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Sources Database

Choose the relevant category (it is possible to choose more than one), or search according to year, place, author, title, or publisher.
Tip: to see undated entries first, click on the top of the "Year” column.

Year Place Author Title

Publisher Type + Q.

Basso Continuo - English
@ 16-30/ 1805 Basso Continuo - French
Basso Continuo - Ger...



EARLY MUSIC SOURCES

16-30/1805

Year Place

1512 Vienna

1513 Erphurdie

1513 Frankfurt/Oder

1515 Koaln

1515 Krakéw
Augustae

1516  Vindelicorum
[Augsburg]

1516 Leipzig

1516

1517 Leipzig

1518 Milano

1518 Nurnberg

1518 Krakéw

1520 Leipzig

1523 \Venezia

1523 Wien

16-30/1805

Type

Author

Philomathes, Vaclav
Anonymous
Volckmar, Johannes

Bogentantz, Bernhard
Monetarius, Stephan

Faber, Nicolaus and
Aventinus, Johannes

Koswick, Michael

Aron [Aaron], Pietro

Ornithoparchus, Andreas

Gaffurio, Franchino
Grammateus, Henricus
Felsztyn, Sebastian de

Rhau, Georg
Aron [Aaron], Pietro

Judenkiinig, Hans

Home Sources Database

+ |a

Basso Continuo - English
Basso Continuo - French
Basso Continuo - Ger...
Basso Continuo - Italian
Basso Continuo - other
Counterpoint

Musicorum Libri Qua’ .

Keyboard instruments

Modes

Ornaments and diminut...

Institutio in Musicen r

Collectanea quedam
in unum redacta dilig

Collectanea utriusque
Epitoma utriusque mi

ria
Plucked instruments

Tactus and Proportions

Tuning and temperam...
Musicae Rudimenta g
. . Violin
Compendiaria musiCe v ue wwwe

Libri tres de institutione harmonica

Musicae activae micrologus

De Harmonia Musicorum Instrumentorum
Ayn new kunstlich Buech
Opusculum musicae mensuralis

Enchiridion utriusque musicae practicae

Thoscanello de la musica

Ain schone kunstliche Underweisung auf Lautten und Geygen /
Utilitis et Compendiaria

Iconography Database

Link

Translation

[PhD]

m -
-]
m ®

Imslp

89)
[s9)

Imslp;

Imslp

Imslp

Youtube

PIE

Publisher

Hanau,
Johann

Ungleriu
Miller

Stockel

Benedicti
Hectoris

V.
Schumann

Valentini
Schumann

Trigonale EMC

Type

Book
Book
Book
Book
Book
Book

Book
Book

Book

Book
Book
Book

Book
Book
Book

Extra

fourth and fifth Book: De
arte cantandi; ed. 1519

c. 1518

More v

Q




Y’i“ c‘éi’ fO‘n
4 Hnlte dei o fon _— =
— = * ,0becnad“ teorie

* Notopis, tabulatury
* Kontrapunkt
| * Mody, solmizace
— ,.« == * Organologie

@l * (generalbas)
* (ozdoby)




Arnolt Schlick — Spiegel der Orgelmacher und Organisten (Mainz, 1511)
Sebastian Virdung — Musica Getuscht (Basel 1511)

Véaclav Philomates — Musicorum libri quattuor (Viden, 1512)

Martin Agricola — Musica Instrumentalis Deutsch (Wittenberg, 1529)

Sylvestro Ganassi — Regola Rubertina (Bendatky, 1542)

Michael Praetorius — Syntagma musicum (Wolfenbuttel, 1619)

Marin Mersenne — Harmonie universelle (Pariz, 1636)

Thomas Balthasar Janowka — Clavis ad thesaurum magnae artis musicae (Praha, 1701)
* Johann Gottfried Walther — Musicalisches Lexicon (Lipsko, 1732)



Diminuce
» Sylvestro Ganassi — Opera intitulata Fontegara (Benatky, 1535)
Diego Ortiz — Trattado de glosas (Rim, 1553)

Girolamo dalla Casa — Il vero modo di diminuir (Benatky 1585)

