ev (cllnt.) 
I I 
s I 111 5 3  (8) 

[ B L A N K  S T A V E S 1  

(con t .) 
a78 (g) 
a 71 (q-0 

: , 28 I 1  (d31 (dl 
I1 28, 
I I 

111 832  (GI 
I I 

I I 

I V  (d33 (F) 
I I 

: 1 29 
I I 

0 3 4  (6) 
I I f 35 (a Phrygian) 
: i-29~ [ B L A N K  S T A V E S 1  

[ B L A N K  S T A V E S ] .  
[ B L A N K  S T A V E S 1  

A curious feature o+ the Marco Fascicle, which has n w e r  



been convincingly explained, is the number of pieces that have 

been cancel led with a single pen-stroke. In her article on the 

Herwar th manuscripts (page 42) , Dr. ~artinez-~b.1 lner has suggested 

that the cancel led pieces may have been inaccurate or outmoded. 

Another suggestion is that the pieces so marked may have been 

copied into another manuscript, or may have served for a print, 

being cancelled as they were entered. 

These explanation are not too plausible. The readings are 

exceptional ly accurate and i t  is of ten the most old-fashioned 

pieces that remain uncancel led: intabulations of works by Senf 1 

and Josquin in Gathering IV and ricercars reminiscent of those by 

the Petrucci generation of lutenists in Gathering I, such as Nos. 

18, 28 and the gNachleufil." Thera is, morewer, a uniformity in 

the consistency of the ink used in crossing out the pieces. 

Folios 58v-59 have corresponding ink stains, caused when the 

diagonal lines, still wet, blotted on the opposite pages, thus 

suggesting that the cancellations were probably made at one 

sitting, after the fascicle was fully copied. This is wident 

from Nos. 34 and 35, ricercars by Marco and Francesco which form 

the youngest layer. Nos. 34 and 35 duplicate Nos. 15 and 21, but 

contain no significant variant readings to suggest that they were 

added as corrections: Nos. 15 and 34 are struck through, Nos. 21 

and 35 are not. This suggests that a piece was crossed off when 

i t  was located in another print or manuscript in the owner's 

library. The anomaly of duplicated pieces, one crossed off in the 

main fascicle, the other, on a page of late additions confirms my 

supposi t i  on. 

In the 'De Rippe Fascicle,' as we observed, pieces were 



copied from a p resen t l y  unknown I t a l i a n  source, no t  from the 

Par i s ian  ed i t i ons .  The pieces were l a t e r  annotated, perhaps a s  the 

owner compared the manuscript w i t h  the p r i n t .  Phrases such as 

" fantas ia  8 dess Ersstz Buchs A1 ber t s *  a re  sc r i bb l ed  throughout 

the f asc i c l e .  Pieces i n  the Marco Fasc ic le  may l i k e w i s e  have been 

checked against the contents o f  another manuscript o r  p r i n t  and 

dup l i ca te  pieces cancel led as the owner i nven to r i ed  the contents, 

so t o  speak. 

I f  the cancel l e d  pieces a re  1 i s t e d  i n  the order  i n  which - 

they may have been entered i n t o  the manuscript, an i n t e r e s t i n g  

succession o f  r i c e r c a r s  pa i red  by  mode r e s u l t s :  

15 Recircar: Marco G 
16 Recircar: Marco 9 

24 Recircar: Marco F 
26 Recircar: Marco F 

54 t u n t i t l e d l  g Phrygian 
2 9 t u n t i t l e d : M a r c o ? l  g 

31 Recercar: [Marco?] d 
30 Recircar: Marco D 

Likewise the uncancel l e d  r i c e r c a r s  f o l  l ow a succession o f  

modes. I t  i s  s i g n i f i c a n t  tha t  modulatory r i c e r c a r s  appear on l y  

among the uncancel l e d  pieces. They may have been intended t o  serve 

as interludes f o r  the sect ion o f  dances i n  Gather ing 111, which 

a lso  do not  contain cancel la t ions.  



22 Recircar: Marco G 
18 Recircar: Marco 9 
19 Recircar: Marco B b-g 

21 Recercar : Francesco 
23 Recircar: Marco 

53 Cunti t ledlZ 
28 Recircare: Marco 

55 Cuntit ledIZ 
50 Cunt i t led l  

66 Cunti t ledl3 
32 Re/car: Marco 

51 Recircare: Francesco 

67 Cossa spagno l a 

a Phr 
d-a 

d Phr 

f Use 'broken style. '  

I n  summary, I b e l i w e  that the foregoing discussion, as 

ex tended as i t has been, PI-wides grounds f o r  suggesting the 

various sources from which the scr ibe worked, and perhaps wen the 

order i n  which they were copied from that source or sources. The 

Marco pieces may very well have been copied from a p r i n t ,  or two, 

or a t  least from another manuscript arranged i n  the manner of the 

usual I t a l i a n  pr in ted  tablature, that i s ,  by genre. Certa in ly  

there i s  evidence, discussed i n  the fo l lowing chapter, that  Marco 

dal l 'Aqui la may himself have published some o f  h i s  music, although 

aside from a p r i v i l ege  granted him by the Venetian Signori, there 

i s  no supporting documentation of any such p r i n t s  ever being is -  

sued. 

I would 1 i ke  t o  propose three books of works by Marco, my 

d iv is ion  being based on the cancelled r i cercars  and the apparent 

f i n a l  , uncompleted l ayer : 



Book I (Ricercars and Intabulat ions) 

15 Ricercar senza canto G 
16 Ricercar C-9 
25 Ricercar G 
24 Ricercar F 
26 Ricercar F 
29 [Ricercar] 9  
54 [Ricercar] g Phr 
31 .Ricercar d 
30 Ricercar D 
33 [Ricercar 1 F 

Marco 
Marco 
Marco 
Marco 
Marco (ca. 1536) 
Marc o? 
Marc o? 
Marc o? 
Marco (or Francesco) 
Marc o? 

72 Las voulez vous F Vermon t/lMarcol 
73 Ala ven tura 9 W i  1 l aert/ lMarcol 
97 h o u r  me voyan t  F Sermisy/[Marcol 
99 Mart in menoit f Janequin/Alberto 
82 Je ne f a i s  r i e n  F Sermisy/tMarcol 
85 Plus nulz regres d Josqu i n/Anon . 
98 J'ay me le cueur F Sermi sy/[Marcol 

88 La rousge du moye de may W i  1  i aert/[Marcol 
F 

89 Aupres de vous Bb Sermisy/CMarcol 
90 Mauldicte s o i t  F Sermisy/tMarcol 
83 Contre raison 9 Sermisy/tMarcol 

64 Nous bergiers f . T.Janequin/Marco 

Book I I  (Ricercars and Popular Venetian Dances) 

22 Ricercar G 
18 Ricercar 9 
23 Ricercar d-a 
53 Ricercar d-9 
28 Ricercar d 
55 [Ricercar l  G 
50 t  Ricercar I F 
66 [Ricercar l  G 
32 Ricercar G 
51 Ricercar d Phr 
67 D'una cosa spagnola C 
19 Ricercar Bb-g 
21 Ricercar a Phr 

Marco 
Marc o 
Marco 
Marco? 
Marco 
Marco? 
Marco? or Francesco? 
Marco? or  Francesco? 
Marc o 
Francesco 
Francesco? or Marco? 
Marco 
Francesco 



36 11 Cara Cosas 
37 tPassamezzo an t ico  and sal  t a r e l l o l  
38 5 Tradi toras  (one for l u t e  duet) 
39 Burato ( for  l u t e  duet) 
48 Bernardo non puol s t a r e  ( I  u t e  duet) 
41 Tocha tocha l a  cane1 l a  
42 t Romanesc a I 
43 Dance: 'Tu t e  pa r t i  core mio caro" 
44 Pomo 
45 Marchesa de San Luzo 
46 Canalecha 
47 [un t i t l ed  dance1 
48 Pwer ine  
49 Br agan t i ne 

Book I11 (Ricercars and Intabulations) 

68 Ricercar (caro a H. 
69 Ricercar 
78 Ricercar 
71 Priambolo 
62 Amy souffrez 
63 11 e s t  be1 & bon 
65 La Guerre 
95 C'est a grand t o r t  
96 Mau 1 g r e  moy 

HE.) d 
G 
9 

9-F 
F 
d 
F 
F 
F 

Marc o 
Marco 
Marco 
Marco 
S e r ~ i  symarco  
Passer eauhlarco 
Janequ i n/Marco 
Sermisy/Marco 
Sermisy/tMarcol 

Perhaps a s  ear ly ,  or even e a r l i e r ,  may be the  source f o r  

intabulat ions by a German lu t en i s t :  

56 Mil l e  regres  d Phr Josqu i n/Anon . German 
57 Per i 1 l ud ave f Josqu i n/Anon . German 
58 N i s i  dominus d Senf l /Anon. German 
59 Was wird e s  doch F Senf l /Anon. German 
68 I1 e s t  jour 9 Sermi sy/Anon . German 
61 Cueur l angoureux a Josqu i n/Anon . German 

And f ina l  l y  what must be the youngest pieces in the 

f a s c i c l e ,  the intabulat ions of Par is ian chansons by Bernardo "N.', 

divided by layers:  



92 Content desi r 9 
87 Uoiant s o u f f r i r  G 
79 On en d i r a  f 
77 Si  une heur pa r fa i c t  C 
74 Las que c ra in i s  mon amy G 
80 Je n'ose estre content D 
75 Douice memoire d 

94 Qu ' i l  vouldra savoir g 
78 Vous usurpes 9 
81 Con tent de vous 0b 
86 Dic tes sans peur 9 
93 Ce qui s o l o i t  1 

84 Vaincre na peu 9 
76 Vaincre na peu 9 
91 S i  mon ma1 heur G 

100 Changer ne puis  F 

Sermisy/Bernardo 
JacotldBernardo 
Anon./lBernardol 
Sermisy/Bernardo 
Sermisy/tBernardol 
Sermi s t/Bernardo 
SandridBernard0 

Sandrin/Bernardo 
Sandr i n/Tern'ardo 
Le Pel 1 e t  i er/Bernardo 
Lupi Did ier  I I /  

[Bernard01 

The two dupl icate r icercars,  and perhaps the gNachleuffl, '  

must have been added, as I have noted, a f t e r  the fasc i c le  had been 

completed. 

