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First R\emarks

The Performance of the Ballets in the
Lullian-French Manner,

for which the examples can be found in

order at the beginning of the Viola part.

This is how to play the Ballets on

violins in the manner of the most famous

. Jean-Baptiste de Lully (which we here will understand in all
 its purity, and which is admired and praised by the most
accomplished musicians of the world), a manner so

sensible that one might scarcely think of anything more
graceful or beautiful.

You should know, well-meaning connoisseur, so that I
may reveal to you its most important secrets, that this
manner has two characteristics: namely, that it focuses on
what is most pleasing to the ear, and that it indicates the
meter of the dance so exactly that one can immediately
recognise the type of piece, and can feel the impulse to
dance in one’s heart and feet at the same time, contrary to
all assumptions. In my opinion, there are five important
rules which apply to this. First, that one stop the strings
properly, for purity of intonation.

Second, the bow is to be drawn in the same way by all the

players. Third, one must always be aware of the true tempo,
or the time and measure, appropriate to each piece. Fourth,
one must pay close attention to the usual repetition signs
that are written in, then to the characteristics of the style,
and the art of dancing. Last, one should sensibly use
various graces which make the ballet pieces much more
beautiful and more charming, and which also brighten
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F=I: of the author

F: On the manner of playing
the Airs de Balets & la
Francoise after the method of
the late Mr. Lully.

F: +, to which one should
refer from time to time, ™ +
together with that which will
be said in this treatise

F: middle part, called Viola
I: French Tuille

F: the manner

L: enliven

F: airs de Balets

F: violons

L: strings
F:according to the genius

]

: + late

: Europe
: excellent
could

™

: more exact,
beautiful or
pleasant

I: + in a few words

F: mouvemens de la danse

F: exact fingering

L: grip the strings rigorously
and exactly

F: vrai mouvement

I: tempo or movement

F: + and the rendering of
certain notes

I: + of certain notes and . . .
F: beautiful mannerisms and
appropriate embellishments
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them as if with sparkling gems. The following couplet
applies to these:

. Contactus, Plectrum, Tempus, Mos, atque Venustas
- Efficient alacrem, dulcisonamque chelyn.

| Fingering, Bowing, Tempo, Style, and Charm
| Make the violin lively and lovely-sounding.

L. Contactus. On the Placement of the
Fingers on the Violin

In the matter of how to stop the strings precisely to
produce pure tones, there is no difference between the good
players of any nation or manner of music, though they differ
in nationality and type of music; only the weak students or
clumsy bunglers in any place habitually make mistakes,

contrary to the custom of the masters. To learn to avoid

~ wrong notes, there is nothing better than the constant
instruction and correction of an experienced master, whom
one expects to have already learned the fundamentals of
violin playing (of which it is not our intention to speak
here). I will only say the following: that to become
accustormned to good intonation and to achieve and maintain
a sensitive ear, one should undertake comprehensive
training under a good master gifted with exceptionally good
sense, and to practice with another connoisseur. One should
~ avoid those teachers whose work brings the ears

and the fingers more to ruin than to perfection. I have
noticed that the mistakes most often made by those who are
still inexperienced, and who finger the strings improperly,

. are these: that when two pitches lie a halfstep apart (such as
~miand fa, a and bk, b and ¢, or also ffand g, ctand d, gf
~and a, etc.), that the lower pitch (mi or §) is not played high

~ enough, and the upper pitch (fa) is not played low enough.
And there is no lack of those who make the mistake of not
applying the correct accidentals to trills or other graces,

~ contrary to the proper distribution of the notes, the
character of the musical style, or the harmonic relation to
what has come before or what comes after. Last, the ear will
be offended whenever the string is not pressed firmly
enough to the fingerboard, as a nasty scraping

sound will result.
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[: + appropriate ornaments

F: these five points

I: + exact
F: On exact fingering.

-

: string-players of Europe

e

.+ in the world

&

. + unlearned and

ot

.+ and precepts

F: taste

L: + who are wasted in the
art and

I: omit “and the fingers”

I: omit “who . ..

inexperienced”

F=l=L: + orb mol

F: omit “or other graces”

F: proportions

F=I: the course of the notes
or styles

F: + and punctually

F: + whistle and . . .

[: nasty, hideous, scraping hiss

L: + or whisper
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it 1L Plectrum. The Use of the Bow . L: On the bow
Most Germans agree F: German violinists
- with the Lullists on the holding of the bow for the F: French
© violins and violas; that s, pressing the thumb against the ~ G:small and middle-sized
' violins
hair and laying the other fingers on the back of the bow. Itis  F top and middle parts
also generally held in this way for the bass by the Lullists: I: violoncino
they differ from the Italian practice, which concerns the F: French
- small violins, in which the hair is untouched, and from that F: the top parts
- of the bass gambists and others, in which the fingers lie - I: soprano parts
between the wood and the hair.
Although good violinists hold that the longer, steadier, - F: the best masters of all
- more even, and sweeter the bow-strokes, the better, yetithas = nations agree
'~ been observed that the Germans and the Italians do not - F: only rarely or accidentally
e agree with the Lullists, nor even to any great extent among ' with the French
themselves, in the matter of the rules for up- and down-
- bows. But it is well known that the Lullists, whom the . F: French
- English, Dutch, and many others are already imitating, all I those who play like the
bow the most important notes of the musical meter, ~ late Mr. Baptiste, that is, the
French, the English, the
Dutch and Flemish, and
many others
especially those which begin the measure and which end a L: in which the measure is
given
cadence, and thus strongly show the motion of the dance, in F: + most
the same way, even if a thousand of them were to play
- together. Thus when noble men returned to our lands from . F: persons of quality
k G: Cavaliers
. these places, and did not find this unanimity among our - F: of indicating the cadence
e . German violinists, who were otherwise excellent, they  sowell
- noticed the difference in the concord of sound - I=L: so useful to the
| movement of the dance
F: + often
and were amazed, and complained not infrequently about ~ F:and bemoaned the
the improper movement of the dances. To help dispel this ~ distortions that resulted in
disorder and this danger of confusion, ' the dance
I thought it wise to put forward here . F: + for the curious
the most important rules concerning the bow. In the * F=I: the most important