Giovanni Bassano — Ricercate, passaggi et cadentie (Benatky, 1585)

Giovanni Battista Bovicelli — Regole, passaggi di musica (Benatky, 1594)

Antonio Brunelli — Varii esercitii (Florencie, 1616)

Francesco Rognoni — Selva de varii passagi (Milano, 1620)



Smyccové nastroje

* Christopher Simpson — The Division-Violist, or an Introduction to the Playing upon
a Ground (London, 1659)

* Michel Pignolet de Montéclair — Méthode facile pour apprendre a jouer du violon
(Paris, 1711)

Francesco Geminiani — The Art of Playing on the Violin, Op.9 (London, 1751)

Leopold Mozart — Versuch einer griindlichen Violinschule (Augsburg, 1756)

Guiseppe Tartini — L'arte del arco (Paris, 1758)

Guiseppe Tartini — The compleat Tutor for the Violin (London, 1760)



» Sylvestro Ganassi — Opera intitulata Fontegara (Benatky, 1535)
* Bismantova, Bartolomeo — Compendio musicale (Ferrara, 1677)

* The Compleat Flute-Master, Or, The Whole Art of Playing on Ye Rechorder, Layd
Open in Such Easy & Plain Instructions, That by Them Ye Meanest Capacity May
Arrive to a Perfection on That Instrument, with a Collection of Ye Newest & Best
Tunes, Composed by the Most Able Masters, to Which Is Added an Admirable Solo
(London, 1695)

* Jacques-Martin Hotteterre le romain — Principes de la flute traversiere, de la Flute
a Bec, et du Haut-bois (Paris, 1707)

* Johann Joachim Quantz — Versuch einer Anweisung die Fl6te traversiere zu spielen
(1752)
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Sylvestro Ganassi dal Fontego

(Regola Rubertina)
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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 pas
note, the last note of the embellishment should be the same given note that was varied, as these examples sho
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As I have said, this is the most perfect way because it begins and ends the variation on the same note, an
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 doe

plain notes, but on the > contrary as these examples show:
i - _—L ity (N e g

S S s S

This manner is necessary, because with the license which is taken very good things and very pretty flouris
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 fa
it is that at the time of passing from one quarter of a note to another, since the progression is different than th,
other voices can come so that the embellishment makes two perfect consonances with some of them; which is a
because with the rapidity they are not heard. The third way is to depart from the composition and play by ear,
without any certainty of what one is doing. Some use this, for since they have a little ability they wish to p1
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Recercada segunda sobre el mismo madrigal.

Francois Ier, King of France

Pierre Sandrin
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VARII ESERCITII, 1614 Antonio Brunelli

Vari esempii di Crome, e Semicrome ne’ quali si vede Che cantando ordinariamente non ten-/dono vaghezza pero trovandosi
detti passi tanto in questi esercitii, quanto in altre Compo/sitioni, bisognera cantarle nelli sotto scritti modi, come qui si vede.

,,[Es folgen] verschiedene Beispiele der Achtel und Sechzehntel, in denen zu sehen ist, daf’ sie — gewdhnlich gesungen — keine
Anmutigkeit gewihren; allein, man findet solche ,passi‘ (gemeint ist jeweils der ,Passo ordinario) sowohl in diesen Ubungen
als auch in anderen Kompositionen: sie sollen in der unten notierten Weise gesungen werden, wie man hier sieht (vgl. ,meglio".
,migliore‘ und ,optimo¢).*

A Passo ordinario. meglio. migliore. I’istesso. Passo ordinario. meglio.
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Passo ordinario. meglio. " Passo ordinario. meglio. migliore. I’istesso.
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Passo ordinario. meglio. migliore. Passo ordinario. meglio. migliore. optimo.
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Passo ordinario. meglio. migliore.
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TERZI Esercitii per dua voci sopra il sottoschritto suggetto.

Canto Primo.

Canto Secondo.