34 Ricercar 
35 Ricercar 

G Marc o 
a Phr Francesco 

17 [Nachleuff 1 I 9 
27 CNachleuffll Bb-g 
52 [Nachleuff 11 9 
20 [Nachlouf f l l  0-9 

Anon. 
Anon. 
Anon. 
Anon. 

' Anexamination of t h e v a r i o u s s t y l e s o f  lu temus ic  

contained i n  the fasc ic le  w i l l  ass is t  i n  va l i da t i ng  the abwe 

hypothesis and w i l l  al low us t o  remwe sane o f  the question marks 

and brackets. 



Chapter V I I  

Marco dal I 'Aqui l a and the 

S t y l e  Change i n  Ear ly  Music f o r  Lute 

The e a r l i e s t  i d e n t i f i a b l e  music intended s p e c i f i c a l l y  f o r  

l u t e  dates from the tu rn  o f  the f i f t e e n t h  and s ix teenth cen- 
1 

tu r ies .  During the l a t t e r  h a l f  o f  the quattrocento, as i s  e v i -  
2 

dent from iconographical widence, a far-reaching change occured 

i n  r ight-hand technique. Bare f i nge rs  replaced the plectrum i n  
3 

sounding the instrument, permi t t ing  solo polyphony t o  rep1 ace the 

lu te ' s  usual func t ion  as sing1 e-l i ne  instrument. The waning 

1 
For an i n t e r e s t i n g  and convincing argument that  a t  leas t  

one piece from the Buxheim keyboard manuscript, copied i n  the mid- 
1460s i n  Munich, i s  f o r  two lu tes,  one a discant pa r t ,  the other a 
tenor i n  two par ts ,  see Fal lows, ' F i f  teenth-Century Tablatures," 
30-33, and below. 

2 
Reproductions of 15th- and 16th-.century l u t e n i s t s  i n  so lo  

and ensemble groups may be found i n  Dorfmdl l e r ,  Studien, pp. 178- 
90 (w i t h  a discussion of  the l u t e  as an ensemble instrument on pp. 
104-5) ; Danner, 'Before Petrucci  ,' 17; Heartz, 'Mary Magdal ene," 
52-69, w i t h  p i a tes  between pp. 63 and 64; and Adier, w - K a t a l o q ,  
pp. 161-5. 

3 
That i s ,  i f  bare f ingers  were always used. I n  a f o r t h -  

coming a r t i c l e ,  Jessie Ann Owens and Paul O'Det te  w i  1 l comment on 
a recen t l y  uncwered descr ip t ion of  a performance a t  Rome by 
Francesco da Milano, i n  which he played w i t h  s i l v e r  p icks  attached 
t o  h i s  f ingers .  Such p icks  are mentioned i n  16th-century musical 
instrument inventor ies,  but  t h e i r  purpose has here-to-fore been 
unreal ized. 



of  the older s t y l e  o f  p lay  coincides w i t h  the appearance o f  l u t e  

tablature,  perhaps the bekt p rac t i ca l  notat ion i n  a  day when 

score notat ion was rare.  As a s i ng le  i i n e  i n  an ensemble, the 

usual mensural notat ion i n  choirbook format had s u f f i c e d  f o r  the 

l u ten i s t ' s  music, and as a so lo  instrument the l u t e  was usual l y 
4 

played by the improwisatore o f  n a r r a t i v e  poetry.  Manuscript l u t e  

music before about 1500 i s ,  therefore, q u i t e  except ional ,  although 

d i s c w e r i e s  o f  previously l i t t l e  known or  unavai lab le  sources have 

increased recent1 y. 

I t a l  ian sources, or those w i t h  predominatei y  i t a l  ian  pieces, 

include the f o l  lowing: 

(1) Ca. 1490-1503: Pesaro, B i b l i o t e c a  o l i ve r i ana ,  MS 1144 

(OJJ 11931, "Miscel anea d i  Tempesta Blondi  .' North I t a l  ian? Nea- 
5  

pol  i tan and French tab1 atures. 

(2) Ca. 1500: Zotogna, Bib1 i o teca  un ivers i  t a r i a ,  MS 

596.HH.U4. Neapolitan tab la tu re  (us ing "la t o  i n d i c a t e  the open 
6 

courses) ; southern I t a l i a n .  

[Venice, 1505: Marco dal l 'Aqui l a appl i e s  t o  the Venetian 
Signor i  f o r  a  p r i v i l e g e  t o  pub1 i sh  l u t e  tab la tures]  

4 
See Haraszti,  "La Technique des improvisateurs," 12-31; 

and Pr izer ,  Court ly Pastimes, pp. 3-4, 63-4. 

5 See Rubsamen, 'The E a r l i e s t  French Lu te  Tablature," f o r  
discussion, facsimi les and l i s t  o f  contents; a l so  Fal lows, " 15th- 
Century Tabl atures,' 18-13. 

6 
See Fallows, 18-28. 



(3) Venice, Petrucci, 1507: Francesco Spinacino of Venice, 

Intabu~.;tura de lauto, libro primo and secondo. 

(4) Venice, Petrucci, 1508: Gian Maria Hebreo of Urbino, 

Intabulatura di Lauto, 1 ibro tertio tlostl. 

( 5 )  Venice, Petrucci, 1508: Joan Ambrosio Dal za 03 Mi Ian: 

Intabulatura de lauto, libro quarto. 

(Q Venice, Petrucci , 1$09/11: Franciscus Bossinensis, 
Tenori g con trabassi . 

\ 
( 7 )  Ca. 1518-15: Paris, Bibliotheque nationale, R:S Umd. ms. 

-# 

27 (m, Neuilly-sur-Seine, G. Thibault). 

(8) Ca. 1517: Chicago, Newberry Library, Case UM 140.C25: 

"Compositione di meser Vincenzo Capirola.' Copied in Uenice. 

(9) Venice, ca. 1520: Cooe amorose da cantar nel lauto. 
8 

1 OS~?] 

(19) Uenice, Antico, ca. 1520: Frottole . . . con tenori et 
bassi. - 

( 1 1 )  Ca. 1532: Munich, Mus Ms lSllb, [Venetian dances]. 

(For contents, see Chapter I . )  

7 
Nos. (7) and (8) are now available in a facsimile edi- 

tions, Genwa: Minkoff, 1981, and Florence: Studio per edizione 
scel te, 1981. The Capirola book, with an important preface, has 
been transcribed by Otto Gambosi (Neui I 1  y-sur-Seine, 1955) . 

8 , , .  , . ,  

Listed in Thibault, 'Uincenti,' p. 18. I t  may equal item 
( 10) . 



(12) Venice, Milan, rJaples, 1536: F i r s t  p r i n t s  containing 

Francesco da Milano, Alber t  de Rippe, and Marco dal l 'Aqui la.  

(13) Ca. 1539: Munich, Mus Ms 266, "Marco fascicle," copied 

i n  southern Germany, but probably containing works produced much 

earl i e r .  

Joanne Orbo, a b l i n d  musician from Munich, i s  sa id  t o  have 

f i r s t  introduced the newer method to  I t a l y  i n  the l a t e  1468s, and 

the two manners of p l  ay , p l  ec trum and pol yphonic , existed side-by- 

side f o r  over a half-century thereafter.  Gian Maria Hebreo, 

composer o f  the l o s t  Petrucci book 111, i s  sometimes credi ted f o r  

br inging t h i  newer technique to I t a l y  (being mistaken i n  some 

accounts, one thinks, f o r  Joanne Orbo; both enjoyed the sobriquet 
9 

'A1 lemanni') . Gian Maria was heard a t  Rome i n  1523: 

There was Zuan Maria zudio w i th  h i s  three companions, and 
they a1 l played 2 4, he himself w i th  the plectrum wondor- 
f u l l y .  

Bartolatneo Trornboncino, a f i n e  l u ten i s t  i n  the t r a d i t i o n  of 

the i m ~ r o w i s a t o r e ,  a lso used the plectrum, perhaps throughout 

9 
Sanudo, I D i a r i i ,  34, co l .  216. 



10 
h i s  l i f e :  

H e w i l l  s t i l l  p l a y w i t h  h issonorous lute, . . . 
His sweet notes, h i s  love1 y s t y le ,  
His lu te ,  h i s  plectrum, and h i s  welcome voice, 
S t i l l  resounds i n  the ears of a l l .  

Three plateaus of renaissance l u t e  technique and musical 

s t y l e  may be discerned during the course o f  the change from plec- 

trum t o  polyphonic play: 

(1) an age of v i r tuoso lutenist-improvisers, 

(2) the period of the l u ten i s t s  contemporary w i t h  
Petrucci 's, whose polyphonic technique retained musical 
elements o f  ihe sldsr s t y l  e 09 play, and 

(3) a c lass ica l  phase represented i n  Francesco da M i  1 ano's 
wide1 y disseminated works that cod i f i ed  the indigenous s t y l  e 
of polyphonic play through the time of Dowland, whpn l u t e  
technique succumbed t o  the fashionable s t y l e  b r i s e  sur l e s  
accords nouveaux . 
Phi l ippo Oriolo, i n  h i s  poem about musicians on Mount Par- 

nassus (ca. 15191, provides a convenient working l i s t  of  important 
I 1  

I ta l  i an  1 u ten is ts  of the mid-Renaissance. A1 1 might be counted, 

10 
Hieronimo Cassio, L ib ro  i n t i  t u la to  cronica ( 1525) , trans- 

ia ted  f ran  Knud Jeppesen, & Frot to la,  I (Aarhus, 19681, 148-9, i n  
Pr izer ,  'Lutenists a t  the Court o f  Mantua,". 

