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Orozco y Berra, 83. México D.F. 22 de marzo de 1941

QJ f �4-�-
Sr. Secretario de El Colegio de México.

Pánuco, 63.
Ciudad.

De acuerdo con los deseos de esa Junta de Gobierno, tengo el

gusto de exponer el resultado de mis trabajos para EL Colegio de

México durante los pasados meses de enzDo y febrero.

12• Con relación a mi proyectado jstudio de la música popular

mexicana, me es muy grato comunicar a ustedes que he terminado la

,

tarea previa de analisis formal del Corrido y en estos momentos

comienzo la clasificación de las diversas melodías con vistas a

una final definición del tipo. Espero que el trabajo podrá estar

terminado en el próximo mes de mayo.

22• El curso que había de dar en el Conservatorio u otro centro

docente análogo sufrió un retraso debido a la necesidad de encon­

trar un tema interesante y que ai!" mismo tiempo no ocasionara in­

terferencias con los desarrollados por los profesores titulares

,

de esos centros. Para ello consulte con personas conocedoras de

la enseñanza musical en México y como resultado de esas conversa­

ciones decidí que el tema ---que someto a la aprobación de esa

Junta de Gobierno--- sea:�stilografia musical. Su estudio a tra­

vés de la música de piano. Por razones de su mejor organización

y salvo que ustedes decidan otra cosa, preferirla desarrollar ese

curso en la Facultad de Música, y pOdría comenzar en el entrante

mes de abril.

Otro curso posible dentro del presente año académico seria

acerca de La Polifonía clásica, ampliación al dado por mi en el

o



Conservatorio durante el año pasado.

32• Respecto de la investigación de Archivos musicales, tengo

que comunicar a ustedes que mientras no ter.mine el trabajo so­

bre el Corrido no me conviene entregarme a aquella, a fin de

no interrumpir mi actual labor con posibles desplazamientos

fuera de eeta ciudad. Inicié ya la tarea informativa previa en

conversaciones con personas conocedoras de algunos archivos, con

,

lo cual se va ganando algun tiempo.

Atentamente de ustedes,

,

esus Bal y
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ESCUELA NACIONAL DE MUSIC

llnieersidad Nacional
Autónoma de México 'xico, D. F., a 6 de octubre de 1941

Seftor Lic. Alfonso Reyes
Colegio de éxico
Pre s e n t

uy estimado y fino amigo:-

En contestaci6n a su amable carta referent
al curso de �stilograf!a musical, a cargo del catedr!
tico don Jesus Bal y Gay, perteneciente al Col gio de
}�éxico a su digna direcci6n, me permito una vez mas -

darle las más expresivas gracias por la deferencia --

aue tiene par esta Escuela dependiente de la Universidad
acional. Dicho catedrático ya principi6 a dar sus confe­

rencias con todo exito.

tentamente queda a sus 6rdenes su siempre ami­
go y servidor.

JR/a
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11éxico, D. F. a ?7 de aep t
í

embr-e de 19l�1.

Sr • L 1 e • D. ,�1 fon 8 o D. ite yp s

SeeretRr!a dn r:dncnclón Pú1>11ca
, ,Com1s1on Hnx1ennR ô

e Coop !r(�c1on IntelectURl
C1uGud. I

, .

Sefior Secretario:

,J�.tcn11('nc1o [l. In pr-eo ï.o na GugeHtlon tl.o AU ci�cul:J..!' �.cl21 del nn�n(lo me s ':'�.H j�lnl0. acl,'unto ft uat e-t el nrf')p')rp!7l[t riel.

, �

," ,

curso C:HC su s tentar-á er. In !j'lac�'l tad rte !;us:'Lcn, l:nrgella, �5.e 1 e e 110 r pl'o fe so l� don_�. ('l öÚ n f: 8.1 Y Gay. .� n 1m 1 f; Clo 1 e 1 nc1 uvoel pror,rnnp. ,/'lcl Dr. Gernnl1 García en (!onne Be ha indicarlo La
r-ec c í.r í.cnc
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ä

embr-e ,

}.{uy at en tamenuc ,

•

J�lfon5o Reyee.
"
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TELEPHONE: PLAZA 9 -8470

EXECUTIVE OFFICES:

589 FIFTH AVENUE

NEW YORK 17, N. Y.

CABLE: MUSICPUB NEW YORK

ASSOCIATED MUSIC PUBLISHERS, INC.
ONE WEST 47TH STREET. NEW YORK 36. N. Y.

April 8, 1955

El Colegio de Mexico
Mexico, D.F.
Mexico

Gentlemen:

We are the publishers of a series of music for
recorders edited by Dr. Erich Katz and published under
the auspices of the American Recorder Society. As you
may also know, we are the American agents for B. Schott's
Soehne, Mainz, and Schott & Co., Ltd., London, who are

the lar est publishers of recorder music in the world.