rules of bowing in the
French manner

es * L: certain rules for the
connoisseur concerning
bowing

hiss




~ examples to be found at the beginning of the part marked
Viola, the sign (m) indicates down-bow, whereas () indicates
up-bow.

1. The first note of a measure which begins without a rest,
. whatever its value,

- should always be played down-bow. This is the most
~important and nearly indispensable general rule of the

- Lullists, upon which the entire style depends, as well as the
main difference that distinguishes it from the other styles,

- and upon which the other rules depend. The following
rules will show how the other notes are to be played in order
. to conform to this rule.

2. Of the notes which divide the beat into an even
number of parts in common time, which the theorists call
tempus imperfecium, all those which are odd-numbered
- should be played down-bow, while those which are even-
numbered should be played up-bow. Odd numbers are 1, 3,
5,7,9, 11, etc. Even numbers are 2, 4, 6, §, 10, 12, etc.
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F: middle part, called viola
L: pull

L: of the meter as well as the
tempo

G: + or Suspir,

{: omit “whatever its value”

L: + strongly

F: secret of the bow

Lo + of the bow

I: upon which the secret of
bowing depends and which
the other (rules) obey

L: ... on which the other
rules seem to depend, like
students

>: ordinari tempo oder Takt

J
p 27 L n :. T ,*"‘v”v Vi_;:—_q
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1 2 Tt 2 3 4 1 2 3 4 5 7 8

- This rule also applies to the diminishing notes in triple time
- and other meters. Dumninishing notes are what I call notes
- which are smaller than a beat.

wli g

[': + same

G: faster than those indicated
by the time signature
B the beat
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© Rests which have the same values as the notes must also be
- counted just as the notes are.

35

G: + and Suspiria
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Most good violinists readily agree with
the Lullists in this rule.

3. Of the three notes which make up a whole measure in
triple time, the first would be played down-bow, the second
up-bow, and the third down-bow, when played slowly,
according to Rule 1; this means one would play two down-
bows in a row at the beginning of the following measure.

D

Grave Y
o] GHIHIHVH
Y] i I | | I

If one plays faster, the second and third notes are often both
played up-bow, the bow springing equally on each note.

F y Yy v
A ™y ™
aﬁ § l 1 1 i I 3 |
v 1'1 'z 3| ['1 2 3}
1

in nine it is divided in three,

I all the best masters
F: second

I: at least

F: + in which the stroke,
called craquer, is divided
exactly into two parts and
should be executed with
great lightness

I: whereby the stroke is
separated into two parts, and
is to be performed most
lightly in faster pieces

L: with which it is lighter




36 GEORG MUFFAT ON PERFORMANCE PRACTICE
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and in twelve it is divided in four,

i =V
g B m o ovvTv v
H T : } F
o HE==RNE
lL23lt 292323
1 2 3 4
and each of the notes indicated in the time signature is - F: measure
divided into three equal parts. The Lullists nearly always . I omit “The Lullists”
play the first of these three equal notes down-bow, even if it I: omit this sentence
does not begin a measure, and the other two as a double up-
- bow. When the first note follows a rest of equal value, it G: Suspir
- must unquestionably be played down-bow, in triple time
1 "
A - iR hi
) G I F i 1 F‘_Hl
e
I T T t
1 1 2 3
as well as in other compound meters.
L MY moV
g - Y Y n Vr—F:ﬁ:H
& 1 3, Y 1 i1 i )| 7 i
i 4 X i 1 )| il ) i bl
¥ } J T
bz 3f b 2 3 b2 3|+ 2
2 u_3..| llJ 3 4
1 2
5.l several notes follow one another, each of which - L:is played as a “pull”
- comprises a whole measure, each one must be played down-
- bow
: "
/) M [u} . [nl
ig ki1 A 1 i 1 l
L¥ ] |l 1 i. ]
O] ' l
However, if several notes stand together in compound - L: follow one another

- meters of six or twelve, each of which comprises a complete
~ beat-unit of the measure, then they have even and odd

- numbers, and thus are played with alternating up- and

- down-bows according to Rule 2.

|V y v
o) N L g My Y oo
k) ¥l 1 . 1T = A
1 3 . 111 3
w- sy i ®
H 4 1 X i i 1 EH
D) L L
1 2 i 2 i 2 3 4




FLORILEGIUM SECUNDUM

37

In nine, they follow the first case under Rule 3.

™ ™
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6. Syncopated equal notes must also be played with
alternating up- and down-bows.

__.-J
<
J: n

)
<
A
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This applies to equal notes.

7. As for unequal notes, the first of the smaller notes
which follow the larger ones is considered odd-numbered,
and one plays them either according to the rule,

g’g = Ill E DS FUDE M ¢ |
] N
[t 2]1234

or, if the situation demands, with repeated down-bows,

ny
o R "R, Ay

@‘i!i!:ng!
NN [ W

12 e

~ or the two small notes are played with double up-bows, and
~ the following notes are played immediately with alternating

bowings.