I s et s T

0 N ~ F - 1 I f
e e —
2 La— } e S — =
6 4 3
Primo Modo. 2. Modo.
A b o
eTEE T e reraeae 1
S == ! - ¢ Z ot - ] o
Can-ta- - -|- - - - = = « |- - - - - te. Can-ta- - -|- - - - - -~ =t - - - -

1 1T | I |
Gre= T Tlrlererloss Ig 1= £ [ffrossdle—.
D ! - — f | -

Can -fa- - = = - - - = - - = - - te. Can - ta- - = - - = = - = = - -
3. Modo
b —
; S = Ere TS e s |
.; € ] 1 [ = T | - & @ —_—
Can-ta- - - - - - - - - = = = = = = - - o - - o o e o000 aa .- - te




1 |
o — y ) 7 - 1 |
a7 - i i o I
ANI 7 ) ] |I — 1 | - - =

e

Can - - - ta - - - = = = = = = & = - 4 4 4 s - = - - - - - - - - -
7. Modo.
7 - | i — ‘F!-?;Eﬁ 1 1 1
d ¢ |I 1 - } 1 t | | 1 1 | - ‘_—’I
---------- - te

=
I

\EEN

L 108



XIII. Modo.
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J. M. Hotteterre

PRINCIPES

DE LA

FLUTE TRAVERSIERE,
OU FLUTE D’ALLEMAGNE.

DE LA FLUTE A BEC,
OUFLUTE DOUCE,

ET DU HAUT-BOIS,
Divifez par Traitez.

Par le Siesr HOTTETERRE-le Romuin 5 ordinai-
ve de ln Mufique du Roy.

200,88, 07,0 o B¢ %R

PREFACE

O M ME la Flute Traverfieve s eft un In-
frument des plus agréables s & des plus &

la mode s jay cru devoir emtreprendre ce

petit ouvrage 5 pour feconder lirclination de ceux
qui afpivent d en josier. Jofe me flater que mon
travail ne fera pas tout a fait indigne de la curio-
fité deceux qui ont dugoiit pour cet Infirument, puif-
que mon principalbut 5 eft de leur applanir les pre-
mieres difficultez.» qui coutent ordinairement le plus
de peine.  On pourra donc s'inftruire des Principes
ds la Flute Traverfiere par [ecours de ce Traité.
I’y donne des démonfirations s pour faire tous les
Tons naturels , Diézis ¢& Bemols ; avec une ex-
Plication de Ja maniere dout il faut les ajufter. [’y
enfeigne au(fi comment on doit faire toutes les Cader=
ces fur ces mémes Tons 5 O enfin quels font les a-
gréments necefJuires pour fjoiier proprement ¢ avec
goit.  Ces Regles &5 démonftrations pourront méme
Juppléer au deffaut des Maitres 5 pour biendes per-
Jonues qui ont noturellement de la difpofition & josier
de cet Inftrument 5 & 4 quiil ne manque que d'en
[eavoir les Principes. On trouvera auffi un Trai-
téde la -Flute @ Bec ou Flute Douce 5 outre une
comparaifon de la Flute Traverfiere ¢ du Haus-
Bois,
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DE LA FLUTE TRAVERSIERE.

egepeiedeelofetortototototettotoro)
CHAPITRE PREMIER.
De la fituation du Corpss & de la pofition des

Moains.

i« OMME IL EST NECESSAIRE
. pour arriver a laperfeétion des exer-
cices dans lefquels on veut réiiffir,
de joindre autant qu’il eft poffible 1a
: bonne grace i I’habileté , je com-
v menceray ce Traité par une explica-
tion de la pofture ou Pon doit étre,

en joliant de la Flute Traverfiere.

Soit que I’on joiie debout ou affis, il faut tenit
le Corps droit, la Téte plus haute que bafle, un
peu tournée vers I’Epaule gauche, les Mains hau-
tes fans lever les Coudes ni les E}gaules, le Poig«
net gauche plié en dedans, & le Bras gauche pro-
che du Corps.

Si 'on eft debout , il faut étre bien campé fur
fes jambes, le Pied gauche avancé, le Corps pofé
fur 1a Hanche droite, le tout fans aucune contraine
te. On doit fur tout obferver de ne faire aucun
mouvement du Corps ni de la Téte, comme plu-
fieurs font en battant la mefure; Cette attitude
€tant bien prife, éft fort gracieufe, & ne prévient
Pas moins les yeux, que le fonde I'Inftrument fii-
te agréablement Poreille. Are
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23 TR AITE
Premser Exemple.
Mefuce & Deux-temps
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Taruturo turutu ruturuty futdfutg  tu.