In the series sponsored by the American Recorder
Society, we have been offered an arrangement for three
recorders of FOUR SPANISH VILLANCICOS. The arranger
has used as his source the edition of the Cancionero de

Upsala, copyrighted by you in 1944 and transcribed into
modern notation by Mr. Jesus Bal y Gay. As you know,
this edition is the only modern reprint of a 1556 publica­
tion, the only existing copy of which is in Upsala,
Sweden.

Since we believe we cannot publish these arrange­
ments without your permission, we are \vriting to ask
whether you would be gracious enough to give us per­
mission to print and publish these arrangements and to
sell them in all countries of the world. We would
naturally make clear acknowledgment of your puolication
as the source from'which these arrangements were made.

We should be very grateful for your early reply.

Sincerely yours,

ASSOCIAT D MUSIC PUBLISHER:, INC.

m·�ure
�F.�L____

Richard F�.�renchV1ce Prei.;j1uent
REPRESENTING: BROADCAST MUSIC, INC.; BMI-CANADA, LTD.; ED. BOTE 8< G. BOCK; BREITKOPF 8< HAERTEL;
LUDWIG DOBLINGER; ENOCH 8< CIE.; EDITIONS MAX ESCHIG; FRANCE-MUSIC CO.; C. F. KAHNT NACHFOLGER;
F. E. C. LEUCKART; NAGEL'S MUSIK-ARCHIV; OESTERREICHISCHER BUNDESVERLAG; PHILHARMONIA POCKET
SCORES; B. SCHOTT'S SOEHNE; SCHOTT & CO., LTD.; N. SIMROCK; CASA MUSICALE SONZOGNO; EDIZIONI
SUVINI ZERBONI; UNION MUSICAL ESPANOLA; UNIVERSAL EDITION

JI



A.SSOCIATED MlJSIC PUBLISHERS, INC.

l'Colegio de Mexico - 2 - April 8, 1955

p. S. I am enclosing a copy of the American Recorder
Society series so that you may see 'the high
quality of publication vihich we do.

RFF



 



TELEPHONE: PLAZA 9-8470

-

EXECUTIVE OFFICES:
589 FIFTH AVENUE
NEW YORK 17. N. Y.

CABLE: MUSICPUB NEW YORK

ASSOCIATED MUSIC PUBLISHERS, INC.
ONE WEST 47TH STREET. NEW YORK 36. N. Y.

May 23, 1955

El Colegio de Mexico
Mexico, D. F.
¥.exico

Gentlemen:

On April 8th we wrote you concerning our

desire to publish an arrangement for three recorders

of the FOUR SPANISH VILLANCICOS. Would you be good

enough to let me have a reply so that we may, if

possible, proceed with this publication?

Sincerely yours,

ASSOCIATED HUSIC PUBLISHERS, INC.

Richard F. French
Vice President

RFF:ds

REPRESENTING' BROADCAST MUSIC, INC.; BMI-CANADA, LTD.; ED. BOTE BI G. BOCK; BREITKOPF BI HAERTEL;LUDWIG DOBLINGER; ENOCH BI CIE.; EDITIONS MAX ESCHIG. FRANCE-MUSIC CO.; C. F. KAHNT NACHFOLGER;F. E. C_ LEUCKART; NAGEL'S MUSII<-ARCHIV: OESTERREICHISCHER BUNDESVERLAG; PHILHARMONIA POCKET
SCORES; B. SCHOTT'S SOEHNE; SCHOTT & CO., LTD.; N. SIMROCK; CASA MUSICALE SONZOGNO; EDIZIONI
SUVINI ZERBONI; UNION MUSICAL ESPANOLA; UNIVERSAL EDITION
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TELEPHONE: PLAZA 9 -8470 CABLE: MUSICPUB NEW YORK

ASSOCIATED MUSIC PUBLISHERS, INC.
ONE WEST 47TH STREET. NEW YORK 36. N. Y.

EXECUTIVE OFFICES:

569 FIFTH AVENUE
NEW YORK 17, N. Y.

June 8, 1955

Mr. Alfonso Reyes, President
El Colegio de Mexico
Durango 93
Mexico 7, D.F.

Dear Mr. Reyes:

We are very grateful to you for your

consent to our publication of the four SPANISH

copyright notice and will be delighted to send you

VILLANCICOS. We shall, of course, ive the proper

copies of the printed publication. Please convey

our thanks to the trustees of El Colegio de Mexico.

Sincerely yours,

ASSOCIATED MUSIC PUBLISHERS, INC.