4
VAl {..I
é - "l::;ll
Y] -
1 2 312

Rests are counted exactly like notes of the same value for
this rule.

I: +, which concerns triple
time

F=L: which follow one
another
L: now up, now down

I: + down

L: as good judgment

L: +, however,

G: + or Suspir

T m ¥ N4 Y = =Y
g ; — y_n 2y =
==t % st
.) I L4 i Lo e s——
t 2 12 3 4 e 1 2 12234
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8. When three notes in compound time comprise a
- complete beat-unit, and the first is dotted, it is generally
- played down-bow.

| l123”1 23“1 23“1 23!

- 9. 1f a measure, or a beat-unit, begins with a rest, and if the = G: + or Suspir
many successive notes which follow the rests complete ei-

ther the measure or the beat-unit, the notes may be played

with alternating up- and down-bows.

%

X"y " ¥ - ! y
TR : i | X I 1 LS B ]
e T =1 e S 1 ge—m—r—i
- 4 —_ } i 1 1 kN i i 1 i 3
T T l ] T
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)
~10. If a small note is placed before the beginning of the
. measure, )
o Y v =
; & 18
N 74 AN § i |
D] =
*

- or a fast passing note exists after a dot or breath,

MY
ﬂ Z H v !A' i H v b H vl 13
——tr— s o s s o a4
.)W | -4 kY 14 ) 5 lrl H } i3 |
* e -

or if a smaller note follows a larger syncopated one,

AA

B, j '

they must always be played up-bow. In this case the stroke is

~ performed in two parts, if the previous note is also played " F:+, to return to the lower
. up-bow. half for the next note
y v M
4 BB —— v; V! N N VI .

*
*
#*
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In Courantes, those notes which begin even-numbered
measures (for example, the second, fourth, sixth, or other

. even-numbered measures, if one reckons them in triple

time) are occasionally exempted from Rule 1 because of the

 fast tempo. These may sometimes be played up-bow with
 better facility and disposition of the bow than the other way,
 taking a liberty with Rule 1, if one always plays those

39

F: disposition and ease

- That is why in dances called Courantes, not one, but two

- measures are shown together. Further, if only the most

- important rule, the one concerning the first note of the

- measure, is obeyed, one must often disobey the other rules

(the fourth, eighth, and tenth rules, those concerning the

- beginning of a measure unit and the treatment of the

- remaining small notes), in compound meters, due to the

- speed of Gigues, Canaries, and similar pieces. One can

. learn how to proceed with these multiply combined points
- in Example DD.

. notes which begin odd-numbered measures, and thus more F: most
~ strongly show the dance rhythm, down-bow. In the next
~ three examples, I have marked the liberties from the rules
 witha *.
Mmooy oy
pCC ™y m v 7 ny "' myonv
e e e o
a) L4 T T H T H T
L2 - I -
Y [y
%ﬁ?‘!”v lm.‘\".\. F.'V;\r?‘,’ iy
== e e e
Dl ro e " bl
* L b

F: omit sentence

WO M * ok LR

- The same is true in Bourées and similar pieces, due to their
- speed; in order to uphold Rule 1, the other notes which fol-
- low may be played contrary to Rule 7, as shown in Example
- EE.

F=I: + which often
repudiates the eighth rule
F: by upholding Rule I, one
bows according to Example
EE without hesitation
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,EEBO:M MY m v MmooV il v y
Z = e = =
'AI - : % § 11 } 1
) * £ b
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GBS =
ok ok

- Finally, when two eighth or sixteenth notes are paired as a
- grace, they can either be played separately,

- or (which is more lovely) played together with one bow, as it

. seems appropriate.

Y ]
A GG, V:__~ ol MoV
b——F i e o e e e =:|
DB T &

Those who indiscriminately play the first note of a

* measure up-bow (as often happens among the Germans and
Ttalians in triple time, especially if the first note is shorter
 than those following) are in direct conflict with the Lullian

~ way of playing. This opposite view and this transgression of
 the most important Lullian rule results in a great difference

~ in the sound, both in the first notes and in those which

~ follow. To better explain this difference, I have set down

~ some notes in Example HH as they would be bowed in

' certain German or ltalian ways of playing, as opposed to the
* Lullian way shown below.

F: + of another note

B slurred
F: the previous notes with
F=I: + or two

F: omit “Lullian”

F=I: the above-noted first
F=1: this great difference in
bowing

F=L: those which depend on

~ the first note

F=I: omit “as . .. Lullian”

HH Menuet v o™ ol vy m v Yy m
A Yy ® - ¥ ¥y =
L Am— —— =t i i P —— t i F—t—
I T T T
Ge alien =V ™ m oYV N
4 b Y . » v . _V ™ .
H“_Lr %1 } r ;n IIF jll T T | | P |
v.%l —x; ll I i I, | 1 0 il{ 1 3 1 3 1 z. ) A |
Lullian
y AV v m v
mY M =V
& o 1 —
.J T L} l
A VY m Y Vv
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When one slurs the short note after a dot to the note which
follows, breaking

Rule 10 as shown in Example LL, this contradicts the
liveliness of the music.

vy m ™ Yy
LL,Y 2oy n— m
G+
Py] = i
* ok ok ok *

- The Lullian manner can be seen in Example MM.