Deuxiéme Exemple.

Autre Mefure 3 Deux- temps.
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Tuturatu ru tutu ruturuty tu tu tu.

On doit remarquer que le T#, Ru, fe reglent
par le nombre des Croches. Quand le nombre eft
impair on prononce Tw R, tout de fuite comme
I’on voit au premier Exemple. Quand-il eft pair
on prononce Tu, fur les deux premi¥res Croches,
enfuite R« alternativement, comme ’on voit dans
le deuxiéme Exemple.

On fera bien d’obferver que 1’on ne doit pas
toljours paffer les Croches également & qu’ondoit
dans certaines Mefures, en faire une longue & u-
ne breve; cequife regle auffi par le nombre. Quand
il eft pair on fait la premiére tongue, la feconde
breve, & ainfi des autres. Quand il eft impair on
fait tout le contraire; cela s’appelle pointer. Les
Mefures dans lefquelles cela fe pratique le plus
ordihairement, font celle 2 Deux-temps, celledu
triple fimple, & celle de fix pour quatre.

On doit prononcer Ru, fur la Note qui fuit la
Croche quand elle monte ou defcend par degrez
conjoints.

Exem-

DE LA FLUTE TRAVERSIERE. 33
Exemple.
Triple fimple:

— C

GELPHEERER

Tute ru M tuId &8 tura tg.

Antre Exemple.

Six poyr guatre.
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Tum tata ra tufa ta .,

Ilya apﬂ‘x certains Mouvemens ou I'en ne te
fert'que du T, pour les Croches.

Exemple.
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fu tztututy ,tutu tu (rru tu.

Autre Exemple.
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Antre Exemple
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Yu tu tu tu th tU tuth B tutarutw

] -

N
mturutu  tity

On prononce Tw fur toutes ces Croches , &’on
ne fe fert du R« , que fur les doubles Croches ;
C’eft que les Croches fuppofent des Noires, & ies
Doubles Croches des.Croches fimples, dans ces
fortes de mouvemens, aufli-bien que dansles Me-
fures de § §* & §. Il faut aufli dans ces Mefures
paTer les Croches également, & pointer les Dou-
bles Croches.

On fe fert du R# fur les doubles Croches ; fui-
vant les Regles que j’ay données pour les Craches
fimples ; On s’en fert méme plus frequemment :
car foit que ces Doubles Croches foient fur lamé-
me ligne, foit qu’elles fautent, on ne laifle pas

de le faire.

Exemples.

E N :

2——‘“—.’“ v Il

Tuwmiu tuta tuty [

DE LA FLUTE TRAVERSIERE. . a5

Tuturuth tfk Mmta toturtuts

MO ) s
g. \‘&s

Tyturu tWrIYtuIy tUrutwIy tu

Quoique ces Regles foient générales, elles ad-
mettent cependant quelques exceptions, dans cer-
tains paffages, comme on le peut voir icy.

Exemples.
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DE LA FLUTE A BEC.

SEP/PNEHBBSHOGRBHBE
CHAPITREPREMIER.

De Ia fituation de la Flute 5 ¢& de la pofition des
mains.

SEMe A FLUTE A BEC A-
250 Y AN T fon merite & fes Par-
tifans, ainfi que la Flute Traverfie-
re: j’ay cru qu'il ne feroit pas tout
%7 A fait inutile, d’en donner icy un pe-
: wfe tit Traité particulier.

Je commenceray par une explication de 1a ma-
niere que I'on doit tenir 1a Flute , & de '1a fitua-
tion ou les mains doivent eftre ; ce que I'on voit
déja reprefenté par la Figure cy-devant.