11 
The poem and i d e n t i f i c a t i o n  o f  the various l u t e n i s t s  i s  

given i n  Sl im, "Musicians on Parnassus,' pp. 155-63, w i th  some 
correct ions i n  h i s  important a r t i c l e ,  'Gian and Gian Maria," 562- 
74. 1 have r e l i e d  on S:im's i den t i f i ca t i ons  for  many o f  the luten- 
i s t s ,  but have provided addit ional information (where appropriate) 
i n  the l i s t  of  players mentioned i n  the psm. Addit ional recent 
information includes the fol lowing: f o r  Orbo, see below; 
Testagrossa has been dealt  w i th  extensively i n  Pr izer ,  'Lutenists 
and the Court o f  Mantua'; Pietrobono, i n  Lockwood, *Pietrobono,* 
esp. pp. 115-133; and f o r  the correct  i d e n t i f i c a t i o n  of the luten- 
i s t  known as 'Zoppino," see Pr izer ,  pp. 14-15. 



nevertheless, among the most renowned of thei r  day, judging from 

surviving accounts of the i r  fame. That only a f e w  possible candi- 

dates are missing from h i s  l i s t  confirms the exc lus i v i t y  o f  the 
12 

group. He parades h i s  musicians before us, i n  near chronological 
13 

order, a1 though a few may be ou t-oS-step, so to speak. They are 

as f o l l w s ,  w i th  a few others (marked wi th an aster isk) who might 
13 

have been included: 

12 
The most s t r r k ing  omission from Oriolo's l i s t  i s  Albert  

de Rippe, but A1 bert ,  i f  he was born about 1508, was but a 
youngster a t  the time of Oriolo's wr i t ing.  A l l  of  the Petrucci 
l u ten i s t s  are ci ted, except Franciscus Bossinensis (publ. 1509 and 
15111, whose arrangements of f r o t t o l e  f o r  voice and j u te  show very 
l i t  t 1 e creat ive e f f o r t ,  suggesting that he may hakre been but a 
d w i l  i n  Petrucci's shop. Oriolo's acuteness i n  inc luding 
Francesco da Milano and Marco dal l 'Aqui la i n  h i s  l i s t ,  well before 
the i r  music had appeared i n  p r i n t ,  seems to  confirm the select 
c lub that he founded. Some lesser l igh ts ,  who broke i n t o  p r i n t  i n  
the mid-1530s and 40s, are notably absent, and the rather  mediocre 
qua1 i ty  of the i r  surv iv ing music seems to  conf i r m  t he i r  absence: 
Domenico Bianchini (by profession a mosaicist a t  St. Mark's), 
Melchiore de Barberi is (a Paduan p r i es t  and selS-styled 'sonatore 
eccellentissimo de laut toN) and Giwanni Jacobo A lbu t io  (a German 
pedagogue from C l  wes, who seems not  even to have earned renown i n  
h i s  adopted c i t y  oS Milan). 

13 
Or io lo has continued the confusion about Gian Maria 

Hebreo and the elusive Giwan Tedescho. I t  seems hard1 y possible, 
according t o  the documents c i t e d  b e l w ,  that Gian Maria, who 
pub1 ished a book of l u t e  music chez Petrucci i n  1508, was a con- 
temporary o f  Pietrobono, and Giovan Tedescho ( i f  he i s  not 
ident ica l  t o  Giwanni Orbo) might have been a contemporary o f  
Spinacino. I have a l te red  Oriolo's chronological l i s t  t o  r e f l e c t  
these anomalies. Since he uas w r i t i n g  about lu ten is ts ,  long since 
departed, and known to  him only by reputation, Oriolo's confusion 
i s  understandable. 



Giwanni [Joanne] Orbo ( f l .  1465-1581 i n  Munich, Mantua, 
Ferrara and M i l  an) 

Pietrobono de Burzel l i s  ( 1417-1498 i n  Ferrara and 
Hungary) 

Gian Maria Hebreo ($1 .  1492-1581 i n  Florence, Rome and 
Urbino) 

Giwanni Angelo Testagrossa (1470-1538, act ive i n  Pavia, 
Milan, Rome, Parma, Urbino and Ferrara) 

Francesco Spinacino (f l .  1587 i n  Venice) 

Gioan I Janes?l Tedoscho ( f  1 . 1469-75 i n  M i  l an and 
Abbi a tegrasso) 

Genovese [un ident i f ied ]  

Marco da118Aauila (ca. 1475-after 1537 i n  Venice) 

Giwanni h b r o s i o  h ! t a  ( $ 1 .  1598 i n  Milan) 

Bernardino A l d r a t i  , 'Zoppino' ( f  1 . Mantua, 151 1-af te r  
1525) 

Z Vincenzo Capirol a ( 1474-af te r  1548, act ive i n  Brescia, 
England [?I and Venice) 

Francesco da Milano (1497-1543, ac t ive  i n  Rome, 
Piacenza, Milan, Nice and Par is  I? ] )  

Gianetton (a  f i c t i o n a l  l u ten i s t  created to p r w i d e  a 
f o i l  f o r  a dramatic entrance of Vindella?) 

Z Alberto da Ripa (ca. 1588-1551, ac t ive  i n  Mantua, Rune 
and Paris) 

Giwanni Antonio Vindel la  ( $ 1 .  i n  T rw iso ;  brother I ? ]  
of Giwanni Francesco Vindel la) 

The most renowned f i f t e e n  th-cen tury plectrum lu ten i s t  i s  

Pietrobono Ida Ferrara l  de Burze l l i s  (1417-14981, f o r  w e r  a h a l f -  

century one of the most remarkable musicians at the court  of Dukes 

Borso, Leonello and Ercole I 1  d8Este. His t ravels  and a c t i v i t i e s  

are be t te r  documented than any other l u ten i s t  of h i s  day. 



His salary at Ferrara was considerable, indicating the esteem in 

which his patrons held him, and he achiwed the rare honor (for a 

musician) of being named cavaliere. He is not only an important 

figure in the unwritten tradition of the improwisatore, who 

performed narrative poems to the accompaniment of the lute, but is 

also known for his skill in playing in ensemble with other in- 

strumentalists. Pietrobono performed regularly in team with a 

tenorista, one Zanetto Todescho in 1449 and after 1456, Francesco 

Malacise. No instrument is specified for the tenoristas, but a 

Janes Tedescho, who appeared at the Sforza court in Mi 1 an in 1469 

and 1475 was accompanied by "suo compagno che sona la viola 
14 

tda man~?l." Johannes Tinctoris heard Pietrobono perform with 

a tenorista either in Naples (when Pietrobono traveled there in 

--- - 

14 
Lockwood, 'Pietrobono,' 121, 123. 

15 Barblan, 'Vita musicale alla corte Sforesca," 886. 
Nino Pirrotta, 'Music and Cultural Tendencies,' 158, is probably 
correct in suggesting that i t  was a plucked viola that Janes 
Tedescho played. Tinctoris claims that in Italy and Spain the 
viol a without a bow is more of ten used. This is the viola da mano 
mentioned in the title page of Francesco da Mi 1 ano's 1536 Nap1 es 
print. I t  is also specified in the Bottrigari Lute Irecte: Viola 
da Man01 Book in Modena, and in the very early tablature in 
Bologna, Bib1 ioteca universitaria, MS 596.HH.2/4, among other 
places. I t  is the Italian designation for vihuela, causiq con- 
fusion with the bowed instrument. 



1473 w i th  emissaries that accompanied Eleanor d'Aragona back to  

Ferrara as Ercole's bride) or i n  1479 (when he v i s i t e d  Ferrara). 

I n  Qg inventione et usu musicae, w r i t  ten probably between 1480 and 
16 

1484, T inc to r i s  mentions Pietrobono spec i f i ca l l y :  

The l y r e  i s  cal led  the lu te,  which we use a t  feasts, 
dances, and publ ic  and p r i va te  entertainments, and i n  t h i s  
many Germans are exceedingly accomplished and renowned. 
Thus some teams w i  I 1  take the t reb le  par t  of any piece you 
care t o  give them and improvise marvellously upon i t  w i th  
such taste that the performance cannot be r i va l l ed .  Mong 
such, P ie t ro  Bono, l u ten i s t  to  Ercole, Duke o f  Ferrara, i s  
i n  my opinion pre-eminent. 

Antonio Cornazano. w r i t i n g  about 1456, described a performance by 
17 

Pietrobono o f  a 'well ordered f ro t ta : "  

He sang t o  the ce t ra  of modern love which he esteemed, . . . and ran everything i n  semitones Crecte: semifuse?l, 
always i n  proportions and syncopations, im i ta t i ng  the tenore 
on h i s  cantoni Crecte: cantino, top st r ing?] ;  . . . he then 

16 
Translated i n  Baines, 'Fifteenth-century Instruments i n  

Tinctoris's," 24. Pietrobono's grandfather was apprently German 
(Lockwood, 'Pietrobono,' 11-51, and th is ,  or the fac t  that so many 
musicians a t  the court of Ferrara were, may account f o r  Tinc- 
to r is 's  suggestion. That he was from Brussels ('de Burzel l i s u )  i s  
unfounded. 

17 
Antonio Cornazano, "Laudes P e t r i  Boni Cythariste,"- 

ziade, canto v i i ,  ed i ted w i th  cmenicary i n  P i r ro t ta ,  'Music and - 
Cultural  Tendencies,' pp. 144-6. As P i r r o t t a  cautions, Cornazano 
throws musical terms about w i th  w i l d  abandon, and h i s  account may 
thus be suspect. For example, i f  Pietrobono "descended' w i th  h i s  
l e i t  hand towards the rose of the instrument, then the p i t c h  would 
have gone higher. I f ,  however, Cornazano i s  re fe r r i ng  t o  the 
right-hand motion toward the rose from the br idge (where the hand 
i s  usual ly  expected t.0 be rooted), the usual meta l l i c ,  nasal sound 
of renaissance l u t e  playing would gradually be replaced w i th  
sweeter and sof ter  sonor i t ies appropriate to  Cornazano's descrip- 
t ion. I f  i t  i s  correct,  the second suggestion carr ies important 
impl icat ions fo r  renaissance l u t e  performance practice. 
Unfortunately Cornazano's thrust  was more l i k e l  y towards f l o r a l  
paronc!resie than technical description: ' t a l  che fe '  ponto i n  su 
l a  rosa, . . . l a  sententia era e f i o r i  e non viole. '  



descended languid1 y to  f i n i s h  the piece, ending on a f i n e  
point near the rose, . . . and then, returning, as i n  an 
amorous c i r c le ,  searched tcercarel  out a buoyant dance. 

This older s t y l e  of Pietrobono i s  of ten cont~as ted w i th  the 
18 

polyphonic manner. T inc to r i s  again: 

Furthermore, others w i l l  do what i s  more d i f f i c u l t ;  
namely to  p lay a composition alone, and most ski1 l f u l l  y, i n  
not only two parts,  but wen i n  three or  four. For example, 
Orbus the German, or Henri who was recent1 y i n  the service 
of Charles, Duke of Burgundy; the German was super-eminent 
i n  playing t h i s  way. 

T inc tor is  names the v i o l a  da mano as thz prefered instrument, as 
he continues: 

While some play w e r y  sor t  of composition most 
d e l i g h t f u l l y  on the lu te,  i n  I t a l y  and Spain the v i o l a  
without bow [ v i o l a  da mano; v ihuela l  i s  more often used. On 
the other hand over the greater par t  o f  the world the v i o l a  
wi th bow i s  used not only i n  t h i s  way, but also i n  the 
rec i t a t i on  o f  epics. 