MM gy ™ y mVom
A MY Y m . m

e e e o e e et |
\.)II i I i H dI 4 1 ) d 1 I=

On the other hand, it is permitted by the Lullists, as the

need arises, to take the aforementioned note in the same
bow as the previous note.

v .
NN ym o
A m_Y .Y w YV
é {‘ i -§ i :: II‘ T L7 AN T | i
D) L - o
* * *

These are the most important rules of bowing among the
Lullists, which apply exactly and uniformly to the violin as
well as the viola and the bass. The greatest skill of the

Lullists lies in the fact that even with so many repeated
down-bows, nothing unpleasant is heard, but rather that
they wondrously combine a long line with practiced
dexterity, a variety of dance movements with the exact
uniformity of the harmony,

and lively playing with an extraordinarily delicate beauty.

41

F: + with one bow
G: Fuselle

I: + or a small breath
L: small note

F=I: Rule 7 [sic]

I: the liveliness of the
Lullists

F: One plays in French as in
Example MM

F: if it should occur, it is
permitted

F: little note

I +, which is separate,
L: small note

F: omit “exactly and
uniformly”

F: top part

F: parties du milieu

F: + true

I: that the length of the lines
is wonderfully bound up
with a marvelous liveliness,
an astonishing uniformity of
beat with the variety of
movements, and a sensitive
beauty with lively playing

L: the liveliness of the
sounds
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1. Tempus. On the Beat, or Tempo . F:omit “On ... Tempo”

. . . L: On the time
There are three things that are important to consider

- about musical time. [ F: about the movement of
- the beat
/" First, that one knows well the tempo ascribed to each piece.  F: mouvement
Second, that one holds to that tempo with constant - L: true tempo which belongs
 steadiness for as long as the piece is played, becoming o

neither slower nor faster. Third, that one somewhat alters
and accommodates the values of certain notes for greater

. grace. - F: beauty
1. The first point concerns the knowledge of which
- mensural signs and pieces should be played slowly and - L:+ more
which quickly; [ have discussed this in the Foreword of my
- furst Florilegium (which was printed in Augsburg in 1695),to  F: + or collection of my
- which, in short, I refer the benevolent Reader. He can ﬁnd . Ballet airs
- my first Ballet work for sale in that same city at the shop of ~ F: the first of my works for
- Wilhelm Pannecker. - the violins
- Later I will undertake to explain why the Lullists use the ~ F:another time
- sign 2 or the half-circle with a stroke through it, called Alla . L: are more frequently called
 breve, in their Ballets. To become acquainted with the ~ Alla breve than our four-beat
- proper tempo of the Ballets, ~ tempo ordinario, which is

indicated by a simple half-
circle
F: more often used than the

normal ones in four

- what helps the most, other than regular practice with the - F:+ 1 find that
- Lullists, is an understanding of the art of the dance, in - F:in each piece
which most Lullists are well versed. That is why one should I the best violinists in
* France

I: French players

" not be amazed at their exact observance of that tempo. . F=L: be amazed that they
- 2. Not everyone can hold a set beginning tempo with - find the tempo so well and
- constant steadiness for as long as a piece is played, and - know how to hold to it
- many fail to do so in part or in whole. One errs in whole
- when one plays a piece either more slowly or more quickly F: slower
~ than its nature and attributes demand; but one errs in part L: too slowly
L: too quickly
L: manner
F: omit “than . . . demand”
- when one measure is played faster than the others, or when F: slower or
~ one note is played faster or slower than its value demands. F: omit “than . . . demands”
To avoid the errors which violate these two rules, one
* must first reject the abuse being spread by many, in which
 every piece, indiscriminately, is performed slowly the first - very
 time, faster the second time, and quite rushed the third F: faster and

F=L: very fast and rushed
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time. Second, one must take care not to linger in cadences a

- longer or shorter time than the notes stipulate. Third, one

must not play the last measure faster than the first, but rather
always adhere more to moderation than to haste. Fourth,
one must not be alarmed by sixteenth notes, and thus run
ahead all too much, but rather, “make haste slowly.” Fifth,
in triple time one must give the third and last beat its proper
value, which many play imperceptibly shorter than its due,
and thus rush the beat and make it uneven. I have marked
these notes with a * in Example OO.

43

F: on the contrary

I': play with moderation and
precision

F: unnoticeably

F:omit “and . . . uneven”

8 ]
Ty 1 & & F- " pq:tp‘;!:‘
. Y
W T LI T I | I 1 7 H H 1
1 i 1 1 T T 1.4 1 - I 1 1
) T T 1 T ¥ l
* * W *
A
F — |
1 e |
[« T T ¥ |
3% 7 I 13
v
*

The error to be avoided in this sixth point is that in the
second and fourth quarter notes, when the marking is 2 or
Alla breve (especially in Gavottes), and the even-numbered
beats in common time (¢), run ahead; these are marked

~witha * in Example PP.

PP
A Gavotv?