1. Il faut tenir 1a Flute droite devant foy ; pla-
cer le bout d’en haut 4 , (appellé le Bec) entre
les Levres, le moins avant que ’on pourra ; Le
bout d’en bas B, (appellé la Pate ) doit eftre en-
viron 3 un pied de giﬁance du corps; enforte que
I'on puiffe pofer les Mains deffus la Flute , fans
les contraindre. Il ne faut point lever les Coudes;mais
les laiffer tomber negligemment proche du Corps.
1/2510n pofera la Main gauche C, en haut , &
la droite D, en bas, comme on le voit demontré,
Le pouce de la main gauche doit boucher le trou

qui
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Of Recitative.

.
=S E I7ATITE is of three
= Kinds, and ought to be
i I " teught in three  different
et~ Nunners.
§ 2. The Y, teing ufedin Church-
¢, thould be fung as becomes the
anctitv of the Place, which does not
dn.it thote wanton Graces of a lighter
ule ; buc requires fome Mejja di V-
o, manv Argorg tura’s, and a noble
Izjztty throusizut.  But the Art
f cx:rcfing i, is not to be learned,
but trom the  ffeCting Manner of
t.oe who o voutlv dedicate their
V. «s to the Scviee of God.
5. The fecond s Theatrical,
widen being  always  accompanied
with

€
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[ 67 ]

with A&ion by the Singer, the Maf-
ter is obliged to teach the Scholar a
certain natural Imitation, which can-
not be beautiful, if not exprefled withi
that Decorum with which Princes
fpeak, or thoft who know how to
{reak to Princes.

" § 4. Thelaft, according to the O-
vinion of the moft Judicious, touches
the Heart more than the others, and
s ealled Recitativo di Camera.  ‘This
requires a more peculiar Skill, by
reafon of the Words, which being,
for the moft part, adapted to move
the moft violent Paflions of the Soul,
oblige the Mafter to give the Scholar
fuch a lively Impreflion of them, that
he may feem to be affeCted with
them himfelf. The Scholar having
fnithed his Studies, it will be but too

§ 4. Mufica di Camra.  Chamber, or pri-
vaic, Mufick; where the Multitude is not court-
ed tor Apnlaufe, but only the true J'zes ; and
confifts chiefly in Cantata’s, Duettd’s, &c. In
the Recitative of Cantata’s, our A.thor excel-
led in a fingular Manner for _the patitick Ex-~
preflion of the Words,

cafily









Of the Manner of Playing the Adagjo |

§6

of slow pieces are diverse. Some ar
mnl;fmathmmuﬂwﬂmwy and
k.lnboth ;

164

Of the Manner of Playing the Adagio 165
 slow pieces, that is, the Cantabile, Arioso, Affettuoso, Andante, Andantino,
Largo, Larghetto, &c., must be very clearly distinguished from a pathetic
‘&’Iisio As to tempo ot mouvement, you must judge the requirements of

Wbythemdwldualcontext.'rhckcyandthemcme(thﬂm,
er it is duple or triple)! throw some light on the matter. In accord-
with what was said above, slow movements in G minor, A minor,
ninor, D sharp major, and F minor must be played more mournfully,
ore more slowly, than those in other major and minor keys. A
: in two-four or six-cight time is played a little more quickly, and
or three-two time is played more slowly, than one in

or in three-four time.




Of the Manner of Playing the Adagio

gher or
ariations

, that the v:

riations, there are some that are not
they are written either hi

24

§

as has been mentioned above
not expect this style of variation from

the tables;
sposed into both major and minor keys.

rder to show,

(4

ut;leC] same keys as in
lowef ino
may be tral

Among these examples of vari

OGRS

pr
fig
in

a raw beginner
this example is
gradually per-
be ordered like

d only for the investigation of those who have alr.

eady had some

as is the case here. In
the more it charms

so that they may

d instruction,

selves. Neither do I demand that all Adagios

know how to play a plain air correctly;
d the less it obscures or destroys the good ideas that the

composet has created with care and reflection. For when you are playing
it is unlikely that you will, on the spur of the moment, improve upon the

simple air renders them necessary,
I remain of the opinion previously mentioned: the more

and thus overloaded with graces; the graces should be introduced
orrectly an Adagio is played with feeling,

but who lack goo
inventions of a composer who may have considered his work at length.
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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."

Deiviribution de ('Orclectre de ! Opera de Drerde
I¥g.1. Dirdge’ par le si Harse .
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