Vd<c«tX;: �L
Richard F. French
Vice President

RFF:-ds

REPRESENTING, BROADCAST MUSIC, INC.; BMI-CANADA, LTD.; ED. BOTE Be G. BOCK; BREITKOPF 81: HAERTEL;
LUDWIG DOBLINGER; ENOCH Be CIE.; EDITIONS MAX ESCHIG; FRANCE-MUSIC CO.; C. F. KAHNT NACHFOLGER;
F. E. C. LEUCKART; NAGEL'S MUSIK-ARCHIV; OESTERREICHISCHER BUNDESVERLAG; PHILHARMONIA POCKET
SCORES; B. SCHOTT'S SOEHNE, SCHOTT Be CO., LTD.; N. SIMROCK; CASA MUSICALE SONZOGNO¡ EDIZIONI
SUVINI ZERBONI ¡ UNION MUSICAL ESPANOLA, UNIVERSAL EDITION
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VIERN:E:s 10.--El Colegio de
México ha organizado un cur­

so de Estilografia Musical, a

cargo de Jesús Bal y Gay, que
se impartirá. en la Facultad de
Música de la Universidad Na­
cíonal de México, Marsella 25.
A las 19. 00 hs. tendrá lugar la
segunda Conferencia que trata­
rá. de "La Música de Tecla. en

là. España del siglO dieciséis" .



Fuenllana and the transcription of

Spanish Lute-Music
J. Bal (Mexico City)

When we undertake an accurate transcription of the vocal music in the

Spanish vihuela-books, we must first decide whether the tune which was

sung was also played simultaneously on the instrument.

Most of the Spanish vihuelistas adopted the tablatura consisting of six lines,



Fuenllana and the transcription of Spanish Lute-Music 17

to represent the six ordenes or groups of strings, with numbers (L, 2, 3, _ . X)
on them to show which trastes or frets the fingers should touch. The "o"
corresponded to the "open" string (cuerda en vazio). The semibreves, minims,
etc. indicate the length of the notes or chords within each bar. For vocal
mUSIC the voice-part is represented in the tablature by numerals printed in
red:1)

VI (G)
V (c)

... IV (f)
Strings III (a)

II (d')
I (g')

(Luis Milan is an exception; he reverses the order of the strings).2)
Now the question is whether these red figures intended to be sung were

meant to be "doubled" by the vihuela.
This matter is dealt with by such scholars as Hugo Riemann, J. Wolf, J. B.
Trend and L. Schrade, but they do not agree upon a general principle.
Riemann, writing on Valderrabano's Silva de Sirenas (1547), says: "Valder­
rabano fordert die Gesangsnoten durch rote Ziffern; dieselben sollen aber
auch vom Instrument mitgespielt werden.?")
"Während gemeinhin die in die Tabulatur aufgenommenen Gesangsnoten mit­
gespielt werden-says J. Wolf-, verlangt Fuenllana, dass sie vom Instru­
ment unberücksichtigt bleiben sollen."4)
J- B. Trend writes as follows with reference to El Maestro by Milan (1535-
1536) :-
"First (the author says) the song is played over on the vihuela, as it stands;
and then, when the player hears how it goes, he plays it again singing the
notes represented by red figures. (Sabido bien de tañer: seguireys las cifras
coloradas mirando que cuerda de la vihuela tocan y aquella cantareys.) From
this it is not clear whether the notes which were sung were also played on

the vihuela at the same time. Morphy and most other researchers have
assumed that they were, and no doubt the voicepart was played for singers
who were not very certain of their notes. It would, however, have been a

positive insult to a good singer to play his part for him on an instrument;
and as the tune of a song is always better known than the accompaniment,
it is more reasonable to suppose that the voice-part was not played on the

1) For further details, see the admirable Handbuch der Notationskunde by J. Wolf,
II Teil. Berlin, 1919.

2) See J. B. Trend, Luis Milan. Oxford, 1925.
3) H. Riemann, Das Kunstlied im 14-15 Jahrhundert. Sammelbände der IMG. Jahrg.

VII. 1905-1906.

4) Op. cit., II Teil, p. 112.

Aera Musieologiea XI, I-II 2

,



18 Fuenllana and the transcription of Spanish Lute-Music

vihuela, unless the composer specially stated that it was to be played as

well as sung. "5)
L. Schrade states in his edition of Milan's book:") "Bei der Übertragung der
Gesangskompositionen ergaben sich Schwierigkeiten. Zunächst galt es, die
prinzipielle Frage zu entscheiden, ob die Übertragung in dem Vihuelapart
auch die Gesangnoten zu bringen habe. Die Stelle "seguireys las cifras colo­
radas, mirando que cuerda de la vihuela tocan y aquella cantareys" scheint
einen Hinweis zu geben. Tatsächlich geht aus dem musikalischen Satz, und
in ihm besonders bei Überschneidungen und Klauseln, unzweideutig hervor,
dass der Vihuelaspieler die Gesangsmelodie mitgespielt hat."
With regard to Fuenllana, it is at least possible that this problem can be solved
by a consideration of his Orphenica Lyra (1554), without reference to any
other work.
I. First, let us see what the author says in his first pages (Avisos y docu­
mentos). "It was my intention to give the words (of these works), as it seems

to me that the words are the soul of any composition; for although a piece
of music may have great merit, without the words it lacks real spirit. And
so, as I have said I thought it better to give the words and to indicate that
part which was the most suitable for singing, by putting it in red numerals.
If the student of these works pays attention to this instruction, and to others
which will be given later, he will be enabled to taste the delights of SIngIng
one of the parts of the work which he is playing.'?")
The work which he is playing. That is to say that the voice-part is a part
of the whole composition (compostura) played by the vihuelista. This must,
it seems, be Fuenllana's meaning unless, indeed, I am at fault in the inter­
pretation of a passage written in my native language. But if there are some

who still disagree with me, we will allow a certain obscurity in this paragraph
of Fuenllana and consider what he says later on.