G: Fusellen

TTTe

T

T
gL

T

.
e

¥
3

TS
|l
T

*

They should be rather more held back than rushed.
3. Diminishing notes of the first order, which in common
time (€) are a series of sixteenth notes,

and in lively triple meters and moderate compound meters
are those notes which are half as small as a beat, are not

w

F: + instead

I: in Tempus ordinarius
imperfectus

L: four-beat Imperfectum
F: + in duple time or Alla
breve are crochues,

I: + which in Alla Breve
tempo are eighths,

L: + in duple time or Alla
breve are simple Fusen,

F: faster

I: twice as fast
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bowed by the Lullists just as they are (which is dull, crude,  G: gestrichen
and unlovely to hear), L: performed
F: omit “by the Lullists”
L: seems
L: uncultivated, boring
- but a bit altered, as if all the odd-numbered notes were F: + & la Francoise
- given a dot; therefore the following notes would be played F: + since they are longer,
- faster. Example QQ shows the various types of thythms, F: in various meters
- while Example RR shows how the more noble altered notes F: in what manner one

- are played, if the tempo permits. expresses them

QQ e

e o T
.. D i DM T T ';__%Eif_ ™ R
] Q;-;lii ol 1 .J_,E T 1 _} i
= — e ‘
{
A Allegro
5 17 ) > & hd 1) Y
1 T ag T
e s,
A i ] ‘ ™
N @ @ @
L] & & i N5 - - & |-
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‘) i Y H M "d -

%
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R4~ e ?
d a
F oy gy 1 i ! -: t i 1
g @ T S 1. ¢ ] - I
(an W/NEN1 7 1 1 [N~
AV 3N P 1 ! G
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. c
Adagio
A
o U e
e — b
ISV ] - 1 -'Y FA. | IR ﬁ
3
- IV. Mos. More on the Lullists’ W
- Practices That Serve Our Purpose ~ L:+ customsand . . . c
1. The instruments should be tuned exactly to each other,
- before the arrival of the audience if time permits, or, at least, ¢
! ! t

| as quietly and quickly as possible.

2. One should refrain from making any noise, and from
~ warming up in too chaotic a manner. If one fills the air and

F: + before the beginning of
the performance
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~ the ears with this sort of thing before the Symphony, the

distaste which results will nearly overshadow the pleasure

 which follows.

3. The pitch to which the Lullists tune their instruments
is generally a whole-step lower, and in theatrical productions
even one-and-a-half steps lower, than our German pitch.
The so-called Cornetton seems to them to be

quite too forced and piercing. If it were up to me, I would

 select the so-called choral pitch because of its liveliness

combined with sweetness, with less powerful strings than the
others.

4. The parts should be judiciously distributed and
apportioned according to the number of musicians, so that
one can distinguish and perceive everything well and
beautifully. And all the best players should not be assigned
to the first violin (or upper) part, so that the middle voices
seem robbed of the

necessary players; this manner of harmony,
whose grace is concealed in the lower parts, would be

. deprived. It is most regrettable that this often happens

because of the ambition of certain tactless people to play the

~ furst part.

5. As for the instruments, a somewhat more narrowly-

. made viola

- would serve better for the Violetta part, which the French
- call haute contre,

- than a violin or small violin.

45

L: a disgust will thereby be
created which will surely be
greater than the following
pleasure

F: French

F: Operas

F: a minor third

I: + Cornetto, which they
call cornetto pitch

L: the pitch called cornetto
pitch

F: + too high,

L: + sharp,

L: noisy

F: the first pitch, which the
Germans call “old choral
pitch,”

I: the so-called “old choral
pitch,” which is a whole-step
lower

F: + double-

L: duplicated

F=I=L: + the usual graces

F: upper part

F: + and the bass

L: + or the lower voices

L: + and appropriate

I': whereby the greatest grace
which is concealed in them
L: this harmony, whose
grace this style conceals in
the lower parts

F: the stupid ambition to be
the first which gets into
some people’s heads

F: Viol du milieu, smaller-
made than the Tuille

L: middle viola

I: sound

F: + haute-contre, in Italian
F=I: omit “which . . . contre”
I: + more

G: kleine Geige

F: dessus de Violon

L: small high-violin
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- The bass part is given of necessity to the small bass violin,

- which the Italians call violoncino and the Germans call the
French bass.

- It does not seem possible to dispense with this instrument
without thereby distorting the proportions of the harmony.

- The director should decide whether or not to add more

* players to the part. If there are a sufficient number of

- musicians,

 the large bass, which the Germans call Violone and the

- Italians call Contra Basso, will bring out a special majesty,

- albeit one of which the Lullists have not yet made use in the
. Ballets.

6. I have described what must be noted about repeats in

- the Foreword of my first Florilegium, which the well-

: meaning connoisseur can examine. 'The other things, with a
 little practice, can be easily grasped from the words which

- appear in the parts, as well as repeat signs and final signs

. marked with the word Fin (if one is to stop in the middle).
7. Finally, it will greatly help to keep the tempo steady if

- each violinist, like the Lullists, marks the tempo with an

: appropriate motion of the foot.

V. Venustas. On Graceful Ornamentation

Those who unreasonably hold forth that the Lullian
- violin ornaments only

- obscure the melody or are composed only of trills, have not
properly considered the matter, or have never
adhered to the true Lullists,

I petite Basse a la Frangoise
I: violoncino

F=I: omit “which . . . bass”
F: + true

G: Regenten

L: + based on the number of
musicians

F=I: one can double the
number of players on the
part, according to the size of
the orchestra

1: large

F: + or Contra Bass, as the
Italians call it

I: Contrabass or Great
Violin, as the Italians call it
F=L: violone

F=I: omit “and . . . Basso”
F: French

=]

[ or collection

"

s+ and signs

=

" to the pieces

F: small

p

- discrete

[: Ornamentation.
L: On beauty and

ornaments.

