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st i F- it is hecessary to distinguish
four npotators. Based on the preface, probably one notator was
foreseen for the copying of all 108 works; perhaps the anticipated
notator was Denis Gaultier himself. The nature of the codex,
Fowsver, would rather sSuggest that an unknown calligrapher had
been forseen as notator. Two notators [(NA and NB) copied in the
tablatuwre, a fourth copied the "aAccords” onto the inserted paper-
zsheets. An attribution of the "Accords” to one of the two notators
NA or NB is rendered impossible by the scarcity of entries by the

tuning instruction notator, the color of whose ink differentiate

Fvim from the writer of the heading "Accord’. The style of the
first phase of tuning instruction copying - the title "Accord” and
individually drawnout lines - seems to correspond rather to the

careful waork of the two writers (W1 and W2) than to the work of
the two notators (NA and NB). The SECDHa round of writing was the
erntry of the tablature Tiaowes, whereby the ink-color suggssts
that rneither NA nor NB participated. The "r" is close to NB, the
"e", orn the other hand, can hardly fall within the bounds of HNB.
Whether Na, NB, or even the notator of the "Accords” is identical
Wwith the foreseen notator cannot be said.

The point in time of the activity of W2 has thus far remained open
in this reconstruction of the stages of work. It probably fell in
the phase during which Wl was also active,., An indication thereof
is the care and the meshing of the work of both writers in the
"table”. Since W1l entered only those pieces in the "table” for
which W2 had written at least the title, it seems logical that W1
undertoock to enter them respectively in the "table” after hearing
from W22 The interruption of th2 work becomes especially clear
when one considers that W2 wrote only 27 out of a total of 96
sheets intended Tor text (108 Toreseen pleces minus 12 pages
prepared for preludes which left no room for text). The text
i laced by W2 under the pieces begins in 19 cases directly under
the tablature-line=z without disturbing them, six times & greater
sepsgragtion is sllowsed arnd only twice does the text, Dbegun too
close to the tablatuwre-limes, touch the bottom-line: once wunder a
piece copied by NA [(p.d49: La Coguette Virtuosal and once in an

entry by NEB (p.2&0: La Gaillaide)], whereby in neither case must a

22 [t seems logical to the author that the codex wasn't bound wuntil all the
completed individual elements had been assembled. Only the copying of the
tablature requires not necessarily unbound sheets, whereas calligraphers (= fext
writers) strongly preferred copying on such sheets
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bass be written on the bottom-line. Because no really clear
accomodaticn or botching-up is evident, it unfortunately cannot be
unequivocally determined whether W2 knew of the length of the
pieces and the corresponding room needed or not. Nevertheless, on
account of the wvariously placed highest line of text, it seems
likely that consultation took place between W2 and the notator
anticipated in the plannineg of the codex. This in turn argues for
the proposition that prototypes for the tablature entries were
available for the phases of work undertaken by W1 and W2 and
perhaps also for the entries of the notator. Since all of the
above arguments point toward the separation of the phasea of work,
the tablature entries of NA and NB, and of the notator of the
"Accords” must have been untertaken after the entries by W2.

The question now up in the air concerns the point in time at which
the tablature signs were added to the "Accords”.

On this point, Buch thinks that the key of e, entered in the
"Accords" before the empty "lydian" section, derives from the "e"
mode i Bosse's picture because the open book there demonstrates
an e formula (188). He supposes, therefore, that the notator of
the "Accords” always looked at the first piece and took the key
used there as foundation for the “"Accord”™. Naturally, this works
only where pieces have been copied in. However the lydian mode
doesn’'t contain a single copied-in piece so that thes notator of
the “Accords” transferred the information in Bosse's picture to
the "Accord”. This conjecture implies that no piece intended for
the Llydian mode was available Lo the notator of the "Accords” as
he coplecd in the e-mode. Gaultier however included 10 pieces in e
minot in his two publications (Pieces de Luth de Denis Gaultier,
Faris, c¢.1670, including eight & minor pieces and Liwvre de
Tablature des Pieces de Luth. De Mr. Gaultier 3Sr. de Nelle Et de
Mr. Gaultier son cousin, Paris, no date c.1672, including two =
minor pieces), and it is striking that one of the thiree pieces for
which Gaultier hinself provided a name - the gigue "Tocxin™ from
the Livire, p.86 - is in & minor. Thus material for the e-mode was
probably already present in the planning phase and much speaks in
favor of the supposition that the pieces to be copied had been at
least i part already collected and were avalilable as the codex
was being planned.

Further Buch's hypothesis, that each "Accord” il turn was derived
from the previouszly entersd piece, would imply that the piecez had

beern already copied in betfore the notation of the "Accords”. The



14

even more farreaching supposition that the "Accords” represent the
latest phase in the origin of the codex makes sense at first sight
based o the material. However, thisz overlooks two things: the

type of binding with the binding strips [("Falzstreifen”) occours

ot with the inserted "Accords”, so that it is entirely clear that
not just the "Accords” were inserted aftter the fact inteo the
existina and constant remaining binding. I addition, other

strructural deviations from the program of the manuscript point to
a wvery dense network of relationships involved in its origin, so
that, in this writer’s opinion, complexer contexts for the various
interventions are to be sought.

There iz an indication contrary to Buch’s hypothesis that the
"Accords" possibly had been entered already before the copying of
the pieces, were provided with weiting and notation, and thus had
been foreseen, al thaugh not from -the beainning, in the
manuscript’s program. As pointed out earlier, an "Accord" stands,
too, before the empty lydian section pointing to the work in the
first phase of the manuscript’s formulation by one of the carerful
wrriters (W1 or W2). The tablature-signs entered during the second
phase of work indicate an & tonality. Whether the "Accords" mean
respectively major or minor can no more be determined than the
tuning of the bass courses, fTor which purpose the s50 called
"Accords” were usually uwusecd. The absence, evident therein, of
consideration of qguestions of plaring technigue seems to be
tvpical forr the program of "La Rhétorique”. 0One can suppose that
idea and execution of the inserted "Accords” proceeded  from
persons familiar with the basic ideas of the manuscript’®s program
without, howeaver, having any very direct relationship to the
practical needs of luteplayvers.

Buch mentionz that the formula of the lydian "Accords" indicates
that this mode abviously was intended to contain music (183). This
appears plausible. Because in this writer’s opinion;, however, it
would hawve made sense to fill in the "Accords” only when pieces
were indeed to be copied in, the notator here must have been
familiar with the "Accords” of the key in which the pieces would
be. The material - as observed above - was probably there. If the

mater-ial of the empty lydian s=section also was available to the

notator of the "Accords", this means that the sheets of paper,
filled in and inserted prrior Lo bthe copying of Lhe pieces into the
ook, were present and already wreitten wupon, and thus that the

copying of the tablature was undertalkten 1n indepemdently of the



copying by the notator of the “Accords”. This implies that there
were at least twe different prototypes, of which the notators, NA
arnd NB, had another wversion forr their entries at their disposal
than W1l for the “"table” and W2 forr the titles and texts beneath
the pieces arnd the notmtor of the "Accords” for his entry; and,
secondly, this seguence implies that the original arrangement of
the codex, as given in the "table” and Preface (W1), was disturbed
by the rebinding of "La Rhétorique” already before the entry of
the pieces. Thus the insertion of the paper "Accords" sheets would
not have been the sole cause of the rebinding but rather an
associated cause, as is demonstrated by further rearrangements in
the codex. Hence fTollows that "La Rhétorigue” originated in 3
phases:
i. Planning of the codex in a male dominated Parisian salon,
entry of the texts by W1, of the sonnets by W2, origin of the
sketches by Le Susur and the pictures by Bosse and Nanteuil,
arigin of the goldwork by Baslin, ruling of the pages destined
for notation, entry of the titles and texts beneath the pieces,
rnot yet copied in but readily available In prototype, by W2,
corresponded with W1, who in turn transferred the titles to the
" "table”.
Obviously this work-procedure was interrupted and the as yet
unbound manuscript with all its components (including tablature
prototypes) fell wunfinished into other hands. Phase two was

carried out by unknown persons largely in the spirit of the

Prrogi-aim:
2. Addition of the "Accords”, removal of the protraits of Anne
de Chambré and his wife, rearrangement of the "takle", binding

in its present form (which had to made extraordinarily thight
aon account of both the latches, prefatricated to accomodate the
or-iginally planned thickness of the codex, and the size of the
boockblock, made thicker because of the binding strips
("Falzstreifen”) and the 12 inserted paper sheets).
Once again there occurred a caesura. Apparently the tablature
prototypes are lostk. Two notators "complete’ the codex, till then
without music, in thse nexzt phase:

.t.‘

3. Entry of the tablature

Proceeding from the assumption that the “Accords” were nolbated
after the entry of the tablature, the working procedurs e
appears the same &= that of the first phase. AN interrupltion of

the work-process took place without doubt here, too, but with the
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important difference that the codex did rnot necessarily end up in
circles close Lo the salons, but rather in the possession of
perrsons for whom above all the fact that the tablature was missing
was unacceptable. Whether these persons acquited all the materials
associated with the project - including tablatures - SEeEms
doubtful. It seems rather unlikely that NA and NBE were in contact
with the anticipated notator. Therefore, in the case that the
tablature-prototypes were not constantly with the codex, it seems
very unlikely that these, too, changed hands.
2. Entry ef the tablature: here, at the latest, is the codex
bound in its planned form.
Now someone wants to put "Accords” into the book. That MNA or NB
wanted the form of the "Accords' as they occur today would seem
from the point of wview of the practitioner rather unlikely:; thus
the most logical conseduence would have been a renewed change of
QWNEr™.
3. Insertion, lettering and notation of the "Accords" sheets,
removal of the portraits of Annhe de Chambré and his wife,
rearransement of the "table", binding in its present form
(which had to be made extraordinarily thight on account of both
the latches, prefabricated to accomodate the originally planned
thickness of the codex, and the size of the bookblock, made
thicker because of the binding strips ("Falzstreifen") and the
12 inserted paper sheets).
This writer finds both variations of the origin of "La Rh&torique"
plavusible, whereby the fTirst concept, seen from the point of view
of the stvyle of the work after the first phase, would seem clearly
to be the more likely of the two. However, the guestion of Denis
Gaultier’s participation in the codex must be rfewly posed ol
gccount of the interruption, stressed in both hypotheses, between
the first phase and the entry of the tablature.
Firstly: The wview, first held by Brenet then widely accepted, that
Anne de Chambré’s daughter was a pupil of Gaultier, is hased on
lines 10-14 of the first sonnet. This interpretation supplied, for
examele, the foundation Tfor the eguivalence of Lhe goateed and
mustachioced lutenist in the Louvre pictuwre with Denis Gaultier arnc

is of elementary significance for the derivation of the connection

between "la Rhétorique des Dieux” and Denis Gaultier. While
Bremet’ s interpretat ion is pozsilble, it is not , Powe e,
ﬂumpqlliﬁg, and may not,; therefore, be taken Tor rfact. That Denis

Gaultier toock pa-t in the planning of ths codex seems za]lf-
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evident based on the pretensions of the manuscript. How far,
however, his participation went in the planmming and execution of
the first stage, cannct be said.

Since, secondly, a closer relationship exists between the titles
of the pieces and the depictions of the modes than between the
titles and the mu=ic, and since, thirdly, the entry of the
tablature was probably an intervention carried out by persons
largely unaszociated with the circle of those responsible for the
first stage of work, Denis Gaultier had probably just about as
much or little influence on the copying of his pieces in “La
Rhétorique” as he had on the copying of his pieces in the versions
appearing in Ms. Paris, BN, vm? 6214 (to give an example of a
manuscript which tooc was probably compiled in Paris between ca
1650-1670) in so far as NA and NB didn't copy material supplied
directly by Gaultier himself. Likewise it is unknown whether he
approved of the segregation of his pieces accordina to mode with
the acconpanying implication of affect, or whether he thouaht that
this segregation made any sense whatsoever.

