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To Gordon Kinney, my personal hero. The Engliphaking viol community owes you a huge debt.
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| ntroduction

fi Y oought to know that, for sure, whatever nature provided in years past still exists in the
present. Whatever worked in the rminds of peop

T Sylvestro Ganassi

I n her bobk CaFMagar& Eanpbellpresers a char-pupilof ATeachert
relationships from Franciscl | o [ 16 9 1] tdocunehtiag the relatoreshps betivaen oellists
from ltaly, Spain, Germany and Russia (and, by implication, France and England) in an unbroken line. It
is not possibleo write a similar chart for theeaching lineage of théola da gamba. The viola da gamba,
or viold a bowed, fretted stringed instrumeérirst appeared near the turn of the sixteenth century and
enjoyed a period of popularity through the middlehef eighteenth century. Composers all over
Europé Italy, Germany, France, Spain, the Netherlands, and Er@ylamadte music for the viol, and
many pedagogues published tutorials offering instruction on how to play it. However, the viol fell out of
fashion in the second half of the eighteenth century, and was mostly not a part of musical life for the next
hundred years; much of its history was lost. At the turn of the twentieth century, Arnold Dolmetsch is
credited with rediscovering and rpopulariing the instrument; since then, each subsequent generation
has contributed to researching and wilagngvering mor
techniques, and using this information to write method books of their own.
Due t o t h epted histotyfinding comprehensive sources of playing techniques and
teaching materials the viola da gamba can pose a chalief@eation on how to play the viol is in a
scattered state. The historical sources on viol pedagogy were written in séfenaht languages over a
long period of tim& to modern readetthie word usage in the sources is oftiechaic andhe sentence

syntax seemeonvoluted. Some historical works do not have a readily available English language

! Silvestro GanassRegolaRubertina trans.Richard DBodig (Australia: Saraband Music, 20023.
2 MargaretCampbell,The Great Cellist§North Pomfret, Vt.: Trafalgar Square Pub., 1989



translation; thosavorksthat have multiple English translations available serve to illustrate that translators
canarrive at very different interpretations of the same. téAbreover, historical works are often only
accessible to those with university library and/or interlibragnlcredentials. Johthsu sums up the
situation well, on page one of hitandbook of French Baroque Viol Technique
"In seeking to ascertain hatve basse de violevasplayed. . . what effects were sought and what
techniques were employed to obtain theffect® we encounter the familiar problems which
face anyone attempting to recover aspects of the past: we must depend on documents written by
people ofvaryingpersuasions and competence, and we must interpret these documents in the
light of our necssarily imperfect knowledge of the historical context in which they were
written.'®
Recent generations of viol teachers have sought to remedy this by widglimgethod books of
their own,each citing (or not citing!) differing historical referenceghva wide range of technical and
philosophical outlooks. In the introduction to th€wmplete and Pgressive Method for the VidPaolo
Biordi and Vittorio Ghielmi illustrate how contemporary authors are tryingltvess the problenfiT his
method. . . grew out of an attempt to fill a void which regularly confronts anyone who attempts teaching
the viol: the lack of a comprehensive 'book' which can be followed page by page by a student until he has
reached a sufficient technical level to approach¢pentory by himself*
This fAlack of a comprehensive booko is precise
address. It is the goal of this paper to provide the Engfiglaking teacher of the bass viol with a
resource detailing, comparingnd contrasting the many historical ({1#@00) sources of viola da gamba
pedagogy. APedagogyo wil/| be defined in this pap
and concepts necessary to play the bass Viglll be mostly excludingtopicsthat do not directly

concern the physicality of playing the instrumesutch agnusic theoryandnotation,performane

practice and stylistic issuem;namentatio, and the historpf the viol. Descriptions of the evolving

3 JohnHsu,A Handbook of French Baroque Viol TechnigNew York: Broude Brothers, 19811
4 Paolo Biordi and VittoriadGhielmi, Metodocompletoe progressivaper Viola da gamba, Vol. (Bologna: Ut
Orpheus Edizioni, 1996), 1.



physical construction of thaol will be discussed only as far as it directly affects how the instrument is
played.

On embarking on this project, one quickly discovers that there are a number of complicating
factors in trying to achieve a unified work of historical viol pedagdfye time span of almost three
centuries of the violds history saw many changes
musical role of the viol and its repertoire, and the evolving technical demsattisof the viol. Onmust
also factoiin the differing national styles between the Italians, Germans, English, and French; all of these
elements predictably led to significant changes in its performance technidaas.about theow hold,
the use of the bow arm, and tterriage of théeft hand allchangedsignificantly over the centuries,
presenting some awkward questions about historical ac@urfacyexample, if one is performing 16
century Italian music, should one be using af déhtury French bow hold? What is more, there is
frequent disagreement between the various authors, even of contemporaneous treatises, in technique,
terminology, and style. And finally, the modern reader is confronted with the fact tipetdhgogical
approacthas changed over the years. Christophe Coimsarized it well in his introduction to the
Biordi/Ghielmi work referenced earlief'The teachingof the Ancients,mostlybasedn direct
transmissiorandon theimitation of theteacherhasleft usonly few treatisesoftenlapidaryand
adaptablevith difficulty to our currentdidacticmethods." Theseficurrentdidacticme t h @ dusn bave
evolvedfrom the endless permutations of fingering and bowing patterns found irmaidrB0" century
stringtexb oo ks, t o t h eturelased, sgquénl hpprbagh faurdrn,theé Suzuki method,
for examplé.

Coin also alludes to a wider prebh with earlier pedagogyhich helped contribute to the
i nstr ume nin adskuatidrebest deseribed by Thomas Mace:

"A Third and very ConsiderablReasons, From theClosenessf Mastersin the Art, who (all

along) have been extrersiein revealingthe OccultandHidden Secrets. . The French (who

were generally account&leat Mastersseldom or nevewould prick their LessonasThey

Play'dthem mud lessRevealany thing(further than of necessity they must) to the thorough
understanding of thArt, orInstrument . . TheMastersare. . . Very Sparingn their

5 https://suzukiassociain.org/about/suzukinethod/



CommunicationsoncerningOpennessPlainnessandFreenesseitherwith Parting with their
Lessonsor Impartingmuch ofTheir Skillto theirScholars more than to shew them tedinary
wayhow to play such and sutiessons . . Which when they have done, and wlithng Pains
and mucHh.abour obtainedTHEY DYE, AND ALL THEIR SKILL AND EXPERIENCE DYES
WITH THEM."®
In an effort to not have this happen, it is the task of this paper to introduce the reader to the major
historical sources of pedagogieaiitings on the viol, twentghreein all. In the first section, we will
i me e trediseDe I owi || pr esent eéchaothpr,dasgribdhe tastoryandf or mat i o
publication information fiany) for each work; mentioother works published by the authoffer a
general description of the contents ofleavork including anymusical selectionglescribets main
contributionsand intended audiencanddetailits modern publication history and availability of an
English language translation (if applicable). In the second section, | will compile and contrast the
aut hor ltsbonvaribusaspects of viol technique, includingow to position the instrumertow to
carry the bodybow hold and technique; different kinds of bow strokes; bowing rulesathiage of the
left hand and arnieft hand techniqueand chordal techique
In the spirit of the Ahistorically informedo p
information as possi bl e; what one chooses to do w

responsibility. There armgften severahpproacheto each aspect of viol technigugerhaps there are as

many ways to play the viol as there are viol players.

6 Thomas MaceMu s i ¢ k 6 s (RadsnHditioesndti Centre national de la recherche scientifique), 1458



Part One: Meet The Treatises

I n the fiMeet the Treatiseso section, for each
information for the adttord where and whethey lived and wher¢hey worked. | will discuss the
authorodods publication history and the publication
description of the contents of each work, noting the genre of the wotkamaain and/or unique
contributions of each work to viol pedagogy; discuss the tone of the book and/or personality of the author,
if notable; and note the presence of any musical literature contained in each work. | will also describe the
original intened audience of the work, its most likely modern audience, and the information that a
modern reader will likely find most relevant in the wotkwill then discuss the modern publication

history of each work, noting the availability of an English langueayeslation (if applicable).



Chapter 1: Martin Agricola i Musica Instrumentalis Deudsh(1529

Our earliest treatise containing pedagogical material for the vidiggca Instrumentalis
Deudschwritten in 1529 by Silesian author Martin Agricola.(2@468 1556). Agricola was an important
and prolific Lutheran musician and teacher based in Saxdayworked as the Cantor at the Protestant
municipal school in the 1530s, angs also a church music director and compobtrsica
Instrumentalis Deudd was his second publication; his fir&tin kurtzdeudschéviusica,was published
in Wittenberg the year before by GeoRjeay a fellow Lutheran with whom Agricola would develop a
fruitful working relationship with over the course of several subsequantications. Ein kurtz deudsche
Musicawould undergo a name change upon its third printing in 1588i8ica choralis deudsgh
reflectingthe popularity of its younger sist®tusica instrumentalis deudschhis workwould in turn be
printed a total of fie times, with the fifth reprinting in 1545 undergoing an extensiverite. A third
sister publication would appear in 153Rlusicafiguralis deudschdealing with mensural notatipat
least five more publications would follow. HowevBtysicainstrumentalisproved to be his most
enduring work, and the one for which he remains-kestvn. It was printed in 1529, 1530, 1532 and
1542, with an Bnost totally new edition appearing in 1545.
Musica instrumentalis deudschs its title implies, provides a wonderfully thorough description
of the musical instruments in use in Germany at the time, complete with illustrations, fingering charts for
thewinds, and intabulation of the fingerboard and tuning methods for the strings. Agricola modeled the
book after an ear | i eMusicagetutkchpuishdd &anBasel i 4511 Agricblan g 6 s
borrows Virdungos f a ofthawtiouscmusical mstreaments, hut redefisestheat i on s
way Virdung categorizes thenihe book was written in rhymed German verse, and betrays a rather
cranky, defensive personalityso many of our workerv eal t he aut hordés temperam
I am including tiis work as it contains a few sps of pedagogical information (for example,

some rudimentary bowing instructionand a brief piece of foypart polyphony written expressly for



viols. It did seem as if Agricola intended to eventually write a follmanork containing viol pedagogy,
e x p | a iwilinat rgferinuch to the way you should apply your fingers and the bow; rather, | will save
it until later, as long as God still gives me withen | will gladly and diligently share it with you and give
praise andhonourto God alone, without whom we can begin nothifhdespite his intentionslater”
never came and this work never materializbtlisica instrumentalis deudséhperhaps most valuable as
a descriptor of the extant musical instruments in Geynad that time; and for the (perhaps fanciful)
woodcut iconography.

There is one publishdgnglishlanguage translation dlusica instrumentalis deudschby
William Hettrick, which contains both the 1529 and 1545 versiowélliam Hollaway translatedhe
work in 1972 as his Doctoral thesis for North Texas State University (now the University of North Texas)
in Denton; this translation is available at many university libraries and for digital download from

ProQuest?

81bid., fol. 44: sig. F4

9 Martin Agricola and William E. HettrickThe Musica Instrumealis Deudsch of Martin Agricola: A Treatise on
Musical Instruments, 1529 and 15¢5ambridye: Cambridge University Press, 1994.

0 william Wood Hollawayand Martin AgricolafiMartin Agricola's Musica Instrumentalis Deudsch: A
Translatio® (PhD diss.Jniversity ofNorth Texas, 1972



Chapter 2: HansGerle T Musica Teutsch(1532

The first true viol tutothat wagpublished isMusicateusch auf die Instrument der grossen unnd
kleinen Geygen, auch Lauttgryblished in 153®y Hans Gerle (150Q570). Gerle, the son of a lute
maker, took up hhesvasfraficidgneon &ariety of otlieeirsstsuments.wdsalsoa
music arrangér he usedis own arrangemenis a number of compilations of instrumental music, of
which Musica Teuscls the first. Not much else is known about his life; but he likebentit in his
native Nuremberg, a culturally rich city of which he was a citizen.

Gerle had a relationship with the publisher Hieronymus Formschneider, with whom he published
two additional works afteMusica teuschTabulatur auff die Laudteim 1533,andEyn newes sehr
kunstlichs Lautenbudim 1552. Musica teusclseems to have been the most popular of the three works,
as it was reprinted in 1537 with very minor changes, then wlaareled in 1546 adusica und
Tabulatur, auff die Instrument der khein und grossen Geygen auch Lautehich featured the same text
but different, more current musical selections.

As previously statedvlusica Teusclis the first published work explicitly intended to offer
instruction on how to play the viol; as such, motithe information here is being presented for the first
time. Gerle describédusica Teuscks a met hod (Ainstructionodo) for
three distinct familiesigrosseGeygem (| arigeevi vl 8| &lsineGeygeg(anmalh a ) ; A
violsd rebecs andrm vielles or early violins); and lutes. Gerle intended the workfaoexperienced
players, for whom most of its information would have been completely redundant, but for
beginners The book also provides valuable historicdibrmation about viol tuning methods; detailed
illustrations of the instruments in use at the time; a unique guide to fret placement; and a practical yet
thorough description of mensural musical notation. Best of all, Gerle provides the student méth ove

dozen foupart musical selections, which are transcriptions of early Gelnealer, sacred andecular,

1 1an Woodfield,The Early History of the VidiCambridye: Cambridge University Press, 1984), 106.



borrowed from the repertory of the earliest years of the century; they reptteseatliest idiomatic
writing for viols by German composers, LuidySenflin particular These musical selections remain
relevant, tuneful, and accessible to the amateur viol player.

Incredibly,there has never been a published English language translakitusich Teusch
There are two completeanslations availale. The first is by my hero Gordon Kinney, and exists only on
microfilm, housed in just over a dozen university libraries worldwide, available to only those with
credentials to those institutiofsl n f act , many of Kinneolworkksoft r ansl| at i
pedagogy are only available on microfilm and notin any printfortdd@dt.nney' s transl ati on
La Basse de Viole. . offers a clue as to why this may, s page 428: "In regard to my English
translations of some of the referencéed. . . consult the series MUSICOGRAPHY IN ENGLISH
TRANSLATION, available on microfilm only from Ms. Judy Sackett, Newspaper and Microtext Dept.,
Maragaret [sic] I. King Library, University of Kentucky, Lexington, KY. 4050@.Would seem that
Kinney's translations of Gerle, Rousseau, LeBlanc, Bol and others were conceived specifically for this
microfilm series.The second English translation of Gerle is part of a dissertation by Jane Pierce
(University of North Carolina at Chapel Hill, 1973) andesessible through ProQué$tMusica und
Tabulaturwas published in facsimile form in 1977 by Minkéffanda facsimile edition oMusica
Teuschwas published in 2012y Cornetto™ There is also a scan of the original book (from the
Bibliotheca Regia Berolinensavailable for free download on IMSLH.here seem to be a few modern

editions of the musical selections from the 1532 editiadusica Teusck®

12 HansGerle,Musica Teusch [i.e. Teutsch]: (1532)ans. Gordon Kinney

B Jane G. IPierce fiHans Gerle: Sixteentbentury Lutenist And Pedagogu@hD diss.,The University of North

Carolina at Chapel Hil1973)

1 HansGerlg Musica Und Tablatur: Auff Die Instrument Der Kleinen Und Grossen Geygen, L&urtten

(Genéve: Minkoff Reprint, 197Yy.

15 HansGerlg Musica Teusch, Auff Die Instrument Der Grossen Unnd Kleinen Geygen, Auch Lautten, Welcher

Massen DieMit Grundt Und Art Irer Composicion Auss Dem Gesang In Die Tabulatur Zu Ordnen Und Zu Setzen

Ist, Sampt Verborgener Application Und Kunst, 168&ittgart: Cornetto, 201p.

18 For exampleHans GerleMusica Teusch1 532 : exemp | ai r aBriish Libraty.ddlbnde® nser v ®

(V®ni s:miNeming 2010)



Chapter 3: SylvestroGanassii RegolaRubettina (1542/3

Regola Rubertindy Sylvestro Ganassi (b. 1492, Veriidemid-16th c.) was published in 1542,
foll owing Gerlebébs tutor by ten years, and is the
mentions having Lombardian ancestry beeéms to have spent most of his life in Venide. was court
musician to the Doge of Venice, as well as an instrumentalist of San Marco, being a master of both the
viol and recorder As such, he was able to draw on a wealth of practical experienceimvihis
treatise. Ganassi also owned his own printing press and published his own works, and likely designed the
illustrations that decorate the book.

RegolaRubertinai s Ga n a s ¢anddisal) pullishedrtrdatidethe first,Opera intitulata
Fontegara, published in 1535, is about the red®rand the art of diminutiént he A practi ce of
improvised ornamentatiodt’ Although the work is usually referred to solelyRegolaRubertina it is
actually comprised of two volumes, originally published sdpfraThe firstvolume,Regola
Rubertingpublishedin 1542, s dedi cated to Ganassi 6s distingui sh
whom the volume likely gets its namié)The second partitled LettioneSecondaandpublished in
1543,is dedicatedtoanoh er pupi | and pat rlvandalsdirclhdes instouttioneonNe r i
the lute and the violinThe fact that.ettioneSecondavas published the year afteegolapoints to the
success of the original worlGanassiefers to the eventuality af second edition at the end of the book,
asking readers to advise him on engraving and printing mistakes;undear if a second edition

exists Ganassi alludes to a future book, which does not seem to have materialized, concerning the

1 Bruce Dickey, introduction tRiccardo RognoniPassaggPer PotersiEssercitareNel Diminuire (Bologna: A.
Forni Editore, 2002)21.

80n pg. 141 ofrhe Early History of the Violoodfield sits that "another candidate for the actual derivation of
the word 'Rubertina’ is the celebrated violist mentioned by Ganassi in Chaptdretfiarfe Secondd&ubertino

Mant oAoor dous theory, given Ganassi s unambiguous dedi
19 Silvestio GanassiRegolaRubertina.. edited byHildemariePeter (BerlinLichterfelde: R. Lienau, 1972%5.
201bid.,1 0 9 . Ganassi6s Index to the Second Part does not a
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technique oflie 7string lyra, including "the way in which the instrument should be held, its usage in bass
accompaniment and the sound of a Iyfa".

As previously statedRegola Rubertings a thorough viol tutor, covering a myriad of topics
ranging from the basighow to hold the instrument and bow, etc.) to the very advanced (chordal playing,
shifting, playing above the fretsyVritten when the viol was still a relatively new instrument whose
technique (and physical form!) was still being develogedhe informdbn in this book ray not be
useful to those playing on Barogo®del viols However, there is still a large amount of fascinating,
applicable information for todayds player about t
to comport the bodwhile playing the viol (one of the only tutorials to address these subjects
systematically). There is also practical, detailed information on tuning strategies and placement of the
frets. Ganassi provides both brief musical illustrations/exerciseseightl newlycomposedicercari to
reinforce and illustrate his pedagogical topics.

Perhaps even more than any specific information contained within, it is the overall tone of the
book, with its nuggets of wise advice, encouragements, kindnesdenahasis on affect,
performativity, and musicianship that make this book an essential read for the viol simlemike a
popular culture reference, one could say that Ganassi is the Yoda of the viol @oéghrime example
of Ganas$ wisdomservesas the epigraph to this paper, on page one; another of my favorite Ganassi
guotesis: "You must remember to be patient in your learning, as well as to have devotion to the task as
confirmation of that patience, because it would be sad not to be ablsemeégassages as you would
hope to do thenr®

Ganassi seems to have intenéjola Rubertinfor the serious viol studenfil t i s an
exceptionally wuseful work for anyone who takes pl

in the prefae of the second bodR. Ganassi assumes the reader has a fairly complete knowledge of

2! Ganassi/BodigRegola Rubertings5.
22 |bid., 53
23 Ganassi/Bter, RegolaRuberting 55
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music, so does not spend time on the basics of msking (skh as noteshapes or the gamugg the
student coming to the viol with an extensive musical backgroundevikfit the mostMusicians who
already have experience in the lute or guitar, in particular, may find this book a good fit and natural
transition, as this volume builds on and borrows from lute technidiot players with an interest in the
late 16" century Italian virtuosdastardarepertoire will also want to study Ganassi closélyoodfield
concurs: "[Ganassi's] tweolume tutorRegolaRubertina. . . presents an exceptionally detailed and
thorough examination of almost all aspects of viol playilidar exceeds all other Tecentury
instrumental tutors in the breadth and depth of its coverage and is thus our primary source of information
about the vioplaying techniques of the mid ":@entury Italian virtuosi?*

Ganassi dedicated the booktwe of his illustrious pupils, and throughout he frequently refers to
the art of learningGanassi addresses the reader personally, offering Biblical and philosophical lessons
and much encouragement along the widg. is very aware of the responsibiligachers have to set a
good example, explain as clearly and simply as possible, and of the importance of beantebeice.
He states, Ailf you want to reach a good standard
able to learn, you aost make a great effort and combine it with the qualities most necessary for study; in
particular the following three: patience, practice and moderation; practice, over and over again; patience,
even when it seems impossible; moderation, even in yoursentha ¥ this dear that writing this book
was alaborof love for Ganassi, expressed in passagessutHas have taken as much tr
[writing the book]as Ilwod i f it wer e f5an Gotiiroughwne, thie talent gnaaeted;me
by God shall be passed on to my fellow men and the way will be much easier for those who practice this
arto?’ Ganassi is concerned not just with teaching the viol, but with the sacred art of learning in the

pursuit of beauty and truth.

24 Woodfield The Early History156.
25 Ganassi/PeteRegolaRuberting 51
26 |bid., 89

27 bid., 7
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Fortunately for today s v i o RegotaRubeytieas a relatively widely available work, and
has been for some time. There are at least two Englishdgegditions currently in prird translation
by Daphne and Stephen Silvester of the German editidtildgmariePete from 19722 and another by
RichardBodig, taken from th& dGSA Journals of the early 1980s, edited by Patrice Connelly and
published in 2002 by Saraband Mu$icThere are many differences between the two translations that
change the meaning of severakpages; it is helpful to have both editions to compare readings of many
difficult passages. There is also a translation available in French and Italian, and several editions in its
original German (including in facsimile)Bettina Hoffmann has publisheah edition of just the musical
selections, complete with both the original authorial fingerings and bowings and new editorial
annotations, with alternate transpositions for D bass viol when appli€alt&Efmann's edition is helpful
to have when readinfpe Bodig edition, which provides the musical excerpts and selectinlysn their
original tablatureand (teni ne st af f! ) notati on. Peterds versior
transcriptions of all musical selections and examples; umfargly, her editionalso includes editorial

barlines andeduced note values

28 Silvestro GanassRegolaRubertina,edited byHildemariePeter (BerlinLichterfelde: R. Lienau, 1972.)
2% Sjlvestro GanassRegolaRuberting trans Richard DBodig (Australia: Saraband Music, 2002.)

30 SylvestroGanassiQpere per viola da gamba = Works for viola da gamba = Weérk&ambe da Regola
Rubertna(Venezia, 1542}, ettionesecondgVenezia, 1543kd. Bettina Hoffmar{(Bologna:UtOrpheus, 1998.
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Chapter 4: DiegoOrtiz 7 Tratadode GlosasSobre Clausulas y Otros Generos
dePuntos en laMusica de Violoneg1553
Riccardo Rognonii Passagper Potersi Essercita nel Diminuire (1592
FrancescoRognoni Taeggioi SelvadeVarii PassaggSecondo | 6 Us o Mo

per Cantare éSuonare con Ogni Sorte de Stromei(1i620

These three works, written over three getiens, share a common subjeditninution, the
16" century art of improvised ornamentation. They are not primarily works of viol pedagogy in that their
goal is not to teach the reader how to play the instrument. However, they each contain a few nuggets of
viol-specific technical information on topics ottiean ornamentation, therefore, | am including them
here.

Diego Ortiz (c1510c1570) has the distinction of being the only Spaniard to write a work of
historical viol pedagogy. He did, however, spend most of his career in Italy (at a time when wesviol
flourishing there), specifically Naples, where he servettasstro de capillat the chapel of the Spanish
Viceroy in Naples, serving under at least two Viceroys.

TheTratado de Glosas sobre clausulas y otros generos de puntos en la musica de violone
[ Treatise of oO0divisionsd on cadenciess bayn df aort hCerrt iszod

known work. Ortiz dedicated th&ratadoto Pedro de Urries, another Spanish nobleman living in Italy.

This might explain the fact thattheboo was publ i shed si multaneously in
version full of hispanicisims su{{Oepagd2mrfist hat Ort
translation of Ortiz, Gammie adds 0T Haekingimni gi nal S

punctuation. 0] dbthéer warkthe Mukiges lipeu frimus siyimeod, Magnificas,

S'Robert St evens GmoveMisiOOrliiead, Deddé Rogt,caccéss®agust 10, 2024
http://www.oxfordmusiconhe.com.
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Salves, motecta, psalmios1565, dedicated to the Spanish Viceroy and consisting of vocal music all
based on plainsong.

The Rognoni familfformed a musical dynasty spanning several generations, from the end of the
sixteenth through the early seventeenth centufibe family originated in Bergamascohtorically
Lombardianmunicipality (but currently in the Piedmont regiom)the northwest oltaly. By 1592
Riccardo Rognoni (c1550620) had obtained a position in the service of the ducal governor of Milan and
moved the family to that city. Riccardo achieved fame as a viol plaiggecontemporary Paolo Morigia
wrote that Ropgrnaocinsie dwaass 6amuwcihol a pl ayer, anrd i s cor
The dateand locatioro f  t he birth of Ri ccarbduaad shes donolHroawecde sicno
footsteps, working for a while in the court of King Sigismund 1l of Rdlaefore settlingh Milan by
1613 to serve first as director of instrumental music to the governor of Milan, then taking a similar
position at the court of the Duke of Milan bg2Q

Sadly, much of the music written by both Rognonis has been lostatbégday bestnown for
their treatises on ornamentation. Only afew saestis o f Ri ¢ ¢ ar drocollectiomsusschas s ur vi
two by his son Francesco. Haissagi per potersi essercitare nel diminyiseeps tde able to practice
diminutions)\was publ i shed in Venice in 1592. Francescobd
additontothesel va de wvari.i passagi secondo | 6uso modern
stromenti[Collection of various passages according to moderdars#nging and playing with all types
of instruments], published in Milan in 1620, at least four other publications cbmpositions survive

All three of these works are primarily concerned with ornamentation; specifically the art of
"diminution", dviding long note values into smaller ones, such as to fill in intervals or decorate
cadencesThey are composed of many tables ofpoenposed "licks" the performer can drop in at the
appropriate musical moment in whatever composition they are playnogn Ottersted(TheViol pg.