Nor must I pass w e r  a recent wen t ,  the performance of 
two Flemings, the brothers. Orbus, men who are no less 
learned i n  l e t t e r s  than s k i l l e d  i n  music, named Charles and 
Johannes. At  Bruges, I heard Charles take the upper par t  and 
Johannes the tenor i n  many songs, p lay ing the v i o l a  i n  t h i s  
way so exper t ly  and with such charm that the v i o l a  has never 
pleased me so we1 1 .  

18 
Loc. c i t .  



Oriolo,  whose l i s t  appears t o  be chronological ,  placed 

Johannes urbo f i r s t  , $01 1 owed by Pietrobono. In 1470 a Johannes 

(Joanne, Giwanni )  Orbo, a b l i n d  musician from the cour t  a t  Munich 

\ 
was i n  the serv ice  o f  Margheri ta d i  Baviera, consort t o  Federico 

I Gonzaga of Mantua. A b l i n d  l u t e n i s t  would p re fe r  t o  p lay  w i t h  

bare f ingers  ra thp r  than plectrum, i t  seems, and p r i o r i t y  f o r  
19 

polyphonic p l ay  could be assigned t o  him. He i s  probably iden- 

t i c a l  w i t h  the Janes Tedescho who played l u t e  t o  the accompaniment 
20 

of  v i o l a  a t  the Sforza cour t  i n  1469, s ince Orbo was clear1 y 

there i n  1468, as S+orza Mar ia  Sforza repo r t s  i n  a l e t t e r  

w r i t t e n  t o  h i s  brother  Galeazzo Maria Sforza from B e l f i o r e  i n  
2 1 

September : 

Her i  non andassimo i n  campagna, ma a1 disnare havessimo 
d i ve rs i  p iacere, de cl.avicembala, de l i u t i ,  ed bu f f on i  e t  de 
Mag t i s t l r o  Zohanne orbo, qua1 d i xe  maravigliosamente, pik 
de I'usato. 

19 
A s i m i l a r  s i t u a t i o n  e x i s t s  w i t h  Conrad Paumann's 

supposed invent ion o f  German tablature.  I t  i s  assumed tha t  a 
b l  i nd  person would hard1 y invent a system of notat ion, when 
actual l y  German tab la tu re  would be ideal  l y  su i ted  t o  the d i c t a t i o n  
o f  a b l i n d  l u t e n i s t ,  perhaps more so than any other type o f  
tab1 ature or musical notat ion.  

20 
C f .  H. Col in  Slim, 'Gian and Gian Maria," 563. 

2 1 
Emi l io  Motta, 'Musici a l l a  co r t e  deg l i  Sforza,' A rch iv io  

s t o r  i i co l ombardo, 14 ( 1887) , 283n. 



\ 
Orbo may have f l e d  t o  Mantua and Margher i t a  d i  Baviera ( h i s  former 

patroness in Munich?). When Galeazzo wished t o  have "quel cieco 

miraco1oso"wi t h  "tutti gl 'instrumenti che s a  sonare, '  Ludwico 

Gonzaga rep l ied  that i t  had been d i f f i c u l t  enough to  bring Orbo t o  

Mantua. Orbo had dweloped an obsessive fear  ( " fan tas ia" )  that  

jealous I t a l i an  players might poison him, and he would ea t  only 
22 

food prepared fo r  him by Margherita. Gaieazzo's was just  one 

of a number of requests for  Orbo in 1470. On three occasions King 

Ferdinand of Naples requested that "uno orbo musico de omne 

instrumento . . . dic to  Joanne' be brought t o  the Neapolitan 

court ,  adding that  the D u k e  of Bavaria had inquired about 

Orbo's conduct among h i s  fe l  1 ow musicians.23 Later Orbo may be 

traced t o  Ferrara and again t o  Milan. A t  Ferrara in 1473 for  h i s  

performance of songs and poetry, h e  received a g i f t  of woolen and 

s i l k  c lo th  t o  make a mantle, and in 1477 a t  a banquet given by 

----- 
22 

Giulio Bertoni, "I1 Cieco di Ferrara e a l t r i  improwisa- 
t o r i  ,.' Giornale s to r i co  del l a  l e t t e r a t u r a  i t a l  iana, 94 ( 19291, 
273-4. 

23 
The l e t t e r s ,  dated 20 May, 6 and 21 July,  1478, a r e  

quoted in Antonio Ber to lo t t i ,  Musici a l l a  co r t e  dei Gonzaaa in 
Mantova dal secolo XU a1 XU111 (1890; r p t  Bologna, 19691, pp. 8-9. 



Ercole I d'Este f o r  the Duke o f  Bar i ,  a Sforza, he and another 

b l i n d  poet-musician Francesco Ciecho da Ferrara sang pra ises o f  

the guests t o  the * i iv;rmC=lute, according t o  T i n c t o r i s l .  The two 

performers were described as 'arnbidott issimi," a descr ip t ion  which 

matches T i n c t o r i s ' s  mention o f  Johannes and h i s  brother being 

' l i t t e r i s  erudi tos."  Orbo has l e f t  a number of poems, inc lud ing  a 

cap i t o l o  on the death of Mario F i l e l f o  <son o f  Francesco?) and 

sonnets, i nc l ud ing  "Per a l t o  mar con bianca b a r c h a b n d  "Quando 

\ 
24 

Madonna h s o t t o  bianca veste.' He may have been i n  Mi!an i n  

1475, s ince  i n  t ha t  year a payment i s  recorded 'a1 magistro 

Johannes Todescho sonatore de leguto, ed a1 suo compagno che sona 
25 

l a  v io la . '  
26 

Somewhat 1 a ter ,  i n  1510, Paolo Cortese ascr ibes t o  the 

Germans Bal thasar and Gian Maria the f i r s t  use o f  the polyphonic 

--- 

24 
G iwann i  Rua c i t e s  some add i t iona l  documents by Johannes 

Orbo i n  "Pastille su t r e  p o e t i  c iechi , '  Giornale s t o r i c o  del l a  
l e t t e r a t u r a  i t a l i a n a ,  11 (18881, 294-98. 

25 
Barblan, V i ta ,  p.806, note 2. 

26 
Paolo Cortese, De card ina la tu  l i b r i  t r es  (Castel Corte- 

siano, 15101, f o l s ,  73-73v, given i n  facs im i le  w i t h  a t rans la t ion ,  
i n  P i r r o t t a ,  'Music and Cul tura l  Tendencies,* 149-50, 153-4. 



method, comparing the i r  manner of p lay wi th the plectrum s t y l e  of 

Pietrobono. He seems t o  have mistaken Gian Maria Hebreo 

Lutes . . . For those sure-fingered proceedings, now 
repet i t ion ,  now stopping, now lessening and almost i n t e r -  
lac ing of sounds, are i n  the hab i t  of  creeping eas i l y  i n t o  
the minds o f  men w i th  the i r  exquis i te  sweetness. Which 
genre, indeed, has been more knowingly r w i v e d  i n t o  a r t i s t i c  
per fect ion by our generation, and i s  acknowledged as the 
f i r s t  genre o f  p lay ing that can be praised fo r  the way i n  
which i t  i s  arranged and put together. They say that  i t  was 
f i r s t  establ ished by Bal thasar and Joannes Maria, both sur- 
named Germanus, so that  the simple Csimplexl r e p e t i t i o n  i n  
the high region used by the ancients would bejoined by a 
connection o f  a1 1 s ingle sounds from the lower region, and 
from the l a t t e r  a combined symphony ca l l ed  sociata would 
f l ou r i sh  more r i c h l y .  Before them, i n  fac t ,  Petrus Bonus 
Ferrar iensis,  and those who derived from him, o f ten  avai led 
themselves o f  the repe t i t i on  i n  the high region [diminutions 
or var iat ions?];  not yet was the [present] mode o f  har- 
monizing a l l  the individual Csoundsl known, by which the 
sense of the ear can best be f i l l e d  w i th  perfect sweetness. 

Many claims have been of fered f o r  the l u ten i s t  most 

responsible f o r  codi5icat ion of the new sty1 e. As we sha l l  see 

l a te r ,  the two techniques worked hand-in-hand, and Marco 

dal18Aquila seems t o  have been, chronological ly,  i dea l l y  su i ted  to  
27 

exert an influence on the new s ty le .  

I n  contrast t o  other l u t e n i s t s  of the I t a l i a n  Renaissance, 

such as Joanne Orbo, Pietrobonc da Ferrara, Alber t  de Rippe, Gian 

Maria Hebreo, and wen Francesco da Milano, Marco remains i n  

obscurity, i n  sp i t e  of h i s  f i n e  reputat ion (Orbo even placed him 

27 
Gombosi i n  h i s  ed i t ion  o f  the Capirola l u te  book 

promotes Capirola as a s ign i f i can t  f i gu re  w i th in  t h i s  same time 
span, but Gombosi's extensive invest igat ion f a i l e d  to show that  
Capirola was known beyond h i s  own c i r c l e ,  and Capirola's works, as 
v i r tuoso as they are, do not have the formal cohesiveness of 
Marco's. 



29 
on Mount Parnasus, as we have seen, whi 1 e he was s t i  l l a l  ive) . 
We do not know h i s  patrons, nor exact ly where he was act ive, a l -  

though presumably i t  was i n  Venice. Archival research w i l l  

doubtlessly reveal much more about him. 

According t o  h i s  cognomen, he came from Aquila, a c i t y  i n  

central I t a l y  i n  the Abruzzi, then w i th in  the Kingdom of Naples, 

or perhaps from Aquileia, a town i n  the Venetian Republic about 89 

kilometers northeast of Venice. Marco was most l i k e l y  born i n  the 

1 ate 1470s or 80s and 1 ived a t  least u n t i l  1538, since he appl i ed  

f o r  and received a p r i v i l ege  to  p r i n t  l u t e  tablatures i n  1505 ( i f  

the date given by Schmid i s  correct), ce r ta in l y  a f te r  he had . 

gained h i s  major i ty  and had been granted Venetian c i t izenship,  and 

since P ie t ro  Aret ino mentions him i n  a l e t t e r  dated December 1537. 