Thus we are confronted with the gquestion whether the manner of
tablature entry by NA and NBE makesz plausible the szupposition that
Denis Gaultier was identical with NA or NB or, if not, whether at
least the tablature prototypes used by NA and NB can be connected
with Gaultier. No Denis Gaultier autograph is now known, so that
in order to answer this question, the content of the copied pieces
rather than their notation must be examined. In order to avoid
anticipating the second part of the article, only a few points for
each notator will be introduced here.

Notator A, in general a wvery conscientious scribe, reéemains in
"Phaston foudroyé" ("Rhétorique” B.27, in the "Livree" as
“Allemande", p.44), in contrast to Lthe published form, orne measure
too long in duple meter where the meter changes from 2 to & and
secondly, again in contrazt to the “Livre”, indicates neither the
change of meter effected in the following measure nor the return
to duple meter in m.16. Thus results, instead of a group of 4 x 3
beats = 12 beats = 3 duple measures, as in the published version,
a musically stumblina grouping of 2 x 3 beats = 9 beats = 2 duple
measures with a remainder of .25, That Gaultier himself might have
missed this meter-change while copying and rnot have discovered anc
corrected this shift would seem nearby impossible, especially
considering that such meter-changez 1in  dances (here in  an

&llemande) occour extiremaly rarely. That NA might have copied fr-om



an original embodying this meter-change as 1t occurs in  the
"Livre" seems likewise doubtful: the generally careful scribe MNA
would thus have overlooked too much at one time.

By all appearances, HNB can neither have been Gaultier himself nor
Fave used material originating directly from Gaultier. This
becomes clear, for example, in the Courante with “Double”,
urtitled in "La Rh&torique” (2.127-1320, in "Pi2ces” likewise with
"Double" on pP.16-19). Firstly, NB attaches a2 second strain
differing entirely from the printed wversion thereof to a first
strain identical to its printed counterpart. Secondly, the
"Double" copied in by NB is much moire similar stylistically ta the
kind of "Double" to be fourd in Ballard's collections printed in
1611 and 1614 than to midecentury "Doubles” in  general and
Gaultier’'s in particular. Thirdly, Gaultier himself published a
completely differently cornceived “Double” inm the "Pigces" .
Fourthly, in "Pizces” the "Doubles” by Gaultier follow strain by
strain the sections which they vary, o that the form A A B B°
ensuss?t . NBE's copy, on the other hand, demonstrates the torm 4 B
AT BT,

These observations make clear that in all probability 1) Denis
Gaultier can be neither NA or NE, and 2] the prototypes used by NA
and NB could hardly have originated fTrom Gaultier or from his

vicinity.

5 The solutiomn of the puzzle?

While other reasons might be seern te have led to the difference
between program and execution of "La Rhétorique”, it is possible
that the external circumstances of the Fronde might have plaved a
role, too. It would seem reasonable at thisz peoint te combine a
short sketch of the most important events of that turbulent time
with both the origins of "La Rhétorigue” and the biography of its
commissioner: Anne de Chambrés.

In 1643 Louwis XIII died. Anna wvon Osaterreich made Lowiszs XIV, Jjust

14 years old at the time, Kinag, and the Italian Mazarin her most

important adviser. The princes descended from Louis de Condé - the
later "Grand Conde” and Conti protested strongly agsinst this
cholce and unleazhed, by g conflick of interest between  the
yereditary and rrofnberedl Lary nobility, the Euirbul ences which

2 The "Livre" contains no "Doubles".
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lasted from 1648 to 1653: the first and second Fronde. Pursuing
the information available till now about Anne de Chambré, one
finds his name before the Fronde on February 2Bth, 1647 in File
Z'? 266 of the Parisian "Archives Nationales”. The entry concerns
an estimate of the rent of & house, on the "Rue de Cléry" in
Parisz, belonging to Anne de Chambré and rented to M.le Picart.
Mich#le Bimberet-Privat states ipn the regiszter that Arnne de
Chambré was royval adviaser and parmaster of Ll French
gendarmerie?®,. This information may stem from the same document.
Decisive for the origin of "La Rhétorigque” could have been, above
all, the second Fronde, because Paris become an important arena
for these disorders: on January 18th, 1650, HMazarin arrested the
leaders of the Fronde - Condé and his brother Conti as well as
their direct adherents - in order to bring the confusion under
contrel. At an as yet not determined point in time, Anne de
Chambré changed from the royal camp to that of the Grand Condé,
acocorrding to Mariette, ard  became his military treasurer?®,
Whether he was among the adherents of the Grand Condé arrested in
January 1650 or whether he, as did most of the Condé's followers,
enjoyed the general amnesty of October 22, 1852, is =still
unknown®*? . We do not know whether Anne de Chambré belonged to the
inner circle of the Prince's followers, thus accompanying him
continually outside Paris, or if he stared in Paris. Nor do we yet
know where in Paris he lived at that time: Did he possess several
houses o the Rue de Clé&ry or does Mariette’s notice indicate that

he cccupled the formerly rented house after the rent-contlict? It

2  Michéle Bimbenet-Privat, Greffiers des Batiments de Paris, Procés-Verbaux
d'Expertises, Régne de Louis XIV, Zij 261 4 269: années 1643 - 1649, Paris (Ar-
chives Natlionales) 1987, p.51: "Estimation du loyer d'une maison, rue de Cléry,
appartenant 4 Anne de Chambré et louée 4 M.Le Picart, 28 février 1647 ZU 266",
p.267: "Chambré (Anne de), conseilleur du roi et payeur de |la Gendarmerie de
France.”

% Cordey, in Tessier, above, p.B

7 Jean—=Paul Charmeil, Les tresoriers de France a ['époque de [a Fronde, Paris
(Pleard) 1964, p.30, footnote 52 reports that Jean Perrault, "président a la
Chambre des comptes de Paris", follower of and secretary to the prince de Condé
arrested In January 1650, was not Included in the general amnesty as a rare
exception. Anne de Chambré is not mentioned in this book. Neither the Mémoires
sur la Fronde de 1650 a4 1653 of Jacques de Saulx, comte de Tavannes, ed.by
Moreau, Paris 1883 count at Colbert, Lettres, instructions et mémoires, ed.by Plerre
Clément, Paris 1861, Tome 1, p.7, footnote 4 nor Turenne, Mémoires, od.by the
Société de |'Histoire de France, Paris 1909-1914 have been evaluated.



was evidently fashionable in Paris not to reside in ohes own
Fowse, One rented it in order to pay rent elsedhers oneself?d

On the 13th of February 1651 Mazarin personally released his
prisoners and escaped on April &th to Brihl near Cologne. FParis
became important once again in 1652: The Condé becams ruler of the
city on July 2nd 1652. The Parisians, howsever, preferred in the
erd  royal autocracy to Condé’s government, sc that the roval
family — at first withouwut Mazarin - could enter Paris peacefully
on October 2lst 1652, Louis XVYI being greeted with the cry "Wive
le Rovy!" by the wvery people who had been so often "converted”
duiing the disorders. The Grand Condé lefTt Faris with his
followers already on the 13th of October and sought refuge among
the Spanish troops at whose side he fought hopelessly until
16592% . Mot till considerably later iz szomething known about the
activity of Anne de Chambré: He appears as 'Intendant général de
la Compagnie des Indes Occidentales” from l1664-1669 ard
participated there in the conguest and colonisation of the island
Martiniaue*",

Apart from the bicgraphy of Anhe de Chambré, two thinas can be
cornnected with the Fronde, however they may be interpreted: A date
with the remark "bien conservé depuis...” (well preserved since?!)

as well as the lack of & picture. Firstly, regarding the date:

@ Annik Pardailhé-Galabrun, La naissance de [!'intime, 3000 foyers parisiens,
XVile-XVIIe siécles, Paris (Presses Universitaires de France) 1988, p.17.

@ This recounting of the Fronde is based on: Theodor Schieder (editor), Handbuch
der europdischen Geschichte, Stultgart 1971, Vol.Ill, p.827-833 as well as Will und
Ariel Durant, Kulturgeschichte der Menschheit, Bd.12: Europa Im Zeitalter der
Kénige, Frankfurt/M ete. 1982, p.16-23; Hubert Méthivier, La Frende (= 1'Historien
49), Paris (Presses Universitaires de France) 1984; Helmut Kétting, Die Ormée
(1651-1653), gestaltende Krifte und Personenverbindungen der Bordelaiser Fronde,
(= Schriftenreihe der Vereinigung zur Erforschung der neueren Geschichte 14),
Miinster 1983; Jean Jacquart, La Fronde des Princes dans la région parisienne et
ses conséquences matérielles, In: Revue d'histoire moderne et contemporaine VII
(1960), p.257-290; Hubert Carrier (Hersg.), La Fronde, contestation démocratique et
misére paysanne, 52 Mazarinades, Paris (EDHIS) 1982, Vol.Il, p. XXV-XXX

30 Michel Brenet, above, p.71l. The following literature not awvailable to this writer
may lead further in this question: Dictionnaire biographique de la Martinigue,
1635-1848, Fort-de—France ({(Société d'Histoire de la Martinique) 1984, Tome 1,
Fase.l

3 In lexis. Dictionnaire de la langue francaise, Paris 1975, p.389, a passage from
a text by Corneille is quoted, in which the word "conserver" assumes the meaning
"sauver" = "save". In connection with the time reference "depuis" = "since" the
meaning "saved since" seems more appropriate than the description of state of
preservation usually intended by the word "conserve".
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A Parisien notice of sale Tor "Lo Rhétorique des Dieux™ from ths
Sth of August 1751 in the "Annonces, arffiches et avis divers’
contains the following text: "Recueil en manuscrit bilen conserve
depuis 1652, contenant un grand nombre des meilleures pigces de
luth de Denys Gaultier, orné de trés beaux dessins, lavés a
1’encre de Chine, dont wune partie est d’'Eustache Le Sueur et
1'autre 4d'abraham Bosse, et les portraits de Nanteuil; le tout re-
lié¢ en chagrin avec des ornaments d'argent surdoré., S$'adresser 2
M. Thiboust, impr., Place Cambray."?? (Manuscript, well preserved
since 1652, containing a large nnumber of the best pieces by Denis
Gaultier, decorated with wvery fine drawings colored with chinese
ink, of which some are by Eustache Le Sueur, the others by Abraham
Bosse, and with portraits by Nanteuil; the whole is bound in
chagrin with goldplated silver ornaments. Apply to Mr.Thiboust,
prrinter, Place Cambray.) If we interpret the specified date to
mean that the codex has beernn in its present state since 1652, then
all three stages of its execution would fall in the time period of
the fronde., If however one relates this remark only to the first
two stages of the first reconstruction - which would make & lot of
sense forr a bibliophile observer of that time, because what makes
the codex special is the collaboration of picture and text, not
the tablature - then the codex would have been “completed” during
the following years by the copring of the tablature.

The second point: Significantly, the picture of Condé's military
treaszurer Anne de Chambré and his wife, mentionsd in the preface,
is misging. This could indicate Lthat the codex changed parties as
well @s hands, resultineg in the removal of the portrait of the
political ocpponent.

These remarks, as well as the fact that two mutually exclusive
attempts of reconstruction are conceivable, go to zhow how many
possaibilities of interpretation the presently known facts of the
codex’ origin leave open. It seem= important teoe this writer that
the present view, although contirary to the traditional way of

looking at the origin of "La Rhétorigque™??, not provoke new

2 Cordey, in Tessier, above, p.7

3 PBuch's repeated observation that "La Rhétorigque” originated in several more or
less Independent phases as well as his indication adopted from previous writings
that Anne de Chambré was Condé's military treasurer are his only approaches to
the above outlined external circumstances of the origin of the codex. The
hypothesis that the Fronde could have had a direct influence on the creation of
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"credos” - but rather continued research. The path to new

perceptions has been sketched out clearly enough.