194: "These books are in thesaufosm, in which cadenzas or simple tone progressions, usually up to a

32 Bruce Dickey, Introduction to Riccardo RognoRassaggPer PotersiEssercitareNel Diminuire (Bologna: A.
Forni Editore, 2002), 23.
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fifth, are presented in several variatiofdayers and learners may select the suitable fragments from
them according ttheir taste and technical skills and assemble them to a part, as from@«kitt"i z6s wor k
i s fithet printed ornamentation manu3wherda®ar t he pl a
Francesco Rognosieden pelhl isshe &@d wdkiofitd kgnd, forrthe practicg
of improvisedpassagwas rapidly coming to an end, pushed out of favor by a style of ornamentation
based on heightening the®*affect rather than tickl
All three books are divided into two parts. €ltirst part contains the many examples of
ornamented intervals and cadences, while in the second part the author presents several ornamented pre
existing compositions. (Francesco further differentiates between the two sections of his book in that in
thef i rst he discusses the voice; in the second, win
important instructions on string playing which we possess from the entire first half oftheeln t &#r y 0 . )
Ortiz in particularis justifiably famous for thabundance and variety of the compositions in the second
half of hishook For t odayb6s reader, i nt er lgcenterprimariy brbundt hr e e
the precomposed works Students interested in learning htmacomposeéheir own perioeappropriate
ornamentation will also find these works most useful.
Ortiz6s wo printfohaves a derdueynalthiough not originally in an English translation.
Liepmannssohn first published theatadoin 1913 in German, editdty Max Schneidet® Barenreiter
published an (Germaanguage) edition in 183(also edited by Schneidgf new editions appeared in
1961 and 1967, with an English translation finally appearing in 2003 (n¢é&ddmi Annette

Otterstedtf® | an Gammi eds English |l anguage transl ation we

33 1bid.

34 Bruce Dickey, Introduction to Riccardo RognoRassaggPer PotersiEssercitareNel Diminuire (Bologna: A.

Forni Editore, 2002)22.

35 1bid., 22

36 Diego Ortiz, Tratadode glosassobre clausulas y otros generos de puntos en la musica de vicionésax

Schneider (Berlintiepmannssohn, 1913.)

37 Diego Ortiz, Tratado De Glosas Sobre Clausulas y Ot@eneros De Puntos En La Musica De Violones, Roma,

1553 ed. Max SchneidgiKassel: Barenreiteverlag, 1936.)

38 DiegoOrtiz, Trattado de Glosgsed.Annette OtterstedK a s s e | [etc.])Y B@renreiter, 20C(
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1976); Gammieds version contains the*Fuzeaut only an
published a facsimile version in 2004 (bousdoart of theiViole de gambe: méthodes, traités
series)® There are many editions containing solely the musical selections frofnatzela

Only a single copy survivesoblt h Ri ccar do and Fr aheSelwasdewriRognon
passagis currently housed in the Biblioteca del Conservatiorio in Miteforni piblishing housdirst
printed a facsimile of the work in 197D Anothere di t i on of Fuvaspubksked in 087y wo r k
Musik Hug: Musikverlaggum Pelikan, edited by Richard Erig, in modern notation with translations in
Italian, German and English.Ri ¢ ¢ aPRasbagivas believed to be lost after the Second World War; it
had been removed from Berlior safety a strategyvhich apparently worlettoo well It was returned to

Berlin and now resides at the Berliner Stadtbibliothek. Forne was the first to publish a facsimile of this

work in 2002 bound togethewith Francescd s wo r Kk ; this wortlSincogethe rei ssued
publication ofthe FornireprintMu s edi t a publ i shed an edition of Ric
English and Italian translationin 2020Bot h Rognoni s 0 PRurcaukeesimldep pear i n tF

publicationfrom 2004 mentionedbove

39 Diego Ortiz Trattado de Glosas Sobre Clausuda®tros Generos Depuntos En La Musica de Violones / [a
Translation of the Spanish Text from the Edition of 1553 / by lan Ganngieg.lan GammigSt. Albans, Herts,

Great Britain: Corda Music, 1976.

40 paoloBiordi and VittorioGhielmi, Viole De GambeMéthodes, Traités, Ouvrages GénérgGourlay, France:

Editions J.M.Fuzeau, 2004

4 Francescdkognoni TaeggicsSe |l va de Varii Passaggi Secondo LOuso Mode
Sorte de Stromenti, Divisa in Due Pgiologna: Fornil970)

42 Francesco Rognoni Taeggielva de Varii Passaggi: 1628 ¢, r i ch : Musi k Hug : Musi kver
1987)

43 Riccardo RognoniPassaggPer PotersiEssercitareNel Diminuire (Bologna: A. Forni Editore, 200R
4 Riccardo RognoniPassaggper potersiessercitarenel diminuireterminatamente con ogni sorte d'instromenti et
anco diverspassaggperla semplice voce humana, Venezia, 1§8bese con Cassano: Musedita, 2020.)
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Chapter 5: Philibert Jambede Fer i EpitomeMusical des Tons, Sons et

Accords(1556

Philibert Jambe de Fer was born around 1515 in the small village of Champlitte. Details on his
life are vague, but he spent the known part of his career in Lyon (friz@satl553) and died there
around 1566. Kinney claims Jambe de Fer was a Hugtfeperthaps it is telling that in dedicating his
1564 collection of polyphonic psalm settifgs to C
Jambe de Fer seenttshave been a fairly prolific and walbnnected composgris earliest
known work, afowwv oi ce mot et from 1547, was published by J
French publisher of the I'& e n t “0 Heyseems to have specialized in settirgnEh translations of the
book of Psalms, composing both monophonic melodies and polyphonic sdtiings these collections,
published in 1555, 1559, and two in645(all in Lyon), survive
However, today Jambe de Fer is Hasbwn for his trease, published in 1556 fourteen years
after Ganas&i making it one of the first music tutors published in France. As if competing for the
longest titled work with Ortiz and the Rognonis, the complete title page fed&d® | TOME MUSI CAL
DES TONS, SONS ERCCORDZ, ES VOIXHUMAINESFLEUSTES do6 Al |l eman, FIl euc
trous, Violesget Violons. ITEM. Un petitdevisdes accordz de Musique, garmede dialogue
interrogatoire &esponsifentre dewinterlocuteurs.P. & I. A LYON, Par Michel duBois. 15560 ;
whicht r ansl ates roughly to AMusi cal epitome of pitct
flutes [transverse], Ninbole flutes [recorder or fippiflute], Viols, and Violins. Item: A chat on the
chords of Music, in the form of an integatory & responsive dialogue between two interlocdtaysP 6

and il 6. 0

45 PatriceConnelly, edA Tempest in a Glass of Water: Gordon J. Kinney's Tadiosis ofFrench Renaissance &
Baroque Viol TreatiseSTranslated by Gordon J Kinn¢gtonyCreek, Qld.: Saraband Music, 2018),
“%Howard Mayer Br o vGnoye Music®Dniibeed. Deane Raoty atcessadgust 29, 2024

4T Kinney, A Tempesi8

48 1bid., 8
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The seventy pages of thgpitomeare divided into twelve chapters. The first (and, according to
Brown, Al ess original 0) part anbkingadttbe tim:cscales andomodes, s t he
notation, solmization, &etc. The second section c
fingerings, and playing techniques ofthé ut e, t he recorder, t%lafaocti ol a da
the Epitomeis the frst French musical tutor to have a chapter about the viol. Jambe de Fer provides some
information as to the social context of the viol and the violin, in perhaps his most famougigletell
viols those upon which gentlemen, merchants, and othermseo$culture pass their time . The other
kind of i nstrument is called o6violindisalsoeatieri t i s
to carry, which is a very necessary thinYyAsespeci
the title states, the boa& written in the form of a Socratic dialogue, as were so many works from this
era.

Jambe de Fer doesndét provide any musical Iiter
illustration of a viola da gamba, whichdly survivesonly in part (fortunately, there is an identical,
compl et e c¢ op WHarmonie Wiearselp nnedbi s woodcut, together w
careful description of how the French viol differs from the Italian viol in both tuninghysicality,is
most wuseful t o tnstrdnaegtdsosestadyingllBcensiry Brédnchtmhse and
performance practice may want to try the viol tunings specified Kareey states that "It might
beworth whileto play some of the Fneh music of this period, say some of the dances published
by Attaingnantor Moderne, with this tuninglt would probably bring out sonorities obscured by the later,
more famil® ar tunings. o0

AnEngl i sh tr ans| a tEpitones avdilatelimGolden Kidrey'spublicdtioh

Tempest in a Glass of Watexdted byPatrice Connelly? which in turn was taken from (and can still be

“Brown,iJambe de Fer o

50Kinney A Tempestl1l

511bid., 9

52 patrice Connelly, edA Tempest in a Glass of Water: Gordon J. Kinney's Translations of French Renaissance &
Baroque Viol TreatisedTranslated by Gordon J Kinney (Stony Creek, (Béraband Music, 2013.)
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found in) the Journal of the Viola d@@ambaSociety of America, vol. 4, 1967 According toKinney,
prior to the publication of the facsimile by musicologist Francois Lesure (MailSeine: Societe de

Musi gue dobd A11963) théEpitonsewas lar§el Bnavailable to the publitoday, the facsimile

is also published biuzeatin their "Renaissance Francaise" antholdfjy

%Gordon J. Kinney, f@AViols and Viofi RP&il nbethoudak mbeote |
of the Viola da Gamba Society of Amercél967) 14i 20.

54 Olivier Trachier Renaissance Francaise: Traités, Méthodes, Préfaces, Ouvrages Genala@{Courlay,
France: Editions Fuzeau, 20D5.
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Chapter 6: Marin Mersennei Harmonie Universelle(1636

Me r s e HannsoBiesUniversellés the first French work of viol pedagogy to appear in the
eighty years afte} a mb e dEpitonfeand éhere would be anotherpgef forty-nine years until the
next one.

Marin Mersenne (1588648) might be the most highly educated and intellectually gifted of our
author® Al ber t Cohen refers to him as obegefaslaMansit 0 . He
moving in 1604 to the Jesuit school at La Fleche, studying logic, physics, metaphysics, mathematics, and
theology. He moved to Paris in 1609 and completed his studies at the Collége Royal and the Sorbonne.

He subsequently pursued motiagraining, receiving his holy orders in 1612. He taught philosophy and
theol ogy in a few monasteries around France befor
o r d%¥anadwould remain there for the rest of his lifsccording to Coheriylersenne was "one of the

leading French thinkers of the.@entury, and his work is central to the academic and scientific

movements of the second quarter of the century; an important part of it is devoted to the science, theory,
and pr act i*dneleed, Mersannes knew.aid corresponded with all the best minds of his day,

such as Descartes, Hobbes, and Galil eo, al | i nfor

Mersenne was a prolific author, publishing twefayr works duringhis lifetime Musicwas a
chief interest of his as an area of scientificstudy s ubj ect fAcapable of being a
explainedo®® At least ten of his publications include music in their subject matter. However, it is the
Harmonie Universellgpublished inl6367, thatis his most important and influential work.

Harmonie Universellés colossal consisting of seventeen discrete books, seven of which are

about musical instruments. The first four of these deal with stringed instruments; théssquent

%Al bert Cohen, #GvbweMusicrOnlimged. Meane iRootAccessed January 13023.
https://www.oxfordmusiconline.com

57 Ibid.

58 |bid.
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books are about wind instruments and the organ; and the final one concerns percussion instruments.

Concerning the books on stringed instruments, the first one treats at length with the physical properties

and laws that govern the vibration oéthtretched string; this is perhaps the only one of our works of

pedagogy to engage with the subject of acoustics. The lute is discussed in the second book at length,

giving special attention to the intersection of playing technique and ornamentatich ¢ahibe

extrapolated to the other stringed instruments). The bowed stringed instruments are discussed in the

fourth book, in which the violin family gets four chapters; the viol, thigefortunately for usthe viol is

the only one of these instrumemhose methods of playing are not discusbatMersenne doediscuss

the shape, construction and tuning of the instrument, giving special attention to the positioning of the

frets, and describes the four members of the viol fantilg.alsoprovides arexample of music

appropriate to the viol; interestingly, this is a work forgatt viol consort written not by a French

composer but by Englishman Alphonso Ferrabobterg¢enneagives compositional creditid An gl oi s de

Nationd a mimmome). Mersenne also indicates that an earlier-fiaet Fantasia intended to showcase the

violin family by Henry Le Jeune (a composer only

viols.

I't should be noted t ha thardMefollewe Cohea gererousty desdribegitas t y | e

Adi gr es s i,Masenne can chatige suthjects abruptly, pursuimeyetrain of thought andot

returning to his original subject for several paragrafisapman sumsup Mersend® s monument al v

elegantlyi Consi dered as a whole, the seven books on in

sometimes. as a shemindow opening into seventeenth century France, often as a document of religious

faith, always as evidencrkabnifgdMers¥sankedlsavehispt ol i
There is much itdarmonie Universellgo interest the modern reader, if one can cope with the

density of the work and the digressive, kaleidoscopic organization of maténmhkes for a fascinating

if challenging read Harmorie Universelles really more of a scientific treatise than agtical work of

59 Marin MersennefHarmonie UniverselleThe Books On Instrumentsans.Roger ChapmanThe Hague:
M. Nijhoff, 1957),5.
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viol pedagogyMersenne providescantinformation on how to actually play the viol. However, the
information that i s pr esent ayerowarnantihcluding kerefldoy per t i

of interest is the historical information on how the viol evolved in France over the sixteenth and

seventeenthenturiesMer senne provides illustrations of both
completeversm of the il lustration present in Jambe de F
used in Mersenneds day, together with an illustra

regarding th@roperties of the vibrating string while interesting to those who study acoustics. Mersenne
was the first to formulate rules governing vibrating strings, and the first to discern the relationship of
partials (harmonics) related to a fundamental Fbtdersenne also made significant conttibuas to the
theories of tuning and temperament, advocating for equal temperament for certain insftusignts
information for the historically informed performer.

Strangely, an English language translatiohlafmonie Universell€of just the boks concerning
musical instrumentgeems to have been published prior to a facsimile version (or a modern French
edition, for thatmatter),by by M. Nijhoff in 1957 translation byRoger E Chapmaft Accordingto this
editon's preface, before that date there was no widely available English language translason.
edition was reprinted in 1964 and again in 2dd6Qordrecht: SpringeBcience+Business Media,
B.V.).52 A facsimile version was published in@®by CentréNational de l&RechercheScientifiques® A
new edition was issued in 1975 with an idimotion by Francois Lesure angprinted in 1986 A
facsimile version of the chapters about the viol, including the Ferralb@stasie(pgs. 190204 of the

original), appear in the 1997 Fuzeau publicalitwie De Gambe: Méthodes, Traités, Ouvrages

60Cohen fAMersenne, Marin.o

51 Marin MersennefHarmonie Universelle: The Books On Instrumetremns Roger ChapmariThe Hague:

M. Nijhoff, 1957.)

62 Marin MersennefHarmonie Universelle: The Books On Instrunsetrans RogerE. Chapmar(Dordrecht:
SpringerScience+Business Media, B.V., 1957.

63 Marin MersennefHarmonie Unierselle, ContenanalTh ®ie et La Pratique ded Musique. Paris, 1636 E d .

facsi nigde@®mpleailre conser v® "®tliae rBs bd th aa fPamgrC@ntreiéosd lar t s et
de la Recherche Sentifique, 1963.

64 MarinMersennea n d F r a n - Haimsnie Uriversetlee Contenant LahT®ie et la Pratique ded Musique

(Paris, 1636)Paris: Centre National de la Recherche Scientifique, 1986.
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GénérauxX® Of course, today a facsimile version of the complitdemonie Universell¢along with
many other period treatises) is available as a free @adrffom the website IMSLP. There have also
been separate publications of English translations of some of the other chapters of Mersenne's

monumental work.

% PaoloBiordi and VittorioGhielmi, Viole De Gambe: Méthas, Traités, Ouvrages Généra(@ourlay, France
Editions J.M.Fuzeau, 2004.
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Chapter 7: John Playford T A Breefelntroduction to the Skill of Musick (1654

The first Engish author of a work of viol pedagogy is John Playford (1:628867). Unlike
many of our authors, Playford was not a professional viol player or music teacher, but a prolific music
publisher and highly successful bookseller who dominated his fieldf6&hto 1684 He was also a
religious man and servedasvicah or al of St . Paul 6s Cat hedr al . Bor
after his father died in 1639 he apprenticed to London publisher John Benson for seven years. Afterwards
he becameamdmer of the Yeomanry of the Stationeroés Com
publisher. He quickly established offices in the shop in the porch of the Temple church (where he also
served as clerk, fAdevoting hi nidirglrdtopromotngthe r epai r
seemly or der i nfgvhesefhis publishing business emasned)for the duration of his career.

Before he began publishing musical works, Playford published political tracts of a Royalist bent.
His first music boolpublication wasl'he English Dancing Mastein 1651; this work, which was
reprinted several times in enlarged and revised editions through 1728 (many of his works would receive
this treatment),-knemai ns PPhgy b o dféllénto thteedategoripau bl i c at
The first category could be described as Amusic t
and instructions on how to play various instrumen
Aishort peide cferso ml eprdi phe seaond catégonsincludes collections of songs and/or
instrumental pieces, and the third includes psalm, psalm paraphrase, and hyotiorslld he best
known of the latter types The Whole Book d?salmestwentyeditions of it were publisheoetween
1677 and 1757 A Breefelntroduction to the Skill of Musickiyst published in 1654, falls into the first

category Almost as popular as thesalmesit was prined innineteen numbered editidigérom 1654

66 Margaret DearBmith and NicholaTemperley, "Playford, John (f)Grove Music Onlinged.Deane Root,

accessed January 12023, http://www.oxfordmusiconline.com

57 1bid.

58 |bid.

59 Ramon Meyer states on pg. 9 of his dissertatiitmh n Pl ayf orddés O0An I ntrtmtducti on T
there were four or five more editions printed that did not receive a numbering.
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through atleast 173thor e t han f orty year s dBrdaefe'wasBroppedframr d 6 s
the title in the sixth edition from 167@erhaps Playford felt that it Hongerapplied? Théntroduction
was immensely influentidl its theoretical sections were copied or cited in numerous later treatises and in
the didactic introductions to psalmody bodks.

AlthoughPlayford isfrequently credite@s being the author éin Introduction. . .and other
works, a more accurate description would be tohiaila compiler and editor. THatroductionin
particular was cobbled together from the works of fourwedpected English musicians:drhas
Morley, Thomas Campion, Christopher Simpson, and Henry Purcell; this amalgam would result in a work
that Meyer credits as ranking fiamong the”most i

The contents of the book differed widely frotiiteon to edition, making it difficult to accurately
summarizé a reader in 1655 would have encountered substantially different materiahisianl 728,
for example.For the purposes of this papefotused orthree of the editions, widely aped in timé
the second, from 1655; the seventh, from 1674; and the eightirenit, 724. All editions have the
same three basic sections, including a philosophical Preface (which seems to havenittem some
time between the second and sietiition): the first, a theoretical treatise dealing with "the Grounds and
Principles of MUSICK, according to the Gamut", drawn largely from Morl&yXain and Easy
Introduction to Practical Musicthe second, "Instructions & Lessons for the Béss and. . . Violin",
which uses material by Simpson; and the third a compositional tutor, "The Art of Descant”, by Thomas
Campion and annotated by Christopher Simpson, which appears for the first time in the second edition.
Campi onds ¢ ha p ttheone bywRagford heamzdlf an the tdnthwedition from 1683, but re
instated in a version with revisions by Henry Purcell beginning with the twelfth edition in 169die is
a short chapter at the end of the first section in some editions (beginnirtgevidurth in 1664) on

"Singing after the Italian Manner"; the author is unnamedAniur Holland suggests that this essay is

70 DeanSmith,"Playford, John (i).
"Ramon MeyeriiJohnP| ayf or d6s O0An | ntr od uw¢PhD diss., Flbraa Stateaniv@rsiiy,l | Of
1961),8.
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| argely borrowed fr om Nuow Mysichdrénal60Z? (whichwastheh i o Cac c i
reduced substantially to a shohapter on the trill after the 1694 editidh).

The publication ofAn Introductionpred at e s t h a t DivsibnViBlistan beans & s
curious, symbiotic relationship to it. In its original printidg Introductioncontaineconly six pageof
material devotedtothevich br i ef di scussion on tuning, foll owed
(one by Alfonso Ferrabosco). By the third edition published ind@0 year aft erdth8i mpsono
viol section had been fleshed @mansiderably, including a greater number of musical selections;
moreover, the reader was now referredie DivisionViolist for further instructions! Playford must
have thought better about turning away business, however, because the fourth editit6#alrops the
mention of Simpsonds treatise and subéthiswould es an
be the final f or m tVieolfiol nwsoturludc ttiaokne ffoorr tthhee Braessst ¢
history. The musical seleahs for the viol included in each edition of the work are ordered in an
arguably sequential wan terms of difficulty. As with the rest of the book, each edition differs in what
musicis present, the musical works continually being updated and annobati three editions | chose
for study, there are a collective total of eleven musical selections for thé viol.

P | a y flrdroddctiosis only the third true viol tutor to be published (following those by Gerle
and Ganassi), and the first one in the English language. It is an effective method book fod tkieevéol
is enough witten information to communicate how to play the instrument, scales and fingerboard charts
to give the reader the lay of the land, and some relatively easy pieces to get started (depending on the
edition, these could almost be viewed as deliberately segliendifficulty). However, there are some
maddening omissions of crucial information: for example, there istoax information regarding bow

technique, and what information there is on fingering technique is just enough to tamalizaps this

72 Arthur K. Holland,Henry Purcell(London:G. Bell and Sons Ltd., 1932)08

“Meyer,iJohn Plaoaly.f or d

“Meyer o6s di sser toautgihor i prl é seggmtapp hd ctaHor i st of al |l t
comparison of the changes from edition to editRamon MeyerfiJ o hn Pl ayfordés 6An | n
Of MuRhD #iss., Florida State University, 1961).

27



was by desigh Playfordlikely intended fotthe book to be usetly members of the middle claghat is,

the casual consumeay a practical approach to tm®st common instruments of the tinmet as a

comprehensive tutdor theaspiring (aristocratic) artistA's Me y e rits explititdnstiudtigns afd

examples are manifestly iméed to convey elementary rather than artistic pracliteoughout the

treatise Playford addresses himself to tdffe 6young
Pl a vy flrdroddctoswas certainly widely available during its initial rtemd has continued to

beso in the past centuryThere have been modern facsimiles published by Gregg Press iff ZgbDa

Capo Press in 1972.Scans of several editions (th&,&", 10", 12th, 1%, 15" and 18) are currently

available for free download on IMSLP; Wd€at lists many more available online as eBodkamon

Meyer 6s di ssertati on h abthedibracytottingsefithe originascopiesioj ( as o

each editiorf?

¢ |bid., ii.

8 JohnPlayford, Thomas Campion, Chtispher Simpson, and Edward Low Introduction to the Skill of Musick

(Ridgewood, N.J.: Gregg Press, 1966

7 JohnPlayfordand Henry Purcellan Introduction to the Skill of Musi¢klew York: Da Capo Press, 1972.

8%Ramon MeyewyfoifiddlnoéRhal ntr oduct (PlDdissTHorida Btae Uikersity] Of Mu.
1961)
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Chapter 8: Christopher Simpsoni The Division-Violist (1659

Now we arive at perhaps the most wéihown and loved work of viol pedagogihe Division
Violist by English author Christopher Simpsai§02 1669). As it is with many of our authors, not
much is known about Simpsonds pharrwasyasHoénfalerand Hi s
actor who had a smallholding (an agricultural holding smaller than a farm), Hunt House, rather far up the
eastern coast of England in northern Yorkshire, whamgChrigopherwould inherit. Christopher
Senior and wife Dorothieiere Catholic recusants, as was their dbis unknown where young
Christopher received his musical traininbhe first definite record of Simpson is of him joining the Civil
War in 1642, serving on the Royalist side under the Earl (later Duke) afdd#fer. Simpson would later
dedicate his worlh Compendium of Practical Musia 1667 to the Duke, who seems to have been a
patron. Another patron was Sir Robert Bolles, whose household Simpson would join sometime between
1647 andl649. Simpson wasired to teach music lessons to Bolles' childréis son John was the
inspiration behind writing thBivision-Violist. John Bolles would later become a baron and Simpson
would remain close to him, staying in his housdholu nt i | S i.@ghsveoulddlso bet@re & h
proficient viol player, which is perhaps unsurprising given his tusampson was a wetiegarded
teacher and his peers thought highly of &di@harles Coleman, John Jenkins, and Matthew Locke all
wrote glowing tributes to him in the prefaof The DivisionViolist.8!

The first edition ofTheDivisonViolist was published in 1659The second edition was first
published in 1665 (a "second stdtaVas dated 1667) with parallel Latin and English texts 'to make it
useful at Home as well as alad'; the Latin version was entitl&helyswhile theEnglish text remained
known asThe DivisionViolist. The use of Latin was rather unusual by 1665, its use largely regulated to

the church.Otterstedhas thistosag n Si mp s o n 6: 8Simpsnis eagefrnests to bel understood

81 Otterstedprovides a typically colorful account of Simpson's life on pgé6a0of The Viol in perhaps mordetail
than is needed here.
82Chri stopBempEDbDal dCGrdvée Musio@nlneed. ®eane Root, accessed April 21, 2023.
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abroad was quite singular in England, and comparable on the Continent only with the Latin works of
Marin Mersenne and Athanasius Kircher, who werdabotc | er i ¢ s, t*hOdterstedtseerasito a J e s
be alluding to the ddief that Simspon was a Jesuit priest, a theory that seems to have been since
discredited, according to Christopher FigddThe English text of the second edition is largely the same as
the first, with some minor grammatical and structural differen&#sRogern'Estrange, who licensed the
second edition, called it 'one of the best Tutors in the world' for the instrument and 'a work of exceeding
use in all sorts of Musick whatsoeverA third edition was published in 1712 which continued to present
the work in Latin and English sid®y-side; the text of the passages concerning viol technique is identical
to the second editionSimpson published a second pedagogical wbink, Principles of Practical
Music,in 1665, which was enlarged andanded inl667 asA Compendium of Practical MusicRhis
work proved even more successfulth seven subsequent editions appearing between 1678 and 1775.
Otterstedt corroborates, oage62 of The Viol "even Dr Charles Burney, who found fault with
everythingolder than fifty years, valiantly admitted the merit of this bodRther publications include
his contributions to Playfordistroduction to the Skill of Musiclks previously noted. Simpson also
composed other music, such as the elaborate enseriibETfie MonthandThe SeasonsThese works
don't seem to have been published but were perhaps stiknelin at the time; Jenkins referredTioe
Monthsin a poem from 165%.
The DivisionViolist consists of three sections. The first is a briefisary of viol technique,
moving quickly from the basics of posture and bow hold to tbotave scales that cover the full extent
of the fingerboard and complex chordal passages. The second section is a concise tutor in harmony, voice
leading, and countpoint. The third sectioraddresses he b oo k 6 s d&howtoiengroviseb(gre ct i v e
rather divide, as in dividing long notes into shorter note values) over a groundsiaga combination

of two techniquesembellishing the bass lintself, andcomposing a new descant lindll three sections

83 AnnetteOtterstedtThe Viol(Kassel, GermanyBarenreitetVerlag KarlVotterle GmbH & Co. KG, 2003, 62.
84 |bid.
85 |bid.
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ofthebookar e replete with musical examples and exerci
pedagogical points; best of all, at the batihe book Simpson provides some of his own-letigth
compositions, including three preludes and eight complete sets of divigibasecond and third
editions have an additional page preceding the three preludes containing eight short musicakselectio
with theenigmatictitle fiMinuritiones; Tyronum exercitationaccomodo® The wordminiuritiones
translates aéhe chirping of small birds*® perhapghetitle reflects a dedication to a studeaimed
Tyron. These pieces are less fullgdeloped than the three PreludeEhe third edition from 1712 also
boasts two extra sonatas appended to the back of
violin (1700), Nos. 6 and 11, transposed and adapted for the bass viol, perhapBart &mbring this
edition upto-date®”

Although perhaps not entirely suited to be a novice's first method AdwkDivisionViolist
contains much usefuhformationfor advanced studentsThere is solidechnical advice and the most
detailed information on how to use the bow arm in any viol treatise up until this point; information which
viol instructors will want to incorporate into their teachirihe fingering patterns, scale exercises, and
chordal practice contained in the exegsigontain much useful information ori"icentury English
performance practice; and the preludes and divisions at the back of the book continue to be staples of the
viol repertoire. Studentsf composition will find the heart of the book full of practjagaventive
information on the mechanics of composifiothe "secrets" of improvising in the ! @entury English
division style.