His period of p roduct iv i ty  f a l l s ,  therefore, w i th in  the 

29 
The name i s  var iously spel led i n  the documents c i t e d  

late?; 

Pe t i t i on  to  Venetian Signori 
( 1505) : 

Oriolo's poem (ca. 1519): 
Let ter  of ' Spataro ( 1524) : 
Marco l i n i ' sp r i n t  (1536): 

Castel iono's p r i n t  ( 1536) : 

Let ter  from Aretino ( 1537) : 
Munich manuscripts: 

Gerle's p r i n t  (1552): 

Marco da 1'Aquila 
Marco Aqui l an 
Marco de l aqu i l a  
Marco da I 'Aqui 1 a 
Aqu i l ano ( prebace) 
Marcho da Laqui 1 a 
Marco da Laqu i 1 a 
Marco de Laqui l a 
Marco da 1 'Aqui l a 
Marco da LaqCuil la 
Marco de LaqEuil la 
MD. LCI 
Marx vom Adl er 

Since Marco apparently signed the pe t i t i on ,  the f i r s t  
spe l l i ng  should have preference, although I have adopted the 
spe l l ing  i n  The New Grwe. 



three decades between Petrucci's publ icat ions o f  1507-11 and the 

appearance i n  1536 a t  Naples, Milan and Venice, of works by Fran- 

cesco da M i  1 ano ( 1497-1543) , Marco's jun ior  by about 15 years. 

A1 though a few o f  Marco's compositions are reminiscent of 

Petrucci 's lutenist-composers, most o f  h i s  works (especia l ly  those 

pub1 ished by Caste1 iono i n  1536) are mature examples of the point -  

of-imi t a t i on  and dialogue s t y l e  that Francesco brought t o  a 

'c1assic"phase. Marco prefers the repe t i t i on  st ructures of the 

f r o t t o l a  and Parisian chanson to the t rad i t i ona l  continuously- . 

w o l v i n g  form that characterizes l u t e  music under the spel l  of  

plectrum technique and 15th-century successive composition, w i th  

i t s  typ ica l  ambling l ines .  He i s  without doubt a composer of 

importance. 

I n  the preface to  the co l l ec t i on  o f  works by Francesco da 

i l i l ano issued i n  May 1536 a t  Venice, Francesco Marcol in i  da F o r l f  

p l  aced Marco i n  company w i  th Francesco da M i  1 ano and Al ber t de . 

Rippe seeming1 y contrast ing him w i th  the older composers, Josquin 

des Prez, Gian Maria Hebreo and Giovanni Angel o Testagrossa, 

impressive company, indeed. The preface i s  worthy of complete 
30 

quotation: 

Francesco Marcol ini ,  a i  musici 

Francesco Marcol i n i  t o  the Musicians. 

Gentle souls, wen tt.ough a l l  wind instruments and a l l  
s t r ings,  by holding the q u a l i t y  of harmony which i s  i n  the 

30 
Trans1 a t ion  a f te r  Mixier,  'Two Venetian Lute Books,' pp. 

11-12. 



spheres, whi le  they move the hearers, are sweet, the tender- 
ness o f  the sound which i s  born o f  the l u t e  when played by 
the d iv ine  f ingers  o f  Francesco Milanese, Alber to da Mantua 
and Marco da I 'Aquila, by making i t  f e l t  i n  the soul, mwes 
the senses of him who hears i t  . And because of t h i s  the 
s inging formed by another throat increases so much i n  the 
sweetness which i s  given to  i t by nature and a r t  when i t i s  
un i ted  w i th  the sound o f  the l u t e  that the world i s  i n  great 
ob l iga t ion  to  Fossombrone [Pet rucc i l ,  inventor o f  the 
p r i n t i n g  of tablatures i n  the manner i n  which they are 
published i n  books. But [as] they become very o l d  and our 
age more cultured (since Josquin, the Count Gian Maria 
Hebreo, Testagrossa, Taddeo Pisano and s imi la r  people have 
created a school , Candl have ve i  1 ed the fame of h i s  name) , 
CPetrucci's anthologies1 are known only as compositions a t  
that  t ime much praised. 

The unique v i r t u e  of the three named abwe causes a l l  
beaut i fu l  i n t e l l e c t s  t o  fa1 1 i n  1 w e  w i th  them, desirous o f  
i m i  t a t  i n g  them. But the accomodation has been lacking, the 
accmodation which Fossombrone knew how to p rw ide ,  since no 
one k n w  how t o  f i n d  the way used by him. The numbers and 
notes o f  the sound were carved i n  copper and i n  wood w i t h  
great 1 oss of time and much expense. 

But I, who repose a9ter having grown t i r e d  i n  the 
service of the vir tuous, have put my foo t  beyond others on 
the path that he made so secret that  he d i d  not th ink that i t  
would be v io la ted  by anyone. But from t h i s  po in t  i t  pleased 
God that  he had given a sign t o  my industry;  i n  the second 
p r i n t  I w i l l  g ive not only  the f lowers of the Milanese, the 
Mantwano and the Aquilano, but a lso  what there are  o f  good 
things by any other man i n  t h i s  profession. I w i l l  a lso 
g ive  a volume of masses, one o f  motets and one o f  madrigal s 
composed by the very celebrated genius of the stupendous 
ADRIANNO, bef ore whose know1 edge a l l  knowing peopl e bow. I f  
i t  pleases you, remember afterwards tha t  the e f f o r t s  o f  my 
d i  l igence w i  I 1  give us the way o f  making ourselves, such as 
they are, the greatest l i g h t s  of music and of sound. 

Apparently Marcol ini 's business sense (he advert ises a 

forthcoming tablature dwoted to  the three composers, and good 

things by others) caused him t o  include Marco w i th  the genera- 

t i o n  of Francesco and Albert .  The composers represented i n  the 

proposed p r i n t  remind one o f  Casteliono's book published i n  Mi lan 

i n  the same month, where (howwer) Marco's works are w e n  more up- 

to-date than the pieces o f  Francesco p r i n ted  by Marcol in i .  He 



a lso  promises books of masses, motets and madrigals by Adrian 

W i l l ae r t ,  o f  which only the volume of  masses i s  known. The 

promised anthology of  Uf lowers of the Milanese, the Mantwano and 

the Aqui l  ano," i f  i t  w e r  appeared under Marc01 i n i ' s  impr in t ,  i s  

otherwise unknown. Marco l in i  seems t o  suggest a t  least  some 

contact w i t h  Wi l lae r t ,  and one might wonder i f  he had s i m i l a r  con- 

nect ions w i t h  Marco dal l 'Aqui la.  

The volume may not have appeared due t o  problems i n  p r i n t i n g  

l u t e  tablature:  Marco l in i  mentions experimentation and one experi- 

ment superseding the dated and signed 1536 p r i n t  ex is ts .  I t  

employs copperplate engraving, the f i r s t  known p rac t i ca l  source t o  

do so. The r e s u l t  i s  ra ther  crude i n  comparision t o  type-set 

tab1 atures, and he encountered r e g i s t r a t i o n  problems i n  the 
3 1 

double-impression process o f  the signed Francesco p r i n t .  The 

watermark i n  the unsigned p r i n t ,  which I have been unable t o  

3 1 
See my Francesco ed i t i on ,  p l a tes  4 and 5, and page 12, 

note 26. 



identify, is a rampant lion, suggesting Venetian paper: 

Marco also apparently engaged in publishing music, or had 

the intention to do so. In May 1498 Petrucci had received the 

exclusive privilege of printing 'canto f igurato' and 

"intabolaturre d'organo e de liuto" for 20 years in the Venetian 

dominions, pointing out that he had perfected a method for 

printing music. The privilege appears to have remained in effect 

for its full term, since no other printer is known to have issued 

music in Venice before 1528, when Andrea Antico succeeded to 

Petrucci's priviledge. Marco dall'Aquila was, howwer, also 



32 
granted a privilege in 1505 as a result of his petition: 

Serenissimi Principe ejusque Sapientissimo Consiglio 

\ 
Humil i ter suppl ica et servitor de la Subl imi ta Vostra 

Marco da I'Aquila cum sit che cum grandissima sua fatica et 

spesa non mediocre se habili inzegnato a cmune utilitate de 

quel l i che se delectarono sonar de Lauto nobilissimo Instru- 

mento pertinente a Vary Zentilhomini far stampar la tabul- 

latura, et rason de metter ogni Canto in lauto cum summa 

industria, et arte; et cum molto dispendio de tempo, et 

facultade sua: la quai opera non mai e sta stampata: Se 

degni la Illustrissima Signoria Vostra concieder de special 

gratia al prefato suppl icante vostro fidel issimo: che alcun 

chi esser se voglia si in questa Cita de Venetia, come in 

\ 
tutte a1 tre terre, et lochi nel Dominio de la Subl imi ta 

Vostra non adisca, w e r  prosama far stampar alcuna tabul la- 

tura de lauto de alcuna sorte, nec etiam se alcuno la starn- 

passe extra di tionem I1 lustrissimi Dominii Vostri, possi 

\ quel la vender, w e r  far vender in questa Ci ta ne a1 t r w e  nel 

predict0 Duninio, sotto pena, si a quell i, che la stampas- 

-- - 
32 

Venice, Archivio dell'Ex-Venetia Cancelleria Ducale, 
Registro Notatorio XXIII, 1499-1586, $01. 141, quoted in Anton 
Schmid, Ot taviano dei Petrucci Fossmbrone (Vienna, 1845; rpt. 
1968), pp. 12-13, and in BrownI, pp. 11-12. 



\ 
sen0 in 1 e terre de la Subl imi ta Uostra, come a quell i la conducesseno 

a vender in ipse terre de perder irrimissibiliter le loro opere et 

libri tabullati, et per caduano de qulli stampati, over vendutti pagar 

Ducati X.  I 1  terzo de la qua1 pena sia del accusator, un terzo de quel 

rector, w e r  Magistrato a chi Sara facta la accusa, et l'al tro terzo 

de epso supplicante aci% el possi cum tal gratia de Uostra Celsitun- 

L 
dine continuar a vender le ditte opere et libri tabullati, et  utilita 

che cum tanti sudori, et vigilie el prefato fidelissimo suppticante se 

ha acquistato, et questa prohibitione se intendi valer per anni X. 

come in simil ibus ad al tri e sta concesso: ai piedi de 1 a qua1 Subl i- 

\ 
mita Vostra humiliter se ricomanda. 

Die 11 Martii 1585 

In4~ascripti Domini Consiliarii intelecta suprascripta suplica- 

tione terminaverunt quod suprascripto suplicanti, fiat quod petit. 