The obssrvation which will probably elicit the most emcotion is the
hypothesis that Denis Gaultier did not participate directly in the
draftina and copying of his pleces, This remark will provoke
emotions because it has been generally supposed previously that
Gaultier was directly occupied with the pieces as copled there.
Buch himself doubts that & work made in honor of Gaultier alon2 by
someocne in touch with him and containing his portrait would have
been made without Gaultier's participation and approval (204).
Buch, however, does Pnot separate the different phases of the
codex’ creation sharply enough: naturally it is  likely that
Gaultier would have been involved in some way in the planning and
execution stages — how is still open - nevertheless, the tablature
ertries were made by unknown hands at an unknown point in time
from one or more urnknown prototypes probably no longer in the
splrit of the initiators of the codex. How the virtually
unornamented style of these entries, contrasting sharply with
Gaultier’s printed collection, and the witing habkits of both
notators are to be evaluated will be discussed in the next issue
of "Gitarre & Laute”.

The fTollowing, howewver, iz important: the primary significance of
"La Rhétorique des Dieux” lay always in the encounter of the
different art forms. Buch writes wvery rightly in the epilogue of
Fiz work: "In its own right the "Rhétorique des Dieux” is perhaps
the outstanding document of French culture in the first half of
the 17th century. Like its music, art work; and literary text, the
uriitying asesthetic sense of the "Rhgtoriaue” has been neglected
and misunderstood by modern scholars. It is te be hoped that 1n
the near future thisz will be redrezsed.” (284) This= iz not changed

by the hypothesis of the latsr, no longer as-planned entry of the

lute pieces: at most Lhe practical “warth” alone of tha
transmission of these pieces could suffer i the ayes of
lutenists. Nevertheless they do contain specific and therefoares

valuahle information, =and it is the task of the second part to

woirtk this oul.

"La Rhétorigue" are conclusions of the author based on Buch's evidence and the
writer's own research.
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The first part of this work, which appeared in G&L 2/89 p.17 - 23,
concerned the preconditions for the interpretatiom of the content
of "La RRhé&torigue", namely the description of the manuzcript and
concluzions to be drawn therefrom. In thiszs writer's opinion, =
description not only of "La Rhétorigque”, but of every source
should be available, tasking into consideration the following
points Tor every segment represented in the manuscript:

- Origin of the writing material (watermarks, whereby it is
wellknown that the watermark catalogs, however, give not the placs
of origin of the paper but rather its present location. The place
of origin of a paper can be derived at best from its geographical
dissemination and knowledge of the place of origin of the books
composed of that paper).

- "Ex libris” entries, whereby one must clarify whether the “ex
libris" entry was really written in the same hand and at the same
time Aas the content.

- Intention of the notator (private collection, "&dition de luxe™,
instruction-manual)

- Repertory context and dating, based on concordances and writing-
habits.

Fraom these observations can be derived, at best, a quite precise
picture of the creation of the relevant segment of a manuscript.
The rnotation of & “segment” in a manuscript is significant,
insotTar as most manuscripts - even when they appear to have been
wreittern all at once - were complled from wvarious manuscripls ofF
prints. Consequently., works colleclted under ditffering conditions
in likewise differing versions were brought together in a new book
- the manuscript in guestion. This new book must be considered on
the one hand as an organic whole, on the other hand, however, as a
vesael in which wvarious elements have been collected. Thus, of
interest is mot this wvessel as such, but rather the individual
segment and the coincidence of thesze individual segments. The
following questions musk be posed: how did the collecting take
place, Trom what sources was Lhe material cobtained, ared how

exaclly was it copied?



From this differentiated method of observing the individual
segments it is possible to ascertain in favorable cases a network
of dependencies which permits the evaluation of the individual
habits of copying and collecting. Building upon these individual
investigations, we can dare to attempt to portray the history of

the dissemimation of the lute music of those times.

2 0Ob i T ecorditions ¥
of 17th century French lute muisic

Frrom this base of exgct manuscript descriptien and employing a
differentiated wview of z2tvle. a comprehensive portraval of French
lute music becomes possible.

The foundation of this discussion is formed mostly by modern
editions, which contain a "best version” of a piece derived from
sever-al  sources and presented in tablature and transcription.
Precisely for this music, however, the principle would seem Lo
apply that there is no such thing as an "Urtext’ because even the
prints and manuscripts containing the fingerings and pertormance
instructions of the composer must necessarily contain only one
among all possible formulations of a given pilece. Insofar as every
copy of @& given pliece transmits a version differing from all
others but remaining within the possibilities inherent in that
piece, the contemporary seasi~ch for a single "best version " is a
search Tor & phantom, because it excludes the fTactor of the
"formulatiornal latitude”.

MNotation and musical interpretation merge in tablature to the
extent that the same musical phenomenon - forr example a broken
chord - can be witten in various ways. The first question seems
to be, "according to which criteria should kEhe technical exscution
take place?” Essential, however, iz not the Qquestion of how the

chord was broken technically, but rather what musical intention

stands behind this breaking. Only when the sense behind the
"formulational latitude” has been =z=een can a meaningtful editorial-
technigue be found which Lakes into account "tranasmissional
latitude” .

A essential point which h&as had and continues Lo have a strongly

prejudicial s=1ffect on the understanding of lubte music 1Is the way
i which tablatw-e 18 transzcribed. Seen historically the criteria
of tablature transcrription were dewveloped on lute music which

hardly offered any compasitional praoblems: Lhe music o Ehe
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Renaissance. It 1is normally based upon a composilional type
oriented to the style of vocal polyphony. Thus, really difficult
interpretational problems of voiceleading and duration of tone are
rarely epcountered. The case is principally different with 17th
century French lute music, however: here transcirriptions were
undertaken before the broad discussion about style had begun®?.
Every transcription, however, inte contemporary notation is
necesaarily an act of interpretation. André Sourils says in his

1965 edition of Dufaut’s works that transcription complements

tablature in three respects, namely “la distibution des parties,
les wvaleurs de durée et L1'articulation métrigue™’%®, Thus he
imputes to this music a kind of voice leading - a characteristic,

that is, which perhaps was never intended by the composers of that
time. This writer i= of the opinion that interpretational
transcriptions are a very useful means fTor recognizina the musical
thinking of the transcriber with respect to the music transcribed;
never-theless, for the discussion of the style of that music, they
are, nn the contrary, an obstacle, especially since they deo not
force the reade~ to seek the sense behind the individual notes.
Theretore, this writer has employed since 1924 a system of
transcription which fundamentally calculates the pitch only onto a
compressed grand staff. The rhythm signs of the tablature, which
give only the ictus, are placed over the grand staff where they
fulfill the same Tunction'®. Thus the reader him or herself is
forced to seek the voice-leading and durations. The future of
research on 17th century French lute music depends to a great
extent on wWwhether it succeeds in laying open the presently
discussed stylistic criteria and analytical procedures (which are

supposed toe lead to undesrstanding of the object and thus are also

M This discussion got going above all through the first legendary recordings of
French lute music by Michael Schiffer and especially Hopkinson Smith. In 1972 the
dissertation cited in footnote 59 by Wallace John Rave appeared, in 1983 the
dissertation discussed in the first part of this article by David Buch, in 1984 the
article cited in footnote 54 by Jean—-Michel Vaccaro and 1987 the books cited in
footnote 38 and 37 respectively by David Ledbetter and Clemens Goldberg which all
attempt to work out certain aspects of the style of the 17th century PFrench lute
music.

3 André Souris, Note pour ['exécution, in: Oeuvres de Dufaut, Paris (Editions du
CNRS) 1966 (Corpus des Luthistes Francals), p.XXIII

% The author has used this method in all his writings since 1984 and presented
it in its refined version in the lute masterclass of the Schola Cantorum Basiliensis
on June 4th 19856. Recently, the then-=schela student Vliadimir Ivanoff has employed
a very simular system in his investigation of the Pesaro Ms.



of decisive importance for tablature-transcription) in their
historical limitations, and in adapting to the continually new
circumstances. O0n this point Clemens Goldberg makes the following
chservation: "The transcription [of tablature] compensates by no
means for a deficlency inherent in tablature;, but rather for a
deficiency of knowledge. Therfore every transcription reveals the
transcriber’s understanding of the pieces, every pilece reguires
its own transcriptional approach, rules for transcription neither

can or should exist."?7?

Oie of the goals of the second part of this article about "La
Rhétorigue des Dieux” is to demonstate a few possible points of
departure for analysis and thus to point ocut to the researcher and
performer possible means of access to this fascinating music.
Whether these points can be meaningful in dealing with 17th

century French lute music on 8 daily basis will be evident from

the snsuing discussion.

3 Clarification of 8 few reatures of style through exasmples

Even 1if lutebooks from the final decades of the 17th century
contain pieces from the time between c.l1640 and the date of
compilation, this repertory may net be conceived of as being
stylistically uniform. It 1is simply unthinkable for an artistic
gernre which enjoved such respect among contempeoraries that it
should rnot have experienced any development with respect to,
firstly, aszthetic demands and, secondly, the attempts to resolwve
those demands. The repertory in "La Rhétorigque" stemz from the
first two decades following the introduction of the d minor
tumitg. Denis Gaultier’s music, while it represents undoubtedly
the high point of the 17tk century French lute repertory, is bssed
lairgely upon compositional means cultivated step by step in the
course of the Tirst half of the 172th century. In Ehe following
pages, therefore, pieces from the various stages of development of
French lute music in the first half of the 17th century will be
discussed. Here it will be leszs & matter of enterina into the
particulars of any given example thanm of describing tendencies

which can be found in many plieces of the epoch in guestion.

37 Clemens Goldberg, Stilisierung als kunstvermittelnder Prozess: Die franzdsischen
Tombeau—Stiicke im 17.Jahrhundert, Laaber (Laaber) 1987 (= MNeue Heidelberger
Studien zur Musikwissenschaft Bd.14), p.121



* fol -

This example has already been cited by David Ledbetter'®. The
following points are significant for the lute music of its time:

1. Dances come to the fore as proving ground forr new musical
ideas. This is rnot surprising when one considers that the
Fantasia, important earlier, was not based on structural repeats.
Precisely the possibility of repetition, however, offers the
opportunity of placing ingeniocus and artful “varietas” in the
foreground. The precept of "varietas” comes from classical
rhetoric, a tradition regarded as self-evident in the musical
production of that time??. As soon as this “"varietas” is fTirmly
fixed in the musical style the mostly homophonic prototype'®
disappears, and there remains only the "Double” as independent
piece which builds artfully upon & merely “"thought” prototype and
which can, in turn, be yet further stylised by another "Double".
Thia process was consumated in the first third of the 17th
century: whereas Francisque’s prototypes still follow to a large
extent the rules of vocal polyphony, in Robert Ballard's music the
prototype is already Very much adapted to the specific
possibilities offered by the lute, so that the prototype itself
comprises a kind of “Double” to the wvocal or instrumental

or-iginal. In the prints of 1631 and 1638 one finds only rarely

@ pavid Ledbetter, Harpsichord and Lute Music in 17th-century France, London
(Macmillan) 1987, p.34 f. The first five measures of the second straln as well as
the corresponding measures of the "Double", as published there, contain the
following copying errors: tablature of the "Double”, meas.2, Tth and eight note: 2nd
course 2nd fret and first course open Instead of 2nd course open and first course
2nd fret. The transcription is theoretical in nature and only with great difficulty
and disregard of fingering conventions playable in meas.l1 (e' has been omitted in
favor of a'), meas.5 (b'flat is lifted up on account of the change in fingering, so
that the suspension is "heard" musically, but in fact disappears. The same
phenomen occurs with the following a') as well as in the "Double” in meas.4 (a'
and e' are not normally held) and meas.5 (b'flat and f' are normally not held).

% The connection between musiec and rhetoric is one of the most Important
features of the developping of music in the 17th century. One recalls the notions
of the "seconda pratica" and "opera".

1 TRANSLATOR'S NOTE: The usage here of "prototype" meaning the unvariated,
unornamented version of a strain as generally played "the first time through" in
dances Is Lo be distinguished from its usage in part one of this article. There the
sense is the copy, whether composer's autograph or not, of a plece from which a
further copy of that piece is made, in that case into "La Rhétorique”.
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varied repeats - the style tested it the "Double” had acqguired its
indepsndence.