A facsimile version of the second editionTdfe DivisionViolist has been in print since at least
1955 by G. Schirmer; th edition was réssued in 1965S ¢ h i r edigon dust have gone out of print
at some point well before 1994, leadidgerstedt tanake the startling claim that "SimpsoBwision

Violhas been out of print f offForymately tsis situationavmoddesooo f | ac k

8ehttps://www.google.com/books/edition/Thesaurus_Linguae_Latinae_Compendiarius/QM4_gNYmNWwC?hl=en&
gbpv=1&dg=Minuritiones&pg=PA12A89&printsec=frontcover

87 Michael Tilmouth,iChamber Music in England, 16767200 ( Ph D di s af Cambridge,1960%X78 i t vy

88 Otterstedt;The Vio| 260,

31



change, with the publication of the Performer's Facsimile edition in®988Bis edition has perhaps
become the standard, being most practical for the Ergishking student as it presents the first edition
of theThe Dvision-Violist, whichdoes not contain th&deby-sideLatin text;unfortunately this edition
does not contain thdinuritiones Perhaps to rectify this situation, Sarabande published a facsimile
edition in 2009, editd by Patrice Connelly, which includes the 1658 1667 edition¥. There are also

sever al modern editions dfthe prelgles an8 composed didhs® musi c al

89 ChristopherSimpson The DivisionViolist, Or, An Introduction to the Playing Upon a Grougiew York:
Perfomers' Facsimiles, 1998.

90 ChristophelSimpson The SarabandSimpsoned. Patrice ConnellyKilcoy, Qld. : Saraband Music, 2009.)
91 Christopher Simpsor,1 praeludia da Th®ivisionviol : per viola da gamba = for vigked. Carlo Denti
(Bologna: Ut Orpheus Edizion2002); Christopher Simpsomivisionsupon a ground in E minor (from
Thedivision viol) for bass viol and keyboardd. George HuntgAmsterdam: Loux Music2005)
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Chapter 9: Dubuissoni RecueildePiecesdeViole en Musiqueeten Tablature,

Manuscript M2.1.T2 17C (casef1666

We now arrive at the first work of viol pedagogy under discussion that comes dowsdtely
in manuscript forrd it was not originally published for public distribution. Such works, seen only by a
few upon their creation, have perhaps taken on a larger significance in modern times than they might have
had originally, now that they can more easily be distributed and read by a wider audience. This work of
Dubui ssonds i n paificant as it therearlies suwivirig tivarkcowvioll pgdagedy fyam
the French Baroque school of playingccording to Stuart Cheney, "The single page of viol instructions
at the end of the manuscript constitutes the oldest Fdmaehiséon viol playing, predating those by
Rousseau, Danoville, and Lowliéa s we | | amestissdheenisbiys Gt | easf? twenty ye
Next to nothing is known about Dubuisson. For the longest time, not even his first name was known; it
was unknown to Bol and Kimy. By 1998Cheneyclaims to have come in to new information about
Dubuisson"His name was Jedraqguemanf{or Lachman, born in Picardie in 1622 or 1623, and
established as a music teacher in Paris from 16639 | hi s de at®Cheanaysekris8obe or 168
suggestingthah Du b u i s srom deplume tsut uafortunately he is not specific as to the source of
this information.| f 6Dubui ssond6 was a bor r @wherdwereanend he was
twenty other professional musicians with that name in France between the sixteenth and the eighteenth
century, serving as organists, violists, cellists, singers, and music directors. Our Dubuisson was active
from around 1660 to 1690, and was a composafopmer, and viol teacher (as our manuscript makes
plain). Coeymarshares h e st ©heMercurdde Frandein March 1680, describes one event in

his performance careeMr. Dubuisson, MrRonsin, and Mr. Pierrot performed in what was purported to

92 Stuart CheneyRecueilDe PiecesDe Viole En Musique Et En Tablature, 1666: Faimnilé Du Ms
M2.1.t2.17c.case, Washington, Library of Congr@sneve: Minkoff, 1998)%.
%3 bid., 6.
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be the first concert for three bass viols, a concert which was received with great apprébatierkhow
he must have died an old man between 1680 and October 1688 due to a letter from Jean Rousseau (author
of therTraité de la Violdrom 1687) to De Maday (who published the firgiieces de violen France),
who were feuding about aestheti¢iRousseau . .responded to a letter from the latter (lost) with an
6opend | etter DeMachyfi sr opmne fad rt raicrkg n@tDuRBuisphayowngr of t
that of Rousseau's teacheajlBeC o | o mb e . This letter is .dthated Oct ol
Dubuisson died between 1680 and October 1688 at an apparently advancédrageXs to the scribe
of our manuscript (possibly a s wubuidsenlived, atfeasbDrub ui s s o
1666: "Dubuisson dwells in the middle of the Street of the Forest hear the pier of the valley of
theMili.e, [this word seems to be partially indecipherable in the origatahe Sign of the Foot in front
of a Farier's, or else one will find the latter at the bearthet- bow] of the Street of the Harp at [the
shop of] a maker of lutes named Monsi€un | i *hColithorowas a wellegarded luthier whosdols
still survive; his home was a popular hamg amongother violists of the time such as De Machy and
Rousseau
To locate him in history, Cheney states that Dubuisson was "a member of the second generation
of French viol virtuos&c o mpo ¥ehis® ; woul d seem to depend on how o
It might be beneficial to establish a timeline of French Baroque viol players/teachers, as we will be
spending much time discusgithem. The first generatiah the originator of the sty is André
Maugars(ca 1580ca 1645), according to Hoffmann (pg. 232Tie Viola da GambBaNicolas Hotman
(1613 1663) comprises the second. Younger than Hotman by nine years and outliving him by nearly
twenty, Dubuisson can be seen as either part of the second generation or constituting the third. The next

(Il et 6tsheaflduith) generation consi st LolantbeflHot mands |

9 Dubuisson, Barlira Coeyman, and Donald Beechesur Suites for Solo Bass Vi@ttawa, Caada: Dove House
Editions, 1980), 1.

9 Stuart Cheney, "A Summary Of Dubuisson's Life And Sourcksitnal of the Viola d&sambaSociety Of
America27 (1990)10i 11

% Kinney, A Tempestl3

9Cheneyi A Summar y
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1658 87;d. by 1700) and DeMachyl( 1680s). The fifth and perhaps bkebwn generation consists of
SainteCol ombeds il l ustri ousil®8),JdeheRousseau (Ma808), andMar ai s ( .
Danoville (dates unknown) being only the bksbwn members. The sixth generation includes Antoine
Forqueray (16721 7 45) and Mar ai id?b0).sAndthe Bewdnth (ardl finalLgéreration is
represented byd-r q u e r a y @aptisteAntoinel(¥6891782) and NesteMarin Marais €1715
1753), grandson of Marin.

What we know oDubuisson'snusic is found in fivenanuscrips. All of these manuscripts,
includingthe welk n o wn @A Cr a c o % coManmusi byrajumhledf composers of many
different nationalitesAl | of Dubui ssonés musi comesfwhichigin unaccomp
staff notation and somie tablature.A Our 6 manuscri pt, US Wc Library of
tells us orthe first page it was written on "Le premier jalg Septembr&666". The music contained
within represents finot only the earliest survivin
suites in the ¢ ®ileladeAdldmanit-CeunntéSarabandegiguecti The manuscript
contains four of these suites, in four contrasting kéyswever, it seems unlikely that Dubuisson himself
was the owner of this book: for one thing, it contains written instructions to his residence, alotigewi
residence of horn instructdacques Chrestiethe wording of the directions suggest that the author was
not familiar with Paris. It is quite likelshat the book was the property of a stuée@heney suggests
that thisstudent o u | d h anamprertieeshiwithfa single music teacher but who was receiving
tuition from several specialist8?® There are also several bodies of repertoire copied into the book, each
in a different hand One of which is a series bfinting horn signals of a veryrdaprovenance; the
workshop of Jacques Chrestien had made hunting horns for the king of France since the reign of Henry
IV. A third body of musical repertoire consists of ten pages of dance music for thé vtaigems our

young pupil was quite a welounded musician!

% PL Wtm Biblioteka Warszawskiego Towarzystwa Muzycznego (Warsaw), R211 Inc8@ipiled ca. 16500
¥ Cheneyi A Summar y
100 CheneyRecueilDe Pieces 3.
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But the reason for the worko6s inclusion in our
playing at the back of the book. These consist of specific instructions concerning the proper direction of
the bow; and a few guidelinesrfleft-hand fingerings.Ki nney testi fies as to thes
significance: "It is worth noting that all of the foregoing comments by Dubuisson anticipate those
subsequently made by Roussdaanoville, DeMachyand other French gambidig two full
decades.Thus they demonstrate that many of the basic principles of French viol solo playing must have
been fully operative ar ound?tl mel emridd d IDeu baufi stshoen 6sse
are particularly illuminating whenpglied to his own music, and are applicable to other solo viol music
from thattime period

I n modern times, the manuscriptdéds | ocation was
Liepmannsohn, an antique bookseller in Berlin. The American Library mfi@€es acquired the
manuscript from Liepmannsohn by the end of that year, a fact reportedRepbet of the Librarian of
Congress for the fiscal year Ending June 30, 1936fortunatelythe manuscript was miscatalogued and
languished in obscurity uhtnusicologist Frank Traficante rediscovered it in around 196%
"quelquesegles. . . setrouve. . . a la fin dumanuscrit, divorced from their musiayere first published
in 1973,as an appendikans Bol'd_a Basse de Viole. .,'%%in the origind French (but not in
facsimile). Gordon Kinney workeaff of a microfilm loaned to him by Dr. Traficante personadly
create hi€nglish translation of thezgles whichfirst became available in the 1976 edition (vol. 13) of
the VAGSA Journathenrepiinted inthe 2013 publicatiomA Tempest In A Glass Of Watét Dovehouse
published aredition of the four suites in 198¢ before that, their availability is uncleaNote thatthe

Dovehousedition does not contain the full text of Dubuisson's instrostit the end of the

101 Kinney, A Tempestl4.

102 Hans Bol,La Basse De Viole Du Temps De Marin MaraigiZntoineForqueray Bilthoven: A. B. Creyghton,
1973.)

103 patriceConnelly, edA Tempest in a Glass of Wat&ordon J. Kinney's Translations of French Renaissance &
Baroque Viol TreatiseSranslated by Gordon J Kinngégtony Creek, Qld.: Saraband Music, 2013.

104 Dubuisson, Barlra Coeyman, and Donald Beechesur Suites for Solo Bass Vittawa, Canada: Dove
House Editions, 198p.
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work. Minkoff published a facsimile of the entire manuscript in 1998 that is now sadly out of%rint.
seems that there still has not been an edition published that includes both a complete English translation

of the text instructins and the complete musical selections as found in the original manuscript.

105 stuart CheneyRecueilDe PiecesDe Viole En Musiqué&t En Tablature, 1666: Fa8imilé Du Ms
M2.1.t2.17c.case, Washington, Library of Congi@&sneve: Minkoff, 1999
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Chapter 10: ThomasMacei Mu s i Manonsent(1676

Thomas Mace was born in either 1612 or 13 and died around H&$§pent most of his life in
Cambridge, where he hatobably been a chorister since childhood; in 1635 he was appointed asinging
man in the choir of Trinity College, Cambridgee left his hometown for a time during the Civil War
but was documented as being back to give singing lessons by 1647kndwisto have left Cambridge
only on two subsequent occasiohsth times traveling tbondon

Mace would go on to write two further (nomusical) works afteMusick's Monumeidt s
publicationin 1676, but it is this work that is by far hisegtest legacy. And an important and charming
work it is, according to Tilmouth: "The quaintness of his English style, with its multiple adjectives and his
predilection for expressing himself in execrable verse, has sometimes caused it to be readdoigthe w
reasons.lt is in fact an important source of information on a wide range of musical activity in England
during the second and third quarters of th& dénturyo'©®

Mace seems to have been an enterprising sort when it came to the publicktish af k 6 s
Monumentapparently soliciting subscribers personally to raise money, perhaps enticing them by
promising to credit them in print. Mace duly printed "The Names of diMer®urable, Reverend,
Worshipful, and very Worthy Persons, who did Encouragetds the Printing of This Book, by
subscribing their names, each one to take a copy of the same at the price of 12 s."; this list goes on for
fourtwoc ol umned pages. He even wrote a fSNOBUEt EPI STI
SUBSCRIBERB ( Ma cas wenearsmny authors of that time period, quite fond afegds and
italics). Sadly, the work does not seem to have been a commercial success during its initial print run,
perhaps due to the d&addmredii mg t themy chpiet ranadisedip,o pfurh ar i

unsold in 1690."

06Mi chael Tilmouth and Ma t GrdveeMusicIOmimged. Heane Rdbs aceessedMay ma s 0
16, 2023 http://www.oxfordmusiconline.com
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The book's title page reads, in part:

"Musick's Monument; OR, REMEMBRANCER[sic] Of the Best Practical Musick, Both

DIVINE, andCIVIL, that has ever been known, to have been imtbgd. Dividedinto Three

Pars. The First PART, ShewsMecessity of Singing Psalms Well The Second PART, Treats

of theNoble Lute (the Best ofnstrument}. . .In the Third PART, Th&enerous Viglin Its

Rightest Usgis Treated upon; with son@urious Observationseve before Handled,

concernindt, andMusick in General.By Tho. Macepne of the Clerks dfrinity Colledge,

[sic] in theUniversity of Cambridge LONDON. Printed by T Ratclicffe and N.Thompsonfor

the Author, and are to be Sold by Himself, at hisise inCambridge and byJohn Carr, at His

Shop at théMliddle-Temple Gatén Fleet Street1676."
This prolix description requires some unpacking. As the first sentence implies, the book serves as an
apol ogia for the Enghkti.sthh anhtu shiacsa le vterra dbieteino nk n(ofwtnhoe) ,
17" century church music, and against the increasing Frenchification of English music as the century
wore on. In AThe FIRST parto, Mace, npmetceivedont ent
Afidecline in the standards of pé%tThea nfaSeco md RBAR Tok
concerning the lute is the longest, at 191 pages. The "Third PART" on the viol is the shortest of the three
by far; it does not begin untilpg.24,nd even t hen, as MwithesotneCurbess cr i pt i
Ob s e r v pthefistrthseé chapters are given over to other subj&tts.viol section of the book
continues to follow a circuitous patiChapters 4, 5 and 6 (six pages in all) haviten information and
instructions for the viol; Chapter 7 contains a piece of music in tablature for solo viol composed by Mace,
followed by the same piece expanded to a trio; this is followed by another page and a half of text
information. Chapter 8 esents a foupagelong musical selection by Mace again in tablature, while
Chapter 9 consists of his gdage composition in the "HaifWay-Tuning Sharp".Chapter 10 concludes
the book with an apologia on why the viol section is so short, before twngggagain to other

subjects.Out of the bookds tot al -twogagesttlereart amevedwerityu ndr e d

pages concerning the vioMace expressed the hope of publishing a second voluméafl'essonsof

107 | bid.
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all sorts ofForms andShaps; Suitedto theFive Besbf the Vioktunings now in usé'® perhaps similar
to works by John Moss and Alfonso Ferrabosco; sadly, this work does not seem to have materialized.
Mace seems setfonscious about the existence of other viol treatisesiim, gpecifically
Si mpsonoés. He expressed concern about presenting
had some important contributions to add: "I might trouble myself, and you, with many common things
belonging to viol play; but it beingn instrument known, and so generally in use, it needsButtthese
things which | have mentioned, are so singularly useful, and so generally neglected, but commonly
understood, that | thought them needful, and worthy your Knowledyy&face does expahon the
information present in Simpson's treatise, sometimes even offering a mild rebuttal or difference of
opinion. The information about how to move one's bow arm, for example, is quite a bit more detailed
than that found in Simpson. Indeed, themmigh helpful pedagogical material in this beatutsand
bolts information on posture, bow hold, and bowing techniques, for exantfde bit of a tough, if
entertaining read, due to Mace's discursive, loquaciousstgtiking for useful informatio can be like
looking for needles in a haystacBut there are plenty of needles to be found, if one knows where to look
and has some patienc€&here is good advice for the beginning player as well as the viol teacher in terms
of basic viol seup and (specially) bowing technique. Most entertainingly, if perhaps unrealistically, on
page2 47 Mace admoni shes t he have Batigncel(yetafor one Week,brat t hey
Fortnight) to make himsethroughly [sic]Perfect, in Those notes, or Rowints, by the Book; and also
upon the Instrument, before he Hanker after any Less@tadents of viotablature may be interested in
Maceds three ¢ o mdptheyare dertainlygattiative, if B hitlomgnded, and rather
challenging Unfortunately there are no real pedagogical musical excerpts, unlike, say, in Simpson or

Playford.

198 Thomas MaceMu s i ¢ k 6 s (RadsnHditioesndti Centre national de la recherche scientifique),12&8
1091pbid., 254.
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There have been two facsimile editiondvfl s i ¢ k 6 s akhiahleifon guited some while.
The first was published in 1958, Eylitions du Centre natial de la recherchecientifique'® This
edition also has a second, companion volume, presumably in Frenchpohéntairest transcriptions®
the latter could be helpful for those who don't want to learn to read tablature. The second edition was
published by Broude in 1968! There does not seem to have been a "modern" edition of the book

published, perhaps because the facsimile is already perfectly readable.

10Thomas MaceMu s i ¢ k 6 s (RadsnHditioesndt Centre nat@irde la recherche scientifique, 1958.)
111 Thomas MaceMusick's Monumer({New York: Broude, 1966.
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Chapter 11: Sieur De Machy i PiecesdeViolle (1685

Even less is known about our nextthor, Sieur De Machy? than about Dubuiss@neven his
first name and the years of his birth and death have yet to be discovered. He was born in Abbeville in the
north of France in the second half of thé' £&ntury, and is documented as still livingl692. He
moved to Paris to study with Nicolas Hotman, alongside his archrival S2afwenbe, placing him in the
fourth generation of French Baroque vidhyers Kinney elegantly summarizes one aspect of the rivalry:
"De Machywas a proponent of ¢ghchordal style of viol playing, whereas Saift@lombe favored the

1

emphasis of the viol's char act ¥¥Saine€olomberdidhobdi ¢ i ns
leave us any pedagogical writings of his own; his legacy consists of 180 piecds tmasoviol and 67
Concerts a deux violes esgalgkich are notable for their unusual, unsettling harmonies and
asymmetrical structures. Allwe knowof Sal@@ | ombebds teachings comes fr on
pupils. It was through a public dispute kviine of these pupilsJean Rousseatthat De Machy would
achieve immortality; but more on that later.

De Machy publishe®ieces de Viollén Paris in 1685. This would be his only publication, and it
doesn't seerit was ever reprinted, as his letyvas quickly regarded as diashioned by the next
generation of French violists. De Machy <cl ai ms o
until the pr es e ntanmoeacuraeastatement mipht be that BedMachysaiol
t he #Af i collection®fpiécestetn i of°e 0 t hbacamelthe first composer in France to

publish a collection of suites for solo bass V8 clearly many other composers had published works

for viol prior to De Machy, albeitinotherou nt r i e s . PieceBDde Viblleantaigsdosr dance

112 As with many early authors, there is some inconsistency between sources as to the spelling ofihis name
ADemachyo and fide Machyodanarse t wo wiatlherusceo mnben Maaarhy 0 f o
113Kinney, A Tempes 15.

1141bid., 15.

WLucy Robinson, fdAMachy [ De ma c h Grpve MBiOnling eddeane[Rbdt,r st n a me
accesseddugust 12, 2023.

116 Bettina Hoffmanrand Paul Fengson,The Viola DaGamba(Abingdon, Oxon: Routledge018, 239
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suites in staff notation and four in tablature, i
o r n a me n*t roweveo, it is With the introductory elev@ageavertissemerthat we are conceed.
In this preface, which De Machy describes as containing "Very necessary advice for becoming familiar
with the principal rules which teach how to play the Viol properly and for avoiding the abuses on that
Instrument that have for some time been dregm" (but which Hoffmann calls "as lengthy as it was
caus¥®DeoMachy gives his views on fAwhat he deems t
how to play it, and how to notate for it, together with a table of graces, both in staff notation an
tabl 3atTuwe .yoears | ater, Jean Rousseau took issue wi
avertissemerin his Traité de la Viole The main point of controverbetween De Machy and Rousseau
lies in the placement of the left hand thumb. De Maclsgidees the necessity of two hand positions: the
thumb either behind the first (index) finger for normal chromatic usage, or behind the second finger only
when extending the first finger a whole step from the second. Rousseau, citingCaédmbde as an
authority, insisted that the only correct placement of the thumb was behind the second finger. Such was
the stuff of this particular "Tempest I n A GI ass
the subject.What is clear is that Dlachyis "a conservative, committed to generating a-geeard
action against the new progressive school of viol playing in the hands of-Sailorabe's pupils, notably
Marais,Danovileand Roud% seau. 0

Perhaps in anticipation of the oncoming conflict, De Mattied to be clear about his intentions
in writing this work: fAMy chief wi shdalthoughthi s sket
have made a rather long discourse, which | believed to be necessary, being the first to have caused
sometling on this subject to be print&@dut solely to provide something for emulation to those who are
skilled, for the following of the path | have traced for them, and for making the public privy to their

labor."In other words, this book was not intendedlieginners, but for players who were advanced yet

7Robinsonji Ma coh y

118 Hoffmann, The Viola da Gamha239.
19Kinney, A Tempes 15.

120Robinson fiMac hy
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still impressionable enough to fall under the sway oM2ehy'sretrograde sensibilitiesdzager for

converts, De Machy even offered to personally elucidate his ideas: "Finally, | declaréopasons

who have my Booksand even to those who do not have them, that they will do me honor if they would
like to consult with me about my Solos, and about what | have set forth [hete]ll be ready to receive

them at my home every Saturday from thi@six, when | shall make evident [i.e., demonstrate] the
practicality of all the rules of which | have spoken and the necessity that exists for observing them on the
Viol .0'#

Concerning the modern viol studene d pi t € what Rous s edanusicssay s, De
delightful and well worth playingThere are a few useful nuggets of information regarding bow and left
hand technique in thevertissementAnd thedetailed description of French Baroque ornamentation
symbols is certainly useful and welcontut this is not a book for the begindeDe Machy makes no
mention of basic rules of posture or technique.

De Ma ®ibcgside Violllhas been relatively widely available fomse time Minkoff
published a facsimile in 1973; whigtasrepriniedin 1993122 Dove House published a modern edition
of the tablature suites in 1979 and of the complete eight suites int298arldCat describes this edition
ashaving a "summary dbeMachy'sornamentation iintrod." Hans Bol published a Frend¢dnguage
transciption of theavertissemerin 1973 as an appendix to his bdék Kinney's EnglisHanguage
translation of the preface was first published in 1976 invih@SA Journal, and again in his book "A
Tempest . ." in 20131%® A facsimile version appears in th@97 Fuzeau publicatioviiole De Gambe:

Méthodes, Traités, Ouvrages GénératixThe facsimile is currently available online for free at IMSLP.

21 previous two quotes from Kinnep, Tempest19.

122pemachyPieces De Viol¢Genew: Minkoff Reprint, 1973.)

123 pemachyPiecesDe Viole: Suites& Transcribed From TablaturgOttawa, Canada: Dove House Editions,
1979); De MachyPiéces de viole eight suites for solo bass dl,Donald Beecher and Bryan Gillingham
(Ottowa: Dovehouseditions, 1982.)

24 Hans Bol,La Basse De Viole Du Temps De Marin MaraigiBntoineForqueray Bilthoven: A. B. Creyghton,
1973.)

125 patriceConnelly, edA Tempest in a Glass of Water: Gordon J. Kinney's Translations of French Renaissance &
Baroque Viol Teatises Translated by Gordon J Kinney (Stony Creek, Qld.: Saraband Music, 2013.)

126 paoloBiordi and VittorioGhielmi, Viole De Gambe: Méthas, Traités, Ouvrages Généraiourlay, France:
Editions J.M.Fuzeau]1997)
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Chapter 12: Marin Marais i Avertissementso Piecesde Violes, Volumes1i5

(1686 1725

Our discussionraives now at Marin Marais, a man whose musio beconsidered o b e s o me
of the best music ever written for soloviokunsur passed in scope, dq¥ality,
Over a period of nearly forty years, Marais published ¥iv@mes of solo music for the viol, each with
its own unique introduction, @vertissementall containing valuable pedagogical material. There is also
unique material in thavertissememf the basso continuo book to accompany volume |, published three
years after the solo book, bringing the total number of prefaces to six. b8ihcefthe two published
English translations of thevertissementgresent the material from all six together, this paper will treat
all of Marai soé p edbatiguous warkanotingm which volgmearsy given
information comes.
Marin Marais was born in Paris in 1656. Even though his father was a shoemaker of modest
means, Marais still was given an extraordinary musical education, helped by some fangbtioosrat
the church of St. Germain 6 Auxer r oi s, which had an excell ent c hc
(when he left school) he began his studies with the esteemed and influential viol teacher, M. Sainte
Colombe. There are many possibly apocryptaies about their relationship (which was famously
dramatized in the 1991 movieus les Matins du Monyidor instance, Marais was said to have
surpassed his teacher within six months of stétiyhat is verifiable is that by 1675 he was playing in
the péra orchestra under the influential conductor and composeBJaamt i st e Lul | y. Thar
tutelage, Marais was hired at the royal court agrdimaire of themusique de la chambre doi as a viol

virtuoso in 1679. It should be noted that Manaias one of the first French musicians to specialize and

27 Deborah TeplowPerformance Praci e and Techni que i n M@mniArbor,Wichigan: s 6 Pi ~ ¢
UMI Research Press, 1986x.

1283¢romed e La Gorce and Syl v e Grove MudicOnhling eo.DeaneRbbs acessed , Mar i no,
August 19, 2023qttp://www.oxfordmusiconline.com
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build a career as a p eabandaningghe stibunrenomultiinstrumenlism nst r um
which had been such &% figndidantly, lee wasfnot tilso @ lutBheSoamhes s anc e 0
began to compose, publishing his first volume of solo music for the viol in 1686; making Marais the first
to publish suites for a solo instrument and basso continuo in France. Four more volumes followed in
1701,1711,1717, and 1725. In adibn to the five volumes of works for solo viol, Marais also published
two volumes of chamber musiéiecesenTrio (1692) and.a Gammg1723). Maraisalsobranched out
into opera, composing two of them in the 1690s; these must have beeacsaled asie was appointed
conductor of the Opéra orchestra in 1706. His most successful opera wéildgdiee from 1706;
unfortunately this triumph would prove to be sHorgd as the followu p ,  1Sérbé@gas a flop°
This failure, combined with increamj competition from the next generation of viol virt@gintoine
Forqueray would lead to Marais gradually retreating from public life, passing away in 1728, three years
after the publication of his final volume Bféces de violeDuring his lifetine, Marais fathered nineteen
children (!) with wife Catherine, many of whom wo
mostwell-known being Roland, whill be discussedn a later chapter. The Marais family legacy
would linge® grandsorNestorMar i n fir ecei ved a position at court
him to J.B.Forqueray, son of the celebrated Antofne r g u8'r ay . 0o

Mar ai s 6 f i Riecesvdevioleamtairsfiveohfindred ninetyix pieces in total, grouped
into thirty-nine suites of various lengths. The suites in the first volume are mostly filled with the typical
Baroque dances of the dagllemandes, courantes, sarabandes, andspidteded by a frelrm
prelude and/or fantasia. By the second book Marais baghmling more character pieésolorful
works depicting a person, nationality, mood, place, or other-exisical ided such as the famous
Couplets de folieconsisting of thirtytwo variations on the famous theme, and two sortdrebeaux

mourningt he | oss of Mar ai s-&€olomben Maraiscontinuedl to gxpesimedtwiha i nt e

129 Hoffmann,The Viola da Gamha241.
B0 His four operas don't seem to have been published during his lifetime.
Blde La Gorce and Millioii Mar ai s, Mari no.
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form and content in subsequent volumes; in book four he presents an entire suite consisting mostly of
character piecéstheSui t t e d 6 u nwhighorigltces ¢éhé byzamtigee ltabyrinthe Throughout

all five books, the quality of Mar ai #fiécesasrbeitgi ng ne
consistentlyfinteresting for their freedom of inspiration, harmonic effects, rapid modulations aneediscr

but genuine sensitivity."