Ser Franciscus Barbadico 

Ser Nicolaus Foscareno 

Ser Marcus de Mol ino 

Ser Andreas Gritti 

- -- 
Most Serene Princes and Our Most Wise Council 

Humbly the petitioner and servant of your grace, Marco da I'Aqui- 

la, from here, who with the greatest of his ability and at no modest 

expense has :to the mutual usefulness of those, including various 

gent 1 m e n ,  who del igh t themselves by sounding the most noble instru- 

ment, the lute) taught himself to print tablature, ,and for thzt reason 

how to put certain songs to the lute with the greatest ability and 

art. And without much outlay of time and his faculties, such works 



might never otherwise be printed, may our most illustrious Signory be 

pleased to concede the special privilege to your most faithful afore- 

said petitioner: Since some who may aspire, as in this city of Venlce, 

as in a1 1 other lands and places in the dominions of your unwavering 

grace, or if some want to print some lute tablatures of any sort, or 

w e n  if some printed goods from out of your most illustrious domi- 

nions, thus be sold, if made to be sold in this city or elsewhere in 

the aforesaid dominions, under penalty for such, that those printers 

in the territories of your grace, lose without recwery such works and 

intabulated books, and for trafficing in such prints, if sold, pay ten 

ducats. A third of which fine shall go to the accuser, a third to the 

rector or magistrate before whom the accusation is made, and the other 

third to the petitioner, in order that the possesor of your benefice's 

privilege may continue to sell the said works and intabulated books, 

and thus gaiii from that which the aforesaid faithful petitioner has 

himself acquired with much sweat and vigilence. And that this pro- 

hibi tion shal l have effect for ten years, similar to others which have 

been awarded. At the feet of your grace i t  is most humbly requested. 

On the 11th day of March 1585. 



Petrucci's delay i n  taking advantage of the 1498 pr iw i lege may 

have f i r s t  prompted Marco's p e t i t i o n ,  and i t ,  i n  turn may have 

spurred Petrucci  i n t o  issuing the Spinacino book i n  March 1507, 

almost exactly two years fo l low ing Marco's p r i v i l ege .  Perhaps 

Petrucci challenged Marco's p r i v i l ege .  He c e r t a i n l y  d i d  so i n  

1513 when Jacomo Ungaro was granted the r i g h t  t o  p r i n t  music. On 

that occasion Petrucci protested and h i s  exclusive r i g h t  was 

restored t o  him and wen extended f o r  an addit ional f i v e  years. 

Marco i s  a1 so mentioned i n  a 1 et ter dated November 10, 1524, 

to  the Venetian organist Marc Antonio Cavazzoni from Giwanni 

Spataro. I t  provides a quotation that has sometimes been used to 

suggest that l u ten i s t s  were unqual i f  ied t o  make musical - 
theoret ical  judgements. Marco, ca l led  'a mere strummer of in -  

struments,' i s  considered less than qua l i f i ed  to comment on 

theoret ical  matters best l e - f t  to  the more serious "musician." 

Spatsro does continue, adding that Marco i s  an "a man o f  high 

intel l igence, '  but dismisses h i s  possible knowledge about the 
33 

"diapason superf 1 ua. ' 

33 
I n  an aside, i t  might be appropriate to  remark that i t  

i s  a t  t h i s  time that lu ten is ts ,  i n  par t i cu la r ,  began t o  seek 
the acoustical foundations f o r  an equal temperament which would 
s u i t  the i r  instrument. And, o f  course, Gorzanis p r w i d e d  a p rac t i -  
cal example w i th  the pieces i n  Munich, Mus Ms 1511a. The ear ly  
attempts a t  a theoret ical  basis f o r  equal temperament on the lu te ,  
as described by 16th-century lu tenis ts ,  has been the y b j e c t  of 
several recent a r t i c les ,  inc luding Lindley, "Luis Mi lan and Mean- 
Tone Temperament.' 



34 
Returning t o  Spataro, h i s  l e t t e r  reads, 

And i f  you wish to  have clearer understanding o f  t h i s  
excessive octave, look t o  Messer P ie t ro  Aron to  whom I wrote 
comprehensive1 y w i  th regard to  t h i s  composi t ion by Adriano 
several days ago; from which Messer P ie t ro  I have had answer 
that His Excellency has discussed my ideas w i th  a ce r ta in  
Maestro Marco de I8Aqui la ,  a worthy l u t e  player, l i v i n g  
there i n  Venice, and a man o f  high in te l l igence.  And he says 
he found that I say the truth--from which a f f i rmat ion  o f  my 
wr i t ings  I der ive i i t t l e  joy, though, f o r  i t  seems strange 
to  me that a musician [ theoret ica l  thinker1 should go i n  
search of the l i g h t  o f  understanding t o  a mere ins t ru -  
mental ist  i'uno pulsatore de istrumento'l. We1 I, l e t  us not 
pursue t h i s  fu r ther .  But I return  to  my statement that 
according t o  my weak judgement Messer Adriano does not  meri t  
as much pra ise as Your Excellency says. 

P ie t ro  Aret ino p r w i d e s  a contrast ing view t o  Spataro's 
35 

suggestion about 'strummers.' He wri tes, 

Nor do I -vel i f  someone of your q u a l i t y  l i s t e n s  t o  
the pr in ted  bo' , I  ings o f  others, because even Francesco 
M i  1 anese C=Francesco da M i l  an01 , Al ber t o  da Man t w a  [=A1 ber- 
t o  da Ripal and my Messer Marco da I 'Aqui la take pleasure i n  
l i s ten ing  t o  the strummings of a barber's lu te .  

34 
Af ter  the t ranslat ion,  w i th  o r ig ina l  text ,  i n  Lowinsky, 

'Adrian Wi l laer t ' s  Chromatic 'Duo' Re-examined." 
35 

Quoted i n  Slim, 'Francesco,' p. 75. 



I t  i s  from t h i s  l e t t e r  to  Paolo Manuzio, dated Venice, 

December 9, 1537, that we may conclude that Marco was a l i v e  a t  

least u n t i l  the end of 1537, 1 i v i n g  a t  a c ruc ia l  moment i n  the 

emergence o f  a new and far-reaching instrumental s t y l e  of 

composition. 

For several decades the p l  ec trum and polyphonic techniques 

ex is ted side-by-side. Pietrobono da Ferrara ( 14 17-1497) was 

ce r ta in l y  the most eminent p rac t i t ioner  of the ancient 'simplex' 

manner, h i s  par t i cu la r  ski1 1 being i n  imprwis ing  diminutions to  

the accompaniment o f  a ' tenorista, ' a second player on the v i o l a  da 

mano. The tenorista seems sometimes t o  have played i n  the poly- 

phonic manner, and we have noted that on one occasion i t may have 

been Johannes Orbo, himsel f . 
I would l i k e  t o  sample some I t a l i a n  l u t e  music from t h i s  

c r i t i c a l  period i n  i t s  dwelopment, that i s ,  from e a r l i e s t  surv i -  

v ing  examples i n  the 1490s through the generation of Francesco da 

Milano (1497-1543), the composer whose widely disseminated works 

are most responsible fo r  codi fy ing what remained the indigenous 

s t y l e  of l u t e  music f o r  almost a century af  te r  h i s  death. A v i t a l  

element i s ,  I be1 i w e ,  the in te rac t ion  of the older t r a d i t i o n  o f  

plectrum playing and the newer polyphonic mknner. For our 

purposes I shal l draw examples from three generations of 1 u t e  

music. This approach to  Marco'c music by means of a discussion o f  

l u t e  technique w i l l  serve as a po in t  of reference, p a r t i c u l a r l y  

since h i s  output bridges a c ruc ia l  juncture i n  the h i s to ry  o-f 

European 1 u te  music. 



The f i rs t  generation i s ,  of  course, that o f  the l u ten i s t -  

composers represented i n  Petrucci 's four books of so lo l u t e  music 

published a t  Venice between the years 1587 and 1588 (Joan h b r o s i o  

Dalza, Francesco Spinacino and Gian Maria Hebreo). Gian Maria's 

book remains unfor tunate ly  l o s t  ( there was a copy i n  Herwarth's 

co l lec t ion)  , and i t s  loss i s  especia l ly  lamented here, since i n  

add i t ion  to  h i s  pre-eminence i n  the polyphonic manner, Gian Maria 

appears also t o  have continued using the plectrum f o r  ensemble 

performance u n t i l  as l a t e  as 1523. Perhaps h i s  music has survived 

among the many anonymous works s t i  1 1  remaining t o  be i den t i f i ed ,  

such as the prelude transcribed from the ~ h a l b s e  p r i n t  o f  1547 

(See MUSICAL MAMPLE 16, below.). 

The decades between Petrucci 's publ icat ions and the f i r s t  

appearance o f  Francesco da Milano's music i s  represented only by 

manuscript sources, the most famous being the lutebook o f  Uincenzo 

Capirola dated about 1517. The most important f i g u r e  of t h i s  

second generation i s ,  however, Marco dal l 'Aqui la,  ac t ive  at 

Venice u n t i l  1537 a t  the la tes t .  The Venetian Signoria granted him 

a p r i v i l e g e  i n  1505 t o  p r i n t  music f o r  ten years i n  competition 

w i t h  Petrucci. Although no p r i n t s  are known to  have been issued 

under t h i s  p r i v i l ege ,  the "Marco fasc ic l  em contains works which, 

as I have argued, may come from a l o s t  p r i n t .  

The t h i r d  generation i s  that of Francesco da Milano. His 

some 138 extant works f i r s t  appeared between 1536 and 1548, and 



were continuously printed and copied on the Continent and in 

England until the first decades of the 17th century, a remarkable 

span of currency for a renaissance composer, testifying to the 

effect that his music must have had on contemporary lutenists. 

Numerous lute publications and manuscripts explain lute 
36 

technique, intabulation practices and musical rudiments. In the 

discussion I have relied for the most part on secondary sources, 

a1 though the fol lowing fairly comprehensive 1 ist provides materials 

for additional study in manuscripts (for prints before l68@, see 

Brown1 .I : 

ITALIAN 

Pesaro, Biblioteca Oliveriana, MS 1144 (~1498-1528). Instructions 
in the form of sonnets and diagrams for tuning the lute. 

Chicago,NewberryLibrary, 'CapirolaLuteBook.' Informationon 
ornamentation, fingerings, selecting strings, tenuto playing, etc. 

Florence, Bibl ioteca nationale centrale, MS Mag1 . XIX. 106 (dated 
1608 and 1609). Includes section entitled "Regole di musica." 

t Paris, Bibl iotheque Nationale, MS ~e/s 941 (dated Id@*a, !dl61 . 
Instructions for tuning the lute, starting with the inner courses. 