2. The prototype is in general cleanly executed and varies betweesn
3 and 4 voices. Airs de cour or Ballet esxcerpts often provide the
prototype.

3. The emancipation from virtuosic scalar diminutions takes place
in France. To be sure such runs can still be found but only as one
of several kinds of ornamentation and mostly before clearcut
cadences which can also lie within a strain. The rhvthmic opulence
of different fast runs is given up in favor of a regular eighth
ote movement.

What 1is the meaning of this change? Concurrently with rapid
ornamentation it is usually only possible to play & rudimentary
bassline. The regular eight note movement typical of 17th century
French lute music, however, allows the prototype to be realized
more completely tham is pozsible concurrently with runs in the
English manner [(for example, John Dowland’=s). Thus it is possible
to extend the principle of "varietas" to the middle wvolces as
well, In the "Double”, for example, leading tones in inner voices
aire generally not plared till the last possible moment, as final
eighth note. With the leading tone inserted as Tinal eighth note,
the "tipping” of the harmony is underlined, especially since the
listener carn have heard the chord fTunctionally differsntly prior
to the =ounding of the leading tone.

The TfTollowing cases of the tranzformation of chords or the
clarification of harmorny occur in our example:

- "Tipping" by means of the major =zixth following Lthe fTifth:
"Double" of A section, m.3, &, 9 [alwars of the last esiaghth)

~ Clarification via passing cctave - mimor 7: "Doubles” B, m.2, 5,
"Double” C m.7, via passing third - fourth: "Double” A m.8; wvia
descending parallel &: "Double” € m.2; major & - fifth "Double” B
m. 4.

In =zix of these nine cases the relevant note occurs also in the
prototype. In the prototype the note in question sounds on the
latest aquarter value. The stylistic pecularity of the "Double” is,
inmn these cases, that the relevant nots be =truck as late as
possible in order to maintein tension [(which way will the musical

flow twurn?) as long as possible. Thus the composer playvs with the

aural conventionsz and expectationzs of the playver as well as of the
listener. This type of “"wvarietas" in relation to the protobype
Freculires, however, that bthe unadorned prototype relatively simple,
harmonically, as is predominantly the case in dance music. Thus

girises the tension, typical T o the Frernch concept of music,
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between the simple and natural (=the harmonic model) and the
audacious and extraordinary (=svarietas). Clemens Goldberg cites a
passage from the sonnet by De La Hyre to Du Carroy’'s “"Pieces
Ecclestasticae” of 1609 in this context*? and concludes:
"Especially typical for the French artistic ideal is alsoc that it
is not enough to be "naturel” and arrange everything as simple and
clearly as posiible, no, the complexity of the world, the wvaried
imponderability and the unexpected, original events of live must
be present in music. Harmony of the souwl and body arises only from
one picture described as "rare” and "hardi”. The hidden order of
the world does not reveal itself in the commun place, only in the
unexpected and extraoridinary”™.*?

& . Significant for the style is, as a further point, the
associated ever more intensive binding of the individual tone to a
very specific function. As in the abovementioned case, one takes
care that in the treatment alsc of the bass and the upper voice a

tension, a&n attitude of expectation, arise.

The lower wvoice often leads in ascending or descending eiaghth
notes to the next harmonic goal ("Doubles”™ A m.1: B m.l1l; C m.1, S,
&), and can often be thought of as getting the next phrasze going
("Doubles” A m.1; B m.1; C m.1),

Fraobat:ly the most striking change compared with the prototype is
the breaking of chords. Normally the chord members are stroked in
the asequence bass, upper voice, middle voice whereby a tone which
leads onward is often set as the next eighth note. (A m.l1 to 1, A
2 to 3, A6 *to 3, B 1 to 1, B 3 to 1, B 4 to 1, B 4 to 3, B 9 to
2, B 10 to 3, C 2 to 1, C 3 to 1). This groundrule is broken,
however, in several cases where the by far most freqguent deviation
from the groundrule is explained by the continuation of a line= ([ A
2tole fga A3toc3b flat @ 9, A 4 to 3 f'e’d'c’", A B8 to 3 b
flat @ 9, A 9 to 3 ¢’ b* flat a', B 1 to 3 ¢' a" b’ tlat ¢'', B 2
to l1lab flat c d, B 2 to 3 g A, B3 to 3 1 g a', B9 to 1 a'-G,
C 2 Fto 2 b" flat 8°, C 4 to 3 "' b' flat a> ¢', C 5 to 3 b flat a
g f, C6 ta 3 g " " d'). Here it must be chserved that the line
in guestion ecan be found in the upper, lower or middle wvoice,
Furthermore LCthe groundrule can be broken when turns: of phrase
typical forr the piece are brought intoe the broken chord, fTor
example typical leaps (C 5 to 1 b'" flat f* wund C 7 to 1 ' ¢") or
gestures right at the besginning of a phrase (A 1 to 3 the leading
back to the ftTifth). More rarely are reftined dispositions of
structural tones, which must be heard, undeir-taken {(C 3 to 3: 811
eight tones of the prototype can be accommodated in this wayr).

1 Goldberg is mistaken in his assumption that the following quotatlon comes [rom
an anonymous author. The quoted passage in Herbert Schneider, Die franzdésische
Kompositionslehre in der ersten Hiélfte des 17.Jahrhunderts, Tutzing (Schneider)
1972 (= Mainzer Studien zur Musikwlissenschaft, Bd.3), p.197 cites De La Hyre as
the author of the guoted sonnet.

4 (Clemens Goldberg, above, p.10&



Maturally several of these functions can overlap. Thus one might
employ the simdltansous attack of upper and lower wvoice in which
case the entire chord often =z=ounds (A &4 to 1 und 2, 5 to 2, & to 3
(voiceleading!), 7 to 1, 9 to 1, B 10 to 1, C & to 1 und 3]).

5. These cobservations clearly show that the composition of
"Doubles" iz not conceived inm relation to the upper voice; rather
that it i1s required of playver and listener to retain the prototype
im his or her awral memory in order to understand the sense and
refinement of the "Double”.

Thus the role of the player and listener is that of one who thinks
and sings along, in any case that of one who takes an active part
in the musical process. The possibility of giving up the regular
beat of a meledy in favor of the rhythmically wvaguer “"ductus” of
the "style brisé” proceeds from this active participation. This
doesn’t mean, however, that the often syncopated melodies ars
weak. They demand that the listener think along, the strength of
the melodies being not in the melodies themselves, but rather of
rmecessity in the inherent prototype in the listener’s ifmer ear.
If the listener already hears the expected tone in his or her
inner ear, [2)lhe won’t perceive the melody as syhcopated, the
delayred appearance either confirming this expectation or already

leading the line elsewhere. Interestingly enough, no contemporary

Frenchmern zpoke of "style brizé": the term iz a modern creation.
Frangois Couperin alotie uses a similar expression "les choses
luteées”. Couperin distinguishes this usage with the following
rotion - "les choses lutéés, et sincopges” - by this explicit

mention from what is meant today by "style brise"t?

. 0O the contrary, the principle of "tactus" or beat continues to
be important, no longer, however, in relation to the upper wvoice
alone. Rather, the beat is related now to the individual segamsnts
of the "Double” determined by the harmonic progression and its
points of emphasis. Since the chord progression of the prototype
is based on the beat, the begimnning of each broken chord in the

"Doutkle" coincides with the beabk. Thus arise temporal "rooms” or

"segments" within the beat, within which the breakings or runs can

Mo e, The play with Lt he balance between itesting arnd diriving
"rooms" ., between relarxation and movement, betbtween meditation and
action is perhaps Lthe most typical element of French lube music

43 francois Couperin, L'art de toucher le Clavecin, Paris 1716, ed.by Anna Linde,
Wiesbaden (Breitkopf & Hirtel) 1933, p.33
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and was employed in the course of the 17th centwy, and especially
around midcentury, with great subtlety.

The lute muszic from after 1600 is based onn the principles
demonstrated in the example by Francisque. However, several new
levels are added te this puzzling game with the musical
conventions of the participants - hearer and player. The devices

present in Francisgue’s music are retfined, defined as semantic

symbols, and emploved ever more consciously.

Apart Trom the lutebooks cited in the CNRS edition, this Courante
appears in the KremsmUnster Mansucript (Benedictine L 81%4),
Comparison of the twoe wversions in L 81 and Ballard's print should
demonstrate what was meant at the outset by the various seaments
of a manuscript.

Origimally the codex consisted of c.240 leaves of which 154 are
still preserved today. Among them exactly 77 have tablature. Since
it is probable that blank leaves alone were cut out or drawn on by
children, it is possible to divide L 81 intec five partsz according
to content, all five of which are separated by removed or drawn on
blank leaves.

The ftirst part of L 81 contains music notated in French lute
tablature based for the most part on “Accods nouveaux”. It is
striking that the bass courses in several pieces are notated in
the ltalian manner, that is with the numerals 8, 9 and X, In this
first part of L 81 are to be found no less than 15 concordances
with the print "Les OGeuvres de Pierre Gaultier...", published in

1638 in Rome. Four other pileces may be by FPierre Gaultier®®.

4 The author devoted an article to L 81: Die Lautentabulatur L[ 81 des
Benediktinerstifts Kremsmiinster, genannt: «Das Lautenbuch des Johann Sebastian
von Hallwyls: Eine Einfihrung in die Probleme der Handschrift, in: Heimatkunde aus
dem Seetal 61.Jg. (1988), p.32-50, avallable from the Seetaler Druckerei, CH-5T707
Seengen.

Further concordances with Ballard's Courante will be communicated by Robert
Spencer in the facsimile edition of his Werl-ms (cf.footnote 46).

% The author was Informed by Francois-Pierre Goy of an error in the above
mentioned article about L 81: The concordance cited on p.42 of plece No.l with
plece 61 of the Pierre Gaultier edition of CNRS is incorrect. This plece, however, is
likewise attributed to a certain "Gontler" as is the incomplete plece no.83 where
the name is spelled "Goutler". Judging by their style, pieces 2 and 11 could also
be by Gaultier.
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Gaultiser himself wuwuses the normal way of witing basses in his
prrint. The only print known to use the Italian manner of writing
basses is Michelanselo Galilei’s "Primo Libro 4’ Intavolatura di
Livuta”, printed in Munich inm 1ez20%% .

The second part, too, of L &1 contains music notated in French
tablature. The source for this part may have originated in Germany
gs Mezangeau and Bocauet are represented therein and the compiler
of L 81l was a German speaker. The aAllemands by Mezangeau is Tound
alse in  the manuscripts "Ms.CNRS" and "Dalhousie 5§5"; there,
haowewver, the chanterelle is tuned a half step lower [(an "accord
pouvead” like inm L 81) than in the tuning in which this plece was
copied inte L 81. In both the "Ms.CNRS" and "Dalhousie 5" Lthe
rnotation of the chanterelle was corrected the fTirst time it comes
imte use: the tablature letter "a" (open stringl was made into =
"B [first fret)l. This could be an indication that Mezangeau
campased the piece first in the tuning found in L 31 but themn,
When e copied the piece personally into the kW othear
mansucripts, "thought" out of habit in the old tunina and,
therefore, made an error the first time he had to nhotate the (now
half tone lower) chanterelle. Since Mezangsau' s entirrlies in the two
manuscripts  "Ms.CNRS ard "Dalhousie 5" were undertaken in
. 1631 /22, the version which ended up in L 21 must have originated
pricr to 1631. Since the supposed source of precisely this part
points to Germariy, the older version of this Allemande may have
been transmitted in several stages uwuntil it found 1its way from
FParis to Germany and from there to Rome - the probable place of
origin of L B1.