As for Maraisd pedagogy, aasgertigsenenbieachiwlunye not ed,
provides unique valuable information on viol techndjyjepr ecept s deal i ng with the
ornaments, continuo realization ahe thotation of fingering and bowing, innovations which were
adopted by H4iWwhis uvec cneossstorosfo .Mar ai sdé6 description of
it is certainly helpful.lt is the concept of thenfl& an expressive swelling of the bovathaccording to
Ma r adives,soufio the piecés®t hat i s perhaps Maraisd most i mpor
pedagogy Indeedunderstandinghe enfléis essential tthe interpretation of French viol music.

Furthermoret her e i s pedagogy to be found in Maraisbé
bowings, fingerings, and ornamentation symholsach work, from whiclnis approach to the instrument
can be deduced. Deborah Teplow did just tls&e wrote a book of violgulagogy based on the precepts
inMarai® wor k ,Pearntoirtmlaencce Practice and Tech(@@ianque i n M
Arbor, Michigan: UMI Research Press, 1988 eplow elucidatesi [ Ma Piacie$inélude suites
ranging from a fairly elementato a profoundly virtuosic level to appeal to players of varied capabilities
and tastes. . The pieces included if[e p | o w dveere betectdd from among those defined by Marais
as the most easyl hey contain, however, all but one of the perforneatechniques unique to the French
repertoire. Approximately forty pieces that would contain the various aspects of technique required by
the Pieceg(in their elementary form) were found, providing enough material for a substantial course of
st udy oukd be rioted trathwhile there are indeed easier pieces scattered throughout Marais' oeuvre,

one has to hunt for theimthe piecesare definitely not laid out in sequential order of difficulty.

132 |pid.
B Kinney, A Tempest44.
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The fact that Marais published five handsomely engraweédmnes of solo viol music indicates that his
wor k had an audience, although it doesnot seem th
printing. Whether or not this was the case, Marais did seem to take it for granted that his readership
loyally purchased each subsequent volum®ietes as he frequently instructs the reader to refer back to
an earlier bookin Book Il he tells the reader "As for the other [ornamentation] marks, | shall say
nothing about them here, flattering myself that those witl have a desire to have my third book will
have already provided themselvesthe r st and second, whertandirhey are e
Book IV he similarly caution$l shall not repeat in this Volume the signs of my preceding books, being
perssiaded that everyonr®® is familiar with them.o

Mostv i o | pl ayers today will want to spend ti me v
read the prefaces to each volume. As Otterstedt puts it, "Marais' oeuvre is full of systematic
thoroughness, enowus industry, and an overbrimming musicality which would make his works
sufficient in themselves for understanding French viol mudibé (Viol pg. 76)

Marais' works have been in more or less constant circulation in the modern era. Numerous excerpted
pieces, both scored for the original viol and arranged for a variety of other instruments, have been in
publication for quite some time; but serious viol students will be interested in reading from facsimile.

The earliest published facsimile edition offate volumes of thdPiéces dating from around 1972, is
attributed to James Caldwell at Obeffifh.The Broude Trust published an edition of Marais' complete
works, edited by John Hsu, from 19800233" Fuzeauublished their definitive series of facsies

between 1994200218 and included the facsimiles of the prefacethiir compilationViole De Gambe:

B4Kinney, A Tampest44.

135 bid., 45.

136 Marin Marais,Pieces de Viole€berlin, Ohio: J. Caldwell, 1972); WorldCat is not certain about this date or

attribution.

37 Marin Marais,The Instrumental Worked. John Hs(New York: Broude, 198@002.)

8Marin MaraisPi " ces a une et a deux violes, premier |livre 16
violes 1689 Courlay: Fuzeau, 2002.)
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Méthodes, Traités, Ouvrages GénératixRuedy Ebner, based in Basel, also seems to have published a
facsimile of at least Book V in 2002° Most recetly, Edition Walhallhas published a handsome

facsimile series beginning in 2038. As for English language translations of theertissemeni<Gordon

Kinney first published his translation of all six prefaces in Vol. 11l of s SA Journain 1966, whch

waslaterrgor i nted i n the 2013 c AArienipéskirtaGtass ofoMatétKi nney 6 s
Corda Music published | an GManmmMarié BranslatedAns |Eantgiloins hi n

Transl ation of thRi Phedvplég I nstructions in

139 paoloBiordi and VittorioGhielmi, Viole De Gambe: Méthas, Traités, Ouvrages Généra@ourlay, France:

Editions J.M.Fuzeau]1997)

10 Marin Marais,Piéces de violes, 5e livi@asel, Switzerland: Ruedy Ebner, 1982.)

¥IMarin MaraisPi " ces de viole. Livre | : @Jagdeberg: Editionavalda,bux vi ol e
2018.)

142 patriceConnelly, edA Tempest im Glass of Water: Gordon J. Kinney's Translations of French Renaissance &

Baroque Viol TreatisesSTranslated by Gordon J Kinney (Stony Creek, Qld.: Saraband Music, 2013.)

143 Marin Marais,Marin Marais TranslatedAn English Translation of the Playing Instrit i oFhis™ Dedviole

ed. lan Gammig¢St Albans: Corda Music Publications, 2008.
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Chapter 13: Sieur DanovilleT L 6 AdeToucherle DessustBassede Violle

(1687)

If we were to hold a competition as to which author could wiigemosinfluential wok of viol
pedagogy whileffering the least amount dfographical informatiomo modern readersnany of our
authors would be in the running, but perhaps Danoville would take the top prize. We do not know the
dates of his birth or death, any details iaf tareer, ofalong with SainteaColombe and De Machyven
his first name. Here is what we do know about M. Danoville: he was a viol student eC8laintbe,
along withMarais, Rousseau, and Louliele hel d t he titl e ofsedt€denoteer 6, 0
a young nobleman serving a knight. We know his address, which is given on the title page of this
work. We know he offered instruction on how to play the viol in Paris in the time of Loui¥*XIV
(although it seems unlikely that Danoville Wwed at court). And we know he wrote and published this

onesinglebook, 6 Art de Toucher | ginD8% meaimedeforeBle publeatiche Vi o |

of RouTFratédelnd/isle hat same year, maki ng Dahookon!l | ebs w
the viol to be¥ublished in Franceo.
The transl ation of the title page of Danovill e

"THE ART OF PLAYING THE TREBLE AND BASS VIOLS.Containing everything

necessary, useful, and curious in this Science, together with Principles,dd Observations so
informative that one can acquiperfectionin this fair Science in a short time, and even without

the help of any TeacheBy Master DANOVILLE, Esquire. AT PARIS [Published by]

Christophe Ballard, sole King's Printer for Musignd is sold At the Author's residence, Rue St.

Jacques, at the Image of St. Francis of Sales, [and] at the residence of Master Landry Marchand,
Engraver in Coppeplate. 1 6 87 Wit h His M4ijesty's Privilege. o

“Catherine Betts, in her thesis on DabBiograghieUneverdelleni ver si
des Musicienst BibliographieGénérale de la Msique(1878) as the source for the preceding information.

15Robert A. Green and Jean Roussémnotated Translation and Commentary of the Works of Jean Rousseau: A

Study of Late Seventeer@entury Musical Thought and Performance Prac{ieaD diss., Inthna University,

1979),5.

146 Kinney, A Tempest23
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The following preface serves as a testamethe influence of Saimtol ombeés teaching,
his playing, and the high regard in which his students held him:

"Monsieur de Sainte Colombe, whom one can with justice call the Orpheus of our time; his merit

and his Science have made hinmfisigntly well known, and if he has developed a few Pupils

who have surpassed the common, they are under obligation for it to his singular goodness and for

the pains he has taken in teaching them, and they must frankly avow that it is from him that they

have this beautiful posture of the hand, these fine trills, and finally, this way of drawing forth a

tone so tender, so brilliant, which agreeably surprises thefsdior myself, | shall glory all my

life in subscribing to his precepts, as to a Mastanfichom | have gained all the Science for the

Viol that | possess, being much persuaded that | shall be able to produce in this little Work a

faithful copy of the rarest Genius on this instrument who has ever appeared, which, without him,

wouldbeasthoughur i ed in the sWadows of ignorance. 0
Here Danoville goes so far as to claim that the precepts contained in his book come directly from Saint
Colombe himself; and that Sair@®lombe singléhandedly rescued the viol from oblivion, an intriguing
if unverifiable hypothesis.

L6OArt de..iTouckihwirded into four secti ons¢s'l I n
explain and | make evident the manner in which the hand is to be borne and the position in which it is to
be held.[In the secod section] | give an explanation of the Scdlehe third section contains] The
explanation of the fingerboard, both in Notes and in Letters [that is, staff notation and tabJatuddh
the fourth,] | give the explanation of all the graces that barpracticed."There are several important
pedagogical details tucked into this work that are not found elsedvitieeeinstruction that the left thumb
should follow the second finger "everywhere it has to go"; instructions as to the specific postfahimg
thumb on the bow; a description of the angle at which the bow should hit the strings; the method of tuning
the instrument beginning with the fourth string; and the way thdinger vibrato should be executed,
giving attention to the role of thbumb; to name but a few examples. Unfortunat@gnovilledoesn't

seem to have been a composer or have any interest in compiling otherd Wwenxsovided no musical

examples or exercises to illustrate his pedagogy.

147 bid., 24.
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Danovilleexplains at length his otivations for writing such a detailed book with a touch of
defensiveness:

"when one undertakes a labor one cannot bring too much information and illumination to bear

upon it, the science of Music and of the Fingering of Instruments always appeasirdifficult

to all those who have never applied themselves fohits is why | have given myself room to

enlarge upon the explanation of the Fingerboarcombined with this, the only inclination |

have is a zeal which carries me to love the istspéthe Public, such thatlet the critic censure

this work as much as he likesl shall be found convinced when some day he shall have

produced someone who hasnked with more perfectiont*®
Danovillecertainly knew his craft, but was perhaps thet most graceful writér the book is full ofi t h e
clumsy constructions and often grammatically incorrect phraseolodespeak(ing] a practical
performer who knows his trade well but is insufficiently schooled in literary graces to couch his
explamt i ons in elMegant | anguage. o

To d a vidd tudents with an interest in French Baroque technique will want to read this work.
In particular, treble viol players will rejoice at the presence of instruction specific to their instrament,
rarity in period viol pedagogy. For the beginner, there is a lot of wonderfully detailed information here on
the nutsandbolts of basic viol techniquenéortunately, the lack of musical examples/exercises prevent it
from quite being a staralone be@mning method. The chapter on tuning is unusually thorough and gives
many options.The chapter on ornamentation has much helpful ddtad. t 6 LOttegstedt the last word,
from The Vio| page76: "L'Art de Toucher le Dessus et Basse de \glBanouille is a concisand
pragmatic little book with not a word wasted, guaranteeing to teach readers to play the viol without any
further assistance, potentially to increase sales figures."

I n modern ti mes, Danovi |l | e 6 sessille.rMinkoff Reprintok e n  mo r

Geneva, Switzerland published a facsimile in 1972, reprinting it in 885ditionsCodergof Paris

published a facsimile in 1982 FuzeatincludesDanoville'streatise in their 1997 publication of

148 bid., 35i 36.

491pid., 23.

10 Danoville,L'art De Toucher Le Dessus Et Basse De Vi@lenéve: Minkoff Reprint, 1972.

Blpanovile,L, 6 Art de Toucher Le(PDeissusTetr &g $B®i dieoVs oCod @
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facsimiles of various Frehoviol pedagogical work®? Catherine Elizabeth Betts wrote a dissertation
on Danoville, providinga complete English translation and commentary, from Urbana, IL in
19571% Gordon Kinney's English language translation was first published Md@G&A Jourral in

1975, then included in his posthumous 2013 antholtgy.

152 paoloBiordi and VittorioGhielmi, Viole De Gambe: Méthas, Traités, Ouvrages Générai@ourlay, France:
Editions J.M.Fuzeau1997)

153 Catherine ElizabetBetts andDanovillg iDa n o v | 6 MeeToucher Le Desslet Basse d¥iolle.

Translation and CommentaryPhD diss.University of lllinois, 1957).

154 patriceConnelly, edA Tempest in a Glass of Water: Gordon J. Kinney's Translations of French Renaissance &
Baroque Viol TreatisesTranslated by Gordon J Kiag (Stony Creek, Qld.: Saraband Music, 2013.)
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Chapter 14: JeanRousseal Traité dela Viol (1687

By the time he published his monumentedité de la Violeén 1687, Jean Rousseau, as evidenced
by the multiple previous mentions los name in the chapters about other authors, had amassed a large
collection of strong opinions and scores to settle. Taé&é clearly has an agenda; it is an idiosyncratic,
opinionated piece of writing. Even s spite of the polemical aspect diig work, it is one of the most
important sources of information concerning French viol music and various aspects of performance
practice as well*® Shockingly, despite the fact that theité is frequently referenced by modern viol
historians and pedaguoes, it has never been made widely available in an English language translation.
Fortunately, compared to many of our other authors, we know quite a bit about Jean Rousseau.
He was born in 1644 in Moulins, France, 175 miles southeast of Raisseads f at her |, Pierre
buttons for a living. Young Jean went to a Jesuit school that had a library with a large selection of
classical Greek and Roman authors, wikely had annfluence on the preface of tieaité, a classical
themed fanciful dissertian on the origins of the viol.In 1676 Jean moved to Panghere he married
Francoise Torcy, a laundress, two years later; the couple would have no cHidrem.s s eau és f i r st
only other) publication was tHdethode claire, certaine et facile, poapprendrea chanter la musique
publishedn around 1678 In Paris, Rousseau lived in the home of MidBelichon,therenowned viol &
lute maker, on the serendipitously named Rue de la Harpe. It was in this musical milieu that Rousseau
met the manyrominent viol performers and composers who would feature in his whiddslong after
his arrival in Paris, Rousseau took up the viol; within three years he began studkisgainteColombe.
Even though Rousseau would spend much oTth&é extolling SainteCol ombebés virtues, p
caveatisinordetonpge2 47 of Kinneyds transl ati on, Hans Bol

studying with Saint€Colombe for a mere month, and had "put myself under his discipline only to bear

155 Green and Rousseatnnotated Translatior.
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my hand betr than | had been doingfin other words, Rousseau specifically wanted to learn the new
hand positiorwith the thumb behind the second fingjeat SainteColombe advocated.
Between 1685 and 1687 three important works of viol pedagogy were publigingdkn
successi on, al | of whi c Id DaMaud hficBesrde Hiclle MRaomuasise@s 6fsi |
volume ofPiéces de Violes n d D a nlodva rl tl eddes . AB previoulyediscussed, DBla c hy 6 s
work fattacked the innovations of Sairelombe, although not mentioning the latter by name, and he
reaffirmed the connection of the viol and the k¥#eThe combativeness of this work suggests that
exchanges about which no i nf or!IHisitaotalizingtheosyt s had t
would help explain the level of vitriol Rousseau would heap upon De Machy Tndiié de la Viole
publishedater in 1687. Green reminds us that Rousseau, unlike his teacheC&8aimbe and his other
disciples, was no politici@n
"SainteColombeand his students, includiganovilleand Marais, had the good sense to avoid
direct and open conflict with Didachy. They merely reaffirmed their support for their teacher's
principles in their publicationslt was Rousseau who picked up the glove whth publication of
theTraité. . . Rousseau never refers to Machyby name but simply makes references
to I'Autheurdel'Avertissementand much of th&raitéis conceived as an answer to the latter's
worlR. o
For example, the following is excerptaddé m page 4 of Kinneyds transl ati o
"l warn the Reader that if, in this Work, | utter my feelings freely againd\dwvicebthat was
offered to the public some little time ago, and most of the principles of which | attack, my
intention is not to insult anybody but only to defend the Rules that | am presenting in the present
Treatise, and to make known that the Author of the said Advice was wrong in imputing Abuses to
Viol Playing, for | make it evident that the latter has beemfany years in its highest state of
Perfection.”
A personal rivalry between the two men ensued, with both men subsequently pulpighipigets

attackingeach other, of which only tH&éponsale m. Rousseafrom 1688survives This would be

Roussea 6 s | a st o kathogvfarthewie me&rd from him after its publication. Differing accounts

156 |n addition to the placement of the thumb, Green could also be alluding to thabate chordal style of
composition De Machy advocated, as opposed to thgler, melodic way of writing that was becoming dominant.
%7 1bid., 5.

158 bid., 61 7.
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speculate that he died either sometime between 1688 and 1691 (when the fourth editibfétidde
was published), or closer to 1699 (when his wife, nescdbed by publisher Ballard as a widow, tried to
get theTraitére-printed). Rousseau was known to have composed music, but sadly none of it survives.

He is recorded as having written two booksge of vio
inPrai se of the King for the Destruction of Heresyo.
Both of Rousseauob sMéthaddelaire, sehtand et tacilepauappserdseg t h e

chanter la musiquand theTraité de laviole, remained in print until the middle of the eighteenth
centunyd a considerable life span for works of this period. Thaité was reprinted several times until as
lateas 1751 ut | ater editions were not Greenvi sed, | ikely
extrapolates'This fact suggests that it was used the purpose of learning to play the instrument
throughout its period of popularity long after the quarrel wittM2ehyh ad been ™ @eegot t en. 0
also reminds us that no other viol tutorials woul
Loulié would subsequently attempt to write such a work, which would remain incomplete and
unpublished during his lifetime.
The verbose title page of tieaité spells out exactly what kinds of information it contains:
"TREATISE OF THE VIOL, Containing\ curious Dissertation concerning its origin. A general
Demonstration of its Fingerboard in four Diagrams, witblanation®f them. The explanation
of the different [kinds of Viol] Playing, & in particular that of Pieces in chords, and a thorough
one ofaccompaniment. Sure Rules for becoming acquainted with all the graces that can be
employed on this instrument Pieces of Music of all kinfllse true way to govern the Bow, easy
Ways to transpose to Keys of all kindBy JEAN ROUUSEAU, Teacher of Mus& of the Viol.
[provides his addresdN PARIS, by CHRISTOPHER BALLARD, sole Printer of Music to the
King. 1687 With His Majesty's Privilege"
Rousseau describes the organization of the book as being divided into four large sections, introduced by
an ogening treatise From the Forward, ongge3 of Ki nneydés transl ati on:
"l begin this Treatise with dissertatioron the origin of the Viol, through which | make evident
its antiquity, its progress, and tell of the Masters who have excelled on thisrestrand |
divide the body of the Work into four part¥he first contains the manner of holding the Viol, of

the bearing of the hand, of the holding and conduct of the Bow, of the tuning of the Viol, and four
Diagrams for the general understanding ef Bingerboard, together with their explanations, both

1591bid., 181
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for the most transposed Keys, and for the natural ohlee.second Part contains the explanation
of five different kinds of Viol Playing, and of their characteristics, wherein one will become
acquaintd with what one needs to know and what must be practiced in order to acquit oneself in
them properly.The third contains sure Rules for becoming familiar with the principal Graces
[that is, ornamentation] ordinarilyracticedon the Viol through relatioto Singing; and through
these same Rules one will become familiar with where these Graces should be made and when to
make them.The fourth and last Part teaches the very important Rules of thestBake, upon
which it can be said that Viol Playing depsrabsolutely for true and easy execution of
everything that can be played on this Instrument, to which | add Methods of transposing Pieces of
Music of all kinds at Sight and models for facilitating the practice of them."
Rousseau also provides a detilable of contents, a helpful addition which is not to be taken for
granted.
Al t hough Rousseaub6s compositional out put did n
original music in th@raité. The music is best described as nine sets of examples, each individual
example usually only a@easure or two in length, each illustrating a usage of the pedagogical subject at
hand. There are eight sets of examples illustrating how and when to use agréuasnts There is also
asetoftwenyt wo exampl es il 1 ust r atgi Bachoffhese setsefexadpesis ul e s
able to be played continuously through, and each example is labeled with a letter indicating which of
Rousseauds rules it is illustrating.
Rousseau addresses fhraité to the serious viol studenErom the Forewat:
"My aim in this Work is not to point out abuses in VVRIBying, nor to present Rules to the
Masters of this Instrument . my sole intention is to make known how to achieve perfection in
the Playing of the Instrument of which | treat, and at tineeséime to eulogize the Masters.
This is why one ought to consider the Rules contained in this Book as only an instruction for
Students: fothose, | mean, who want to become thoroughly familiar with everything that relates
to Viol-Playingandwhoarei | | i ng to |l earn t®Xrough evidence
Rousseau goes on to stress that his treatise is not a substitute for having one's own viol'teacher:
maintain that it is impossible for anyone to succeed in learning to play an Instrument propeny thi¢ho

aid of a Teacher, and that one will even be made aware through this Work of the necessity that exists of

having recourse to those that teach, in order to learn the execution and the application of the Rules of

163 |pid., 2.
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which | give only the simple Theory.Rousseau makes no Malilee proclamations that one can learn to

play the viol well, on one's own, in a fortnight! He later adds to thifave had no other intention in my

| abor than the advancing of *SSeriod studénts ofthevdol wilh e as si

find Rousseaubs treatise invaluabl e, as it of fers

stylistic. 1 would go so far as to call Rousseau essential reatfify.i | e Rousseaubds Wwri
it ort uo Usbotlakti nbneesytd,s0 and G arenet paftisuladyhara to $ollow, tarido n
Rousseaubs diqgte enersainiogibtederdsaotthe history of the viglarticularlyof the

French 17 century school of viol playing, will also find much ioterest.

This brings us to a fact mentioned at the beginning of this chapter, one that | consider to be the
mostsurprisingpiece of information that my research has uncovetieere has never been a published
Englishlanguage translation of Rousséasi t r Tderd are $we translations that have been done, one
by Gordon Kinney in 1979, which is only available on microfilm at seven libraries worldide
another ima dissertation by Robert A Green from 1980 that is available in print form from only three
university libraried it is now available fodownload on ProQuest’ There have been facsimile prints
available (in the original French, obviously) for quite some &@infimm Antiqua in 19658 from Minkoff
in 1975%%° from Musicverlag Emil Katzbichler in 1983° andfrom Fuzeaun 1997'"* These days the

facsimile is readily available online for free at IMSLPBut not in an English translation.

1641bid., 4.

165 1bid., xii.

166 JeanRousseaand Gordon J Kinneylraité De La Viole(Paris,1687)

167 Robert A.Green andlean RousseaiiAnnotated Translation and Commentary of the Works of Jean Rousseau: A
Study of Late Seventeententury Musical Thought and Performance Praot{@dD diss.)ndiana University,
1979)

168 JeanRousseau] r ai t ® d(AmsterdamVAntxliagl96p

169 JeanRousseau] r ai t ® d(6endvaMinkaff Répent, 1975.

170 JeanRousseaand Albert ErhardJean R u s ss@iBruai t ® deFaksimile Dar Ausgabe Paris 1687
M¢nchen: Musi abickler,1$89. E mi | Kat

11 paoloBiordi and VittorioGhielmi, Viole De Gambe: Méthas, Traités, Ouvrages Généra@ourlay, France:
Editions J.M.Fuzeau]1997)
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Chapter 15: Etienne Loulié i MéthodePour Apprendera Jouer la Viole (1700

Louli ®s work can be seen as representing
complete viol tutor written by a Frenchthar, presenting some of the most detailed technical information
to date; yet unfortunately Loulié was not able to complete or publish it during his lifetime, and the work
would languish in obscurity for centurieBiéces de viol& solos for the viad would continue to be
published in France f or s Eraitéwoad promdorbethedieat a d e s |,
published work of viol pedagogy.