G: Geigenmanier

I: the ornaments

F: who ascribe to the French
ornamentation without
restraint

F=I: + and harmony

L: + or the tune

F: been a disciple of

< < DY e e e

&
&
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- but only to false ones. On the contrary, those who are

- immersed in the nature and variety, the beauty, the

- sublimity, and true origins of the proper use of the

- ornaments, which spring from the purest fountain of vocal

technique, have to this day noticed nothing which hinders

- the distinction of the melody or the precision of the

- harmony. Indeed, they have discovered a profusion of

- attributes with which to decorate what is simple, to relieve

- what is rough, and everywhere to enliven what is dull with a
- wondrous liveliness. Although there is a greater number and
. variety of ornaments than many believe,

I will describe at this time only the most important and
essential, and then

(God willing) I will speak more about this, as well as other

things, elsewhere.

The mordant, or half trill (s),
begins and ends on the principal note and trills to the note a

~ halfsstep below, which is often therefore raised with a sharp

(#); it is often played very short, and often a single oscillation
will suffice.

47

F: of imitators of the school
of the late Mr. de Lully

I: of false students of the late
M. Lully or only false
imitators of this style

F: They have on the contrary
discovered a profusion of
things which are able to
enrich, to sweeten, and
through a wondrous
liveliness to awaken, all
things simple, raw, or dull
which can be found in the
first two voices.

I: .. . rather they have found,
on the contrary, everything
which can enrichen,
sweeten, and enliven what
sounds simple, raw, or dull
in the two top parts of the
music, with a wondrous form
of life.

L: + perhaps

I: + briefly

F: one day

F: with God’s help

F: will speak of it elsewhere
L: omit “or half trill”

L=G: Semitremulus
F: Pincher

I: Pizziao

F': or Pincement ou
Tremblement coupé
I: or Mordante

G: or Zwicker
G=F=I=L: +or &

n SS * 1 ? ol en— A T 1
e e o ol o e =
\.)ll Ly { 1 7 1 b 1 ; 1 Q
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The trill, the true, old, and complete trill, begins on the

- note above the principal note and ends on the principal
- note. It is either simple (dr, +, ~),

curved, in which it touches the lower note and

thereafter comes to rest on
the principal note,

VV@ u]

or confluent (flowing together) (%3),

which is not so different from curved except that it does not
- come to rest on the principal note, but flows quickly to

the next note; it is often composed of two sixteenth notes
. put together.

XX
" & o n—— y
h\ard i- r;’r il ! : I 1 I I 4 3 i85
SRS SRESSES e

'~ Grace notes (&) are notes placed before or after the principal
note. There are six types of these, three before and three
after the principal note.

F: tremblement ou fredon
I: trillo

G=L: Tremulus
G=F=I=L: tetc.

F: Réfléchissant

I: Riflesso

G=L: Reflexus

F: one single time
F: + alittle

F: Roulant

I:+ , which is also called
Groppo

G=L: Confluens

F: + (the French call this an
agrément, a term they
employ a little too much)

F: + which accompany this
note. This is called double
cadence by harpsichordists

G=F: Accentuation
I: Accentuatione
L: Accentuatio

Su

b

as ¢
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iy
)

note above, (2) the lower accent, one note

below, and (3) the leap, a pitch removed

- from the principal note by a leap. Those which come after

the principal note are
(4) the superior (generally called Accent), one note above,

(5) the relaxation, one note down, and
(6) the dispersion,

which once again is a leap.

The appoggiatura (ﬁ) is a grace note

as described above, and places on

the second of two notes a repetition of the previous pitch.

F: Sur-accent

I: Pre-accento
G=L: Preeaccentus
F: Sub-accent

1: Sotto-accento
G=L: Subsumtio
F: Sursaut

I: Salterello

G=L: Insultura

F: a note a third above

F: Superficie or Accent
I: Superficie or Accento
G=L: Accentus

F: Relachement

I: Calamento

G=L: Remissio

F: Dispersion

I: Dispersione

G=L: Disjectio

F: the third or the other
above

G: Adminiculation, known
by the Italians as
Appoggiatura, called
Anlehnung (/ or\),

I: from above, omit “known
by the Ttalians”

L: from above, omit “known
... Anlehnung”

F: the Port de voix, consists

of the first three types of

grace notes
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- The anticipation, however, is placed

~ on the first of two notes, and adds to the first note the pitch
- of the second.

F: Préoccupation

I: Preoccupatione

G=1.: Préoccupation

F. + which is like the last
three types of grace notes

e AT A AL s o
U seconia {su,] U{: two notes

ﬂ Aa } .
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 The confluence fluidly binds together two or more notes
~ in one bow. It is simple or figured; the simple, which is
.~ notated (~ or~—) in the composition, includes no other

. notes.
: ., Bom VY S L
&3 ettt : ! {Auﬂ
1 ! omeed L—

The figured version includes other notes than those printed,
- and is either straight or curved. The straight figured

confluence (=™ or W ) proceeds stepwise (without leaps)

to the far note through the pitches which lie in between;

F: coulement

1. Confluenza

G=L: Confluentia

G: + the “flowing together”
or Schleiffung

F: droit

1. dritta

L: recta

G: gerade

L: flows

L:omit (.. .)

L+, to which one jumps

Ce ™™ ™ My
9 e - — i 14 |
— e =
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the curved one, however, (., ) loops back and forth.

A Dd ™ N
’ﬁ‘_ ﬁ“'

Said L1 1 i ‘7/ ) Jod ]

Nar

The exclamation () is a type of confluence which ascends
stepwise

- through three pitches, and either arrives at the next note,

T
hife
Bl

e ™
ﬂFf f\# , l v 1 V !"|1
e 1 - b I )i .- 1 12 |
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The turmn (=) is another type of confluence in which three

pitches are, as it were, wrapped up in a circle, sometimes
simple,

™
A g ~ o i v o Y
\.)li - ; . ; I'I 1 : g 1 E T H : ‘rl i |
*
but sometimes with a trill.
Hh : m
8 m ¥ v
\i)ll ; H H 1 1 : ‘FI i) |

The coruscation (.. is distinguished from the [figured]

confluence only in that the notes are played distinctly, and,
so to speak, with a hopping bow-stroke.