The Lthird part contains simple mundane music [("Gebrauchsmusik"] in
Italian tablature, additionally, howewver, several Toccatas., One of
thess Toccatas is also to be found in Germany in the "album of

Johann Stobkaseus"??, Filled in between 1638 and 1640, Lhe album

% Minkoff issued recently a facsimile rendering legible (in the renowned quality
of the Genevan publisher) the pieces notated by the former owner of the London
copy — Albertus Werl. Claude Chauvel wrote a very noteworthy coemmentary. The
surviving remainder of the Werl-Ms., which originally contained the print plus 91
leaves in the same format, will be published in facsimile in the near future by ils
present owner Robert Spencer.

47  [ondon, British Library, Ms.Sloane 1021, fol.5r (according to the foliation by
Donna May Arnold, The Lute Music and Related Writings in the Stammbuch of
Johann Stobaeus, Denton, Texas (UMI Ann Arbor) 1981 on folio 4r) corresponds -
apart from larger deviations at the end - to plece no.95 in L 81 (according to
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stems from Kbnigsberg poestic circle®®, Whether and insofar Johann
Stobaeus was collector only or mMmotator alsoe of this codex and
whether he possessed the codex and entered his name on the last
leat to show possession has not yet been sufficiently
investigated.

Concordances of mundane music [("Gebrauchsmusik") often offer a
special problem: since this music consists to a large extent of
the simplest tone combinations combined in turn with stereotypical
ornamental fTormulae, turns of phrase confering unmistakable
identity upon & piece are rare. Even if, however, such a turn of
phrase should occur in a source available to a copyist, there is
no guarantee that the copyist in turn would copy this exactly into
his own book. On the contrary, while keeping within certain
conventional limits, one copied music for one’s own personnal use,
which included adaptation to one'szs own taste, ability, and musical
understanding.

The fifth part contains Italian aultar music. It is here that the
name "Sepastian de Halwiyl" appears, which prometed Rudolf
Flotzinger to attribute the whole book to Johann Sebastisan wvon
Hallwyl®*?., This writer is of the opinion that L 81 did not
originate with Johann Sebastian wvon Hallwyl but rather from a
copyist who perhaps made himselr known with the initials "NB" but
whoze identity has not been able to be established®?,

The fourth part, in which our Courante has been transmitted as
piece no. 117 on Tol.210r%*!, contains once again French repertory,
now notated in normal French tablatwre and requiring the “wvieil
ton". What was said above concerning the  difficulty of
establishing concordances in Italian munclare miAsic
["Gebrauchsmusik”) goes forr the Courante in guesticon, too: the

notator of L 81l copied music for his personal use which included

Flotzinger's foliation fol.133v, according to Schlegel fol.190v, see footnotes 49 and
51).

% Donna May Arnold, above, p.69-75

9% Rudolf Flotzinger, Die Lautentabulaturen des Stiftes Kremsmiinster, Thematischer
Katalog, Wien 1965 (= Tabulae Musicae Austriacae II), p.28 f.

8 Andreas Schlegel, above, p.39-41
3t According to Flotzinger, above, p.89, this piece is on fol.151r; according to this

writer's count, which includes the missing leaves, this courant would have been
copled on fol.210r.



adaptation to his own taste, ability, and musical understanding.
This becomes clear in the following points:

- Firstly:, the wvaried "Double” iz missing which, in the print,
tollows the prototype withoubt wvisible caesura®®,

- Becondly, the entire page iz wvertically traced with contimuous

barlines. By means of this kKind of lavout the notator of L 81

minimized the need for rhyvthm signs: indeed only seven rhythm
sighs were set. The player must thetrefore figure out the
rhvthmical shape of each measure himse=1lT1. This works, however,

only if conwventions exist which provide the playver with coriteria
fiorr the shaping of the rhythm. Several cornventions are esvident in
this piece:
(1) When the last thirres notes of a measure Torm a scale which
reaches its goal in the next measure, these thiee notes are played
as elghth notes. B
(2} When two notes appear apart in an upper voice at the end of a
measure, snd reach their goal in the first note of the upper voice
in the next measure, they are plaved as sixteenth notes.
{2) The phrases generally consist of measure pairs; either in 2 x
3 guarters or in 3 x 2 guarters whereby hemiolas occur often
before cadences and wvery often slsewhere, too.
(4) The bass note is usually anticipated at those moments in which
something important happens in the Wpper volce on a strong beat
accompanied by a full chord and where otherwise a "hole” in the
rhythmic flow of guarter and sighth notes would bBe Telt.
(5) The bkass is plaved behind the beat when the unaccompanied
upper wvoice can come on the Tirst beat.
(&) The rhyvthmic flow often doezn’lbt begin till the second measure,
Lbut once it has begun, is maintained at least at the quarter note
level., Exceptions to this convention are Turnished at the most by
strong caesuras.
Therefore, if one reconstructs the rhythm signs according to the
abhove conventions, the bass anticipation before measure 1 and 2
arises in accordance with comwvention 4. Convention 1 ococcurs in
measura 2, measure 3 must begin with b natural because of
convention, the bass is behind the beat according Lo convention b,
za that the 2 Ly the notator of L 81 must be read according to
>

convention 4. Thes print, however, has & simple chord broken over
measures, which ascends Trom the taraest note b hatwral above the

5  The microfilm of this source being unavailable, this statement is based on:
Robert Ballard, Premier livre (1611), Edition et transcription par André Souris et
Sylvie Spycket, Introduction historique et étude des concordances par Monique
Rollin, Paris? (Editions du CNRS) 1976 (=Corpus des Luthistes Francais), p.47-49
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bass once again to the target note. In measure % Lthe upper

appogpliatura c is ornamental, not  structural. Thus, dotting
renders the lightness of this tone better than continuous
quarters. Measure & contains a scribal error (e and b'natural
instead of d and a'), which, apart from the resulting unusual
melodic progression, indicates that the notator of L 81 perhaps
did not conceive the hemicla (clarified in the print by the
anticipation of the bass according to convention 4& and by the
chord being struck behind the beat according to convention 5) as
such. Measzures & and 9 are played according to convention 1,
measure 10 according to convention 2, measure 11 inturn according
to convention 1. Measure 12 is interesesting inscfar as the notator
of L 81 writes the third eighth note [(convention 1) already in the
next measure. He probably does so for reasons of space. The E flat
in measure 13 is anticipated according to convention 4 since here
the upper wvoice begins the expected cadential hemiola. The last
two noted of measure 14 are played according to convention 2.

Bearing these conventions in mind, it is easy enough to play the
piece from L Bl correctly. Thus arises the question whether the
notator of L 81 was so intelligent that he could afford to omit
the rhythm siegns, or simply careless. Probably he was both: his
copies often exhibit lacunae, and scribal errors such as must have
been noticed during the first playthrough and should have Lbeen
then corrected, are fregquent. In spite of all, he had one thing
going for him: & feeling for this kind of music based on the
mastery of the above mentioned conventions. Therefore it is not
surprising that this notator omitted the considerably more
complexly formed "Double” in esach case.

The next question, of course, is how was the “"Double” intensiftied?
The most important characteristic is that the rhythmic 9rouping
within the individual measures is schematized: uaually the first
thiree eighth wvalues are employed for chord breaking and the
following three for the run-up to & target note [(messures 1, 4, 7,
8, 11, 12, 13, 17, 18, 19, 21, 23 and 24). This 1s nothing new -
the pPun-up to a target note corresponds to convention 1 above.
MNew, however, is the increased prominence of rhythmic and linear
concentration on the first beat as well as the relaxaticn in the
broken chords which result. Thus would arise, regarded from the
standpoint of the Tunctional importance of every tone, a continual
rocking back and forth between tension and relaxation were
"varietas" not toe promote & continual tension as te in which
sequance and with which function the broken chord takes place, and
whether and how the next goal will be set up. The art of the
"Doulsle” consists, therefore, 1 mediating continually between
expectation and "variestaz". Mo tone is accidental, each hasz its

special function.
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Thiz can be a filler note giving importance to a chord (measure 14
on 1: ¢') as target note (measure 1 on 1: ="flat), as leading tone
(measure 20 on 3+: d’), as conmnecting note between two chord
members [(measure 21 on 1l+: a’flat), as passing note in a goal-
oriented movement [(measure 4 on 2+ wntil the end; measure 1 on 3:
@ flat) or as a cadential preparation (measure 6 on 3: a g9 a).
Chord-breaking (measures 1, 4, 5, 7, 8, 92, 11, 12, 13, 15, 17, 18,
19, 20, 23, 24, 25, 27) takes place there in the sequence upper
voice, bass, middle voice [(or upper voice)] where the upper voice
is the goal of & movement [(measures 1, &, 5 7, B, 9, 11, 15, 23,
27) with the exception of measure 19. The bas:s iz struck likewise
o the first beat when it is goal or point of departure for a
movement (measure= 18, 20). In the first five measures of the
second part the bsss is consistently brought on the first beat in
the interezt of “wvarietas”. In measures 12 and 24 the triple
rhythm before the following hemiola (measures 13-14 resp. 25-26)
is clarirtied once again by means of the falling bass.

The intensification from the lutenistic prototype to the “Double”
is achieved through a concentration of _musical means assigning a
function to every note. Since the composition is not strictly
linearly through composed but rather is based on & merely
"thought" voice leading, the poszszibility arises of employing a
line - in whatever voice - or a tone from a middle wvolce only

where this musical information is of elementary zignificance for a

turn of phrase or for the general flow of the composition.

In 1638 the printer Pierre Ballard of Paris published the
"Tablature de 1luth de differens autheurs, sur les accords
nouveaux” , which already emplored the later widely adopted d-minor
tuning (the six highest pitched courses: f' d' aa ff dd aA). In
the print, however, the new tuning is only used by Plerre Dubut le
pa2re. The Entrée introduces a kind of Suite in ¢ minor, being
followed by an Allemande, & Cowrante, and a Sarabande. The Entrée
iz of great interest because the genre of the unmeasured FPrelude
emer-ged in the third decade of the 17th century and made an
essential contribution to the further refinement of the style.

What prompted the cCOmposers to abandon the notationally

accomodated metrical hiearchy of the dances 1in Tavor of the

notationally Tully open form of the unmeasured preludes?T 1f one
wishes to draw a direct line, the formulae - in our case the goal-
or-iented lines might have plarved an essential role. The entire
Entrée is one big collection of mscending and descending three and

tow "rote movements. Additionally a possibility not yet discussed
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in research on the subject occurs several times in this piece: the
participation of the octave strings in the upper wvoices. When
Dubut - furthermore in somewhat weakened form in the entire suite
- makes the dynamism of an ascending or descending movement the
trhieme of the composition, it iz fully possible to speak of a kind

of "soggette”. Thus, a composzitiocnal technique is used which was
long krnown in polyphonic music. This poalyphonic technique is used
here in a manner of compogition, however, which renouncesz all
explicit woice leading as long as the wvoice does not have any
Tunction te fill in the imaginary (contrapuntal /harmonic)

prototype containing it.

4!

The Courante in guestion has beeéen used once already as an example
in an article by Jean-Michel VYaccaro. Vaccaro was concerned there
above all with the comparison and characterisation of the 25
versions in which this piece has been transmitted®!. In order to
be better able to work out the nature of a given wversion he
reduced the Courante to a common basis, “une sorte de charpente
mélodico-harmonique™. This procedure gives on one hand the
opportunity to evaluate the individual formulations from a common
basis. There exists a danger, on the other hand, in the exclusion
of two TfTactors: (1) the rhythmic movement and, correspondingly,
the rhythmic pulse iz lost to an extent thirough the reduction to
quarter notes, and (2) a two voiced framswork cannot reflect the
density of the composition.

Vaccare chose the Saizenay 1 Ms. as the definitive source for his
edition of Dubut’s works. For reasons of space we too will use
this version as point of departure for our discussion.

The Courante begins, as already often observed, with a Tull chord,
followed in the functionally important second half of the measures,
as haz also been pointed out, by a goal-orisnted thrse note group.