II. We find among these vocal compositions some which are either accom­

panied by special notices, or written down in a way quite different from
what is usual in Fuenllana. These are as follows:
First Book.

1. Pleni sunt coeli. Duo de la misa de Hercules. Josquin.
2. Benedictus. Duo de la misa de Pange lingua. Josquin.
3. Suscepit Israel. Duo. Morales.

5) Op. cit., p. 46.
6) Publikationen Älterer Musik. Zweiter Jahrgang. Leipzig, 1927.
7) ...Fue mi intincion poner les letra [a estas composturas], porque me parece que la

letra es el anima de qualquiera compostura, pues aunque qualquier obra compu[e]sta de
musica sea muy buena, faltandole la letra parece que carece de verdadero spiritu. Por lo
qual, como dicho es, me moui a ponerla, y a señalar vna de las bozes que mas agradable
fuesse para poderse cantar, que es la de la cifra colorada. Pues teniendo cuenta con esta
señal y con las que adelante se pornan, el que de veras lo quisiere trabajar, sin duda podra
gozar desta excellencia, que es cantar vna boz de la compostura que tañere.

o
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4. Si amores me han de matar. Duo. Flecha.
5. Suscepit Jsrael. Duo. Guerrero.
6. Fecit potentiam. Duo. Francisco Guerrero.
7. Fecit potentiam. Duo. Josquin.
8. Fecit potentiam. Duo. Morales.

Third Book.
9. Virgo Maria. Motete. Morales.

10. Credo. De la misa de Beata Virgine. Josquin.
Il. Et factum est. Lamentacion. Morales.
12. Jubilate Deo. Motete. Morales.
13. Agnus Dei. De la misa Si bona suscepunus. lachet.
14. Manus tuae. Motete. Josquin.

Fourth Book.
15. Pater noster. Guerrero.

Fifth Book.
16. Signora Julia. Strambote. Verdelot.

Sixth Book.
17. Ave maris stella. Fuenllana.

The eight items in the First Book are printed wholly in black ink and have
only the two or three first words of the text.

All of these unusual items from the Third Book present the following form
(with one exception): a stave in mensural notation for a voice, and the
tablature, with red figures for another voice and black figures for the
remaining parts. The exception is the Lamentacion by Morales, printed with
a stave for the cantus-firmus, and the instrumental tablature all in black.
The items from Books Four, Five and Six are similar to those in the Third
Book.
After a closer examination, we can make four groups out of these works:

a) Instrumental versions (since the text is lacking). Tablature without
red figures. Nos. i, 2, 3, 4, 5, 6, 7 and 8.

b) Vocal versions with vihuela accompaniment. The tablature printed
in black, with red numerals for a voice, and above the tablature a

stave in mensuraI notation for another voice. Nos. 9, 10, 12, 13, 14
and 16.

a') Tablature in black; above it a stave for the cantus-firmus which is
also in the tablature. Nos. Il.

b') Tablature as in b), but the voice written down in mensural notation
is also in the tablature. Nos. 15 and 17.

Number Il, i. e. the Lamentacion for five voices by Morales, is preceded by
these words: "The cantus-firmus part is written down in mensuraI notation in
order that anybody wishing to sing it may do SO."8) Here are the first bars:

8) "Ponese la hoz del canto llano puntada en canto de organo: por que quien la quisiere
cantar pueda gozar del."

z*
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The reader will see that there are not red figures in the tablature, but the

voice-part (the cantus-firmus) is nevertheless included among the parts played

by the vihuela. Here is the transcription in modern notation:

1\ � •
- -

. - � ,-

� � -
-- � -

- - - -

" " " �

tJtJ
-

Et fac - tum est
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-

-
� ,.. "

\
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We have here a version which is mainly instrumental, but which nevertheless

allows a performance ad libitum either entirely instrumental, or one in

which one part is sung. Such a work is not far removed in conception from

some Glosas, Fantasias and Diferencias on well known chansons, villancicos

and romances so frequent in the Spanish music of the XVIth century. We

can imagine Antonio de Cabezon printing his Diferencias sobre el canto del

Caballero ("Variations on the tune El Caballero") with the cantus-firmus
written down in mensural notation above the organ tablature. The absence

of red numerals in the work by Morales indicates, I think, the wholly instru­

mental purpose of the tablature. But the fact that the cantus-firmus is at

one and the same time printed separately, and is also included in the tabla­

ture with the other parts, shows that we are concerned with a work which

is neither solely instrumental nor simply an accompanied song. If it were

solely instrumental, there would be no separate mensural notation; if it were

nothing more than an accompanied song, it would be printed with the tune

in red numbers. The characteristic feature of this work is, I think, Fuenllana's

explicit statement that it could be performed either as instrumental music,

or as a song accompanied by the vihuela playing all the parts, including that

sung voice. (I refer, of course, not to the original of Morales, a polyphonic
work for five voices, but to Fuenllana's transcription).
But let us proceed. In the same Third Book of the Orphenica Lyra we find

the Credo for five voices by Josquin, with this notice: "In the first section

of this Credo only four parts are played in order to avoid difficulty: the

fifth part is put in mensuraI notation... In the second section all five
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parts are played, because it is not so difficult... The bass part In both sec­

tions is in red numbers.Y'') Here is the beginning:

18 f� !O!•• \) o. ,
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(The red numerals in the original are represented here by those enclosed in

a circle).
This example throws very considerable light on our problem. Fuenllana's

words leave no doubt as to their meaning. In the first section four parts
are to be played, in spite of the fact that one of them is printed in red,
i. e. a voice-part. In the second section-there is no need to give any extract

from it here-Fuenllana says explicitly that "all five parts are to be played,"
and this in spite of the fact that one of them is in red numbers. If Fuenllana

had wished the part in red ink to be sung only, he would have written it

in mensural notation, like the other. On the other hand, in the first section

the tablature does not permit a performance of the whole work on the

vihuela alone, since when there is no singer the performance would lack

the part written in mensural notation only.
From these examples we can conclude that Fuenllana makes use of this

very obvious device when he does not wish the voice-part to be doubled by
the instrument. Therefore, when he employes the other system described

on p. 17 we must assume that he does wish the vihuela to double the voice­

part.

9) "En la primera parte de este Credo no se tañen mas que las quatro hozes, por escusar

dificultad: ponese la quinta hoz en canto de organo, porque cantandose se pueda gozar en

alguna manera de la fuga y del canto llano ... En la segunda parte de este Credo se tañen

todas cinco hozes porque no ay tanta dificultad ... La hoz del contrabaxo de la primera y

segunda parte e la de la cifra colorada."
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III. Having studied these examples of a procedure which IS unusual in
Fuenllana's work, let us examine the rest of the Orphenica Lyra. If by so

doing we reach the same conclusions, these will be much more far-reaching
with regard to the lutebooks of the period.
When we examine the vihuela tablature we find in it numerals as low as

0, L, 2, 3 and 4; but also the following: 5, 6, 7, 8, etc. Now, it seems that
a correct tablature should make use of the first series-unless some obstacle

prevents it-since figures beyond 4 represent notes which can be obtained
on the next upper strings by employing lower numbers. For instance r'")
115 = 1°; yo = Iyl; TV" = 111°; Yl5 = yo. That is to say that on the sixth,
fifth, third and second strings it seems unnecessary to employ figures higher
than 4, and on the fourth string figures higher than 3.11) The following is
an example of what may be called the "normal position":

But if it is necessary to put In tablature the chord acec' or EP eP gb·p,
use must be made of higher numbers, as there is no other way of writing it
down:

(B)

That is what would be named "abnormal position." The difference between
these positions is in some ways similar to the difference between the "first

position" and all the others in the violin, for example.
It is obvious that high or "abnormal" numerals must be employed when a

string which is best suited for the "normal position" of one note is already
bearing another. In the example (B) the third string, which should normally be

producing the note a, is required to produce the note c, and for this reason

we have to resort to an "abnormal position" for the first of these notes.

This justification of the "abnormality" in the tablature is however one­

sided. It is as though we were dealing with an "abstract" tablature, like

the organ tablature of Cabezon, for instance. But we must think too of the

requirements of the fingering, and it is then that we find a complete justifi­
cation for all the "abnormalities" which occur in Fuenllana.
He says in the Prologo: "All of this (music in Orphenica Lyra) before being

10) The strings are represented by Roman numerals and the frets by indices.

:Lt) See the scheme in p. 17.

...
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put In tablature on paper was tested many times on the vihuela. And there
is nothing in this book which has been written in tablature before being
composed and played. "12) His tablature is, then, essentially a practical one,

very "vihuelistic," made out with the instrument in his hands, and not at

all a mere abstract system of representation of sounds. But Fuenllana's main
concern is not only the ease of fingering but also the greatest possible clear­
ness in rendering the original music by means of the vihuela. He is very
careful to avoid all slovenliness in the harmonies, and also to keep, as far

h .." I" Thas e can, a certain, as It were, contrapunta sense. us we must con-

sider the following observations concerning "neat playing" (tañer con lim­
pieza): "Tt should be noted that... at times chords of four notes occur, and
that between these some string is left open; and if the chord is plucked by
the right hand without due care and attention the open string, if touched
unwittingly, will produce a discord with the four which are being played.
Such playing is not only untidy but also it gives great offence to the ear.,,13)
Fuenllana gives the following examples:

(A) (B) (C) �J

� • • §,.= =

"O"

(D)r) CR) (wrong) (E') (right)

• -"1J= = =

�

12) "
...Porque todo ello antes que se cifrase en los papeles se experimento muchas vezes

en la vihuela. Y no ay co a en e te libro que primero no se aya puesto y tañido, que
cifrado."