..00 "

»
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F: tournoyant

I: girellante or girevole

L: flexuosa

G: gebogene

L: loops from here to there

F: Exclamation

I: Esclamazione

G=L: Exclamatio

G: goes back to its note,

G: goes on further above its
note,

G:+or

Einwicklung

F: +, which many call
agrément

L: Involtura

L: Involutio

F: touches

F: Petillement
I: Crocchiamente
G=L: Subcrepatio
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The diminution substitutes for the long notes many other
- small notes, which animate and suit the composition and
~ are often played with separate bows.

I: Diminutione or Passaggi
G=L: Diminutio
F: each has its own bow-

y - stroke
A L1 mY Y m ™Y
e e e o i S S |
\.)ll } 5 H i - i ]

~ The tirade (o or ) runs stepwise with the greatest
- speed of the bow to its note.

F: + or Course

I: Tirata or Corsa

L: Incursio

G: Incursion or Tirada

F: + quickness and with . ..
L: quickly and with . ..

MY m .
Nl =y MY V m .
e e e
e I -4 & SO S ) &

: *

¢ =

HV,.HVHVHiH ]

Y= d'

- The staccato (-) is when each note is played as if it were
followed by a rest.

Nn

}i
L
79
Heh
TN
St B
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These twelve figures will be enough for now; we will,
however, speak briefly about their use. Of the notes which
occur in a composition, some are considered good and

- some are considered bad. The good ones are those which

- naturally linger in the ear. Those are the longer ones, those
- which begin an essential part of the measure, or those
which are dotted, as well as odd-numbered notes of smaller

- values, which should be taken down-bow. The bad ones are

-~ all the others, namely those which do not satisfy the ear so
- well, but rather inspire a desire to go further. See Example

F: Détachement

[: Staccamento or Staccato
G=L: Disiunctio
G=F=I=L: + (] or)

G: Suspirs

F: + or ornaments

G: noble

F=L: good, noble, or
principal

F: paltry or bad

L: + or seem

to radiate a

certain calm

F: + somewhat

F: mostly

L: + tiny or

L: + expectations of the
L: as well

F: + on each note

FI

asce

case:
trill i
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t Oo, in which I have marked the good notes “g” and the bad

notes “b”. If these markings are observed, the following rules

? will be better understood.

53

G: n (Latin: nobiles)
G: v (Latin: viles)

o] Oo 1
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1. Mordants are appropriate nearly everywhere, except on

~ the very fastest of notes. Nor is it forbidden to play two or
- more in a row, if the notes are of only moderate speed.

F: if the speed is not too fast

2. It is seldom good to begin a piece or a section, or an

v
Pp v av
3 A g . A - v
I ==== F " - e
) ' L | [ — |

L: the melody, sections

3. If one ascends by step,

- ascent or descent, with a trill, except on mi or §. In these F: sharp
~ cases (mi or #), however, the simple trill as well as the curved
o trill is often used.

E -2 L4
ﬂsq"".ﬁ:}.::rn}',né!: e |
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the appoggiatura is added to the good notes, either by itself

~ (7) or with a mordant (8). If the notes are too fast, this |

- manner is saved for the slower good notes, when next they ~ F:ornament
. come (9). Sometimes the curved trill is played on

* slower ascending notes, either by itself (10) or prepared with ~ F=I: + bad

~ a grace note (11); the appoggiatura can also be gracefully ~ L: + un-noble
- added (12), or a confluent trill can be used (13). To trill on

 the good notes in an ascending passage sounds somewhat

harsh. But if it must be done, the trill should be softened

 with the anticipation (14). Therefore mi and # are excepted

.~ from this rule, since they should nearly always be decorated

* with a trill, whether they are good or bad notes, as long as

~ they do not ascend too rapidly (15).

4. In descending passages with conjunct motion,

Ss L

p B _po. g 9 T

1L
174

SR

e

4
= —

e
1

TR
9|4
@

17 18

—-
o
¥
¥*

]_V N ]
SI’H %
i

~ here and there the good notes, especially those with dots, ;

 are played with very light and simple trills (16). Sometimes L some kind of simple
 the weak, descending slow notes are also most beautifully

. played this way, by themselves (17) or with the anticipatory
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relaxation as well (18); rapid descending passages are played
with trills only here and there on certain good notes (19).
5. In ascending leaps,

Tt L -~

v v
L)
A w oy LM ? et ] A y
e e e e e e —
L A S S | L 11 II 174 li | i
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25
*
4r L4
v
1l - )l LA ] 1 B}
1 ¥ )3 ) &£ LK ]
S 1 i) 1 H i 1 i3
ORRE '
26 *

the appoggiatura is added to the good notes, either by itself
(20) or with a mordant (21). Sometimes the good notes are
played with a straight confluence to enliven the harmony,
either by itself (22), or (which is even more beautiful) mixed
with a confluent trill (23). The very liveliest is the tirade, F: + figure
- which can sometimes be used, but only with discretion (24).
An ascending leap of a third is best relieved by an ascending
exclamation (25), which is used by the Lullists only in this
place, and elsewhere hardly at all. While it is otherwise an
error to leap up to a ¢rill, it is often permitted to do so to a
mi or § (26). F: sharp
6. In descending disjunct passages,

o] Vv w Y 0 JOQ ]
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 trills are seldom employed, except when one leaps down a