The descendimng movement - in wunornamented form a8 9 f - is picked

3 Numbering acording te Monique Rollin und .Jean-Michel Vacearo, Oeuvres des
Dubut, Paris (Editions du CNRS) 1982 (=Corpus des Luthistes Francals)

54 Jean—Michel Vacecaro, Une courante célebre du Dubut le Pére: une étude de
concordances, in: Le luth et sa musique 11, Paris (Editions du CNRS) 1984, p.229 -
252



up  immediately by the ascending contrary motion which rather
brakes the energay of the beginning and lets the movement in the
following dominant swing out. The descending motion in turn is
taken up in meas. 4 and leads in & continuous lime from < to f.
This line is clarified by the uniform rhythm and variously shaped
by the (in those days) usual ornaments (subsumptio praspositiva or
Cercar della nota in meas.4, Accentus or Superjectico in meas.5%%,
cadential fTormula i meas.&). Natwally, the cadential bass note
is struck after the beat because the erntire movement 1is
concentrated on the upper wvoice. Thence follows another linsar
ascent from <! wvia cf’® [(signalling modulation) to &' which, thanks
to the bass c#, is intensely strained and thus furnishes energy
for the descent back to a.

In this example it iz possible to observe many compositional
procedures which had aslready been developed at the beginning of
the century. The upper wvoice in this example is very linear, one
can speak by all means of a kind of monody transcribed for lute.
The agestures are clearly distinguished fTrom onge another, the
periods consist of 4 measures. The narrow ambitus, the relatively
slow but directiconally <clear movement can be fTelt as a very strong
line. Thers even exists a version for voice and continuo of this

Courante®®

3.5 fFrancois Dufsut: Tombesu de Blancrocher (example 5]

Two compositional devices, previously observed but rnot employed in

Oubut®s Courante - the participation of octave strrings in the
upper voice leading and the use of a "soggetto” - can be cbserved
inn the n=xt example: Dutaut s famous Tombeau de Blancrocher.
Already the "soggetto” itself indicates Ehe fundamentally

ditferent concept of this piece: from the very beginning it is
varied, one interpretation of the material being replaced by
another.

Whereas the descending fouwrth and the plagal <¢lose on halft note
level are decisive in the first two measurss - orpamentesd by two

5%  Both terms are taken from Christoph Bernhard's, Ausfihrlicher Bericht vom
Gebrauche der Con- und Dissonantien (Joseph Miiller-Blattan, Die Kompositionslehre
Heinrieh Schiitzens in der Fassung seines Schillers Christoph Bernhard, Kassel ete,
1963, p.148).

5 Printed in: Adam Krieger, Neue Arien, 2., vermehrte Auflage, Dresden 1676
(posthumous), "Das fiinfte Zehn, Aria 1.: «So0 ist es denn geschehn..."



eight notes f' and g9° as well as the quarter note ' - the bass in
meas.2 takes up the livelier movement in filling out the third d-
. The closing d sounds first as octave string in meas.3,1, but is
simultanecusly the point of Jdeparture to the next form of the
"soggetto”, the reason for its being struck again aftterwards in
claritication. In this next form a further fundamentally different
reading is prepared: whereas in the beginning the lesp of the
fourth Wwith the plagal close was essentisl, here the descending
fourth becomes its own "soggetto”, This reading is also introduced
o halt note level in meas.,3 where the ornamentation picks up the
descending fourth once more, In meas.4 this descending fourth
begins with the expressive e¢’flat, proceeds through the middle
voices (d" e'flat b 'flat d') to the e’ on the fifth quarter and
arrives at b flat on the seventh aquarter sounding as octave
string. More obvious is the descending fourth in measures 6 (d c B
flat A), 7 (g + e d e d, the last tone being on the octave string)
and 8 (d" ¢' b flat al. A similar development of the "“soggetto”
can be observed in the second strain of this tombeau: whereas in
meas.9 and 10 the first form of the “soggetto” is repeated, in
meas.1l and 12 the theme reduces itself to the diminished fourth b
flat 1 sharp, the effect of which is strenothered by the well
known ornament, resolving both times into 9. In meas.12 and 14 the
return - no longer plagal - atter the e to d is turned to ascend
to ¥ and f sharp, respectively, which is taken up in the middle
volce of meas.13 on the seventh quarter wvalue. In meas.ld the
importarnt turning point in the descent appears latest on the fifth
quarter value. Onhne could very well zee the ¢’ as final note of the
"soggettae” in the upper voice, which would contradict the above
interpretation. In any case this tone iz peoint of departure for

the next - or first - stage in the "relar-race” descent with the
help of the “"soggetto” which begins in meas. 14 either on the first
beat or on the fifth quarter value, depending on one's

interpretation, and reachs the next point of departure for the
further descant on the octave string of the D on the first beat of
meas., 1%, Here the closing descent of a fifth Tfrom d to G appears
for the first time. It iz repeated beginning on the same note and
lightly wvaried as the unifying "soggetto” in meas. 1%, seventh
gquarter value [octave string d)®,

We have now reached midcentury; to be precise, the tombeau on the
deathh of the lutenist Blancrocher brings us to the year 1652%%,
This date has been regarded previously as being the date of origin
of "La Rhé&toriaue des Dieux”™ which, at least for the Ltablature
entries, is questionable. In the following section it will be a
matter of investigating whether notator A or notator B or at least
their tablature prototypes ["prototype” here in the sense of the

copy uwaed by the notator) con be connected with Denlis Gaullier,

87 Compare this analysis of compositional technique with the extensive
interpretation of Clemens Coldberg, above, p.156-162.

% (Clemens Goldberg, above, p.156
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The codicological and palecgraphical findings already reached
Wwoulod sesem to make such & connection with either notator very
Lunlikely. Hence several eirgmples by both sor-ibes shoula e
discussed Trom a stvlistic point of wview. Should the style and

auality of the entries also speak against a connection with Denis

Gaultier, this would coincide with the finding of the first part
of this essay. Thus, a considerables degree of certainty would be
attained that the taklature enbries can have had nothing to do

with Denis Gaultier.

4.1 Observations 1 the fidelit fe) arnsmission of French

lute music

I orrder first of all to g=in perspective on the scope of the
transmizsion of Denis Gaultier's wWork s, the randomly chosen
Courante "La Champré” arnd its "Double’ (in "La Rhétorigues"

untitles on p.232-235 in the hand of notator 8) will be discussed
here [example &)]. There are 16 concordances of this piece; a very

late source (GB8ttweig 1) attributes it to Ennemond Gaultier®?.

5 1. A-Gottweig, Benediktinerstift, Musikarchiv, Ms.Lautentabulatur 1, Fol.79'-80,
"Courante du vieux Gautier" {(without "Double") (previcus dating of the manuscript
(the dating regarded as most likely by this writer is underlined): RISM: Beginning
of the second third of the 18th.c.; datings 1735-1738;, RollinG: Beginning of the
18th.c.; RollinP: 1735-1738)

3. A-Wien, Bibl. der Gesellschaft der Musikfreunde, Ms.7763/92 (Ms.Schwanberg),
Fol.47'-48, "Courante de Gautier" (without "Double") (RISM: ¢.1680; RollinG: 2nd
half 17th.c.; RollinP: toward 1680; Rave: c. 1700-1710)

3. A-Wien, Oesterr.Nationalbibl., Musiksammlung, Ms.Mus. 17706, Fol.10'-11,
"Courante d.g.la champré” (without "Double") (RISM: beginning of the 18th.c;
RollinG: begun In France, continued in Austria toward 1700; RollinP: bepun in
France ¢.1680, continued in Austria toward 1700; Rave: ¢.1690-1700)

4, C5-Prag, Statni knihovna, Ms.IL.Kk 77, p.80-81, "Courante" {(without "Double", for
Barogque guitar (RISM: 1st guarter of the 18th.c.}

5. CS-Prag, Statni knihovna, Ms.IL.LKk 77, p.160-161, "Courente” (without "Double",
for Barogque guitar)

6. CS—Prag, Statni knihovna, Ms.ILKk 84 (Blovin), p.12-15, "Courante" (with
following "Double") (RISM: Beginning of the 18th.c., parts c¢.1676 (dated); RollinG
and RollinP: "Julien Blovin 4 Rome 1676"; Rave: c.1676—1680)

7. F-Besancon, Bibl.mun., Ms.279152 Rés.musique (Saizenay 1), p.38, "La Champre
courante de Mr.Gautler" (with following "Double”) (RISM: c.1700. dated 1659; ReollinG
und RollinP: end of the 17th.c.; Rave: ¢.1700-1720)

8. F-Besancon, Bibl.mun., Ms.279152 Rés.musique (Salzenay 1I), p.16—-17, "La
Champré courante de M.G.J." (without "Double"}) (RISM: ¢.1700. Datierung 1699;
RollinG und RollinP: "commencé le 4 acidt 1699"; Rave: ¢.1700-1710)

9, F-Paris (?) Ms.Tessier (verschollen), P.36-37, "Courante Gautier" (without
"Double™)

10. F—Paris, Bibl.Nationale, Dép.de la musigque, Ms.Fonds Cons. Rés. 823 (Milleran),
Fol.89'=91, "La Champré courante de Gautier" {(with following "Double") (RISM: 1690
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The sources can be classified chronologically and geographically
as TfTollows; dating and place of origin, however, need to be

investigated more closely®?;

until the beginning of the 18th.c.; RollinG and RollinP: toward 1690; Rave: ¢, 1682—
1687}

11. F-Paris, Bibl.Nationale, Dép.de la musique, Ms.Rés. Vmb ms.7 (Barbe), p.30-21,
"La Champré de Gautier" (with following "Double") (RISM: beginning of the 18th.c.;
RollinG and RollinP: end of the 17th.c.; Rave: ¢.1685-1695)

12. F-Paris, Bibl.Nationale, Dép.de la musique, Ms.Rés. Vm? 370 (Brossard), Fol.23'-
24, "Courante de Gautier" ("Double" Fol.26'-27) (RISM: ¢.1672-1673, addenda ¢.1680
possible; RollinG: "Piéces de luth/ reciieillies et écrites/ 4 Caen et autres lieux/es
années 1672 : 73... Par 8. de Brossard"; Rave: c.1672-1682)

13, P-Paris, Bibl.Nationale, Dép.de la musique, Ms. Vm? 6212 (Monin}, Fol.67'-68
{(with integrated "Double") (RISM: c.1664-1680. dated 1664; RollinG and RollinF:
begun in 1664; Rave: c.1664-1680. The activity of Notator C, who copied in the
Courante, can be dated c.1669-1674.)

14, F-Paris, Bibl.Nationale, Dép.de la musique, Ms. Vm? 6214, Fol.50'-51, "Courante
de G." ("Double" 56'-57) (RISM: end of the 17th.c.; RollinG: edited after 1650 in a
credit book [printed] by Robert Ballard; RollinP: edited in a ..., 2nd half of the
17th.c.; Rave: c.16880)

156. GB-0xford, Bodleian Library, Ms.mus. Sch.G.617, p.36-39, "La Champré courante
de Gautier de P." (with following "Double") (RISM: c¢.1660-1680; RollinG and RollinPF:
end of the 17th.c.; Rave: ¢.1690—-1700}

16, PL-Krakow, Biblioteka Jagiellonska, Mus.ms. 40593 (formerly Berlin), p.36-37,
"Courante du Gautier" (without "Double") (RISM: ¢.1700; RollinG: toward 1700}
These citations were drawn from the following sources:

RISM = RISM B VII: Wolfgang Boetticher, Handschriftlich iiberlieferte Lauten- und
Gitarrentabulaturen des 15. bis 18.Jahrhunderts, Miinchen (Henle) 1978

RollinG = Monique Rollin, Etude de concerdances, in: Oeuvres du vieux Gautier,
Paris (Editions du CNRS) 1966 (=Corpus des Luthistes Frangais},
RollinP = Monigque Rollin and Jean—Michel Vaccaro, Oeuvres de [Pinel, Parils

(Editions du CNRS) 1982 (=Corpus des Luthistes Francais),

Rave = Wallace John Rave, Some Manuscripts of French Lute Music 1630-1700: An
Introductory Study, Diss.Urbana, Illinois 1972 (UMI Ann Arbor)

The author owes the exact details on the concordances to the book by Rave, a list
of concordances which David Buch kindly made available to him, as well as to
these writer's correspondence with Francgois—Pierre Goy. Frangois—Pierre Goy Iis
preparing a list of concordances for the facsimile edition of "La Rhétorique”
scheduled for publication in the near future by Minkoff in Genewva.