--------------- 
36 

These have received some study recently, including Dorf- 
mzller, Studien, 45-67, 4mos Nelson, 'Lute Practice in Germany," 
Paul Beier, 'Right-Hand Position,' Mark Southard, *Sixteenth- 
Century Lute Technique' Smi th, "Waissel , ' and Gombosi , ed., 
Capirola. A comprehensive examination remains yet to be 
written. 



GERMAN 

Munich, ~ n i v e r s i  tz tsb ib l  iothek, 4/Cod. mus. 718: Mathematik- und 
Tabulaturbuch of J % ~  Wel tzel  I, dated ( i n  music section) 
repeatedly 1523, 1524. Tuning, intabulat ion, solmisation and 
mutation, etc., +or l u t e  and v i o l .  

Ber l in ,  Deutsche Staatsbibliothek, MS 48154. Contains in-  
s t ruct ions fo r  tuning the l u t e  s t a r t i n g  wi th the inner courses. 
(ca. 1540) 

Munich, Bayerische Staatsbibliothek, MS 1512. Inst ruct ions on 
f ingering, tuning, select ion of s t r ings,  f r e t t i n g  and rudiments of 
music. (cam 1548) 

Ber l in ,  Deutsche Staatsbibliothek, MS 48588. Pieces arranged i n  
progressive order (strummed to  ' co lo r ie r te" ) ;  inst ruct ions on 
tuning and diagram of fingerboard, dated 1552. 

Ibid.,  MS 48632. At end of MS: inst ruct ions fo r  in tabulat ing 
vocal music, and f o r  s t r i ng ing  and tuning. (ca. 1558) 

Basle, Oeffent l iche Bib l io thek der ~ n i v e r s i t y t ,  MS F.IX,23: "Liber 
L u d w i c i  Isel in. '  (1575). Inst ruct ions modelled a f te r  H. 
Newsidl e r .  

Karl sruhe, Badische Landesbibl iothek, Sammel band Mus Bd A 678. 
(Sols. 1 9 ) :  Lat in  inst ruct ions f o r  in tabulat ing vocal music. 
(Greek terms are used to  label three tables showing equivalencies 
between German l u t e  tablature and mensural notat ion t i t  i s  not, 
pace Boetticher, an "Uebersicht der a l tgr iech.  Tcn:ehrea3; (a t  
end) : short inst ruct ions f o r  tuning three lu tes  i n  ensemble. 

b lo l fenb~t te l  , Herzog-August-Bibl iothek, MSS Guelf 18.7-8 
(Hainhof er) Inst ruct ions on reading French, I ta l  ian and German 
tab1 ature systems; t rea t ise  on p lay ing a f te r  Besard ( 1683) . 
Ber l in ,  DeutSche Staatsbibliothek, MS 48143. Includes in-  
s t ruct ions for  tuning four lutes. 

Prague, ~udebn l' oddel en f narodn i ho musea, MS U . C .25. Expl ana t i on 
of French tablature and inst ruct ions f o r  tuning, and an 
arrangement of 'Puer natus i n  Bethl ehemn i n  German tab1 ature w i th  
chord-by-chord explanation o f  i t s  f ingering. 

Berl in ,  Deutsche Staatsbibl iothek, MS 48141 (a t  end:) In- 
s t ruct ions on tuning and p lay ing based on Besard (1603) . 
Leipzig, Musikbibliothek, MS 11.6.23. Contains explanation of 
French, German and I t a l i a n  tablature and inst ruct ions for  tuning. 

London, B r i  t  ish Museum, S l  oane MS 1821 : "Stobaeus bu tebook . " 
Includes two t reat ises on l u t e  playing, one a f te r  Waissel, the 
other w i th  inst ruct ions f o r  playing i n  the newer manner. [This 
t rea t ise  i s  well deserving of a complete c r i t i c a l  edit ion.]  



Prague, ~ n i v e r s i t n f  knihwna, MS I 1  Kk 51: "Fundamenta der 
Lau then Musique und zu gl eich der Composition." C 17th centuryl  

Vienna, Oesterreichische National bib1 iothek, MS 17706. In- 
s t ruct ions i n  French and I t a l i a n  fo r  tuning the lu te.  Cl7th 
cen tu ry l  

Lund, Universitetsbiblioteket, MS Wenster L i t t . ,  G. No. 37. Four 
pages o f  ins t ruc t ions  on f r e t t i n g  lu te ,  tuning and f ingering. 
117th centuryl  

Warsaw, Rps 38 (01 i m  2083) : i n c l  udes short "Un terweisung f& 
Anf$nger", included a lso i n  a lso i n  Rps 36. [ l a t h  centuryl  

Wroctaw, B ib l  ioteka Uniwersyteka, MS M f  2002 (one of the Kniebandl 
l u t e  books). Four-page ins t ruc t ion  fo r ' p lay ing  lu te.  118th 
cen t u r y l  

London, A d d i t i o n ~ l  MS 31698. Includes ins t ruc t ions  f o r  p lay ing 
l u t e  or theorbo. 

FRENCH 

Basle, ~ n i v e r s i  t z t s  B i b l  iothek: MS F.IX.53 (~1630).  Ins t ruc t ions  
f o r  tuning. 

Uesoul, Bibliotheque de l a  v i l l e ,  MS 711, MS 698 (o l im 9287). 
Second volume contains inst ruct ions f o r  tuning the lu te,  signed A. 
Petr is.  

1 
Paris, ~ i b l i o t h e ~ u e  Nationale: MS Urn7 (Monin Lute Book). Inst ruc-  
t ions  f o r  p lay ing basso continuo on lu te .  117th centuryl  

Bar to1 mi, Michel Angel o: Tab1 e Dour amrendre basse-continue 
(Paris, 1669). A manuscript version of the t rea t i se  i s  i n  Paris, 
Bibliothbque Nationale, MS f r c  9360 (3). 

Besanfon: Bibliotceque Municipale, MSS 279.152-3. Uaudry de 
Saizenay MS. Includes three-page ins t ruc t ion  on thorough bass 
p lay ing on l u t e  or theorbo. 

ENGLISH 

Glasgow, Univers i ty  L ibrary MS R.d.43 (Euing Lute Book). Inst ruc-  
t ions  f o r  p lay ing thoroughbass on the theorbo, ca. 1680. 

Woodf ord Green, Pr ivate L ibrary of Robert Spencer : "The Margaret 
Board Lute Booku. Includes an expl anat i on  o f  the gamut i n  
Dowl and's hand and a tab1 e of graces, and the 'Burwell Lute 
Tutor," both now avai l  able i n  facs imi le  ed i t ions  by Boethius Press 
(Leeds, 1981). 



I n  p lay ing the l u t e  the r i g h t  hand i s  held near the br idge 

w i t h  the ma1 1 f inger  supporting the hand on the sound-board. 

Waissel explains (Smith, p. 69): 

You should place the r i g h t  arm at the base of the l u te ,  
so that the hand i s  stretched somewhat lengthwise, w i th  the 
1 i t t l e  f inger  res t i ng  f i r m l y  on the top of the lu te .  

To pluck the s t r ing ,  the thumb s t r i kes  downward under the f ingers,  

and the f ingers, upward w e r  the thumb i n  f ist-clenching-1 i k e  

mwemen t s  (Gombosi , p .88) : 

- 
And the thumb of the r i g h t  hand should be placed under 

the second f inger so tha t  one f inger  ti.@., the index1 does 
not meet the other [ the  thumb does not get i n  i t s  way1 i n  
beating the strokes, one up and one down, etc.  

et i l  deo grosso de / l a  rnalnl destra f a  chCe3 s i a  
so t to  a1 secondo, e t  a lue l  s t o  as io n o l n l  se scontr i  uno deo 
co tn l  l a l t r o ,  nel bater de l e  bo- /te, una i n  su l a l t r a  i n  
zo, e t  c le te ra l .  

This thumb-f inger , under-over a1 ternat ion, i s  the basic and most 

important technique of l u t e  playing. I t  i s  p a r t i c u l a r l y  w i d e n t  

i n  the many running, scale passages which color  so much music f o r  

the lu te .  I t  seems e n t i r e l y  possible that  the technique dweloped 

from attempts t o  mold the s ing le - l ine  plectrum t r a d i t i o n  t o  

polyphonic performance. 

What pract ica l  examples do we have of the 15th-century s t y l e  

of l u t e  music f o r  so lo i s t  (presumably w i th  plectrum) and tenor is ta? 

David Fa1 1 ows has suggested one example from the Buxheim organ book 

(see footnote 1) .  The sere venetian0 a lso provides appropriate 

models of the sty le.  These th reevo ice  pieces w i th  a very high1 y 

ornamented discan t  were apparent 1 y very popu 1 ar around 1468, and 



requ i red  espec ia l l y  t r a i ned  performers. MUSICAL EXAMPLE 1 from 

Wal te r  Rubsamen's a r t i c l e  on the 'Just in iana" we1 l i l l u s t r a t e s  the 

genre. The discant w i t h  i t s  range o f  an octave and a + i f t i1  i s  very 

much reminiscent o f  the e a r l y  Spinacino and Dalza duos: a f a i r l y  

simple tenor p a r t  supports a discant w i t h  e laborate d i v i s i ons  

extending from one end o f  the tess i tu ra  t o  the other.  The synco- 

pa t ions  and change o f  meter remind one o f  Cornazzano's descr ip t ion  

o f  Pietrobono's performance (quoted abwe) where he " ran everything 

i n  Csemifusel, always i n  proport ions and syncopations," and 

Cortese's of the "s imple r e p e t i t i o n  i n  the h igh reg ion  used by the 

ancients." Rubsamen's example shows the unelaboratedvers ion as 

appearing i n  Escor ia l ,  Ms IV.a.24, ~ n d  the e laborate vers ion pub- 

l i s h e d  by Petrucc i  i n  h i s  s i x t h  book of  f r o t t o l e ,  where addi t ional  

exampl es appear. 

MUSI CAL W P L E  1 . 



MUSICAL EXAMPLE 1 (Con t  . I  

A s  the intabulation given in MUSIWL EXAMPLE 2 shows, t h e  two 

l w e r  p a r t s  seem pa r t i cu l a r ly  su i ted  t o  the l u t e .  The par t  l i e s  in 

t h e  f i r s t  posit ion and there  a r e  a  goodly number of  open s t r i n g s  

i n  use ,  with w e n  the l u t e  tuning of the bottom three  courses 

being out l ined twice ( s ee  measures 4 and 19). 