-~ third (27), or leaps down to a mi or a # (28), and in that case
~ they should be mostly simple or bent trills. Further, a

- descending leap is most gracefully announced by an
anticipation (29), a confluence (30), a coruscation (31), or in
alively way with a tirade (32). But the most lovely is a

- confluence with a delicate trill and an anticipation on the

F: sharp

F=I. omit “and an

- penultimate note of the descent (33). anticipation”
7. In cadences, certain notes require a trill, and certain
. notes reject a trill.
Xz £ . W . )
3 il I3 w
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~ 34 * *
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- The notes which end cadences are seldom given a trifl,

- unless one leaps down a third (34) or descends by step (35),
- or comes, with an appoggiatura,

j to a mi or § (36).

- Tam attaching to the exarmples

- six graceful cadential formulas in the Lullian manner,

- numbered 1, 2, 3,4, 5, and 6, with which

I: omit “or descends . . .
appoggiatura”

F: sharp

F: omit “to the examples”

F: the most frequent and
most beautiful ways of
forming and decorating the
cadences in the good taste of

‘ the Lullists

I: the six most delicate and
most often-used formulas
for. ..
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RACTICE

I: the good Reader

you might note

I: + which bejewel the

F=
playing

the proper and reasonable use of the most important figures.
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8. Since diminutions invented on the spur of the moment
' can seldom be trusted, I have included some useful ones in

- Example Yy.

Yy

PRSDHREL > S |
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Thus I can rightly say that
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9. Two trills in a row are not considered good. They are,
however, permitted
Zz W W
f W 1 - o . .
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37 % * 38 *
if a grace note is placed between them (37), or when the L: + hard
- following note is a mi or # (if a trill is added to the previous F: +, which is harder (plus
note according to the above-stated rule) (38). dure) than the previous
10. Finally, the staccato can sometimes be used to evoke
the movement of the dance with more animation,
AAA
a o . » .
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\.)L’ 1 1 3 I i 4 " 1 ! il
33 * 40 "
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at least in notes of medium value (39), whole triple notes F: measures
(40), or beat-units in compound time (41). But indeed, it
must be done without affectation and without ripping at the L: + and without being
frivolous
strings, but always with vigor, moderation, and purity. L: elegance

F: always emphatically and
without affectation or
ripping (at the strings)

F: I venture to say

L: T assure you, not
immoderately
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the entire Lullian manner of ornamentation is contained in
the brief form of these ten rules, in which (along with what
- was indicated in the previous sections) are contained the
 greater part of the special beauty of this manier, its

- freshness and grace, which can distinguish it from the other
. manners.
There are many different things which work against this

most noble element of music, which certain idle scoffers

PR B
. CONSIGET useiess:

- namely Neglect, Impropriety, Excess, and Incompetence.

Through Neglect,

- the melody as well as the harmony becomes empty and

- unadorned; through Impropriety, it becomes hard and

' barbaric; through Excess, it becomes confused and
ridiculous; and finally through Incompetence, it becomes

- awkward and self-conscious. It is therefore essential that one
have such diligence in using these valuable musical graces
(wherever they are appropriate), such care as to discern

- where they belong, and such agility as beautifully to express
them, that the slightest omission of the appoggiatura in

- ascending passages, or of trills on mi or #

(at least on the good notes), as well as the slightest trill on a

leap, the slightest misuse of the exclamation elsewhere than
learned, or the slightest difficulty in playing such figures

- quickly, fluently, and carefully, will soon betray those who
are not sufficiently experienced in this style, but who have
 long imagined themselves to have ascended to the

- mountaintop of Lullian perfection. All these things will be
discussed exactly, in more detail, in my (God willing) other
 Florilegii, which (God willing) will appear one by one.

. And so, well-meaning Reader, may you think well of these
~ first remarks of mine, held back until now, communicated
to you and brought together with special care in this brief

~ arrangement for your pleasure; and may you generously
protect it, out of your natural taste for music, from all
jealous people and interpreters who contradict my ideas.

.~ Should you find something defective in this work, attribute

G: Manierwesen itto

F:secret of the ornaments in - attrn

French playing | pray

L: + in the manner of his €
Synopsis gran

F: + modest - unne
F: of this manner  of th
F: easily four the a
I: four and I
F: the most important part of dispo
the melody bette
I: most noble part of the works
melody

F: unimportant

G: Unterlassung,
Uneigenschaft, Uberfluff und
Untauglichkeit

]

-

O o

F:
F:

I:
F
L
L

at

“: + the playing becomes

s such circumspection

: facility

: integrity

- sharp

: omnit “at least”

: lightest

: + upward

: a dreary exclamation

with God’s help
collections or Florileges
excerpts of Ballets

- my dear Reader

: well-meaning connoisseur
: + made under your

uthority
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it to my inability, and if you should find something good,
attribute it to GOD the Almighty as giver of all grace, and
pray to him to grant quiet times, favorable for the Muses, to
his Christendom and especially to our Germany; and to
grant me, as [ wander Parnassus with my various troubles,
unnoticed by all the envious, under the most serene shadow
of the Austrian Eagle and the most gracious protection of
the archiepiscopate of Passau and Lamberg, continued life
and health, and to graciously supply me with such
dispositions of temperament and of my affairs that I may
better clarify these materials and complete more of the
works I have in mind, out of my love for you.
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