80 A peatalog of sources of lute music modelled after Bruce Gustafson, French
Harpsichord Music of the I7th.Century: A Thematic Catalog of the Sources with
Commentary, Ann Arbor (UMI) 1977 (= Studies in Musicology No.11) with exact
codicological details such as make-up of the gatherings, watermarks,
palaeographical observations, inventory, and summary of concordances s still
lacking in the lute area. To be sure, Rave went quite far in this direction;
nevertheless his manuscript deseriptions and the reasons for his dating are in
general neither adeguately detailed nor broadly encugh supported.



Time France Elsewhere
c. l669-1674 13 Monin
c.lea76~-1680 & Prag Blovin (al Roma)
c.l1672-1682 12 Brossard (& Caesn)
c. 1680 14 Faris 6214
c. 1620 32 Wien 17706
Cc.l1l682-1687 10 Milleran
C.1685-1695 11 Barbe
c.1690-1700 15 Oxford &17

16 Krakow 40593
c.1700-1710 B Saizenay II (Paris)

2 lWien, Schwanberg

c.1700-1720 7 Saizenay I (Paris)
c.l1l720 4y 5 Prag 77
c.1735-358 1 Gottweia 1

The sources specified cover a period of nearly 60 years during
which the piece could only be transmitted from manuscript to
manuscript. In contrast to many other pieces from "La Rhé&torique
des Dieux” this Courante appears in no print of Gaultier’s, so no
authorized version exists. For the period from c.lé652 till 1e69 na
concordance has yet been Tound which could indicate that the plece
was composed relatively late - that is, after the first phase of
work on "La Rhétorigue” in 1652, 0On the other hand, it must be
pointed out that several sources from precisely this periocd have
recently come to light which, in part, have not yet been able to
be worked over, including for example the Raobarts Lute Book
(c.1654-68), the Werl Ms. (c.lé625-55), the Viée Ms. (Faris, BN,
Mus.Rés. Vmf.ms 51, <.1653), the Houghton M=. [(Cambridge Mass.,
Harvard University, Houghton Library, Ms.Mus.174, c.l1650), the
Keller Ms. [(Faris, BN, Mus.fRés. Vmd ms.48, c.1663) among others.

For the evaluation of the version of the Courante "La Champré” in
"La Rhatoriques", the “"transmissional latitude"® of all sources
besides the “"Rhétorigue” is to be observed and whether or not the

version in "La Rhetorique” falls within this range®?®.

6 ADDITION BY THE AUTHOR: Since this article was written {(April 1589), the
author has worked out a further study on the problem of the transmission of lute
music and the help it can provide the modern player who can learn many things
from the different versions of a given piece. Thus, in all further studies the terms
"transmissional latitude" will mean all the different versions of a piece, while the
term "formulational latitude" will mean those deviations which don't change the
musical sense of the piece - for ex. the different possibilities of writing a chord.
Of course, the point of further discussion has to be, which deviation changes
which musical fact.

62 The author had access only to sources 3-8, 10, 11, 13-16.



In the mnusical example, the wversion from the probably second
oldest manuscript (after "La Rhétorigque’: manuscript Monin)] is at
the bottom, while the respective deviations from the other
manuscripts are notated with place of origin on the upper systeéem.
By "deviation"” is to be understood only tones differing from the
other versions. IT one compares the various manuscripts and prints
from the period c.l1640 - 1700, it is striking that in the entire
"Rhétorique” ornament signs occur very sporadically, technical
indications and "Séparés” (symbols for chordbreaking) hardly at
all. While this contrasts sharply with the other surviving
manuscripts containing the same repertory, the difference is
especially great between the wversions in Gaultler’'s prints and
those in "La Rhétorique”. David Buch explains the differences
between "La Rhétorique” and the Gaultier prints with the 20 year
sapan lying, in his opinion, between the writing out of “La
Rhétorique" and the printing of "Pieces de luth de Denis Gaultier”
(Faris, ¢.1669) and "Livre de Tablature®' (Paris, c.1672)¢%, That
this writer 1is not aware of a single manuscript from this period
that exhibits so few supplementary markings would contradict this
explanation. On the contrary, these signs are used extensively in
all of the manuscripts from the period c.1640-1700 known to this
writer - except in "La Rhétorique”. Buch cites a passage from the
"Burwell Lute Tutor” complaining of the misuse of the “shake"
(trill or "pull-off”) and claiming that Gaultier did not want any
trills at all**. Even if one accepts this arguement, which,
however, 1s gqualified by the continual use of the "shake” in
Gaultier’s prints, the question remesins for all other sort of
additional marking. It would seem rather to be case, therefore,
that the manner of coprying devoid of additional sighs is wnigue
and that it cannot be considered to indicate an especially good
source.

The “"formulational latitude” unigue to the French lute music
transmission concerns above all the rhyvthmic notation of chords.
Thers are four possible ways of writing chords:

- &as vertically aligsned chord members without “Séparés” (=A)

- as vertically aligned chord members with "Séparés” (=5)

[E]

= as a broken of arpeggiated chord (=B)

i

& pDavid Buch, above, p.239f

¢ Thurston Dart, Miss Mary Burwell's Instruction Book for the Lute, Galpin Soclety
Journal VI (1958), p.34, quoted acecording to Buch, above, p.240
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e threeHQDic&d chorrd can be transfTormed into a twoe voiced chord
whose bass is plaved after the bealb (measure 25, chord Mr.28: the
sources 14, 3, 11, 8 and 7 bring the tores a and <’ as "Séparés”
arid give the bass note on the second beat).

Orme must bear in mind when speaking of the “Séparés” that
different notators obviocusly have different witing habits: Blovin
(zource 6) for example szets, even in three-voiced chords, only one
diagonal line from bottom left to top right, namely there where
the most room is. The question, thus, is whether the breaking is
to take place in two or three stages. Here, as well as in the
question of the ornament signs (cf. the unidentified cross in
Mornin, sowrce 13), only studies of the writing habits of the
individual scribes can yvield frultful clues.

The “"formulational latitude” concerning the manner of writing and
playing & chord 1s taken advantage of by the individual notators
especially in measures which contain a moment of rest which, in
turrn, is usually in the Tirst half of the measure. In passages
supposaed to convey @ strong rhythmic pulse no broken chords are
used.

See for eX. meas. 3, rr. 3 as conclusion of the conventional
beginnirnga and accentuation of the basic pulse in two measure
groups, meas.?, rr.l0 as besgainning of the hemiola whereby the

common attack on the second half mote in nr.lé is broken throwugh
orily by Saizenay, and no.lb5, with regard to rhythmic function, is

transmitted (B or %) only in weakened Tform. Likewise the shared
and simdltanecus attack in meas. 13, no.l?7 can be derived from its
central location between twoe hemiola groups. Meas. 17, no.20 is the

opening chord of the second part.

Motivic fTixed points, too, are often sounded together.

Meas. 23, no.24: conclusion of the phrase, which 1is subseqgquently
transposed and then repeated with the typical tone repetition and
the graduzlly proceeding bass; these repetitions, however, only in
"La Rh2torigue” are tramsmitted rPpot o as chords to be plaved
togetkther. The typical descending line, toos, of this motive in the
upper wvoice 1s understeood similarly in all sources except no.3
(Viennal). It is striking that Vienna is the only source to employ
"Sépareés’ an eighth note lewvel.

The “"transmissional latitude’ observed 1in the various wavs of
Wwriting chords contradicts Goldberg's distinction between those
Girpeggios wriktten out and those irndicated with a symbol, and leads

to fundamental conceptual levels of this music? ™.

5 Clemens Goldberg, above, especially p.122-123. This distincltion supports in
contrast to Goldberg's outstanding intellectual achievement the rather middling
preliminary work to his otherwise magnificant and provocative book, a book which
will undoubtly show the way for further artistic discussion of 17th.c. French lute
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The following table givezs an overview of this aspect of
"transmissional latitude” (RdD = "Rhétorigue”, Guitar sources not

considered) :

Source-no. chord-no. [(Deviation=*, no.atter "type' =no.of voices)
] 2 3 4 5 B 7 B 9 1D 11 12 13 14 15 16 17 18 19
RedD A2 B3 A2 * w E " - A X 3 AL AZ Az A3 * A2 B2 A3
13 S2 A3 A2 B2 B2 S2 A3 83 S52 A2 B2 B3 S3 A3 B2 353 A2 AZ A3
&L 82 A3 AZ B2 B2 52 S3 83 52 A2 B2 BE 52 A3 B2 B3 A2 B2 B3
14 A2 A2 A2 B2 BZ B2 B3 B3 B2 A2 B2 B3 A3 AZ Bz B3 A2 Bz 53
3 A2 SX AZ S2 B2 S22 S3 53 52 A2 B2 83 53 A3 S2 S3I A2 52 53
10 52 A3 AZ S2 Bz 52 S3 S3 B2 A2 B2 33 SZ2 A3 52 B3 A2 B2 53
11 AZ A3 A2 S22 B2 52 53 S3 S2 AZ B2 S3 A3 A3 B2 S3 AZ 52 353
15 A2 S3 A2 B2 B2 BZ B3 53 B2 A2 B2 B3 AZ A3 AZ B3 A2 B2 B3
l1& A2 AZ AZ B2 BZ BZ B3 AZ S22 AZ B2 BE2 AZ AL 2 A3 AZ BZ A3
a A2 A3 AZ S2 A2 52 S3 S3 S2 A2 B2 53 S3 S3 B2 S3 A2 B2 S3
Fi A2 AZ A2 S2 B2 S22 S3 S3 S2 A2 B2 S3 53 53 52 S3I A2 B2 s3

L L & = = L3 = - L > L e S i L

Souwrce-no. chord-no. [Deviation=*, no.after "type"=no.of voices)
20 21 22 23 24 25 26 27 28 29 A0 31 32 33 34 35 & 37
RadD A3 A3 ™AZ2 A2 AZ AZ AZ AZ ASZ A A2 A2 AZ A2 AZ AZ A2 A2
13 Ad S3 AL S2Z AZ AZ AZ AZ B3 AZ 52 AZ AZ AZ A2 AZ AZ A2
& Ad BI  AZ S22 AZ AZ 852 AZ BI A2 52 AZ AZ AZ AZ AZ B2 *pAZ
14 *A4 BES B3 AZ A2 A2 S2 A2 SB3 AZ S2 A2 S22 AZ 52 A2 B2 A2
P! AL S3 S3 S2 AZ AZ SZ2 S2 SB3 A2 S2 AZ S2 A2 S2 A2 S22 *aR
10 A4 B3I S3 S2 A2 AZ AZ A2 BER A2 52 A2 S2 A2 52 A2 B2 A2
il Ad S3 A3 S22 AZ AZ S2 A2 SB3 AZ 52 AZ AZ AZ A2 A2 S22 AZ
15 AL B B3I B2 A2 AZ AZ A2 BE A2 S2 A2 S2 A2 52 A2 S2 A2
16 AL B3 A3 A2 AZ AZ AZ AZ S22 A2 AZ A2 AZ AZ AZ AZ B2 AZ
8 Ad B3I S3 S22 A2 AZ 52 AZ SBX A2 S2 A2 AZ AZ 52 A2 S2 A2
7 A4 B3 S3 S5S2 AZ A2 S2 A2 SBIY AZ S2 A2 AZ AZ S52 A2 S22 A2
Y

L i = L 2 L W " i = =

A further element of "transmissional latitudes”™ is the notation of
eighth notes. One notator will write dotted rhythms in the
"inégalité” style, the other equal eighth notes.

