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The way in which Variations are to be made
He who should wish to take advantage of this book must consider his own ability and conform to it in selecting the variations most
suitable to him; because, even though the variation is good, if the hand cannot manage it, it cannot show up well, and the defect will
not be in the variation. This book shows the way in which the notes are to be varied, but the charm and the effects to be made are in
the person who plays, in playing sweetly that the voice may come out sometimes one way, sometimes another, mixing some muted
trills and some runs, may the bow hand not make strokes but draw the bow smoothly; and the left hand principally makes harmony.
When there are two or three quarter notes in a row, may only the first be marked, and the others pass without taking a new bow strike,
as I have said, and because this can be shown; but because it is theoretical I leave it to the good judgment of the musician, and I will
treat the ways to vary, which are three.

The way to vary a given text
The first and most perfect way is that after having made the diminution or variation on a given note, before passing on to the following
note, the last note of the embellishment should be the same given note that was varied, as these examples show:

As I have said, this is the most perfect way because it begins and ends the variation on the same note, and the progression is the
same as in the plain song, so that there cannot be any defect in it.

The second way takes a little more license, because at the time of change from one note to another, it does not progress as in the
plain notes, but on the contrary as these examples show:

This manner is necessary, because with the license which is taken very good things and very pretty flourishes are made which one
would not be able to do using the first way alone, and for this I use it in some places in this book. And the fault that can be found in
it is that at the time of passing from one quarter of a note to another, since the progression is different than that of the plain notes, the
other voices can come so that the embellishment makes two perfect consonances with some of them; which is a thing that matters little,
because with the rapidity they are not heard. The third way is to depart from the composition and play by ear, or with little difference,
without any certainty of what one is doing. Some use this, for since they have a little ability they wish to practice it. They set forth
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Recercada segunda sobre el mismo madrigal.

François Ier, King of France Pierre Sandrin
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[ 67 ) 
with Action by the Singer, the Mat-
ter is obliged to teach the Schol .. 1r a 
certain natural Imitation, \\•l1icl1 can-
nc)t be beautiful, if 11ot expreifed witl1 
tl1:1t Decort1m with which Pri11ces 
i\)C,1k, or tl1ofc \vl10 know l:1ow to 
i\·;e.tk to I)ri11ces. 
' § 4. 1·he lafi:, according to tl1e 0-

11\;1io11 of the rnofi: Judicious, touclies 
J ' the Heart more tl1a11 tne otl1ers, a11d 
is (_: 1llcd Rt0 citati--.. ,10 di Camera. 1-his 
requires a more peculiar Skill, by 
re;1fon of the Words, wl1ich being, 
f()r the mofi: part, ad,1pted to move 
tl1e rnofl: violent Pai1ions of the Sot11, 
1.1blige the Mafier to give the Scholar 
ft1ch a lively lmprei1ion of then1, that 
l1e 111:iy feem to be affected v:ith 
tl1e1n himfelf. 1"'he Scholar havinO' 
fi11ii11ed his Studies, it will be but to~ 

· § 4. M1i_Jica di Cam~r'a. Chamber, or pri-
vate, l\1ufick; wl1cre the Multitude is not court-
eJ !ti~ ,i\l1'.1]aufe, but onl\1 the true J· '.2:es; a11d 
confifls chieAy in Cantata's. Duetto',, &c. In 
the Recitative of Cantflta's, our A.i,h ,r excel-
letl in a fingular 1\1:anner for _the patiret1<.k Ex-
preffion of the Words, 
" cafily 
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<c,· . i\ • -_. 1 J "1nncr8. - -
2. Tr:-::· t:rit, tei11g uiecl in Church-

es, i11oul.1 be fL11,g .is beco111es t11e 
Eanc.1:it\' ot· tl1e Pl;1ce, ,vl1icl1 does 11ot 
.:.dn,it tl101~ \;,·,1nto11 G1·,:ces of a ligl1ter 
.~-iilc; l1 ~1c requii"tS ior11e M1fa di Ve-

A • ...,. •• n\· ,-i-t-.-"/", -r: : ·rz,,·a·s "nd a noble ~,. ,.,;_ ~~'11"·'.I''-'. ,, • ',. • , ~', . -~ 
~I:,i::1t\' tr.rouP '.:-:: L:t. But tl1e Art . . -
c-t- ex: ;·.: 11111 g i ·. is 11 ot to be learned, 
bu~ t:·c1111 th, rt-::aing Ma11ner of 
t~1t,·e \\'}:O 1.'. \"C,,,~lv '1edicatC their 
\r, ts to tl·e S-... \'j. __ of God. 

· Tht fecond is Theatrical, .) . 
,,·~.ic.r, beir:g al\\·,11·s accompanied 
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Charles Burney



Charles Burney
(1726 – 1814)

• The Present State of Music in 
France and Italy (1771) 
• The Present State of Music in 

Germany, the Netherlands and 
United Provinces (1773)



Jean-Jacques Rousseau - Dictionnaire de Musique (1754)
"The greatest orchestra in Europe, as far as the number and intelligence of its performers is

concerned, is that of Naples; but that which is the best distributed and forms the most nearly
perfect ensemble is the orchestra of the opera of the King of Poland at Dresden directed by the

famous Hasse."