13) c'Hase pues de notar, que algunas veze se offrecen consonancias de quatro bozes:
entre las quales queda alguna de las cuerdas en vazio: y si la dicha consonancia no es

tocada con la mano derecha con algun auiso o curiosidad, aquella cuerda que quedo en

vazio, haze dissonancia frecando en ella, con las demas que estan pisadas en sus puntos
o cifras. Y esto no solo es tañer suzio, pero aun da gran dessabrimiento al oydo." And he
goe on: "Pongamos exemplo. Offrecese prima en vazio, segunda en el segundo traste:

tercera en el tercero: quinta en vazio: estas son quatro bozes que hazen perfecta consonancia:
pero queda aqui la quarta en vazio, que viene a ser tocandole septima de la segunda, que
esta en el egundo tra te. Claro pues esta, que si el que toca la consonancia ya dicha con

la mano derecha, se desmanda con el dedo pulgar a tocar en la quarta, que hara la dis­
sonancia que dicho tengo. El remedio que para esto ayes facil, para qualquiera que lo
qui iere vsar. Yes, que siempre que esta consonancia o otra semejante se offreciere, el
dedo pulgar con que hiere la quinta, al tiempo que da el golpe, se ha de quedar fixado
en la quarta, que dixe estar en vazio, de manera que su sonido no sea ocasion de dessa­
hrimiento. Y la misma consonancia e offrece tocando segunda en vazio, tercera y quarta
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In (A) the thumb has struck the fifth string. If by chance it touches the
fourth it will produce the note f and make a discord. In (B) the same thing
occurs: the fifth string must be avoided, for otherwise a e will be produced,
in conflict with the chord Ggbd'. In (C) and (D) Fuenllana warns the player
that he must keep his fingers, until the next bar, on the strings and frets
which I have marked with an arrow. In (E) Fuenllana explains that if the
a flat is played on the first string the fingers will leave the chord, but that
if the a flat is played on the second string and on the sixth fret (as in (E')
the first chord can last throughout the bar, since the fingers can remain In

their original position. This IS what the composer intended.
Now, after these examples, if the needs of the instrument and of counter­

point are borne in mind we shall understand, and not dismiss as merely
CaprICIOUS, the following fingerings, selected, with one exception, from
Book V.

en segundo tra te: y sexta en vazio: estas son quatro bozes: y la quinta que queda en

vazio, viene a e tar en septima de la tercera en segundo traste. Digo que offreciendose
emejante con onancia e ha de v ar del auiso ya dado, que el dedo pulgar que toca a la
exta, despues de dado el golpe, ha de juntarse con la quinta, de manera que las quatro

boze uenen con di tincion, y limpieza, in que la septima ya dicha les impida. Esto se

entendera en consonancias que se sufren vsar del tal remedio: como son golpes de semi­
breues, o minimas. Pues si son figuras que passan con diminucion, claro se vera que no

e mi intincion tractar de las semejantes. Assi mesmo se ha de tener por auiso que si se

offreciere esta consonancia, o su semejante, quinta en segundo traste: quarta y tercera en

vazro : egunda en el tercero: este es golpe de minima, siguese dos de tercera, y vazio de
egunda, que es otra minima. En todo este compas no se ha de quitar el dedo de la

quinta, que suena en el segundo traste. Esto mesmo se entendera, sexta en el segundo traste:

quarta en vazio: tercera en el tercero. La segunda minima se toca, quinta en el quarto traste,
no e ha de quitar el dedo de la sexta, ni el de la tercera, hasta venir a dar con el compas
en la con onancia, que adelante se pone. Esto mismo se terna por auiso en los lugares
o semejante con onancias, siempre que se offrecieren. Tambien conuiene para tañer con

limpieza, tener conoscimiento de los punctos o trastes, que son mas conuenientes a la mano

yzquierda: de manera que el tocarles en differentes traste, o cuerdas, no sea ocasion de
dexar la con onancia antes de tiempo, Exemplo. Offrece e quinta en el tercero traste:

tercera en el exto, segunda en el quinto: prima en el tercero: pongamos caso que tocandose
e ta consonancia que es golpe de minima, el punto de la prima es sol, siguese otra figura
de minima, que es fa, la qual se podria tañer, prima en el primero traste: y en tal caso

cierto esta, que la mano yzquierda dexa la consonancia fuera de tiempo, queriendo tocar
la tal figura en el tra te ya dicho: donde se igue faltar en el sonido de la consonancia,
y no tañer con limpieza ni perfection. Hase pues de tener por auiso que el fa que dixe
tocarse en la prima en el primero traste se ha de tañer en la segunda en el sexto. Y en

esta manera no se muda la mano, ni aparta de los puntos en que esta puesta, por todo
vn compas, ha ta que proceda adelante con lo que sigue. Querer tractar de todas las
consonancias, en que se deuen de guardar los auiso ya dados, pareceme seria prolixidad:
baste que con lo ya dicho el que sabiamente lo quisiere entender, podra considerar lo que
en esto dexo de dezir,"
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11. J