"Tranamissional latitude” includes also the notation of ornamentz.
One fimds often an immediate relationship between Lthe setting of
an ornament sign and the rhythmic interpretation of a chord:
ornament signs are rarer in conjunction with chords notated as
broken than with chords notated as being simultaneously attacked,
the breaking being likewise considered to be kind of ornament
filling out & period of relaxation. Ornament signs deviating Trom
the normal “transmissional latitude” are not indicated as such in

the example.

music. For the study of this book it must be mentioned that Goldberg mistakenly
assumes that "La Rhétorique" is a printed publication prepared by Gaultler (p.240)
and that the author does not take into consideration the "transmissional latitude”
placed in the foreground in this e¢ssay. Even if in many places his analyses
therefore must be contradicted, his train of thought opens up many previously
little or unconsidered but very valuable avenues of interpretation.
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In compar-ing the 13 manuscript wversions of the Courante, it is
evident that, among the eleven lute versions, only that in “La
Rhétorique” exceeds the latitude afforded by the "transmissional
latitude” (meas.2-10, 25). All the deviations in the other ten
manuscripts can be explained either as simple copying errors or as
insignificant interventions (for ex., the Filling out of a chord
in meas.4, 11-12, 32 or the setbting an octave higher of the bass
in meas.17 and 30). The relatively late guitar version naturally
requires a bit more freedom, the guitar being tuned differently;
however on the whole it Tollows the lute version rather
faithfully.

The special position of "La Rhé&torique”™ is also evident in the
"Double” [(deviations occur in measures 1-8, 13-14, 22 and 24,
extending from completely different composition to the musicaly
incorrect connectiorn and supplementation of individual tones).
These ocbservations on the Courante "La Champré” make clear that
the tramsmission of this work by Denis Gaultier is extremely
consistent within the "transmissional latitude” described above -
with the sole exception of the tablature entry by Notator B in "La
Rhétorique”. Thus, it can be said, furthermore - after more random
samples of other pieces have confirmed this perception for Notator
A, too - that the wversions in "La Rhétorigue” are so widely
separated from the normal transmission that Buch's claim that
Gaultier composed these (as seen above) badly transmitted pieces

in exactly this wversion and later revised them lacks all

foundation®*®.

The Courante "Cephale"” (p.182, in Pigces de Luth p.78) appears in

"La Rhétorique” in 9 minor, in Gaultier’s print, in Prasue 84,
Paris &212 (Monin) and 6214 however in a minor (example 7). This
is all the more astounding as concordances transposed for the same
instrument exist only in wvery few cases. The following points are
revealed by comparing the variant wversions of, Tirst of all,
Notostor A wibth the print and, secondly, Notator A and the above

mezrt ioned manuzcripts:

& David Buch, above, p.240
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- Notator A sets the density of the chords in many cases exactly
reversed (A measure 1 on 1; 2 on 1; 3 on 1; 11 on 13 13 on 1; 16
on 1; 17 on 1; 19 on 1; 20 on 2; 30 on 2) and places the
rhythmically all-important impulse in measures 17 to 21 entirely
differently. While the dynamism toward measure 19 is wvery strongly
accented by Notator A by means of the 3 eighth notes in measure 18
and is consequently caught up in the @ minor chord, and measure 20
las resting measure) does not compellingly create the connection
to measure 21, Gaultier in the printed version leads the less
pronounced movement of measure 18 through the broken chords of
measures 19 and 20 with continually growing energy to measzure 21.
All the concordant manuscripts consulted follow Gaultier’s print.

= The following important difference has alsoc to do with movement :
notator A passes over the hemiola in measures 11/12 by omitting
the harmonic points of emphasis: in the print A major in second
inversion, d minor, A major. Significantly notator A omits the
leading tone, essential for the underztanding of this passage
(Gaultier c<'sharp, in notator A’s version ocught to have stood b
instead of b flat). Here too all other manuscripts follow the
version in "Piéces”.

- Notator A anticipates the cadential note in the strong ascending
movemsnt in  measures &/5, while Gaultier and all consulted
manuscripts, corresponding to the style, bring the leading tone as
late as possible and the cadential note on the first beat at the
ecarliest. The opposite is found in measures 13/14 and 14/15. In
measures 13/14, however, the direction is not so pronounced in
contrast to measures 4/%, so that the difference at this point is
less important. However it is signitficant in phrygian cadences
whetiher or not the cadential note is anticipated: to "fall” into
this cadence is only possible when the goal can establish itself
rirst in the expectation of the hearer. Naturally, this
expectation is  prepared by the condunctly descending bass;
fevertheless, the tranmquillity of the cadence izn't guaranteecd
until the “tipping” takes place at the beginning of the measure.
Here too, all manuscripts correspond to the printed version.

These examples should suffice to demonstrate the difference in
musical understanding hidden behind these variasnts of “"Cephale”,
Especially iz ] evear is the difference between Mot ator At
understanding of the tonality and the print when looking at the g

minor Courante (p.204, livre p.&e6)] (example B).
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In measures % to 7 the bass ascends from G to 1T reaching a
highpoint with the F major chord on the target note. Gaultier sets
accordingly the leading tone = while MA foresees an e flabt. ALt the

corresponding point in the second part in meas. 17 both - Gaultier
and NA -~ use an e. An entire chord is even substituted in meas. 9:
KWhile in the printed wversion Gaultier has B flat major in his

sights having reached the F-chord and then, with the surprising
turn into & g-minor root position, introduces the harmonic retwrn
to D-major as deoeminant of g9 minor, NA wites a powerfully set B
flat major chord instead of the g-minor to conclude the TfTirst
strain with D major. Notator A lets the piece snd inh G-major while
the printed version prefers g minot.

Az perhaps the most extreme example of Natator A's different
musical undersztanding, the Allemande "Phastorn foudrove" and its
meter change, obviouwsly misunderstood by Notator & [(as cited in

part one), should be mentioned.

Interestingly the same error is found in & manuszcript (Bruxelles,
Bibliothéque du Conservatoire Royval, Ms.dlittera S.No.56l16 (or F.A.
VI.10), Ffol.29'-30) which 1is striking by wvirtue of its rather
careless execution (corrections, frequently missing barlines or
rhythm signs). According to Rave, this manuscript contains eight
pieces concordant with "La Rhétoriguse"*®?, whereby all eight shared
pieces were copied by Notator A in "La Rhétorique” and zome of the
eight shared pieces, in contrast to the wversions found in other
sSources, are astonishingly similar. Because of the repertory
transmitted, Rave dates this manuscript before the appearance of
Gaultier’s "Livre" (published o.1672), thus c.l660. The Brusssls
Conservatory souwrce shows that the variants of Notator A can be
found indeed in other manuscriptas. Nevertheless 1t must be born in
mind that the transmission of the same pieces in other manuscripts
(here Reynaud, Oxford 617 and 618 as well as Barbe)l and especially
i Gaultier’s print offers clearly more logical versions.

In the context of the above portraral of szeveral stylistic
characteristics and of the comparison of the wvariants with other
manuscripts, it may be possible with greatest probability to rule
aouk Lthe eguivalence of Notator A with Denis Gaultier. Since
Notator A probably copied from prototypes, it alse can be
concludad that these prototypes most probably cannot have stemmed

from Denis Gaultier’s immediate circle.

7  Wallace John Rave, above, p.181-182. The concordance of Bruxelles Cons.
Ms.Littera p.No.5616 (or F.A. VI.10), fol.14'-15 with "La Rhétorique"” p.64-65 and
Ms.Reynaud Fol.110 does not prove to be correct. On the contrary this concordance
leads -within "La Rhétorique" to p.199, while the Reynaud Ms. doesn't contain this
prelude, The page numbers given for the Brussells piece fol.83'-34 concordant with
"La Rhétorigue" should be p.34-35 instead of p.24-25.



Thus it remains to be asked whether, at the most, Notator B8 could
be identified with Denis Gaultier or whether, at the least, he
might have copied prototypes stemming from that immediate circle.
That which was suggested i the above discussion of the
transmission of the Courante "La Champré' is certified by other
entries: clearly Notator B can be connected neither with Denis
Gaultier nor with a prototype from his immediate circle. The
following pieces supply the most essential evidence:

- Tombeau de Mons.r de Lenclos (p.250, Pi&gces p.&0)

Substantial deviations in meas.5, 12, 13, which do not occur in

any concordances available to this writer - namely Perrine, Wien
17706, Prag 84, Saizenay 1, Milleran, Barbe, Suittes faciles.

- Resolution (p.254, Piéces p.82)

Orily 19 measures correspond approximately; "La Rhétorique"
contains 40 measures, Piédces 28 measures, structural changes which
were adopted neither in Prag 84 nor in Paris 6214, the twa

concordant manuscripts available to the author. Paris 6214 omits
merely - perhaps for reasons of space - the last part.

- Courante (p.127, Pigces p.1l6)

Notator B takes several rather substantial liberties in the
shaping of the first strain (meas.l and 4) and the second part of
this Courante has absolutely nothing more to do with the wvariant
in Gaultier's print. Furthermore it must be born in mind that the
"Double” copied by Notator B dosz ot correspond in any way to the
"Double” in the print. On the contrary, Notator B's and Gaultier's
compositions are worlds apart in terms of quality. The creative

powers of Notator B culminate for example in written out trills -
solistic, of couwrse - and bass solos (example 9).

- Sprabarde [(p.l34, Pieces p.32)
Hers Notator B exchanges ke Lhird strain of Gaultier's

composition for one of his own and omits the "petite reprise” at
thwe end.

5. Conclusion:

Both the codicological-palecgraphical investigation and the
stylistic and transmiszzional findings suggest that “La Rhétorique
des Dieux”, Judging by its overall concept and by those segments
fazhioned and entered in the spirdt of the commissioner Anne de
Chambré o, 1652, belongs to the moast instructive sources Tor the
history of art in mid 17th century France; furthermore, Phoweveis,
that this work had to be interrupted at least once for reasons not

vet determined, and thal it was later continued in a different
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circle no longer able to pursus the manuscripts original concept,
The tablature entries by Notabtor A seem to stem from a rather
jJudicious person who, however, certainly cannot be azsigned to
Demis Gaultier®s immediate circle. Notator B appears to have
possessed considerably less understanding of Denis Gaultier’s art.
Thus the importance of "La Rhétorigue des Diesux” for the
transmission of Denis Gaultier’s works is shifted: "La Rhétorigues"
is now an important and unique wWitness for the history of the
reception of this lutenist’s work; however, it is no longer a
primary source With especislly authorized versions.

Several things, previously regarded as being certain, have beean
called into question anew by this article. Therefors, the
questions most essential fTor Turther research on the codex =shall
be summarized here: B

- Who iz the author of the texts under the pieces?

- When, how, and by whom was the work continued after each
interruption?

= Where did Notators A & B get their material?

Let us hope that these questions will be able to be answered.

Musical examples in the adioined booklet:

Example 1: A_Francisque, Pavane d'Angleterre: above, prototyps:
below, "Double”

Examile 2: Robert Ballard: Cinguiesine Courante de la Revne: above,
Eremsmiinster L 21, below, Ballard basic model and Ballard "Double”

Example Z: Pierre Dubut le pé&rey, Sulte d-minor: Entrée

Example 4: Fierre Dubut le péres, Courante CNRS 38, first part
Example 5: Frangols Dufaut, Tombeau de Blancrocher

Example &: Courante "La Champré” with "Double” : above, deviations
with anrotated according to zources, below source 13 [(Faris 62172,
Hf’_’af‘lih}

Example 7: Courante "Cephale”: above "Rhéetorique’, below Pisces

Examzle &: Courante g-minor: above Livice, below "Bhétoriqgue”

Examole 9: Courante/"Double’ G-major: above "Rhétorique”, below
Pidces



Belsplel 1: A, Francisque, Pavane d'Angleterre, oben: Grundmodall darunter Double




Belaplel 2: R, Ballard, Cingquleame Covurante de la Reyne, aben; Kremsmiinstor,
darunter Ballard Grundmodell, darunter Double
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Beispiel 3: Pierre Dubut le pére, Suite d-Moll, Entrée
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Beispiel
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:Courante
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Livre,
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Belspiel 9: Courante/Double G-Dur: oben , Rhétorigue", unten Pibces