Etienne Loulié was born in 1654 in Paris, where he would live all his life. As a boy, he was a
choristerat the magnificent Sair&hapelle cathedral in the heart of Paris from about 1663 to 1673.
Loulié spent the bulk of his career working as a music teantaitré de musigyehe never held a major
position either at court or churclie published threavorks during his lifetime:Abrégédes principes de
musique(Paris, 1696)Elémentsou principes de musiqu@aris, 1696, 2/169BJ; andNouveau sistéme

demusiqueou nouvelle division dimonocorde . .avec la description dusagedu sonomeétrégParis,

1698). Eléments n particul ar seems to have been an infl

and enlightened contributi ons Yitaastphbishedinanw al en't
English translation by Albert Cohen in 1965. Title bf the latter work louveawsistéme .. 6 us ag e
sonometreplludes to an instrument that Loulié invented that facilitates the tuning of keyboards. This
device, along with hishronométrea metronomdike device with a pendulum, were bahprosed for
use by theAcadémie des Sciences

In addition to his three published works, Loulié also wrote many other studies which were not
published during his lifetime; after his dedih about 1707jhese went to his close friend Sébastien de

Brossard ad do not seem to have been distributed any further.MBtleode pour apprender a jouer la

2pa 1 bert Cohen, GraveoMusidORlincedE Daare Rooke access@dtoberl9, 2023,
http://www.oxfordmusiconline.com
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viole is one of these such works. The manuscript does not hauglaor attribution, but according to
Cohen it can be credited toulié fion the basis of handiting, use of language, format, and internal
r e f e r’8 Inoalié clearlywas not able taomplete théviéthodein his lifetimed the work is full of
corrections andharginalnotes. The subject matter is not presented iroeganiz2d way with pargraphs
frequently looping back teefer totopics covered chapters earlidroulié hadperhapsallowed forthe
insertion offuture material by leaving the occasional page blartke workalso borrows heavily from
R o u s s FEraté) d&s previously notéd Loulié both quoteslirectly from Rousseau for three pages, and
clarifies and expands on his work elsewhere.
L o u | Métt@decovers all the basics of viol techniguéow to hold and tune the instrument,
how to hold the bow, the shape of the left hand, how to move thedrossahe strings, the geography of
the fingerboard, and so on. These topics all coverwaih territory, with a few new details thrown in
(particularly in regards to the bow holddeveand bow
invaluabl® is the detailed information he provides on the various-siwakes used in the school of
French Baroque viol playing, informationh at i s not f ocdeamostrating thevdreatr e el s e,
variety of bow techniques avablle to the violist of the timé-"
Unfortunately,Loulié did not leave us any musical examplesltistrate these bow strok@&she
only music presernis threescales in whole notedt seems as if Loulié had intended for more musieeto
included after these scalashe wroteindications to this effect, such dsis necessary next to practice
playing some selectdgiasses, such as those followiniiit, as Kinney observed, "To quote Bol: 'Alas,
the rest of this page is blankf Incomplete and disordered as the wistkhere are still hints of a

personality in Louli®bs writing. He apparently c

173 Albert Cohen, "An 18-Century Treatise on the Viol by Etienheulié." Journal of the Viola d&ambaSociety
Of America3 (1966), 17.

175 |bid., 20.

176 Kinney, A Tempest51.
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"Some Rules that might be given for mastering the Viol are useless for persons who have no Ears,
because they would not&rw  how t o avail Y hemselves of them. o
As for the i nt en dvetdodelaptbw ebgecves thatthe 'three tteati®sd s
written byDanoville, Loulié, and Rousseau are similar in many aspetkgy were written for leisured,
educated people byen who were skilled nonprofessionals rather than noted perforiihaugh today
they would be called gentleman amateurs, hey wer
Cohen concurs wit h Métkodd © wad s dLiadidméwtes ithe ajof portioh ef
his Method to an explanation of the "2Whletnsis al s of
true, Loulié also directs many of his comments to the "wbeldeacher of beginner¥’expanding the
intended audienda® both beginning players and novice viol teachdnslpful indeed!
The text of the book is rather disorganized, as mentioned above; but there is much useful
i nformation t o r e walrhedestriptibres pfdhe differant kindshodw drokesesd e r .
perhaps the most revelatory information contained here and will be of acute interest to all students of
French Baroque viol literaturel here are also some new specifics in regards to bow hold and the use of
the bow arm that clarifies what haddm written in earlier treatises (particularly as relates to Rousseau).
According to Kinney, Cohen was the first to publish an English translation of part of this treatise
in Volume 3 of the/dGSA Journal from 19668 In that journal, Chen describes th@anuscript as
Aihitherto seemingly unknowno. The entire treati se
as a facsimile) as an appendix to Hans Bal'8asse De Viole. .in 19738 Kinney's complete English

translation first appeared the 1976 VAdGSA Journal and was reprinted in his 2013 Bobémpesin a

7 1bid., 49.

178 Teplow, Performance Practicel.

9CohenfiAn 18Cent ury IBreati se, 0O

180hid., 18.

181 Albert Cohen"An 18"-Century Treatise on the Viol by Etienheulié." Journal of the Viola d&ambaSociety
Of America3 (1966),7-21.

182 Hans Bol,La Basse De Viole Du Temps De Marin Maraigi&ntoineForqueray Bilthoven: A. B. Creyghton,
1973)
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Glass of Watet®® A facsimile version appears in the 1997 Fuzeau publiciiole De Gambe:

Méthodes, Traités, Ouvrages Généraiix

183 patriceConnely, ed.A Tempest in a Glass of Water: Gordon J. Kinney's Translations of French Renaissance &
Baroque Viol TreatisesSTranslated by Gordon J Kinney (Stony Creek, Qld.: Saraband Music, 2013.)

184 paoloBiordi and VittorioGhielmi, Viole De Gambe: Méthas, Taités, Ouvrages Généraourlay, France:
Editions J.M.Fuzeau1997)
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Chapter 16: John Hare 1 The CompleatViolist (1700

Our discussion returns to England at the turn of the eighteenth century with the publication in
London ofThe Compleat Violisappearingtwenty our year s af Maesi @komadloMamecd
The Compleat Violist t oget her Inroduction o tha Skill of Mubilsdill in print in 1700:
the 14" edition appeared this year!) and the upconiihg Compleat Musieklasterform a sort of trio of
English pedagogical works for the viol that were assembled by publishers rather tkem byria single
viol pedagogue (although among these thfée, Compleat Violigs the only one to treat solely with the
viol). The publisher in question for this work is John Hare. Hare,halddirst set up shop in 1695, was

also aninstrumentmakera "ye Gol den Viol" in St. Paul 6s Chur cl
Norman, who also had license to sell the bodkre had taken over the Golden Viol from John Clarke

it heediiohofYout hdés Del i g hearlieoatitionshobhiclir Hacbgpen assuedtby Clarke,

was one of Har e ®d#ard also corcurrpntlythhdia place of busifeesmsda home in
Freemands Yard, off Cornhill; he would move his e
1706 . oHadeéseph joined his fatherds publishing co
Johnoés deEhe@Gompleat Vibligeoke of the comparatively few works that the Hare family

published independently; from 1695 through 1730 the Hares Hadearelationship with the prolific
publisher John Wal s h®andis perhaps lbest knpven doday forypablishifga v o r 0
Handel 6s musi c. Many of Wal shdés publications bea

first of these beindhe Selinstructor on the Violit®” It is not known if Hare and Walsh had a

relationship beyond the professional, but Kidsaggests h at f at..Hara &d Walsmiead

B Wwilliam C. Smith, Peter Ward Jones, and David Hunter. "Haeove Music Onlineed. Deane Root, accessed

December 3, 202http://www.oxfordmusiconline.com

186 FrankKidson, British Music Publishers, Printers and Engravers. (New York: B. Blom, 1967)58.

BDavid Boyden, AA Postscript t o Adavusitologic82nrio.141860), t he t he
41.
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guarrelled, for several of Wal s dtbedattqr éraseddysthe or i gi n
scraper and burnisher. At 1883Johh ldareavas aldoaasseciatedwitly ¢ a me
publisher Henry Playford for a tint€&’

The Compleat Violigs often attributed to Benjamin Hely, likely due to the fact tieais the only

named composer in the book and that his name is featured on the title page. However, the title page refers

to him as ye | ate famous Master Mr. Benjamin Hel

pri or t o ubdlidaten(dndsudgésting that he was a professional musicida) much is known
aboutHe |l yo6s | i f e. Hol man g¢i amemventorg oHee | fg@dsessions,dakdnn g de s
on October 6, 1699, which includes

fifour viols (by Pitts, Hoskins and twsupposed to be Hoskins'), as well as a violinpldrGittar
of Mundon’, and 'an old flute of Scotney', suggesting that he taught the violin, recorder and
Baroque guitar as well as the bass vibhe music he owned included 'loienesonatas’, . .and
'Simsons DivisioVi ol i st . 6 Caseddardagad insheirsRetarmfdBarbadoes'
suggest that he spent some time inGher i b®ean. o

This information sugests an intriguingonnectiorfrom Christopher Simpsothrough Helyto viol

players lving in the New World. In addition to his solo sonata$lie Compleat Violist Hel y6s most

important composition is a set of six sonatas for two bass viols and ground bass; these were unpublished

during Helyds | ifetime bsuipts.survived in three sepa
The title page tells the reader exactly what to exfgent the contents of theook

iThe Compl erAnintraducton fo fhe].art of Playing on [the] Bass Viol wherein the
necessary Rules & Directions are laid down in a plain & liamilethod. WITH A Collection of

the Psalm Tunes set to the VIOL as they are now in use in the Churches where there are
Organs.To which. Are added some select Aires & Tunes, set according to [the] divers manners of
Playing by the G sol ret Cliff [clef], the C sol faut Cliff, & [the] Fa ut Cliff, Also several

lessons, viz. Almans, Sarabands, Courants, Jiggs, etc. Composed for that Instrument by ye late
famous Master Mr. Benjamidely. LONDON Printed for & Sold by I. Hare Musicall Instrument
maker at [he] Golden Viol: in St. Paule's Churghrd, and at his Shop in Freemayasd in

Cornhill near the RoyalExchange; also sold by B. Norman Instrument maker at ye Bass Viol in

~

St . Paul ' s Alley. o

188 Kidson, British Music Publisherss8.

189 Smith, Jones, and Hunter, "Hare."

190 peter Holmanl.ife After Death: The Viola D&ambaln Britain From Purcell to DolmetscfWoodbridge,
England: Boydell Press, 20132.
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It seems cledirom thisstatementhatHely is indeed nothe author of this book; but rather that the work
is a compilation taken from several different sourdess most likely that Hare is the author of the three
pages of text and tlmmpilerof the book; nowhere is another author's name identiflesemnd take
away, confirmed upon examination of the contents, is that this may be the first work of viol pedagogy in
which there is an attempt to arrange the music sequentially in order of increasing difficulty, or at least
with some thought as to a logicadqagogical sequence. The book opens with three pages of dense, terse
text instructions(barely)covering all the essential aspects of viol technique such as positioning the
instrument, bow hold and use, left hand technique, fingerboard geography tféottkble and bass viol,
music theory and notation, and ornamentatidolman claimsh a soméiof the material was just
simplified from Playford'$ntroduction to the Skill oflusickd'®* The first body of repertoire presented is
a set of fourteen psalmne$ slow-moving rhythmically simple pieces that typically have a range of no
larger than an octave. These are notated itr¢tde G) clef. The psalm tunes are followed with
fourteen English country dancesf Thésdareafadleveddby Tunes 0)
seven pieces notated in alto (C) clef, then three more in bass (F) clef. The following twelve pieces in alto
clef (still mostly dances and airs) are slightly more complexidiomatic to the viol (such #se useof
chords) tha those precedirdy perhaps they were taken from a different souiidee book concludes with
the two quite sophisticated fouro ve ment Hely suites, each with an A
Sarabande, and AJi ggo, t haor. fHolmansheds som@lighmthenlagic, t h e
behind, and significance of, theo o lsé af the G clef:
fiThe introduction states that the 'G sout€liff . . . is proper for the Treble Viol, or to play Airs
or Tunes of songs on the Viol' (i.e. tre bass viol an octave lower), and an advertisement
pointed out that it featured 'the divers manner of playing' using treble, alto and bas$obefs.
treble clef was the most common way of notating gamba music in the late eighteenth century,
presumablypecause it enabled players familiar with it to read violin music and songs down the
octave; for the same reason violoncellists began to use it in the IM&&dea probably came

from vocal music . . The Compleat Violigs apparently the earliest soe to apply it to
instruments . . England was in advance of other countries in this resp&ct.

191 Holman,Life After Death52.
192|pid., 52.
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Althoughthe Hely compositions in the back of the book are all unique to this volume, much of
the rest of the music was likely pulled from otherrses. Many of the psalm tunes, for example, are also
found in Playford's publication "Whole Book of Psalms" from 16®Hre work is needed to track down
the origins of the dance turdeso date, only four pieces have been identified as existing in other
sources® Three pieces iiThe Compleat Violiswere first printed inThomas Bray'€ountry Dances
published by Playford in 16890 n e o f thefamaugorlanadf rfo m CdmEruape gal ant e
[ 1 6 9° Thé fourth identifiable piecis the famousTrumpet Voluntary" by Jeremiah Clarke,
formerly attributed to Henry Purcell. Sometimes known as "The Prince of Denmark's March", the piece
is here | abel ed A Ne vAlsdpuhligngd &ytJohn Young e "ARChaice ColleCtion
of Ayres for theHarpsichord or Spinet" the same yeaiTas Compleat Violigf®its inclusion here might
be explained by the fact that Jeremiah Clarke was likely the son of John Clarke, from whom John Hare
took over his shop The Golden Vi8f. Thorp has an explanation fihre difficulty in identifying the
composers and/or sources of the musithia Compleat Violists h e a | | aigidagelydhetot nt
theactivitiesof the musicpublishingfirm of Walsh& Hare,who madeunsubstantiatedlaimsfor many
of their publicationsandsimply piratedmusicscorescountrydancecollectionsandball-dancenotations
whichtheycouldnototherwiseo b t a° BoydeénconcurscallingWalsh& H a r ®dicsii a s tand e 0
Ani mbguwee st i ¥ hiketHeneyPlayford,JohnH a r ebfectiveasa publisherwasto sell as
manycopiesaspossible. He clearly hadhigh hopesfor TheCompleatViolistd on thethird page of text,
hestatesii| f t hi s smal |l Essay meet with a favorable ac

Science, | shall be encouraged to present them with greater Variety of Compositions for ye Viol of ye like

¥MGrace Fel dmdahe@empleat Vidlidramrlo88 dives a complete listing of the known concordances.
1% Holman,Life After Death52.

195C. L. CudworthfiSome New Facts about the Trumpet Voluntakusical Time®94, no. 1327(Sepember

1953: 402

1% Kidson, British Music Publishers26.

¥Jennifer Thor p,-Ma Mt Rance Besearch; ThdJaurnaliofrthg Society for Déesearch
24,no. 2 (2006)117 37.

¥Boyden, AA Postscript,o 42.
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Nature." This does not seem to have taken pld¢e: Compleat Violigtad but a single printing and was

not followed up with a sequel.

As John Hareilis The Compleat Violists an "Introduction” to viol playing, it is ostensibly
addressed to the beginning viol player; the opening pages of text are clearly written for those with
minimal musical literacy While the text does provide®me interesting ahunique information, such as
its descriptions of various time signatures, the technical information on how to play the viol is too cursory
to be of much use to the serious modern studeoday's players will be well rewarded by the music
itself, howeved it is all historically relevant and not found in other sources of works for Waleover,

Hare really seems to have made an effort to provide appropriate music for every level of player, on both
the treble and bass viol, makimge Compleat Violighberhaps the only work of historical viol pedagogy

to do so.The introductory psalm tunes are melodious begintéagl pieces for the novice

player. Intermediate level players will also find a lot to edjaye dance tunes lie nicely under the hand
(particularly on the treble viol), are musically engaging and provide an excellensseam of English
country dance music at the turn of the centdrlie dances for bass viol are appropriate for intermediate
level players.The Hely dance suites foabs viol are the standout compositions in the book, and are more
appropriate for advanced players.

TheCompleat Violistvas published in a 2015 facsimile reprint by Corndtolag!®® The
facsimile is also available as an eBook, for which documentatisparse; it is also available as a free
download on IMSLP.There seems to have been a facsimile published in 1990 (WorldCat describes this
date as approximate) Wu si kakademi e in W,grzburg; this edition

worldwide?® GraceFeldman has also prepared an edition of the complete work ir"%g88this is the

199 BenjaminHely, The Compleat VioligtStuttgart CornetteVerlag, 2015).

200 BenjaminHely and Hermelinde KlemiThe Compleat Violist or an Introduction to Ye Art of Playing on Ye Viol
(W¢grzburg: MOS0 kakademi e

201 Benjamin Hely,The Compleat Violised. Grace FeldmafRlace of publication notientified]: Grace Note
Press, 1988.)

67



earliest date | can find associated witihe Compleat Violisit is unclear if it was available at all prior to

that. There are a few other editions of the Hely solomigdic.
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Chapter 17: William Pearson/ ThomasBrowne 1 The CompleatMusick-

Master (17221704

The third of our English publishessembled viol tutors iBhe Compleat Musieklaster, which
is sadly also the final work of viol pedagogy to be writhex published prior to the twentieth century.
There has been even less scholarly attention in the viol community given to this workThan to
Compleat Violistmuch about it is still unknown. A sole copy of the work exists, housed in the British
Library; this copy, dated 1722, states that it is the third edition of thedboogiesof the earlier two
editions do not seem t dntrddaction to theiSkil of Musickhe Corhpleite P11 ay
MusickMasteris a multiinstrument tutor, coaining information on how to play the flute, violin, and
oboe in addition to the viol. Itis in part thanks to scholars of those instruments that we have as much
information on this work as we do.

The title page othe Compleat Musiecklasterstates thattiwas "Printed byand forWilliam
Pearson" (italics mine), so it is possible that Pearson had a hand in assembling, and perhaps even writing,
the work. Pearson was active from 1699 through 1735 and was the undisputed leader in the field of music
printing,i nt roducing i mprovements-TyadmdNet eot ywkbi cbught ¢
on the title page of t IneodwetionyththeeSkilhof Musidkamili2d,on of Pl
which Pearson printed). &drCooss Alley)@MnhStieet, aandow. n 6 s o f f i
Kidson states that Pearson #dpr i ni?eiingfquestionséiséo aut ho
the difference between a music printer and publsheh er e i s no Apublished bybod

or Jo h €onilaat \GoissSo me of Pearsond6s more notable prir
works by Henry Playford: thBleasant Musical Companigof which he printed several editions between

1701 and 1720; editions of timncing MasteamdCo mp | et e Danci ng ;dMMdstemlr 6 s Co |

202 Kidson, British Music Publisherss9.
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editions of thdntroduction to the Skill of Musieetween 1700 and 1730. Pearson also printed editions of
D'Urfey'sWit and Mirth, or Pills to Purge Melanchqlgnd Simpson'€ompendium of Practical Musi

However, establishing authorshipTfie Compleat Musieklasteri s compl i cated by fAThe
READERO, which is signed by one AT.B. 0 The ident
were not for the research of Michael Tilmouaiho, in compiling hiCalendar of References to Music in

Newspapers Published in London and the Provinuaticed this advertisementtime September 12, 1704

edition of The Weekly Reviews of the Affairs of Franceof al | pl aces :-Magef,he Compl
being Plain, Easie, and Familiar Rules for Singing and Playing on the most useful Instruments now in

Vogue, Viz Violin, Flute, HauBoy, BassViol, Treble-Viol, Tenor Viol. . .With a Preface, and the

words Corrected by t2 é addiion ® prwidingithe aenttysof TBB:, thiwn . 0
advertisement establishes the dat eCaerddaralshe publ i ca
identifies an advertisement fohe Compleat Musieklasterplaced on January 2, 1707 in the newspaper

The Post Manthis was likely near the date of the publication of the second edition (why there was a
fifteenyear gap between the second and third editions remains a mystery). Boyden provides information

on Brown in a f oot ndi704)was aweHkoomrasatirids of iherimeH{s1 6 6 3

collected works, published 177in two volumes, contain the facetidustters from the Dead to the

Living in which he refers to certain contemporary musicidiifse Preface and the corrected text b

Complea MusickMaster. . .must have been one of Brown's last pieces of work, since it came out in the
year of his death. The tone of the Pr?¥fdeede i s se
the aforementioned advertisement identifyingBm descr i bes..lbi, mmas hAitalse dii at ¢
page ofThe Compleat Violigh describing Benjamin Hely. However, the advertisement describes Brown

as merely having Acorrectedo the t exthorghipbatkhe b ook

on William Pearson.

23 MichaelTi | mout h, #fAA Calendar of References to Music in New
17 1 RM.AdResearch Chronigleo. 2 (1962)56.
“BoydAnPo&t4&cript, o
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The fact that three editions were printedrbe Compleat Musieklasterover a period of
eighteen years implies that the work had a degree of success in its time; haagvevjously stated,
only a single copy of jughe third edition ofThe Compleat Musiekastersurvives today. Boyden stie
light on why this mightbei The fact that so few copies of these
probability that they were much in demand, used intensively bydteiers and then thrown away,
having been sold unbound in oblong format for a relatively low price (usually, 1 shilliqg,esir % ) . o
Tilmouth elaborates on this point:

fithere was clearly a popular demand for [instrumental tutors]. Very few of thelss Wwere

privately printed by musicians. Most of them were brought out by publishers and were
undertaken for profit. The editions were probably quite small, for it was necessary that each

successive issue shoul d ber, shquldindompazate samrdewe asi er
technical devel opment, and, in the appendix of
collection of ®airs five years old. o

Popular thougiThe Compleat Musiekastermight have been in its time, in his Prefatehe work
Thomas Brown points to st or mhichllateuldms sooyrtoseelse hor i z o
much out of request in England, when they still preserve their credit in France, from which country we
used to borrow our other fashions notammmendable as thés(This sentence does impressive double
duty in both praising the viol and maligning the FrendBfyden further elucidates the changing social
roles of the violinand thevioii The | arge number of povpuollarn évsi oelnion nt
popularity in England around 1700 and to an increased interest thereafter. The fact that the musical
pieces varied from one issue to another of the same work shows also the voracious appetite for violin
music in England among amatevaygrd a f act not g¥®nerally realized. o
The title page describes the contents of the book thusly:
"The Compleat Musickvaster: Being Plairkasie and Familiar RULES for SINGING, and
PLAYING On the most useful Instruments now in Vogue, accordingg®udiment®f Musick.
Vis.,VIOLIN, FLUTE, HAUT-BOY, BASSVIOL, TREBLE-VIOL, TENOR-

VIOL. Containing likewise A great Variety of Choice Tunes, and fitted to each Instrument, with
Songs for two VoicesTo which is added, a Scale of the Seven Keys of kushewing how to

205 |pid., 42.
206 Tilmouth,i Ch ambMusi ¢ in Englando, 150.
207Boyden [ A Po#t script, o
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Transpose any Tune from one Key to another. The Third Edition, with Additidd§DON:
Printed by and fowilliam Pearsonand Sold bylohn YoungMusicatinstrumentMaker, at the
Dolphin and Crown in St. Paul's Chur¥lard; and E. Miler at the Violin @ London

Bridge 1722!
The ATable of the Principal Matter containdd in t
first, ADi rections for SI NGINGO; t he second, ifRul
Tred e or Tenor Viol so; the third, ADirections for

FLUTE. 6; and the fifth, Bbiyr &ct iThres cthamptRIraywinng he
followingsubc hapt er s : Al . Of ith théa rmethddiofohblding i di. OT therChamagters, w

and Graces, with a Scale of the Notes, as they pass through one CIiff to another, and a Scale of the Notes
rising by Semitones or half Notes; with Examples in the Bass, Treble and Tenor Cliffs, &evéfibby]

Easie Lessons for beginners on the Basso | 0 . There are twelve pages to
viol, out of a grand total of seventyo (plus an appended twedtyo ur pages of @Al essonsc¢

violin and oboe); of these, only dmave written instructions; the remaining six are scales and nine

musi cal iAltheughsversiossoof the information in this book have been seen elséwhere
Til mouth comments that f#Aal most all thearlyyi nstrument
identical account s o f% thé passagesmm how to play the violnseem toiber g e r i n

unique to this work; it is distinct from its English viol tutor predecessors (Simpson, Mace, Playford, and

Hare). This is rather surprising cotsiing that Tilmouth and Gru$Hallege that the chapters on the

violin and oboe are pilfered from other tutors. The languagdefCompleat Musieklasterhas its own

charm: for example, in the section on tuning the instrument (a subject both Simpddacanavoided!)

after givingthebynow st andard instruction to Ascrew up the
conveniently bear wiftulra thte r Butabyaukdosibd g ethert[tieqitclaali t h o r
the second string] be tooghi or too low, you may prove it thu#.it gives the sound required, or agrees

with Dlasolre, by stopping the first, second, third, or fourth Frett, it is so much to high, and must be let

28Tji | mouth, AChamber iMusic in Englando, 150
209 James Grush, "A Guide To The Study Of The Classical Oboe" (Doctoral thesis, Boston Universitfd@c¢heo
Arts, 1972).
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down: but if it gives the sound at the sixth or seventh Fref,50 much too low, and must be
still screwdhi gher . 0 This practical advice for the inex
tutor.

As previously mentioned, there are nine musical selections for the bass viol in tBetivook
preludesf i ve fAAyreso, and one fAGavot o. Unsurprisingl:
works (the vocal selections cretlie "late Mr. Morgan, "Mr. Barrett", and Henry Purcetiyt the first
Ayre, on page 31, corresponds closely to a pieddibglas Hotman (c161-4663), the aforementioned
founding father of the French Baroque school of v
several manuscript sources, although under many different datimesCracow manuscript titles it a
i B a |, dseldedthe Kassel manuscripkD4° Ms. Mus. 108.3 S. (in which it is notated in tablature). In
yet another souré®t he piece is titled AThe Skolding Wifeo,
referred to. This Ayre, along with two oth&yres in Dminor on page 36 ofhe Compleat Musiek
Master, also appear in the #&entury music manuscript the "James River Music B8bkihich was
owned by at least ten citizens of Williamsburg, Virginia (including the mayor!) between 1730 and 1812.
There are manmysteries to be parsed here, such as the path by whichgefifitpld unpublished
French composition came to appear in an English viol tutor, later to be copied in a manuscript in the
American colonies; but all this pointsTthe Compleat Musieklaste® s i nf |l uence extendin
British colonies, and to the presence of the viol in Colonial Virginia.

In his Preface to the work, Thomas Brown marKéte Compleat Musiekasterdirectly to the
gentleman amateur:Nbthing is so great an Ornamentatgoung Gentleman as [music] is.gives a
happy bent and elevation to his thoughts, it Refines and Polishes his Manners, and is so far

from hindringhim in his application to Business, that it secures him from those Temptations, to which

20GBCfmMm MU MS 647 p. 13, according to the Viola da Gamb:
Music for Viols, https://vdgs.org.uk/thematic/

2!Mss5:5 C6454:1, held in the VirgingabdMoulseum7 80 Hhpt da
Cocke. Named by Loren Ludwigin T h e V Gambamn EighteenthCentury Virginia and Maryland: New and

Reconsidered Evidence]ournal of the Viola d&ambaSociety of Americal (2019 20), 27i 66.
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plenty and idkness expose those Persons, who don't know how to employ their vacant Hours otherwise
than in unlawful PleasuresBrown further describethe book a®fferinginstruction in general music
theory, voice anda varety of "useful" instruments, also provigimusic to playonthemlIfod ay & s
learner will perhaps find the technical information on how to play the viol a bit rudimentary, especially
compared with the earlier comprehensively detailed French tutors, but the book still fills a valuable niche
in having short, tuneful musical selections geared squarely at the intermediate player.