B. J

13. J �

(These examples occur In: 1, Lieta e madonna, bars 51-53; 2, Bella fioretta,
31-32; 3, lo mi pensai, 42-43; 4, Madonna per voi ardo, 18-20; 5, Oh mas

dura, 39-41; 6, No me hableis, last bars; 7, Duelete de mi, 36-37; 8, id.,
50-51; 9, Quiero dormir, 16-17; 10, id., last bar; 11, Ojos claros, 22-23;
12, id., 41-42. All of them in Book V. The example 13 is in Book I, fo. x.

line 5, and is quoted by J. Wolf, op. cit. II Teil, p. 113).
If these examples were to be studied, vihuela in hand, it would be clear that
other fingerings, more logical at first sight, are impossible. Thus, in the
first example, the following appears more logical

1. J �

12. J J

but in practice it IS not.

Example No.2 is an instance of the subordination of the other parts to the
voice-part. Ex. 3 shows the same note played twice on different strings. Ex. 8
shows how Fuenllana indicates a suspension (the "4" on the fourth string,
for the bass-part, can continue for the whole of the bar; but if we replace
it by a "o" on the third string its length will be shortened by the red "4"
in the second half of the bar. This, of course, was far from being the inten­
tion of the composer). Ex. 10 is a similar case of contrapuntal accuracy.
Now, coming back to our problem, it will be seen that the voice-part is
often written down in "abnormal position" although there is room enough
for it to be arranged more normally. (Ex. L, 4, 5, 6, 7, 9, Il, 12 and 13). More­
over, it would be easier to read the voice-part if it were written either in
the most continuous form, or in the lowest numerals, that is to say either
without passing from one line to another when a note can be written on the
same line as its predecessor,
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or on the contrary, by passing from line to line in order to keep the numerals

as low as possible,

@@@E1)

3. J)) J

But the examples we have given obey neither one system nor the other.

To what, then, do they conform? To the demands of the instrument only.
We have a voice-part which is absolutely instrumental, and which is intended

to be played.
It may perhaps be objected that the fact that the voicepart is written in

instrumental form does not necessarily imply a performance in which the

vihuela "doubles" the voice-part; that it may be a kind of writing intended

for an instrumental performance of the whole work, when there is no singer,
and that when it is sung, the instrumentalist must drop the voice-part. But

against this possibility, which is indeed logical, we have the conclusions derived

from the Credo by Josquin.i") and from the following paragraph.
IV. In addition to the foregoing considerations, there is yet another, which

will, I think, prove conclusive, and which also arises on contrapuntal grounds.
If, when accompanying a singer, the vihuelista does not play the voice-part,
some of the instrumental parts will be left incomplete at vital points, for

in these parts there are many unisons with the voice-part. These unisons are

represented in the tablature by red notes only. Here are some passages selected

at random. I give only these examples because they refer to obvious cases.

1. [J]

t.

14) See p. 21.

2. [J] J

1:�¡@I¡tl:el
2. 3.
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(The notes in parenthesis are those implied in the unison, which is represented
by a single note (red) in the tablature. No. 1 is in Con que La lauare, bars

17-19; No.2, ibid., 27-29; No.3, Bella fioretta, 10-11.)
Let us suppress on the vihuela the voice-part, and we shall see that the

vihuela-part loses its meaning by losing the notes which are in parenthesis
in my transcription, creating thus a feeling of uneasiness which strong as it

is in us would have been much stronger in a musician of the sixteenth

century.

SUMMARY. Every transcription and every rendering of the most frequent
of Fuenllana's tablatures for vocal music (in which he indicates the voice­

part with red numerals) should assume that the vihuela always plays the

voice-part.
This is the meaning of his words in the first pages of Orphenica Lyra ("Avisos

y documentos").
The frequency of what we have called "abnormal positions" proves that the

voice-part was intended to be played; otherwise that part would be written

in a way easier to read, i. e. in "normal position," if not in mensuraI nota­

tion.

When a voice is not to be played it is written apart, in mensuraI notation.

All works in tablature with red numerals could be played on the vihuela

alone. But Fuenllana seems to wish them to be sung, since he thinks that

"words are the soul of any composition."
We find some cases of explicit statements that red numerals are to be

played as well as sung. Nowhere is the vihuelista instructed to drop these

red numerals when there is a human voice to sing them.

This tablature in black and red numbers was not intended for alternative

performances (vihuela alone or accompanied voice). When Fuenllana con­

siders that a work may be either wholly instrumental or, alternatively, an

accompanied song, he makes use of a tablature written entirely in black

numerals, the voice-part being separate in mensural notation. For merely
instrumental music Fuenllana employs a tablature written in black numerals

only, without the additional stave in mensural notation.
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American Recorder Society �ditions

1 Five "Sinfonie a Tre Voce," by Salomone Rossi.

Arranged for three recorders by Erich Katz.