MUSICAL EXAMPLE 2 

XNeapolitan tab la tu re  

Spinacino and Dalza publ ished l u t e  duets  i n  a s t y l e  s i m i l a r  

t o  the sere venetiano, i n  which one instrument p l ays  s i ng le - l i ne  

d iminut ions from one end o f  the  instrument t o  the other,  o f t en  so 

s k i r t i n g  the notes o f  the o r i g i n a l  upper p a r t  tha t  they become l o s t  

w i t h i n  tumbl i ng  roulades, w h i l e  the second l u t e  ( s i g n i f i c a n t 1  y 

labeled tenor) p lays  an unadorned i n t a b u l a t i o n  o f  the vocal model, 

or i t s  lower voices. (See, EXAMPLE 3, 'Je ne fay,"  arranged by 



Francesco Spinacino, in iabu ia tu ra  ae i au to ,  L i b r o  Primo [Venice: 

Pet rucc i ,  15071, f o l  . 21, concluding measures.) Th is  s t y l e  o f  

running counter-point  i s  current  throughout tne century, and ad- 

d i  t i o n a l  examples may be found p r a c t i c a l  l y  werywhere, i n c l u d i n g  

the 'contrapuntos con molta glosa' i n  Berlin/Cracow, Mus ms 40832, 

Francesco da Milano's Spagna f o r  two lu tes ,  and s im i l a r  p ieces i n  

the "Cavalcanti Lu te  Booka i n  Brussels. 

MUSICAL EXAMPLE 3 



Similar coloration is appl ied to arrangements of vocal music 

and ricercars for solo lute. (See MUSICAL EXAMPLE 44 and B, Joan 

Amrosio Dalza, "Tastar de corde,' Intahulatura de Lauto, Libro 

Quatro [Venice: Petrucci , 15081, fol . 6 . )  Such running figures 

remain a basic component of lute music throughout the century, 

MUSICAL EXAMPLE 44 



MUSICAL EXAMPLE 4B 

becoming wi th  Giacomo de Gorzanis and Antonio T e r z i  almost manner- 

i s t i c .  (See EXAMPLE 5. 'Passemezo ant ico  primo," Giacomo de 

Gorzanis, Intabolatura  d i  l i u t o ,  L i b r o  primo [Venice, Gardano, 

15613, sig.  A2, opening measures o f  var ious partes; and MUSICAL 

EXAMPLE 6, from Pa les t r ina ,  " V e s t i v i  i c o l l i , '  arranged f o r  two 



MUSICAL EXAMPLE 5 

l u t e s  by Giwanni  Antonio T e r z i ,  Intavolatura $ L i u t t o ,  L ibro 

primo [Venice, Amadino, 15931, pp. 19-20. G and C tunings. Terz i  

does not show r i g h t  hand f ingerings.)  



MUSICAL EXAMPLE 6 

Z e m *  

(C) 

Notes struck upward w i th  the index f inger  are ind icated i n  

the o r i g i n a l  tablature and on these t ranscr ip t ions  w i t h  dots. 

(German tablature uses an upward hook on the rhythm sign t o  i n d i -  

cate the same thing.) Most books explain the dots, as does Pe- 

t rucc i  i n  a  forward published i n  a l l  o f  h i s  l u t e  books, 1507-11 

(Translat ion from Snow, "Spinacino," 11, tunpaginated i n t r o -  

duc t i o n l )  : 



Item nota che t u t t e  l e  bot te sonno senza pon:o de so t to  
se danno i n  gib: e quel l e  dal ponto se danno i n  cc: except0 
quando sonno p i u  de una se p i ~ z i c h a n o ~ n o n  essendo de so t to  
el ponto che bisogna dar le t u t  te  i n  su. 

Note morewer that a1 1 the strokes without dots below 
are performed downward, a ~ d  those w i t h  the dot, upward. 
Exception: when there i s  more than one that i s  plucked not 
having the dot below, take a l l  i n  an upward d i rec t ion .  

(Petrucci  does not, however, always fo l low the prac t ice  of not 

g i v i n g  dots when more than one note i s  sounded, and w i  1 1  ind icate 

chords t o  be sounded upward w i th  the index f inger .  This  i s  a 

notat ional  pract ice that I f i n d  only  i n  e a r l y  p r i n ted  and manu- 

s c r i p t  tab1 atures. See the discussion of dance rhythms, below, 

f o r  a few examples.) 

Waissel's explanation i s  s im i l a r  a t  the end o f  the century 

(Smith, p. 78) : 

In  coloraturas, only the thumb and index f inger  are 
used, one a f t e r  the other, the thumb s t r i k i n g  downwards and 
the index f inger  upwards. , Yet sanetimes at the beginning of 
the coloraturas the strokes are broken and you must f i r s t  
s t r i k e ' d w w a r d s  w i th  the thumb and afterwards upwards w i th  
two or  three f ingers. 

The thumb s t r i k e s  downward on the "strong' por t ions  of the 

beat, producing an e f fec t  not unl i ke  that o f  the downbow o f  a 

s t r i n g  instrument, a1 though, most certain1 y, good players of 

plucked and bowed instruments attempt to minimize any over ly  

uneven accents thereby produced. 

Melchiore de Barber i is  i n  1546 prescribes that when dots are 

lack ing i n  a tablature, the f i r s t  note o f  diminutions i s  played 

w i t h  the thumb and that the note immediately before a chord i s  

s t ruck upward with the f inger  i n  order t o  a1 low time f o r  the thumb 



t o  "accomodate i t s e l f "  i n  preparat ion f o r  the f o l l ow ing  chord 

(Beier,  p. 9-10; the bracketed informat ion i s  Beier's): 

. . . and i f  you f i n d  a book which lacks the dots, note 
t h i s  ru le :  i f  the minute are an odd number, the f i r s t  must 
be played downwards, f o l l ow ing  the order o f  one s t roke  
upwards and one s t roke  downwards, those that  go upwards 
always w i t h  the f inger ,  those that  go downwards w i t h  t he  
thumb i n  sequence. . .[so that1 the l a s t  s t roke  before the 
picego [s t rong  beat a t  the beginning o f  a bar?] must be 
p l  ayed upwards. 

I t em quando t r ouas t i  qualche l i b r o  f a l a t  o n e l l i  pon t i ,  
Nota questa regu la  se leminute son disparo l a  prima s i  debbe 
dare i n  suso. E t  se l e  minute son paro l a  prima dara i  i n  
gih, seruando I ' o rd ine  una b o t t a  i n  su, & una b o t t a  i g i t ,  & 
sempre que l la  che uanno i n  g i u  con e l  d i t o ,  & quel l a  che 
uanno i n  gib con e l  d i t i  d i  s o t t o  sequente. 

Da Crema's i ns t r uc t i ons  (a lso  1546) are s im i l a r ,  and mention the 

upward s t roke by the index f ingers ,  and the 'p ic igate '  o r  'pice- 

go,' which I take t o  mean simp1 y tactus, a1 though bar l i ne  a lso  

seems possible.  

E t  se u i  sarrano a lcun i  pun t i  s c r i t t e  & pos tu i  d i  s o t t o  
a l l i  numeri, sempre doue s i a  s c r i t t o  il pun t i n i ,  se du 
toccare i n  susu, & doue s i a  non s i  troueranno pun t i n i ,  
toccherate co l  d i t o  grosso, ingi$. Cosi et iam che se troua- 
s t e  ne l  l e  p i c i g a t e  l i punt i ,  se du toccare con L I  DITI [my 
caps1 da basso & lassar il grosso per quel colpy & non 
guardare che siano una per mezzo a l l ' a l t r a .  I 1  che s i  f a  
per c m o d i t a  percioche cercando il comodo de i e  d i t t i ,  & 
del L iu to ,  megl io s i  sona & p i b  ageuolmente.' 

(Perhaps the p rac t i ce  o f  the thumb sounding notes immediate- 

l y  a f t e r  the 'picego' might be i n  f a c t  be an explanat ion f o r  bar 

l i n e s  i n  l u t e  music, p a r t i c u l a r l y  when the t ex t  conta ins no 

f i n g e r i n g  dots. Bar l i n e s  are, o f  course, r a r e  i n  other rena is -  

sance music.) Th is  may account f o r  the i r r e g u l a r  bar l ines i n  the 

f i r s t  prelude i n  Attaingnant 's Tres b r w e  i n s t r u c t i o n  (which 

contains most1 y unbarred tab1 ature.) 



Chords usual 1 y require a simi l ar thumb-f ingers, under-wer 

mwement. If the number of ciphers does not exceed the available 

fingers (that is, thumb plus two or three fingers) , each note was 
usual ly plucked with a single finger. A1 though somewhat late, 

Waissel suggests (Smith, p. 70): 

If the formation has four voices, pluck i t  with the 
thumb, index finger, middle finger, and ring finger. If the 
formation has five voices, pluck two strings at the sale 
time with the index finger. If the formation has six 
voices, pluck two with the thumb and two with the index 
finger, and pluck the others with the other two fingers. 

Chords of five or more notes may also be strummed with the thumb 

in one continuous downward motion, particularly in dances. Even 

four-note chords should be strummed in 'Durchstraichen' according 

to ~ u d e n k z n i ~  ( 1523) , if the notes f al l on adjacent courses: 

Ausserdem muss man dich auf merksammachen, dass du die 
einselnen Saiten der Buchstaben und Ziffern, soviel reihen- 
weise unter den rhytimischen Zeichen stehen, mit je einem 
Finger besonders beruhrst und anschlggst (falls sie nicht 
etwa die Zahl der finger der rechten Hand iiberschreiten) 
oder, wenn es mehr als vier sind und die Zahl der finger 
uberschrei ten, indem du mi t einem Daumenschl ag zugleich 
streifst. CIntroductio, ca. 15151 

Vnd wann du die Tenntz 1 ernen wi 1 d / so steen off t vier 
oder f k f  t puechstaben oder Ziffer vber ainander / die 
straiff mit dem Dawmenschlag durch auss. CUnderweisunq, 
15231 

Surprisingly the strumming technique does not survive in 

Italy to any great extent beyond a few dances. In Dalza's book 

some saltarellos and pivas require strumming thrcughout, as in 

MUSICAL MAMPLE 76 and B, a sal tarel lo and piva (alla Venetians) 

(Dal za, fol . 17-17v) : 