The history of the availability ofhe Compleat Musieklasterto modern audiences is a bit
difficult to parse. The facsimile does not seem to have been widely availabdeprettigital era; and a
modern edition has yet to be published. Currently the facsimile is available for digital download through
Eighteenth Century Collections @@re (ECCO) ECCO describes their digital book as being a
reproduction of the originalfra t he Br i ti sh Library, and credits
Farmington Hills, Mich.: Thomson Gale, 2008/orldCatshows that at least forsix libraries list this
digital resource in their catalogueEhere has been a print edition availabletiyh Gale, the parent
company of ECCO, with a publishing date of April 18, 204#8p6://www.amazon.com/Compleat
Musick-MasterInstrumens-AccordingAdditions/dp/13795601§0however, it seems to be currently out
of print (WorldCatshows that five libraries have this print copyf).The British Library holds a
microfilm (as do six other libraries)And, as with so many other early priritse facsimile is currently

available for free download on IMSLP, where itagributed tawilliam Pearson

212, B. T., Compleat Musiciaster Being Plain, Easie and Familiar Rules for Singing and Playing on the Most
([Place of publication not identified]: Gale Ecco, Print Editions, 2010.
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Chapter 18: Anonymousi Instruction odereineanweisungauff der

Violadigamba(c. 1730

As obscure as the details of the lives of some@#tlthors in this study are today, at least we
know their name® the identity of the author of this next work, the final viol method book known to be
written prior to the twentieth century, is completely unknown. Bettina Hoffmann seems to have single
handedly rescued this unpublished manuscript from complete oblivion, thanks to her facsimile edition
with translations published in 2014 by Edition Guntersberg. Hoffmann is our sole source of information
for this invaluable book, which is the only Germlanguage instructional manual for the viol that
surviveswritten afterHa n s Qwusica €efisslwas published in 1532, two hundred years earlier. In
addition to the i nf itcadneeton penformante pvactioelis atvaduable stong in e |, f
our all too patchy view of the mosaic of German music in the first half of the eighteenth céfitury."
Thelnstructionodereineanweisungauff der Violadigamba(lnstruction or a Method for the Viola

daGamba first came to light in 1844, when it en¢erthe collection of Carl Ferdinand Becker (1804

1877), whom Hof fmann describes as a Acomposer, or
the Leipzig Conservatorium, musicologist®and the
Beckebs coll ection of early printed musi c, manuscr i

important library; during his lifetime he attempted to produce a classified list of older publications, and

after his death he bequeathed his library to the cityeqidig, where it still residedJnfortunately,

Becker did not leave us information on how he obtainednitteuction. . .; it is also unknown if he

knew anything regarding the identity of the author, the provenance, or the exact date of the compositio

of t he wor k, although he did write AAround 17300

today regarding the workoés cr eat idoihhe musieabstyleoiann s e

213 BettinaHoffmann,Instruction Oder EinéAnweisungAuff Der VioladigambalHe i d e | b&¢r ngt: egrEsdb. e

2014, VII.
214 Hoffmann,Instruction VII .

75



the ornamentation and of the admittedly simawsic examples, the explained tempo markings, the style of

the hand and sever al o t?htleedateof 1&30.eHoffnanndsa@lsoabledto ne at | vy
narrow down the gagaphic provenance of thework:l Bec ker 6 s col | ectar@n of mu:¢
almost all connected with Saxon cideteipzig, DresdenZschopawandWe i Cenf el s 0. She al

some speculation as t o Ulimatelywe casbeluredhatdhe autharof of t he
thelnstructionwas a gambist: some of hiechnical advicé especially on bow technigfiebears witness

to personal experiencé'® Hoffmann goes on to list the viol players who were active in Saxon;ditigs

c o n ¢ | u daeoar currénastate éf knowledge, it cannot be determined whiclesé thhusicians could

have been the author of threstruction or whether we must seek elsewhere among the many other

German gambists of the tingé"’

Compared to Louli ®06s unpublished manuscript, w
organization, thénstructionseems to have been left adtage much nearer completion, and in quite good
condition; it could have been copied professionally. There are few corrections, and topics are organized
l ogically, unl i l@dhe subjectiobeach ch@risscleathyostatedraethettop of the page
and the subsequent writing doesndédt meander from t
being prepared for publicatidnbut theories about the intent behind the work are ultimately speculative.
Hoffmann provides additionabatext Affer 1712 German publishers lost all interest in the viol: the
extremely rare editions of exclusively solo viol music were produced in such smaluymsrthat hardly
anything of them has survived .It is na at all surprising therefore that the only treatise in German
devoted exclusively to the viol remained anonymous and has only survived in a manuscrigt®copy.

The technical information on how to actually play the ridhe workis rather patchynd tese
The book begins with a cursory explanation of how the viol is tuned, then a map of the fingerboard

Theoretical information is then presented, on subjects such as the basics of music notation, rhythm, clefs,

215 Hoffmann, Instruction VII.

218 pid., VII .

217 bid., IX.

218 Hoffman, The Viola da Gamh&88 9.
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chromatic symbols, and the li&efor example, the first ending repeat sign is defined here for the first
time in a work of viol pedagogy. It is noteworthy that pitch names (a, b, c, etc.) are used exclusively;
solmizationsyllables (A la mi re, etc.) are nowhere to be found. Thesglgof musical terms,
particularly the definitions of tempo markings, is quite helpful and a first in a viol tredtimemiddle of
the book has a section presenting arpeggios, chords and scales in a wide variety of keys, again a first in a
work of viol pedagogy. There is also a section on ornamentation, with written definitions and rules
governing theirusaget he only work besides Rousseaub6s to pr o\
perhapofthemost i nterest t o t odaingdexamplésoflbowngrblesl ar ar e t
comparable to Rousseauds; suggestions on how to a
(Geminani'dreatiseThe Art Of Playing On The Violiwhich providesarpeggiation examplesouldn't
appear until 1751)and the examples of melodic/motivic passages with diminution or division
suggestions, such as seen in Ortiz, Rognoni and Simpson, a subject uniquetoeanug source.
There are several other helpful pedagogical tips unique to thidwdoffmannpoints out that "mong
the more original contributions in these chapters
be mentioned*®s he is referring to the instruction to fAve
(nonsense?) syllablespaeful pedagogical todl Gerle, writing two hundred years earlier, is the only
other of our authors to suggest this strategy

Happily, thelnstructionprovides a large quantity of music to play, in the forrseferal
exercises. These are all quite shtire longest being-6 measures, and all serve to illustrate a musical
concept of some kiré perhaps the musical selections in this volume are better termed "examples" rather
than "exercises", much less "piece¥he first mugcal examples appear oages twelve through
fourteen consisting of eleven lines of music with symbalsme indicating bowing suggestions or rules
and otherglemonstrating "the relationship between beat and bot##Ad hree pagesontain arpeggios,

scales, cadences, and bassiigas in sixteen different major and minor keyBhese are indeed playable

219 Hoffman, Instruction 1X.
220 |pid., 12.
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exercises, the chords being well voiced for the viol with a lot of varRagetwenty-six contains the
aforementioned four lines of examples of chord arpeggiations, whicle shokt, are quitplayable And
there ardorty-six examples of ornamented melodic figudrebat is,diminutions One could certainly
play through all these, in the sense that one could play through allRbgmonio r  Or t idzhisi |l i c ks 0
would bea good way to learn this musical language.

Thelnstructionpurports to be a complete viol tutdts author certainly seems to think that this
book contains all one needs to know to play the viol, as it concludes on page 30: "When a scholar has
undestood and put into practice these instructions, he needs no further information, and can assist
himselfo This is patently false as this book omits many of the most basic components of viol instruction
such as how to position the instrument, how to timédbow, left hand technique, and the likeis
unknown who would have had access to this work at the time of its writing, but this sentence also
suggests that the author of tinstructiondid indeed intend it to be distributed to a wider audience.
Today,theadvancedr professionaplayeris mostlikely to benefitmostfrom this book, notthe novice
or casuabplayer.

The four most fascinating and unique things aboutrtbguctiont o t oday és reader wi
the arpeggiation suggestions, unigueiol pedagogy; the bowinexampled only Dubuisson and
Rousseau have so far triedftemulatesuch systematic rules or provide such a wialéety of exampés
for bowing; thewritten-out suggested ornamentation "licks" at the end of thedadlo&likes of these
haven't been seen since the laté déntury; and the rulegoverning when to use specific ornaménts
again, only Rousseau had tried to do this previously.

As previously mentioned, Bettina Hoffmann seems to be solely responsible fangebeu
Instruction oder eine anweisung auff der Violadagarinben oblivion. Her facsimile editigrwhich has

parallel translation and commentary in German and English, was published by Bdititaisbergn
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2014272 Theoriginal print resides "in the music library of the Leipzig City Librari&sindis currently
available digitally on RISMRépertoire International des Sources Musicpatés Much more study is
needed of this interesting worlAccording to Hoffmann herself in her publicati®he Viola daGamba
pg. 289: "And yet [thénstructior] remained not just unpublished Buas far as we can tell today

totally ignored"

221 BettinaHoffmann, Instruction Oder EinéAnweisungAuff Der Violadigama (He i d e | b&¢g ngt: e rEsdb.e r g,
2014)

2221pid., VIL.

223 https://opac.rism.info/id/rismid/rism225005554
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Chapter 19: Roland Marais T Reglesd 6 A ¢ ¢ 0 mp apgunla Bassedé

Viole (after 1738

This next work, attributed to Roland Marais, has much in common with that of Dubuisson: both
are handwritten sets of instructions, perhaps notated by a pupil, appendedidoteon of the
composer6s musi c. They both al s o006 whentooptuseanthuc h of
when to pull. In the almost seventy years separating the creation of the two works, the French Baroque
school of viol playing had devegded considerabf the level ofdetal n Rol and Mar ai sds wo
range of subjects he covers far exceeds that of his elder.

As previously observed, Marin Marais was a remarkably fertile man, fathering nineteen children
with wife Catherine.RolandPierre was the fourth, born some time before 86Béney and Gammie
both give Rolanddéds birth date as HAc. 1680, 0 but R
father published FB4ins1686.i Natarally, Mantaugbttis son how to pay the e s 0
viol; by 1709 Marin judged Roland accomplished enough to perform for Louis X1V, together with
hi mself and two PRdI &Rmd acmamtsi rbu eod htea sfoohewasw i n hi s
publishing works of pedagy by 1711, but unfortunately hidsouvelleméthodede musique pour servir
doéi ntr oduct madernemalongerasurvivesu ftsditle suggests that it is a general music
method book, perhaps with an emphasis on contemporary performance practide;unknowable
whether it contains any pedagogy specifically for the vikbland married Mari€atherine Godelard in
1715; the couple had a son, Alexan8dix, in 1722. Unfortunately, tragedy would strike the family: six
years later both Mari€atre r i ne and Rol andés father Marin died,
Despite these losseRplandwould go on to greater professional success in the following decade,

achieving a reputat i on?® heperfomediomaistoneioscdsiomwgth vi ol pl

224 Lucy Robinson, "Marais, Roland{ierre)."Grove Music Onlinged. Deane Root, accessed Deber 9, 2024,
http://www.oxfordmusiconline.com
225 |bid.
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fellow seconegeneration viol virtuoso JedBaptisteAntoine Forqueray Marais also resumed his

publishing career: he produced two volumePRiétcesde viole the first in 1735 and the second in 1738.
According to Robinson, theser e f u |l | of fitunef ul rondeaux and sim
viol music of that date. . His pieces have much charm and grace, and take some adventurous harmonic
tur?fAgain following Marinds exampeisstructRmsindiad pr ovi
musid@ fingerings, bowings, and ornamentation, using the same symbols as his father (providing a rare
example of two French Baroque composers agreeing on the defanitioterminologyf ornanentation

symbold).

The first page othe work under discussion carries the headm$ 3t Sa 5QI 002 Y LI Iy SYSyi
de viole It consists of fourteen manuscript pages (some of which are blank or only partially filled out)

GKFGd 6SNB o02dzyR Ayaz2 | 0O2f t SolindsdRieces fie Viodwk Y R a I NI A
housedn the Nederlands Muziek InstitughNL-DHnm), in The Hague, Netherland# is unknown who

originalyow/ SR ' yR 062dzyR (KA&a YIydzZzaONALIGI (23SGKSNJ 6AGK

unknowable is the exact date tieegless SNBE gNA G GSYy T GKS &SI NPiéc&sS as

2YF

O«

was published1738 would seem to be the earliest possible,less theReglesvere written prior to the
publication of the second volume and saved by the owner to be bound at a lated dateinlikely
scenario.As theReglegead as if they were dictated from a lecture or discussion, it seems unlikely that
Maraishimselfwas the scribddeas are presented seemingly at random without much underlying logic or
pattern. Theseveral blank and partly blank pagecattered throughout the work suggest thatules

was not transcribed in one sittimgas Gammie statesiWhether or not more information was intended

for those pages we shall never knot’"There is almost no personality revealed in this \Waitks dry

as a bone, consisting solely of lists of rul@is likely reflects the method by which it was compiled,

either by dictation or memory, amfarthersuggests that it was not written down by Marais himself, the

226 |pid.
227 Roland MaraisAccompanying Rules for the Bass Yicdns.and edlan Gammie (St. Albans: Corda Music
Publications, 1997%.
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ostensible originator of the infaration presented in the work. Compared to the other manuscript works

previously discussed, this work is in a similar level of (dis)organization as thatilidd s , and i

closeto-finished product like thénstruction. . . auff der VioladigambaWhat can be safely assumed

not

about all three works is that they would have been available for viewing by only a very small number of

people at the time of thedreation

Perhaps unsurprisingly, giventhe streafit ons ci ous nat urieatioo,f t he
R o | a Reglésio not come with a table of contents. Muwaf the work is devoted tmlving rules and
ornamentation, both of the division type andadlgegémentsnore typi@l of French Baroque musiand a
small butvaluableamount ofpedagogicainformation, particularly oeft hand techniqueThere are
even a few nuggets of useful bow technigue unique to this work: Marais prawtezsdescription of
how and wherto executea hooked bowingGammie concurs: "The Rules . give us usefuinformation
about bowing, particularly in the context of dance musicpackes devioles and they confirm what
other writers tell us about left hand fingerifd€"Wh i | e s o merules for bdhang raay evérlap
(or contradict!) those of Rousseau, maxs unique to this work, as are the suggestions for "doubling
notes;" that is, "for continuo players.to. improvise modest divisions of a given part at sigta’ skill
not addr es s e dDivsionWiolgom3esthp s on 6 s

There are no specific raical examples given in theegledo illustrate the text; but in the Corda
edition Gammie helpfully provides musical examples, which he explains are "fictitious, but based on
material found in the viol repertoire," to illustrate the majority of the rigdethe various musical
situations described in the textammie provides ten pages of musical examples itakin largely
from the works of Roland and Marin Marais, which illustitstenty-three examples of the fingering and

bowing rules found in thérst twelve pages of the original text.

228 |pid., 1.
229Kinney, A Tempesit4.
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There is some disagreement between Gammie and Kinney as to who should folRegltse
the soloist, or the continuo player. Kinney advocates for the |4tteconsidering Roland Marais's
'Reglesit is imperative to bear in mind that he is addressing himself to the playing of the continuo part of
an accompani ment on the vi ol Z°Kinaoeyfuther hates thasince ons or t
fingerings and bowings are not often provided intheicont o parts of French Bar ogq
rulesareinvaluable in their interpretationVhile the title othewor k ( whi ch Kinney tran:
of Accompani ment for the Bass Violo6) would seem t
ithesBnglkerm 6accompani mentd may not dlratée t he f
6The playing of the accompani ment for concerts
of all ©playing; because it iasompagremeimdhundati on o
reference to basso continuo playing, but he goes on to say that it includes all aspects of sight
reading and ensemble playing, and particularly the art of knowing the right style for a piece of
music. Hence we see much the sameinRdldadr ai s i nstructions, even
also of the soloist. Hisadvice.[ i s] both for cor¥inuo player an
This would seem to be a bit of a |l eap of |l ogic, a
accompanying rules @aextrapolatedo solo viol literature.Althoughit's a bit dry reading serious
studentof FrenchBaroqueviol literature particularlythoseinterestedn the art of continuoplaying, will
certainlywantto takealook atM a r aowsngrulesandornamentationsuggestiond theyprovidemuch
food for thought.
Rol and Rdgesave lseén available commercially for several decades, although a
facsimile edition never seems to have been published. Kemteyp t e s t h a tpublished fortheo r k wa
first time [in 1973] as Appendix C in Hans Bol's compendious WwarBasse de Viole du temps de Marin
Mar ai s et doAdt Kinnay'sEn§lishrlagguage teyslation first appeared in
theVdGSA Journal, vol. 13 in 1976 and was reprinted in his gabibnA Tempest in a Glass of Water

2013. lan Gammie published his English translation through Corda Music Publications in

201pid., 65.

231 Marais transGammie Accompanying Ruleg.

2%2Kinney, A Tempest61; Hans Boll.a Basse De Viole Du Temps De Marin MaraisiBintoineForqueray
(Bilthoven: A. B. Creyghton, 1973.)
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19972* Kinney's translation, which uses the American terms for rhythmic values and bow directions,
"endeavors to be as literas possible?3*while Gammie's, whichses British terms, compromises

fibetween a stilted, literal version and a freeeeling departure from the original wolidsorder to

render the overall sense or intentiptalics mine]. | have tried to produce an Ealy text which reads

tolerably well as idiomatic English but which does not stray too far from the vocabulary used by Roland
Maraist?®®> Which, for this reader, does indeed mean that Gammie's version is often more readable, but
Kinney's is perhaps moreloe t r ust e d, theaoserall sertsear iptengoh icnogu Iid b e c o me
subjective. Gammie, however, offers some needed context missing from Kinney: "where the text seems
either elliptical or ambiguous | have inserted a brief discussion of what theabtext contains and what
different gloss of meaning may be deduced fro®#tGa mmi eés di gressions are i

helpful.

233 Roland MaraisAccompanying Ras for the Bass Viptrans.and ed. lan Gammie (St. Albans: Corda Music
Publications, 1997

2% bid., 61

235 Marais transGammig Accompanying Rule&.

236 |bid.
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Chapter 20: Hubert Le Blanci Défensedela Bassede Viole contre les

Enterprises du Violoret les Prétensions du Viohcel (1740

TheDéfensas one of the more unusual works on our list. It is not a work of pedagogy per se,
rather a prose dialectic written in dialogue form
in the French musical world agairise changing times as personified by the violin (Rutledge calls the

wor k fia fanciful a p Bt TheDéfansds perhaps mdire valualde as arecord u me n t
of French migeighteentkcentury performance practices than as a useful work opeidhgogy, but it is
worth including here for the bits of information on viol technique that are scattered throughout the work,
for its references to the performing technigues of the star violists of the day (M. Marais and Antoine
Forqueray),and mostofd f or Le Bl ancés many descridopti ons of
information that is both difficult to express in words, and often completely lacking in other works of
pedagogy.

To cite a common theme in this study, not much is known abelifé¢hof Hubert Le Blanc. The
date of his birth is unknown; Jackson specul at es
sometime between 1690 and 1Z#,implying a birth date of no earlier than 1670, perhalackson
knew of only two @finitive facts about him: that he was a Doctor of Law, as stated on the title page; and
that he was aabbé Rutledge speculates about the possible interconnectedness of these twofpieces
information:fAWe must wonder whether his degree was in cividanon law, or only in canon law, for he
was also ambbé according to Michel Corretle Vi ol e d780).r . He greatest significance of

his having been a lawyer is surely the fact thaDidifensehas as its form a dramatic courtroom scene

with each side presenting its arguments to be judé@drhe last bit of biographical information on Le

237 John Rutledge’Hubert LeBlanc's Concept of Viol SoundJburnal of the Viola dé&sambaSodety Of America
17 (1980),28.

238 Barbara Garvey Jacksditjubert Le Blanc's Defense devle." Journal of the Viola d&sambaSociety Of
Americal0 (1973), 11.

2% Rutledge,'Hubert LeBlanc's Concept of Viol Soun®8.
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Blanc comes from Cyr, who adds that "After a periodeagétaired'état de la guerrén Paris, he was
obliged to retire t 3% miomatidnehatsaisesrmorenquésfiodshatito 17 2 6 0
answers about his lifeToday he ihiefly remembered for thBéfensé Rutledge refers to him as
Avirtually unknown tDefertscaeemshoibs Hisonlyycontrilbutiomio the field The
Despite this relative neglect, Le Blanc remains an important chronicler of the change in aesthetic attitudes
that took place in France i# the first half of th

Unlike many of the other works from the eighteenth century underdiscuon, Le Bl ancods
Défensalid receive publication. The reasons for it being published in Amsterdam (by Pieter Mortier)
rather than Le Bl ancdébs hometown of Paris are open
"According toFétis [Francois Josep¥etis,Biographie universelle. ., 1878], he could not find a Paris
publisher for his book and had to publish it in Amsterd&hen news reached him that Mortier would
print it, he was supposed to have been 'so transported with joy that he leftléordHn the state he was
in when the news reached him, that is to sapl® dechambed pantaloons and night cag*® Le
Bl anc and Mortieroés relationship must have been m
work, Le Czar Piere Premier en Francen the followingyear (1741). This lengthy wodoncerns
fictive dialogues fAon philosophical, ethical and
number of other historical figure8t he o pi ni olreszadharmonize soaly dith those dfie
Défenseandamplify Le Blanc's ideas in certain instanc#&s."

LeBl ancds pr ol i isdividedmogheer partsa the finsbconkrasts Frepiebes
against the Italian sonata style of writih¢he Frenb style as personified by Marais is characterized by a
sound | i ke the chime of a ¢l ock, with the bow str

betweenthebow t r okes; whereas the | tal i awhichsikethdveicei s mor e

240 Mary Cyr,"Le Blanc [Leblanc], Hubrt," Grove Music Onlinged. Deane Rootcaessed January 3025
http://www.oxfordmusiconline.com

241 Rutledge.'Hubert LeBlanc's Concept of Viol Soun®8.

242 JacksonHubert Le Blanc's Defense deviole,' 11.

243 |bid., 29
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is masterfullyshapedn motion, like clay onthepotter'swheel ¢# The second part features an argument

bet ween the personification of the Violin and the
its delicacy and ability tplay harmony as compared with the violin, which is more suited to large halls

and hi g B*%making the rather, soarky point that the viol sounds best when heard up close,

whereas the violin sounds better heard from a distance. These passagesisefutbgocial context as to

why the viol fell out of fashion. And the third
some of the problems he has raised, such as specific technical advice for the viol regarding tuning, left

hand fingemg, and shifting. Le Blanc presents a detailed philosophy on how shifting the left hand

position should reflect the phrasing of a pi@deformation that is, | believe, unique to viol writingfe

also alludes to a difficulty with contemporary FrenabhVi pedagogues teaching fdby

instead of pr es e?fbothednoing commainis attaréd by ThemasMace,about the

ACl oseness of Masters in the Arto more than sixty
v i o Inbss. Udfertunately, thBéfensel o es not contain any musical sel
idea® it i s strictly a work of prose. LedaBl ancbdés wo

Jackson notes, "His style of writing, as is typiof his time, is full of mythological and historical

allusions, often illuminating but frequently merely literary garnishdis.choice of allusions as well as

his sometimes violently angry language display a pugnacious spirit tempered with \wigttaps it is

best not to take Le Bl anc®dki mmeaey cautiidemg trhatt i mtgc
being malicious because of the invective he puts in the speeches of his personalized instruments, as some
critics have done, is to take hiwnotliterally and only exposes theirownwantaf@a ns e 0% humor . 0

Still, despite the fact that Le Bl anc did not ach

244 JacksonHubert Le Blanc's Defense devile," 21.

#5Cyr, fAlLe Blanc. o

246 Barbara Garvey Jacksdhubert Le Blanc's Defense devmle (continuation), Journal of the Viola

Da GambaSociety of Americal (1974),18.

247 Jackson;'Hubert Le Blanc's Defense devmle," 117 12.

248 Gordon Kinney, Introduction telubert Le BlancDefenceof the Bass Viol Against the Enterprises of the Violin
and the Pretensions of the Violonceli@ns. Gordon J. Kinney (Microform, 196%,
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enterprises of the violin and t hecadpyd egdJackseni ons of
notes, "For all its drawbacks and oddities, Le Blanc's little book is still one of the few sources of
information about style and technique in eighteenth century French viol playing, since after the late
seventeenth century treatissfsRousseau andanoville, little more appeared in Franéé"

Patient moder n r e alétemnsan illumihating fead fodsevieral red@sbna. nFord s
one thing, those interested in the history of the viol will fimg firsthand (speculativefjformation on
the reasons why the viol declined in popularity in th& déhtury to be eclipsed by the violin and the
cello useful. Secondly, there is much useful technical and performance practice scattered in the work, on
topics such as artitdayian,sboming, choylagimgcfingering and tuning?® But most
i mportant of all may be Le Bl &hehassf absmonvatti ®mnsay
the sound of the gamba than one finds in any other source of any gerlogiBlanc'diterary techniques
for describing his aural experiences include both analogies and direct descifjtitrermore, Le
Blanc's analogies reveal the social contexts in which the viol was found at the time.

L e B fensdas been accessto the public in one form or another for quite some time.
The first modern edition was published in the music magdariRevue musicalever several issues in
1927 and 28%2however this edition omitted pages 1248 of the original, which unfortunagetontains
valuable information on viol technique. The second modern edition to appear was a German translation,
first published in 1951 bRarenreiter’>® This edition is heavily abridged, omitting many of the
mythological and historical allusis that the editor, Albert Erhard, deemed unimportant; Kinney however

believes that Erhard threw the baby out with the bathwater, excising passages containing useful

249Barbaa Garvey JacksofiCommentary Ore Blanc's Defense De La VioleJburnal of the Viola

da GambaSociety Of America2 (1975) 14

20Jacksoni Comment ary .an 05 Bl ancos

251 Rutledge,'Hubert LeBlanc's Concept of Viol Soun®3i 30.

22HubertLe Blanc,iD®f ense de La Basse de Viole Coentions®u Les Entr ey
Violoncel, Bevue MusicaleNovember 1, 1927, December 1, 1927, January 1, 1928, February 1, 1928, March 1,

1928, June 1, 1928.

253 HubertLe Blanc,VerteidigungDer Viola Da Gamba Gegen Die Angriffe Der Violine Und Die Anmassung Des
Violoncells(Kas sel : B%t)enreiter,
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information on viol technique and performance practice. Minkoff Reprint publishedimifacgersion
of theDéfensan 1975%%* The facsimile seems to have received another publication in 1983 by the

Foundation for Historical Performance Practice out of Utré&ehitis edition was réssued in eBook

form in 2002. A facsimile edition of tHeéfenseis also included in the 1997 Fuzeau anthology of French

viol pedagogyViole De Gambe: Méthodes, Traités, Ouvrages Généfdux e B | Réfersds s

available to English speakers in two translations. Gordon Kinney first translateéfémesento English

in 1965; t is availableonly on microfim?” Ki nney asserts that his edition

appear since the original publication of the workand is also the first complete rendering of the entire

t ext i n t%*bBabaragQarvey Backeon published an English translation of Le Blanc's work in
volumes 10 and 11 of thiurnal of the Viola d&ambaSociety of Amerigan 1973 and 74,
respectively?>® providing a commentary and index in vol. 1375)2%° Jackson didn't seeaware of

Kinney's translation at the time of her publicafioshe mentions the two precediRgvue musicalend

Erhard editions of Le Bl anc, but not Kinney©és.

24 HubertLe Blanc,D®f ense de La Basse de Viole Contre Les
Violoncel(Ge n ™~ v e : Mi n1Qobf)f Repri nt

25HubertL,e BlanccD®f ense de La Basse de Viole Contre Les
Violoncel(The Hague: K. LelieveldUtrecht In co-operation with the Stichting voor Muziekhistorische
Uitvoeringspraktijk, 1983.)