2 Four Dances, by Melchior Franck.

Arranged for four and five recorders by Erich Katz.

3 Six American Folk Songs.
Arranged for three recorders' by LaNoue Davenport.

,

4 Canzona, by Girolamo Frescobaldi.

Arranged for four recorders by Bernard Krainis.

5 Four 15th-century Chansons, by de lantins, Binchois, Dufay.
Arranged for three recorders by Erich Katz.

6 Italian Villanellas of the 16th-century.
Arranged for voice and three recorders by Erich Katz.

7 Three Pieces for Musical Clockwork. by Joseoh Havdn.

Arranged for three recorders by Robert Mo�tingdorfer.
8 3 Variations: Warum betrübst du dich, mein Herz, by Samuel Scheidt.

Arranged for four recorders by Bernard Krainis.

9 Music of the 13th:- and 14th-centuries.
Arranged for three recorders by LaNoue Davenport.

10 Early American Spirituals, from Wm. Walker's "Southern Harmony."
Arranged for three recorders by Sidney Robertson Cowell.

11 English Music of the Early Baroque.
Arranged for three recorders by Erich Katz.

12 Six lively Airs, by Jacob Regnart.
Edited for three recorders by Alfre.d Mann.

13 Ricercare del 12° Tono, by Andrea Gabrieli.

Arranged for four recorders by Bernard Krainis.

14 House Music of the Renaissance, by Isaak, Brumel, lechner.

Arranged for three recorders by Erich Katz.

15 Three Conzonettcs, by Johann Hermann Schein.

Arranged ,for three recorders by Winifred Jaeger.
16 Four Spanish Tientos, by Miguel de Fuel'lllan.a (1554).

Transcribed for four recorders by Joel Newman.

17 A Day in the Park.
Suite for four recorders by LaNoue Davenport.

AVAILABLE FROM

ASSOCIATED MUSIC PUBLISHERS, INC.
1 West 47th Street New York 36, N. Y.



Jltmerican Recorder Societu Editions
edited bu ERICH KATZ

FOUR SPANISH VILLANCICOS

of the Earll] Sixteenth Centuru

bu Joel
Newman

Arranged for Three Recorders

UO.19
SIXTlJ CEnTS

�ssocidted music Publishers, Inc., new llork



FOUR SPANISH VILLANCICOS
of the Early Sixteenth Century

( I Arranged for three recorders by
J I N
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@ Copyright 1956 by Associated Music Publishers, Inc.
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American Recorder Society Editions

1 Five "Sinfonie a Tre Voce," by Salomone Rossi.

Arranged for three recorders by Erich Katz.

2 Four Dances, by Melchior Franck.

Arranged for four and five recorders by Erich Katz.

3 Six American Folk Songs.
Arranged for three recorders by LaNQue Davenport.

4 Canzona, by Girolamo Frescobaldi.

Arranged for four recorders by Bernard Krainis.

5 Four 15th-.century Chansons, by de lantins, Binchois, Dufay.
Arranged for three recorders by Erich Katz.

6 Italian Villanellas of the 16th-century,.
Arranged for voice and three recorders by Erich Katz.

7 Three Pieces for Musical Clockwork. by Joseoh Havdn.

Arranged for three recorders by Robert Mottingdorfer.
8 3 Variations: Warum betrübst du dich, mein Herz, by Samuel Scheidt.

Arranged for four recorders by Bernard Krainis.

9 Music of the 13th- and 14th-centuries.

Arranged for three r.ecorders by LaNoue Davenport.
10 Early American Spirituals, from Wm. Walker's" Southern Harmony."

Arranged for three recorders by Sidney Robertson Cowell.

11 English Music of the Early Baroque.
Arranged for three recorders by Erich Katz.

12 Six lively Airs, by Jacob Regnart.
Edited for three recorders by Alfred Mann.

13 Ricercare del 12 o

Tono, by Andrea Gabrieli.

Arranged for four recorders by Bernard Krainis.

14 House Music of the Renaissance, by Isaak, Brumel, lechner.

Arranged for three recorders by Erich Katz.

15 Three Canzonettas, by Johann Hermann Schein.

Arranged for three recorders by Winifred Jaeger.
16 Four Spanish Tientos, by Miguel de Fuenllana (1554).

Transcribed for four recorders by Joel Newman.

17 A Day in the Park.
Suite for four recorders by LaNoue Davenport.

18 Santa Barbara Suite.

Suite for three recorders by Erich Katz.

19 Four Sponish Villancicos of the Early Sixteenth Century.
Arranged for three recorders by Joel Newman.

20 O lux Beata, by Michael Praetorius.
Transcribed for four' recorders by Erich Katz.

21 Three Pieces for Three Recorders.

by Henry Cowell.

AVAILABLE FROM

ASSOCIATED MUSIC PUBLISHERS, INC.
1 West 47th Street New York 36, N. Y.
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