2% paoloBiordi and VittorioGhielmi, Viole De Gambe: Méthas, Traités, Ouvrages Généraj@ourlay, France:
Editions J.M.Fuzeau]1997)

257 Hubert Le BlancPefenceof the Bass Viol Against the Enterprises of the Violin and the Pretensions of the
Violoncellg trans.Gordon J. Kinney (Microform, 1965.)

258 Kinney, Introduction tdefenceijv.

259 Barbara Garvey Jacksditjubert Le Blanc's Defense devle," Journal of the Viola d&sambaSociety Of
Americal0 (1973), 1128, 69 80; "Hubert Le Blanc's Defense deumle (continuation); Journal of the Viola

Da GambaSociety of Americal (1974), 1v58.

260 Barbara Garvey JacksotfGommentary On Le Blanc's Defense De La Viollurnal of the Viola

da GambaSociety Of America2 (1975), 1436.
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Chapter 21: JeanBaptiste-Antoine Forqueray T A Letterto Prince Friedrich

Wilhelm of Prussia(c. 1769

The last and latest work of viol pedagogy in our study consists not of a comprehensive tutor for
the viol such as Louli ®6 s, nor even of a |isting
Dubuisson and Roland Marais, buteofollection of private correspondences intended for the eyes of
only one person. The author is a seegaderation violist, born to a famous father, as was Roland
Marai® resulting inthat we know considerably more about his life thardev@bout mangf our
authors! Writing in the twilight of his life, JeadBaptiste Forqueray described a highly developed,
sophisticated viol technique that was nevertheless also near the end of itsdifes{ham a few years of
the exchange of these letters, thretipient would abandon the study of viol in favor of the cello. With
these |l etters being written nearly thirty years a
encroaching popularity of the violin, perhaps it is a wonder that thevaiebeing played at all by the late
1760s.

It is difficult to extricate a discussionof JeBra pt i st ebs | i fe and career f
Antoine Forquerayl(1672) had been at court since childhood, having found favor after performing on the
basse de violofor King Louis XIV. He was appointeardinaire de la chamber du ram 1689 and by
age 20 was regarded as @At he m¥isAntoine marrediehrietehed vi o
Angélique Houssu in 1697; soon after, son dJ@aptisteAntoine was bornin 1699. JeBha pt i st e 6 s
parents had a stormyundh i s mot her | eft his f at hheera dheisdvaad t i me s
his penchant for neglet Antoine did teach his son how to play the viol at a high level very quickly
JeanBaptiste was already performing for the King at age five, and soon his playing was said to rival his

f at hagppadestlyt hat di dnét sit well with Antoine, who i1

261 Lucy Robinson!ForquerayAnt oi ne '[GioveeMusgic Onlimgd. Deane RopAccessed January 21,
2025, http://www.oxfordmusiconline.com.
262 | bid.
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and attempted to have him banishemhirFrance in 1725Fortunatelyhis banishment only lasted two

months, as JedBaptiste was already teaching severalwet nnect ed students who Ar
and had the s®aBapei seedkeli ggest disfathemmigho f a me
be his participation in the 1737 premiere perform
Quartetsodéd alongside the composer himself, who des
JearBapti ste t ook o wiethe Hiench rofalecoutt i 17d42s(Anfioesdied in 1745), a

position he would keep until 1779, although he seems to have largely retired from performing by 1760

and drew a court pension from 1761, appearing thereafter as a "dgdaamusique drpi.”?®* During

this time, Forqueray also worked for the Prince de @orttis while working for the Prince that

Forqueray became acquainted with the secretary of Prince Friedrich Wilhelm of Prussia (nephew of

Frederick the Great, himself an accomplished nias). The secretary encouraged Forqueray to write to

the Prussian prince, who was then learning to play the viol. The tifergyearold Freidrich seems to

have been receptive to the correspondérisetween 1767 and 1768 Forqueray would send éitterk to

the prince, ficontaining a-dpygoad&ngasing andoendbaving Vvi ol s
t e ¢ h n #°gFargusray@nd Prince Friedrich never met in pe¥sas Forqueray put it, "My advanced

age, as well as several infirmities, deps me of that pleasure which would have been the greatest of my

life, namely to hasten to the side of Your Highness, if my feeble talents could have been of any use to

Him."26¢  Given the changing times, it is unlikely that even a personal visit from &@gaould have

kept Prince Friedrich from switching his allegiance to the cello, an instrument on which he again received

the best possible instruction, from Jeierre Duport, although Forqueray did what he could to keep the
Princebs al lvegilanadael wiithp thihen AThose who | ove the

Lord, at the preference which you have shown it above the other instruments; and the definite taste Your

2631 ucy Robinson, "Forqueray, Je&aptistefA n t o i nfei )I" 6f6dkl Maisic Onlinged. Deane Root, Accessed
January 27, 2024http://www.oxfordmusiconline.com.

264 bid.

265| hid.

%6350hn Rut Llettedof JeB,-A. Fofqueray, Translated and with Commeniadgurnal of the VAGSA3
(1976),15.
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Highness has for the most beautiful of all ought, without a doubt, torieturs anci e #tTheg! or y t
Prince would become King Friedrich Wilhelm Il of Prussia in 1786, ruling until his death in 1797.
Forqueray would not live to see his redghe passed away in 1782.

It is impossible, indeed unwise, to discuss fpuer ay 6s advice to the Prin
discussinghis musi® his Pieces deviole. Forqueraytells the Prince several times in the letters that his
advice is specifically meant to be applied to his compositions: "The difficulties, My Lord, whigh Y
Highness has encountered in my music may be alleviated by these few instructions which | am honored to
sendHim."%%8 The authorship of the compositions Forqueray refers to is a matter of somédebate
credits his 1747 publication fieces de violéo his father, Antoine (posthumously). Howeueg style
of the works, with thir advanced harmonies, suggests the work of a later genérdeamBaptiste
admits to having written a number of the works himself, which he marked with an asterisk; dair¢hes
fistylistically indistinguishable from the other 29, ostensibly by Antolh#us remains unclear to what
extent these are the father's work or the sBfPsRegardless of who the true author is, the Forqueray
Piécesare today regarded as theghwirtuosic music ever written for the viol, as well as celebrated for
their daring, startling harmonies and inventive o
t r ad #%And) muctolike in the works of Marin Marais, the detailed penfamce information
Forqueray provides in hjgiece$® fingerings, bowings, ornamentation symbols, and thé lited us
much about both Forquerayds approach t-eighteénthl peda
century France.

AlthoughFor quer ay wr ot e t he Pr icamtaires informatien of realtusee r s, 0

to gambists 2™ The original letter is eight handwritten pages long and unencumbered by paragraph

indentations, outline indicators (1., A., etc.), or any other organiz o n a | mar kers (Rutl ed
267 bid., 14 15

268 | bid., 13

269 Robinson, "Forqueray, Jedaptiste(Ant oi nfie 3 0] 6 I' e

270 bid.

MRutl edge, BAMHEentdlreer oy, @ .12.
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a tight four pages and is divided into paragrapfigjpics are presented in an almost strediroonscious
manner, or perhaps as if responding to questions asked by the Prince in an earliertetter (Pr i nce 6 s
letters aresadly not included in any modern editioperhaps they do not surviveStill, Forqueray
writes eloquently and his train of thought is not
l etter fcan be s e daasilygcntans amach Wsefld infarmation 6n,ganbasascde |
ot her e arfigperhapseaadvérssaement: even though Forqueray provides comprehensive
information about certain topics, such as bow arm motions and bow hold (a topic on whictale Hides
the last word, describing a hold unique from that described in any other work of viol pedagogy), he
focuses only on specific aspects of other topics, such as left hand teéhfiopagieray gives detailed
information on how to play above thetsgbut nothing about the basics of playing in first positiamd
neglects to talk about other basic aspects of viol technique completely, such as playing position and
tuni ng. Still, Forquerayods ¢ guwngamtefacititntoplagar ni ng
. things which the violin, the flute and the harpsichord ca@’@oWwhile not exactly unique (passages on
how best to play above the frets date back to Ganassi), are here given particular erfRph@sisay also
provides usefl information on the physical aspects of the &i@that kinds of viols he recommends (he
prefers the older English viols, as Rousseau did writing eighty years earlier), naming some individual viol
makers; details in bridge construction, and prefern@agsinaking techniques.

Forqguerayds | etters do not contain musical exa
included original music, perhaps intended exclusively for the Prince, with some of his letters. He
described attaching to the letténselve trios which can be played as duets if one eliminates the bass,
even though the third part makes them more harmonious; however, they work perfectly well as duets;
they are simple and easy and may give Your Highness the means to play more difficult

pieces.?* Unfortunately no record of these trios exists t@l&utledge states that "it is not known to

2721pid., 12
273 1pid., 15.
2741bid., 13.
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which triosForquerayis here referring?™ However,onecanrefer toForqueray'fieces de Violéo
provide context.

Originally, F o r q u e r ahadtbe interded readesship of just one peldnce Friedrich.
This is reflected in the choice of topics Forqueray ca@véhe haphazard ordering and the gaps in basic
pedagogical information suggest that the Prince already hailetatse experiencen the viod
Forqueray alludes to a "Monsigdes'?’® with whom the Prince was studyin@he information
Forqueray chose to present may have been prompted by the Prince and seems to serve to refine, correct
and redirect previous knowledge of viol techréq Today, students of French Baroque viol music will
want to read these letters, as they represent the literal last word about that school of thought; the letters
contain indispensable advice to anyone learning tofpdageray'iéces.

For gu e tes wdresfirstidiscovered in recent timesviwes Gérard in the History Archives
of Merseburg (DDR)he published the lettens Recherches sur la Musigérancaisclassiquean the
196162 edition?’’” Rutledge's English translation first appears in thenkwf the Viola
daGambaSociety of America, Vol. 13in 19728 Rut | edge used G®rardos freadi
and investigati on o f°asdbasisdor hisgransiatioGardod Kirmeyalkogr oun d o
t rans| at eddionGf@he lalersdnboEnglish n 1977; Kinneyds transl atio
microfilm.28% The facsimiles of all five oForqueray'setters toPrinceFreidrichare available iviole

degambe methodegt traités?s?

275bid., 13.

276 Otterstedidentifies this violist as Ernst Christian Hesse (1i67&2), who she claims studied with both Marais
andForqueraythe etler, despite JeaBaptiste's claim to never have heard of hirhg€ Viol 90/ 91)

2"Yves GE®paed, siir | a fabr i catRedwarchas surlh Musigfiarecdiselassigre?2 g a mb e
(196162), 165171.

®John Rutl edgeB-ARAr ¢geetay, ofTr dns| at dodrnabohthe ViESAT Co mment
(1976), 1216.

279 bid.

280 yyves Gérardjean Baptiste A Forqueray, and Gordon J Kinhmtes Sur La Fabrication De La Viole De

Gambe . . 1975, Microfilm.

281 paoloBiordi and VittorioGhielmi, Viole De Gambe: Méthas, Traités, Ouvrages Générai@ourlay, France:

Editions J.M.Fuzeau]1997)
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Viol PedagogyTimeline

Germany Italy France England

1529

1530

1532

1532

1537

1542

1542

1543

1545

1546

1553

1556

1592

1620

1636

1654

1655

1659

1660

1664

1665

Agricola, Musica instrumentalis deudscH' edition

Agricola, Musica instrumentalis deudsc# edition

Agricola, Musica instrumentalis deudsc8 edition
Gerle,Musicateusch 1 edition

Gerle,Musicateusch 2 edition

Agricola, Musica instrumentalis deudscHi" edition
GanassiRegola Rubertina

Ganassil.ettioneSeconda

Agricola, Musica instrumentalis deudsch" edition
Gerle,Musica und Tabulatu(Musicateusch3d™ edition)

Ortiz, Tratado de Glosas

Jambe de FeEpitome Musical

Riccardo RognoniPassagi per potersi essercitare nel diminuire
Francesco Rognorfielva de varii passagi
MersenneHarmonie Universelle

Playford,A Breefelntroduction to tle Skill of Musick1® edition
Playford,A Breefelntroduction to the Skill of Musigi™ edition
Simpson,The DivisionViolist, 15 edition

Playford,A Breefelntroduction to the Skill of Musi¢i edition
Playford,A Breefelntroduction to the Skill of Musigkt™ edition

Simpson;The DivisionViolist (Chelys) 2" edition
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1666

1667

1667

1670

1672

1674

1676

1679

1683

1685

1686

1687

1687

1687

1691

1694

1697

1700

1700

1700

1700

1701

1703

1704

1707

DubuissonRecueilDe PiecesDe Viole En Musique Et En Tablature

Playford,A Breefelntroduction to the Skill of Musi¢k™" edition

Simpson;The DivisionViolist (Chelys)29e di t i on fisecond stateo
Playford,A Breefelntroduction to the Skill of Musi¢kanother edition)

Playford,An Introduction to the Skill of Musiclé" edition

Playford,An Introduction to the Skill of Musk, 7" edition

MaceMusi cko6s Monument

Playford,An Introduction to the Skill of Musi¢i8" edition

Playford,An Introduction to the Skill of Musi¢ck 0" edition (note: no 9edition existed)
De Machy,Pieces de Violle

M. Mards, Pieces de violel®" livre

Playford,An Introduction to the Skill of Musigk 1" edition

Danoville,L 6 Ar t de Toucher | e Dessus et Basse
RousseaduTraité de la Viole 1 edition

RousseauTraité de la Viole4" edition Paris) & Amsterdam publication (P. & J. Blaeu)
Playford,An Introduction to the Skill of Musi¢k2" edition

Playford,An Introduction to the Skill of Musigk 3" edition

Playford,An Introduction to the Skill of Musi¢k 4" edition

Loulié, Méthode pour apprender a jouer la viole

Hare,The Compleat Violist

RousseauTraité de la Viole4" edition (Amsterdarnii E. Roger)

M. Marais,Piéces de viol&® livre

Playford,An Introduction to the Skill of Musi¢k 3" edition

PearsonThe Compleat Musieklaster,1% edition

PearsonThe Compleat Musieklaster,2" edition

€.1710 RousseauTraité de la Viole 5" edition (Amsterdani P. Mortier)
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1711

1712

1713

1717

1718

1722

1724

1725

1730

1730

1738

1740

1769

M. Marais,Pieces de viole3® livre

Simpson,The DivisionViolist (Chelys) 39 edition
Playford,An Introduction to the Skill of Musi¢k 6" edition

M. Marais,Pieces de viole4® livre

Playford,An Introduction to the Skill of Musi¢ck 7" edition
PearsonThe Compleat Musieklaster,3" edition

Playford,An Introduction to the Skill of Musi¢k 8" edition

M. Marais,Piéces de violes® livre

Playford,An Introduction to the Skill of Musigk 9" edition
Anon., Instructionodereineanweisungauff der Violadigamba
R.MaraisRegl es Dbaccompagnement
Le Blanc,Défensale la basse de viole

Forqueray, letter to Prince Friedrich Wilhelm of Prussia
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Part Two: Aspectsof Viol Technique

Chapter 1: Positioning the instrument

The firstpedagogical topic we will cover is how to hold the vigh e r IMas@&a Teuscl(1532)
is the firstwork to offer advice on the subjegtrovidinginstructions that aralmost comically brusque
and tethe-point (Woodfield generously describdema s i st udéfaTiake the viol neck in your left
hand and the bow in the right hand. Set yourself down and grasp the viol between your legs, thrusting it
between your knedsbut not too low, so thatyoudert bump i nt o t% &hsjuswi t h t he
barely d@sthe job of covering the introductory basics, such as defining the differing roles of the two
hands and the approximate positioning of the instrument in relation to the body. Gerle does imply an
amount of personal c hoi c e Iprysgicddiffergnce lietween playédhis | o wo )
theme of heuristic learningill be developed by future authors. However, in describing how to position
the instrumentverbrstgr bepe amd dDfhtbhsetingd suggest a
energyin executing an action that one wainope would be geniea concept that future authors would
re-think.

Ga n a KRegoldRubertingl542) offers a few refinements, and elaborates on the (implied)
subject of personal agencyThe viola da gambanust be held between the knégsuch a manner
[italics mine] that, without support of the hand, it will stay up without falling and so the bow can be
moved without the knee getting in the wdymust be heldo that itinclines a little way to the side
rather than straight upp that you camaintain yur body in an upright positicandso thatyour body
need not be moved about while playirigf."On several occasions in this passage (indicated by my

italics), Ganassi describes a desired rekeliyistcally leaving it up to the player how to best achieve that

282\Woodfield, Early History, 105.
28 Gerle trans. KinneyMusica Tesch 13.
284 Ganassi/BodigRegolaRubertina 3.
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goal. Other concepts worth notingesthe instruction that the viol must not be supported by the hands,
just the legsandthe upright position of the body.
Ganassi is the rare author who is dgeencerned with the aesthetics of the physicality of
playing, and holding, the viol“The beauty conveyed by the musician is seen in the manner of holding
his instrument with grace, with the carriage of his hand and in the movements of his boejuty is
perceived in the manner of holding the instrument and in motions which are harn@#idus.other
authorwill wax so eloquently on the subjects of beauty and grdogever, note that Ganassi does not
attempt to define those concepts, orogine what precisely might constitu;
enable one to move, and exist, gracefully. Perhaps Ganassi realized that beauty (and grace) is in the eye
of the beholder. .
Regola Rubertings also the first work to provide an illusti@t of a person holding the viblthe
front cover boasts a woodcut drawing showing a violist (perhaps Ganassi himself, as he likely designed
the woodcuts) holding the viol at close to a 45 degree afidjis. is curious, as this steep angle not only
sees to contradict his advice to incline the viol
description of what he doe®twant:il have | ittle respect for those w
which is certainly, in my judgement, an uglay to hold it. Players who do that take up twice the space
they should and, furthermore, cannot maintain an upright body position but must bend over. | certainly
do not want you to hol d t he ?%This passage sggsts bdththat,atl i st ur
that time, holding the vi dlwadinbtattaleuncrnhoy, ama thatthes s t he

method of holding the viol was in a process of evolution, inching gradually uprighire treatises will

consistently affrnt hat At he upright posit®on between the | e
285 |pid.

286 |pid.

287 Hoffmam, The Vola da Gambal47.

288 |bid.

99



R s
= p - '_ 3 b . !
> > S .l‘“"‘ : ) )‘,..

:‘ ‘ " : A
e : ..j AL
A v/ R R

Figure 1: Woodcu fronGanassi, Regola Rubertir

But, before that c¢ons e nEpimsne Musisa(1856)fuitherv ed, Jambe
describes several alternate ways of holding the viol which were apparently still ifTheeltalianscall
them Viole dagambébecause they hold them at the bottom, some between the legs, others upon some
seat or stool; others [support them] right on the knees of the said Italians, [but] the French make very little
use of this methodf® Hoffmann and Wodfield believe that this third method refers to the horizontal,
lute-like posture decried by Ganasd¥iLater in the work, Jambe de Fer alludes to a fourth potential
method of holding the instrument, in the passages about the bass violin: "The Basg tleitaius
heaviness, is very troublesome to carry, hence it is supported with a little hook in an iron ring, or other
thing, which is attached to the back of the said instrument quite suitably, to the end that it does not
hamper him who plays upon #%* Woodfield corroborates: "Some such device may have been used by
bass viol players if the occasion requirddhere are certainly many ®@entury pictures of standing viol

players performing with their instrument apparently unsuppoftédrideed, one carirfd examples in

289Kinney, A Tempestl1.

290 Hoffmam, The Viola da Gamhal47; Woodfield Early History, 157.
291Kinney, A Tempesti1.

292\Woodfield, Early History, 161.
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the iconography of all four of these methods of holding thévéasid many other, even more fanciful
ones!

Jumping forward nearly a hundred yealAs, Pl ayf o
Breefe Introduction to the Skill of Miekis, well, brief; but does have an increased degree of precision:
"Place it gently between your Knees, resting the lower end thereof upon the Calves of your Legs, and let
your Feet rest flat on the ground, your Toes turned a little outward, and teptbf your Viol lean
towards your left Shouldef®® Playford makes no mention of alternate ways of holding thé \igl this
point in time the upright posture had become dominant. Itisréassgr t o see the instruc
genthdo r e p leabcse fGoerrde f u | Athrustingd in describing ho
knees! Note also that here the player is instructed to rest the instrument on the calves, rather than hold it
betweenthe knedsir est i ngdo and fAhofdiragd phgscompl eteby i
i mplying much |l ess stress and effort (particul ar/l
instance of t he ientdlatonthe groaurtdide istalsohd fiasitoespeoify thad the of
should lean over theft shoulder. This directionality was not made explicit in earlier tutors, but would
remain present hereaféebut only in English tutors; not a single French author saw fit to point out what
perhaps they found obvious.

Simpso®s i nstructi ons oflhe DivisionVidlisi (1659 arelsinilante thasé ol i n
in Playford (unsurprisingly, since Playford abridged his information from Simp&wayising the
reader to sit with the viol "decently betwixt your knees, sottiatower end of it may rest upon the
Calves of your LegsSet the Soles of your Feet, flat on the floor; your Toes turned a little outwerd.
the Top of the Viol be erected towards your left shoulder; so, as it may rest in that posture, though you

touch it not with your hand," later reminding the student to "order your Knees so, that they be no

293JothIayford, Thomas Campion, Chiepher Simpson, and Edward Lows Introduction tothe Skill of
Musick[7" ed.] (Ridgewood, N.J.: Gregg Press, 1968)1.
2% |pid.
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impediment to the Motion of your Bow* We see here the reiterationth& concepts of resting the viol

on the calves, of placing the feet flat on the loodanof t ur ni ng t he toes out war

the instrumentmustn ot be supported by the |l eft hand is al

SO

word Adecentlyo could allude to aesthetmpttoconcern

head off any bawdy humor der i v#dhefilustaton offSienpsonn st r um

with his viol on @ge3 shows that he still holds it at rather a pronounced angle, but somewhat less so than
Ganassi; the viol also seems to bilHairly far forward and down in his lap, not making contact with his

body.

Figure 2: Portrait of Christopher Simpsdinom The DivisionViolist
Courtesy Lilly Library, Indiana University, Bloomington, Indiana

Maceds rather mor eMulse rtktdlsy(lGicahtnrmenaesthetic with i n
practical concerns, while adding some new details:

"First, make a Choice of a Vifit for your Hand; yet rather of a [Size] something too Big, than

(at all) too little, (especially if you be Young, and Growinghen enter into your Posture; which

is Thus. Having placed yourself in such a Convenient Seat for Height, and in a Caipeiyht,
NaturatPosture; so, as your knees may not hinder the Motion of the Bow; by Bending; set your

295 ChristopherSimpson,The DivisionViolist, Or, An Introduction to the Playing UponGround(New

York: Perfomers' Facsimiles, 1992.

2%Those curious abotithi s topic are referred to Gustav Ungereros
in Elizabet han NemissancesehREforhidet 8eries 8, na. Z2(May 1984),ED.
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Viol Down, between the Calves of your Legs, and Knees; so, as by Them, It may stand steadily,
without Help of your Left Hand, and so fast, that a Stabgiecannot easily take It Thencket
the Head of It be Directed over your Left shoulder; yet some small matter inclining towards your

elbow.¢?®’
The concept of a child growing into their viol as one would a pair of shoes is rather charming; but one
wonders at the wisdom of advisitige studento play on a viol too large to fit under their hand
comfortably. Mace specifies placing the instrument between both the calves and the knees, covering all
the options; the ver bdthee fuhscelsd@hodmmmsdiveserditd\mlt , 0 as o
Mace elaborates on the necessity of supporting the instrument with only the legs, not the hands, by
practically daringapassery t o try to take it, as if some sort
puzzlingd 6 s o me s mal | matter i @& perhapshemgand titatile netlsof theavialr e | b
should be far enough away from the body to be over the elbow? It is unclear what is being referenced
here. Lastly, worth noting is that Mace doesm@ pe at Pl ayfordés (and Simpsor
feet flat on the ground.

Danovilleis the first member of the French Baroque school to offer instruction on holding the
viol, providing still more specificity:

"A tall man should take a seat propioned to his height: one neither too high nor too low, and

then seat himself on the edge of it and not on the flat, because he would then be unable to grasp

the Viol well; next, support it with the calves of the legs without squeezing the knees together,

and always turn the tip of the left foot outwa?él Thus, the Viol will be found in its proper

position. . . the neck of the Viol must be distanced from the left eye by the space of a half

foot (d'un bon demy pigddrawing it forward a little, and thernazing the [left] hand [on it]2*°
This is the first time the necessity of sitting at the edge of the chair has been mentioned; it is also nice to

see the issue of allowing for personal physical differences again addressed. Danoville then settles the

guestion of effort: passive, not active, motions are needed to hold the insduheeimstructs one to

2"Mace,Musi ckos ,MB&h ument

2% Hoffmaninterprets thespassages rather differently, claiming pg. 248 ofThe Viola da Gambthat Danoville

states thafithe height of the chair should be carefully chosen salieatolef the feet lie flat on the ground [?7?],

with the leftfoot places slightly further favard than the right ? ? ? ] 0 I see nothing in the
support this translation.

29 Kinney, A Tempest25.
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Asupporto it netttoh exlee tc &lineegybitol ding (fisqueezeod)

is his specification that only the leftfoote eds be turned out, contrary to
injunction to tun both sets of toes outwards L a shorhdgmy piedh eo fi di st ance one i s
pl ace between the neck of the i nst rructon)placesshed t he

instrument at a considerably more vertical angle than depigtedHh®er Ganassi or Simpson
No one can fTaaitdfar lack af specHfictyaon detsil:

"The first thing to observe in the placing of the Viol is to takemfortable Chair that is neither

too high or too low: this does not mean, however, that everyone who plays the Viol should
subject himself to this regularity, for one must accustom himself to playing with all kinds of
Chairs, according to the conditionseoencounters, for one ought not to appear to create

ridiculous difficulties such that, for lack of a Chair proportioned to one's height, one would try to
exempt himself from playing, but it is certain that at the start it is good to use a comfortable

Char.

The second thing is, that one must sit on the edge of the Chair $dhikdiody being in

equilibriumi one can play freely and in a relaxed manner.

The third thing is, to pick up the Viol with the left hand by the heel of the Neck and close to the
body of the Viol, and not by the middle of the Neck, where one is very apt to put the Frets in
disorder, as happens rather commonly.

The fourth thing is, one must place the Viol between the calves of the two legs, a little higher or a
little lower, accoding to the person's build, the height of the Chair and the size of the Instrument;
one must then turn it a little inward, and move the Neck a little away from one's head, to the side,
and advance it a little toward the frofthe toes should be turnedteard, particularly the toe of

the left foot, which should be turned outward more than the right foot, and advanced a little
farther forward; and it is necessary that both feet be set down flat, and neither one should ever lie
on its side, nor should thedls be raisedf®

A little later Rousseau add@ne must take care that the Viol be steady betwededkeso that the hand

should not be occupied in supporting it, instead of which it should always be free to act, except that
sometimes one is obkgl to hold the thumb in the air, as when one executdarthaeur[= 4" finger

vi brato], for if the viol is not then steady betw
someone who is called upon to perform using a wide variety of chaiesyimg states of condition, | take
Rousseaubds first point personally. Every viol pl

importance; however, what constitutes a comfortable chair will differ from player to player. Rousseau

fortutous!l y all ows for personal variance here and in

300 Rousseau/Kinneylraité, 23 4.
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emphasis on the importance of sitting at the edge of the chair, and refines the reasons for doing so,
bringing the words fAeqadd iibmti asnt, be Adirsecd sys idoom.nd Tt
up the instrument is néwand necessary, as every teacher of beginning viol students will tell you. And
Rousseau uses the verb Aplaceodo in i nst fowimgfor ng on
much personal and situational variation in doing
Rousseau is the first author to instruct that, after positioning it between the calves, the viol should be
turned fAa | i tdblyewardstheaight;hisis pvery asafuhrefinement, helping both to
more securely hold the instrument and to aid in playing on the top string. Rousseau also advocates for
flat feet, an injunction not seen since Simpson, and adds a mild qualileatoovi | | eds i njunct
just the left foot be turned, saying thtthfeet should be turned outward, but the left more so. And it is
important to note that Rousseau stresses that the instrument must be supported by the legs only, not the
hand; hismjunction against letting the instrument rest on the shoulder is | believe unique and worth
notingd this position puts undue stress on the sholitiate.

Loulie, in addition to paraphrasing al/l ofa Rousse
comfortable chaé and never an arthairi and seat yourself on the edge of the s&ae Viol must be
held in a manner such that the tip of the bow does not strike against the left knee, that the right hand is not
interfered with by the right kne&yrn the Feet outwadd particularly the left one, place both down with
the Flats [on the floor] and never on their sides: the whole with all of the Grace that is pé¥siblat
last sentence makes Loulié the only French aytmat the first since M&)to comment on the aesthetics
of holding the instruma. We see here the by now common injunction to sit on the edge of the seat, with
the additional specification to avoid armchdirs t i | | a going concern among to
instruments Another new detail Loulié adds is that the bow arm should avoid hitting the right knee, in
addition to the tip not hitting the left. Finally, Loulié is the fourth author to stipulate that one should keep

the feet flat on the floor.

301Kinney, A Tempest48.
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The final worksto provide instruction on how to hold the viol are our two EnglishcEhtury
publishera s s e mGdmplebd fic o | | e cMiolistboasts. this orfe mu@n sentencdiAs for
holding the Viol, first sit upright, turn out your Toes & hold ye Viol restimgye Calves of your Leggs;
ye Head of ye Viol inclining to your Left Shoulder, Then put ye Thumb of your Left Hand on ye Neck of
ye Viol & hold your Fingers over ye Strings bent, ready to Stop where you have OctadieMusick
Masteris similarly sucinct: "Your Viol . . .is to beplac'dbetween your Legs, sitting, the headhaf
Viol enclining tothe Left shoulder, and the bottom of el easily pressing upon the Calves of your
Legs, so that it may rest in that posture without the suppgdwfhand, that the Bow may with freedom
pass over the Stringg.ake care to keep your Body in a graceful upright posture, andesisass
possible.?%? Both use pleasantly passive verbs in describing how to hold tiiefiole st i ngo and e
press ngd on the calves; both mention the need for a
to the left. TheViolistadds the detail about having turned toes, and efficiently folds in a bit of left hand
posture advice; whereas thtusickMastere mp hasi zes aesthetics (fihgracef ul
necessity of supporting the instrument with only the legs, not the diautisce not heard since Mace
and that was not offered by any of the French authors. Also absent from the Fremscividtagain
present here, is the instruction to incline the neck of the viol ovéeftrehoulder® It is interesting to

note that, after the high degree of specificity on the subject found in late seventeenth century texts such as

Mace, Danoville an®Rousseau, we finish our survey with language as terse as in the taidiest

302T, B., The Compleat Musieklaster, 26.

303 This may seertike anobviouspoint to the trained musiciabut during the course of my interactions with the
public while performing at Colonial Williamsburg | get asked not infrequently about howaatted people should
approach the instrument, and if there is a differeddgigne instrument for the lefhanded.
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Chapter 2: Comporting the body

Not many authors describe the role of the rest of the flmelyond the hands and anns playing
the viol, but the few who do (Gansis Simpson, Danoville, and Loulié) have strong feelings on the
subject . Ganassi in particular has a great deal
introduces this subjeetarly in the book, in the second chapter ("On The Movememh®Body"); it is a
subject on which Ganassi clearly places much importance.
But before he even presents this information, in the very first chapter on the "Method of Holding
the Viol" Ganassi goes on a mirdnt about the improper use of the body:
"You must know that in the art of playing, one's limbs are the servants of one's body and that the
body is not the servant of one's limbdswould be ugly to see one make ungainly body
movements just to move one's hand just as it would, to see the mastea Wwreom from his
servant's hand to do the sweeping himséhe servant would consider him a fodou must
conduct yourself therefore in the movement of your arm, hand and knee so that they serve your
body. Certainly, there would be no purpose itigg as though you were doing some kind of
Moorish dance, for that would not be the most graceful or beautiful way of holding the instrument
nor indeed the way | wagbu hold it6**
Inthec h a p@né'he Mdvemst Of The Bodyd Ganassi states that ongistions and body
language should reflect tlaéfectof the music, particularly if thre is a texd one should not sit
moti onl ess | i k&ndhaogyis nededo omtbry; that is, mhetofigour motions should
be proportioned to theumic and to the word setting¥henever the music is set to words, the limbs of
one's body must move accordinglyurthermore, there should be appropriate movements of one's eyes,
hair, mouth and chin; the neck should be inclined more or less towartbthidexrs according to the
mood suggested by the woraf€®

Hof fmann il 1l uminates Ga n aThaViolda daGanmbawitheapotherof body

guote from the time period'lf a person's body is nicely shaped and wefided then the soul that

304 Ganassi/BodigRegola Rubertina3.
305 |pid., 3i 4.



inhabis it is usually beautiful as weff® The idea that form and content constitute an indissolubledinity

that instrumental bravura cannot exist without beauty of movémierthe first (and often the only)

technical rule that Renaissance writings comraie to us, and one that we should take sincerely to

heart. The way in which an instrument, the body and the hands are held is not a purely technical matter,

not just a question of expediency to achieve the greatest possible precision, but also stma¢thing

contributes to a harmony in which the visible and the audible unite to form a higher perf&@étibine"

Ganassi quote she's leading up to is "We identify beauty in a player from the fact that the grace with

which he holds the instrument, the gesturielsis hand and the deportment of his body are combined so

as to reduce the audience to silencitls quote appears almost immediatelfRiegola Rubertind the

second sentence of the Prologue. Boeengds transl a

perspective: "You must know, esteemed readers, that every faculty is a combination of beauty with

quality. The beauty conveyed by the musician is seen in the manner of holding his instrument with grace,

with the carriage of his hand and in the moeeis of his body, executed with such symmetry as to

inspire the audience to maintain silené®¥.'When reading these treatises, one cannot underestimate the

power of translationtp er haps al ter the meaning and affect one
Woodfield elaboratesn the concept of physical grace, as w&lahassi stresses the importance

of the visual element of performanc&o achieve the perfect performadcene that commands the

silence of an audiendethe viol player must delight his viewers with theslity of his deportment and the

grace of his movements at least as much as he must impress his listeners with his technical skills and

move them with the eloquence of his playifgperformance will be marred if either is lackinghis

belief explains Gaassi's insistence on correct posture and his abhorrence of anything ungraceful such as

the humpbacked slouch or the grotesque attitudes ofidhescadancer.®®

3060n page 17%1offmannat t ri butes this quote to fAAl essandro Piccol
del |l 6huomo nato nobilelipBpguantostanal i Yenacel|] i Brandesc:
Book 111, Ch. XII Dell a disciplina figurativa. o

307 Hoffmann, The Viola da Gamhal46.
308 Ganassi/BodigRegola Rubertina3.
309Woodfield, An Early History 167 8.
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No other author would address the motions of the body until Simpson, who admittedly did not
have much to say on the subject. He does offer the practical advice on paged2rtgour knees so,
that they be no impediment to the Motion of your Bowé also issues a caution against actions that
might causethe whole body to shake, which (by mleans) must bavoyded as also any other indecent
Gesture®® 1t is wunclear if Simpsondés use of the word @
connotation as when he instructed the playerto holdthé vibe cent | y bet wilkt your kn
fdecencyo was a concern for Simpson.

Danoviles har es Si mpsonbés horror of Aindecent gestu
issue of paramount importance. He leads off his book with this information:

"The first order that | prescribe for mygend the Rule which | counsel to be observed by all

those who are inquiring about this Art, is to abstain from making any grimateh as bobbing

the head, opening the mouth, agitating the bod#ich areposturingghat in general displease

everybaly, and which so bring it about that he who performs the most difficult solos under their

constraint does not please as much as he who, with good grace, only plays a Miawsetd of

the former that he has a good hand but makes contortionmandngswhen playing, and of the

latter, that he only plays little Airs, but the turn he gives them is engaging, and his good grace

attracts to him the admiration of everyosg."

Andlastly,Loul i ® succinctly summar i z emsesantehceso fDomda novi | | €

make grimacesDo not puff.'12

310 Simpson,The DivisionViolist, 6.
311Kinney, A Tempest24.
3121pid., 48.



Chapter 3: Bow hold

Thenextpedagogical topic under discussion is the bow reoklbject of paramount importance.
Ganassprovides us with the only surviving description of a viol dueld from the sixteenth century,
and it hol ds some syen"pou knewettsat tHe baw isttodel reld with thred o | pl a
fingers, ... the thumb, the index and middle fingem®he thumb and middle finger ensure, in holding the
bow, that it does ndall, and the index finger serves to strengthen and stabilize it, keeping it on the
strings and exerting more or less pressure according to the¥e&hhassi does not instruct the player
to rest the middle finger on the bow hair, as most playersdéyde is clearly describing a stibrsed
techniqué "pressure is therefore not directly transferred to the-bains by the middle finger but onto
the bowstick by the indext i n §“Tio thi, Woodfield adds: "More specifically, [the bow] should be
gripped between the thumb and middle finger, while the index finger supplies sufficient pressure to
ensure that it remains on t he3%%Woodfiedgoesontoargue posi t
that boththis bow hold and the middiénger-on-the-bow-hair method described by "t @entury authors
such as Simpson had been in use in Europe for <cen
was purely a personal preference. However, this claim would seem to be unprovable, and the fact
remairs that Ganassi is the first and only author to describe a viol bow hold in the sixteenth century, so
perhaps his words should be given some weight. But then again, Ganassi seems to have had some
acquaintance with the middfanger-on-the-bow-hair hold, vhich hedescribesn the context oadvising
the playerto usealongerbow thannormalwhenplaying pieceswith manyfour- or five-notechords,
"becausehehairson alongerbowwould belessstretchedallowing oneto drawthe bow with less
pressurenthestrings. . . Thenyou couldusethefingersto stretchthe hairswhenplayingfewer strings

or asinglestring." ThefactthatGanasshereuseshewordfi ¢ o udisdsihe possibilitythatafinger

313 Ganassi/BodigRegolaRuberting 5.
314 Hoffmam, The Viola da Gamhal47.
315Woodfield, Early History; 161.
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might havealreadybeenrestingon the bow hair, making it alreadypossibleto useafinger to stretchit.

In fact,G a n a @rgyinabdescriptionof thebowholdd o e spedfiexactlywherethemiddlefinger
shouldbe or whatit shouldbedoing (it justmustii e n s .u that[thebow] notf a I8 Imorgto thepoint,
itd o e preciutierestingthe middlefinger onthebow hair. However,thewoodcuton thetitle pageof
thebookshowsthefrog of theviol p | a ybewfulysenclosedy his palm,with boththeindexand
middlefinger restingon top of the stick; soperhapghistheoryd o e saidavater. If oneis surprisedo
find Ga n a $amwvisadas backinto his palm, Woodfield offerssomehistoricalcontext:fiThe fashion for
holding the bow well down the stick away from the frog grew up mueh ilatthe 1% century, partly as

a result of longer bows’*

Figure 3: Woodcut fronGanassi, Regola Rubertifia
detail of bow hand

Simpson would first describe the template for holding the bow that viol players would largely
observe throughout the rest of the instrument s

"Hold the Bow betwixt the ends of yolihumb and two foremost fingers, near to the Nutt [frog];
the Thumb and first fingdastningupon the stick, and the second Fingers end turned in shorter,
against the Haires thereof, by which yoaypoizeand keep up the point of the bo.the
secondinger have not strength enough, you rjiam the third Finger in assistance to it; but in
playing Swift Division, two Fingers and the Thumb is bestinanyi n¥on . o

316 |bid.
817 Christopher SimpsofT,he DivisionViolist, Or, An Introduction to the Playing Upon a Groufiew York:
Perfomers' Facsimiles, 1998), 2.
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Whether or not to add the ring finger to the middle finger in resting on the bowg bhaguiestion that will

be debated by many future authibnsote that Simpson allows for personal preferencdadfpersonal

choice is much less of a consideration amongst our authors whersiligdir® bow hold More details

can be add edleatlyavord&d segcgption By looking at the illustration of him holding his

violdt he tip of his thumb is touching the underside
are resting on the bow hair; his hand is touching the frog; anddoie/ é&t held quite low and is almost

straight.

M
\

Figure 4: Portrait of Christopher Simpsadinom The DivisionViolisti detail of bow arm
Courtesy Lilly Library, Indiana University, Bloomington, Indiana

Hoffmann adds some historical context:

filn Simpson's time the bow was no longer held directly on the frog as it had been in the
Renaissance but further forward on the ksdigk. In thisbow holdthe bowstick and bowhairs

rest against the inddinger and are not jammed into the fist below the base of the thumb [as we
saw i n Gan a sSinpgorshimself dlubtcates this. for us and we can also &ee it
countlesgiepictionsfrom his own and latergpr i &% s . 0

318 Hoffmann, The Viola da Gamhad0.
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Hoffmann alludes to the likelihood that Simpson was not the originator of this bow hold but rather was
describing a technique already commonly in use, but he certainly does so articulately, and following his
instructions yields a bow hold pessing "the same sort of ease and poise that you might bring to the
manipulation of a pen in writing*®

Muc h of Bdvieeyr how td [iokl the baw lifted directly from Simpson, butte does
offer a few refinementsHold the Bow betwixt the endd gour Thumb and your Forefinger, an Inch
below the Nut, the Thumb and first Finger resting on the Wood, the ends of your second dmdyérsd
stayodtdhepBair, by which you ni4d Yhe woamereiments Rlayfhre e p
makes to Shpson are suggesting a more specific location on the bow to place the hand; and siding in
favor of placing both the middle and ring fingers on the bow hair without exception. Charmingly,
Pl ayford keeps Simpsonés ididsgfporaedc use of

Mace writing on the subject of the bow hold, also begins by quoting from Simpson, but then
adds some observations of his own:

"Then take your bow betwixt your right thumb, and 2 fingers, near the nut; the thumb and

15tfinger fastening upn the stalk [wood], and thé*finger's end turned in shorter against the

Hairs; by which you mapoyze and keep up the point of your bow; but if that finger be not

strong enougljpyn the 3¢finger in assistance to it; but in playing swift divisioRdingers, and

the thumb, is bestThis is according to Mr. Simpson's directionéet | must confess, what for

my own part, | could never use it so well, as when | held it 2 or 3 inches off the nut (more or less)

according to the length or weight of thew, for goodboyzingof it: But 'tis possible, that by use
I might have made it as familiar to myself, as it was to F#h."

t

up

he

As to why Mace may have be e Dometschiffersgsonehistaridal e fipoyz

c o n t €his difficuliy is ready understood when it is realised that during the sixteenth century, the viol

bow had become progressively longer as the makers attempted to gratify increasingly, the players' desire

for a long stroke.This, as may be seen from Mace's words, defeatetjitst, as it was not possible to

3191pbid., 223.
320 playford,An Introduction to the Skill of Musigk™ ed.], 101 102.
2'Mace,Musi cko6s , M&nument
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balance such bows except by holding them two or three inches off th&nitinney offers a personal

take on this view, expressed oagel 53 of hi s t LaBassé Zetviolen of Bol 0s

fiThe translator [Kinney] rexls that in receiving his first lesson on the viol in the summer of

1964 from Nathalie Dolmetsch, she had me hold the bow in the Simpson mavitiethe hand

close to the frod explaining that the greater distance seen in some illustrations (cf.dier bo

"The Viola daGamba[London: Hinrichsen, 1962], p. 37) was occasioned b#nkeruse of a

longer bow. | found, however, that, while the position of the hand close to the frog was adequate
for playing English viol consort music, it was not praatle for playing the solo repertory,

especially that of the French School in which bwat hen particularly intere

Curious that (at that time, anyway) Kinney would seemiimgilyt hat Fr ench vi ol i st s

a different bow hold (and &fterent model of bow, for that matter) than Simp&geerhaps his comments

provide a good transition to discuss our French
Unfortunately, Marin Marais does not describe a bow hold imvegtissement® any ofhis five

volumes ofpiéces de viole Hof f mann a&imgsonchadalreaty doheaMarai also kept

two fingersonthebovm ai rs when pl ayi ng e $theweverasheldyes notciee r f u |

the source for this observatio@ne must regrd Danoville then, as the first French author to describe the

bow hold:fiThe Bow is grasped by the right hand at two fingers' [breadth] from thelfaoggé Next,

the second finger must pass between the hair and the wood to keep it tighter, atie irstdinger lies

along the wood, the thumb should lean upon and press agapstyer & pressérthe inner side of the

w o o #*.This would seem to be a rather odd ordering of events, from the rather broad and vague first

i nstruct i onowtwih the ¢entiee®) pght hand, & thb specific final detail as to what to do

with the thumb. But there may be a pedagogical reasoning to this ordering, according to Hoffmann

fiboth Danoville and Rousseau start with the miditiger, which is highligted as the decisive tool for

transferring pressure to the bdwair and for controlling both contact with the string and tonal

w

a

F

intensity®®>* Whi | e the broad outlines of Danoville6s bow

322 Nathalie DolmetschThe Viola DaGamba: Its Origin and Historylts Technique and Musical Resour¢egw
York: Hinrichsen Edition, 1962), 35.

323 Hoffmann, The Viola da Gamha256.

324Kinney, A Tempest25.

325 Hoffmann, The Viola da Gamha251.
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offers a few new refinemést the observation that the second finger must Ipetsgeerthe stick and the
bow hair is helpfully specific; the description o
shape and placement of that finger; and the direction for the thumb i | eamdpress pgainst the
inner side of the woodod tells us not only the spe
also suggests that the thumb may have a more active role in bowing than previously described. Finally,
Danovilebs i nstructi on wtoo friemgtertshe [fbaredadath]Ada from the
seemtor al i dat e Ki nney 06 s hojdwherptaying Rreneh rdpertoire.t hi s bow
Rousseaubs descri ptTramén oefs nitd hfar fdomm®anavillée ETthe i n hi s
Bow must be taken in the right hand, putting the middle finger on the hair on the inside, the recumbent
first finger supporting the stick [ Green transl at
s t i ¥knd {he thmb, being straight and pressirappuyé on top opposite the first finger [Green:
6l aid above the first fingerd], the hand being ab
frog."*?’ As did Danoville, Rousseau highlights the importance of thellmiinger. The most notable
new detail may be the specification to keep the thumb stéuitins is the first time an author has
mentioned the shape of the thumb. Thewguyerc an tr ansl ate as either HApr e
it difficulttoaxc er t ai n Rousseaubds exact i ntenti on; both <co
appuyerandpresset o descri be the role of the thumb. Rouss
positioning the thumb on t hethebhe positons itin felatiorfitotilen er s i
first finger, reinforcing the idea of holding the bow stick between the thumb and the index finger.
Louli ®bs description of the bow hold contains
but ordered diffagntly, here describing the role of the middle finger at the end of the passage: "The Bow
is held with the right hand, the couched [= extentiéfiist finger supporting the wood, the thumb is

stretched out and leans on top [of the wood] and above theofame first finger, by which it is attached

326 Green and Rousseadnnotated Translatior314.

327 Rousseatrans. Kinney Traité De La Viole 26.

8T hi s i s Ki ntramglation Ldulié hecekuses thedvecbuché an alternate translation might be
Airecumbento
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to the body of the hand, at one finger [= finger's breddim the frog, the middle finger [being] on the

hairontheinside3®* Loul i ®6s wor di n gDanwillelpo rpee rjhiamphksl edkedtlheant i ng

state of incompleteness, but he offers a few new details: the mention of the "joint of the first finger" is

pl easantly specific, and his placement of the han

Danovill eds. L o ucliptio® of phe mowholdireich lateminahe wak;, after the section

describing the bow!The Bow is held in the right hand by placing the middle finger on the hair inside,

the extended first or Index finger supporting the wood and the thumb pressed thgawvsbdd above the

second joint in such a way that the thumb serves as a counterpoise to the weight of tf#€ Beve"

Loulié changes the sequence from that of his initial instructions and describes the role of the middle

finger first, as did Danovilleradl Rousseau, making for a more clearly worded description. The

specification of the fiwood above the second joint

index finger. Lastly, the role of the thumb is here clearly defined, while the eixppess i n such a w

allows for some variation between players. Still later in the work, Loulié provides yet a third description

of the bow hold, this one a terse paraphrase of Rousseau: "Manner of Holding thE€d&kevihe Bow in

the right hand.Placethe middle finger inside upon the hairhe F!finger recumbentqouché and

supporting the woodThe thumb should be straight and pressed down on the wood opposite the first

finger. The hand should be about two or three fingers [filyeadths] distat from the frog.®*! This

|l ast sentence contradicts Louli ®b6s own earlier in

frog. Clearly Louli ®b6s was still a work in progr
As it is with the bul k of hi sheyotmwipldgnipagal wr it

3 of The Compleat Violiss almost comically abrupt: "Hold your Bow with the Thumb & Forefinger &

with ye Middle Finger against ye Hair to Strengthen your Stroke." Other authors have given different

reasons for adding presswren t he bow hair with the middle finger

329Kinney, A Tempest48.
330 |pid., 54.
331 |bid., 57.
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to Si mpsmwmiredadiikeep up t he IpaievarHare sthe firshagthobto w; 0
explicitly make the connection between adding hair tension and increlsimgltime of the bow stroke

The Compleat Musiekasteroffers a more detailed, elegantly worded description of the bow

but

hold, on page 26: "Your Bow must be held in your Right hand between your Fore finger and Thumb, with

the end of your second Finger tudna between the Hair and the Stick next to the NB{t.which means
you will bestpoizethe Bow, and give a bolder touch upon the Strindduch of this description apes
Simpsonds | anguage, whil e t Nielistfi® od |tH@ddng \owiome h o
through middle finger pressure on the bow hair.

Atthe tailendoftheivo |l 6 s | i f e degciibes a lafealevelaprmentanythelation of
the viol bow hold:

fiTo my three principles | could also add a fourth and that isgeefithe third finger on the bow
[-hair], which is the great force of expression which distinguishes all miiidsel translates this

comm

as "It is the action of the third finger of the bow arm that is the prime mover of expressive playing

and that gives chacter to all music.®f? To achieve this, the hair of the bow ought to be placed
crosswise [under] the first joint of the third finger and it ought never to leave this poditian.
finger presses the hairs against the strings to obtain more or lesSremanidem; by pressing or
relaxing imperceptibly, it creates the expression, the soft and the @nelshould make sure,

My Lord, that the thumb of the bowing hand is always placed gently on the wood of théf bow.
it presses too firmly it gives a hargss to the stroke and pushes the bow against the string,
which must be absolutely avoidétf?

This is by far the most eloquent description of the role of the middle [= third] finger on the bow hair in

affecting the sound of the instrument, making expliee connection alluded to in the two English

Compleatworks. Clearly this aspect of bow technique had becatally importantby the late

eighteenth century. The new twist Forqueray is describing is that, rather than resting the tip of the middle

finger on the hair, the finger should be hooked around the bow hair, catching it at the first joint. Crum
speci fies t hmeansthétitispossibletb pull dpwnen thie hair much more firmly, which

is useful for solo playingTo lift the bow t is then necessary either to support the lower edge of the hair

with the ring finger, or to hold the stick more firmly between thumb and index finger, or to use a

332 John HsuA Handbook of French Baroque Viol Techréddew York: Broude Brothers, 1981), 5.
3BRuUutl edge, BAHEentdlreer oy, d.16.
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combination of bot*** Per haps this | ast comment i liohtomi nates t
al ways place the thumb d& apeshduldlgewarenan éxtess offirmoedsas f t h e
this will negatively impat the sound. As with Simpspitis likely thatthe bow hold Forqueray describes

had already been in use for some tinegoading to OtterstedtThis sums up what had been the

customary practice for a long time, because precisely thisgoipxcan already be seen in d"icentury

painting by Abraham van den Temp&e"The painting she is likely referring toBavid Leew With His

Family, from 1671;all the more surprising, then, that the French authors writing after this date, such as

Danovill e, Rousseau, and Loul i ®, di dnot advocat e

Figure 5: Detail fromAbraham van den Tempé&lavid Leeuw with his Family, 167:

In summarizing the discussion on the bow hold, Crum perhapst $mg: "It is clear from the
surviving treatises on the viol that there were many conflicting ideas about technical points such as
bowing and fingering, and even more fundamentally, on how to hold the3ffo®till, there are
discernable trends and pts of agreement, particularly when authors are grouped by region and time

period: the Renaissance hold as described by Ganassitheritdry English bow hold as articulated by

334 Crum, Play the VioJ 80.
335 OtterstedtThe Vio| 213.
336 Crum, Play the Vioj 80.
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Simpson, which was also largely adopted by the French; andtteea®iy French method as described

by Forqueray



Chapter 4: Bowing technique

"The right hand is the bow hand and it ought to express all the emotions; it is the bow which
arouses the soul; thus it is the*bow which giwv

I JeanBaptiste Forqueray

The expression fAibow techniqued covers a wide r
sensations needed in the bow arm to produce desired sounds or effects. Instead of a strictly chronological
presentation, various aspedf bow techniquéhatare describeth thetreatiseswill be discussed

individually, to better trace the evolution of thought on each subject.

Angle of the bow

Most of the works that aim to teach bow technique begin to do so by either describirgi@ gen
almostabstradi d e f bawt ©t r o kEndegv@ ¢ordlave theshbowio Panovi | | ebs " The |
should always be. 0), and/or instructing the learner to play simple bow strokes on an open string,
usually specifying the use of the fulllehgt o f t he bow. This paragraph of
and contains a number of points touched on by most authors:

fiDraw your bow just cross the strings in a direct ler@eavouringo sound one single string,

with a long bowwell nighfrom hand to point, and from point to hand smoothly, and not

dripping, or elevating the point in the lea3tis is the first, and best piece of practice you can

follow; and till you havegain'dt hus, t hi nk 3% f nothing el se. o

¥Rutl edge, BAHEentdeaeildyf, .15
38Mace,Musi ckos ,Mnument
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So: thefirst qualityabowstkoe must possess is that it must HAcros
authors describe the bow as travelling Ain a stra
(Playford). Loulié moredily expounds upon this poirfi: F o r ways necessarg that the bow pass

over the strings by going across them at right Angles so far as this can be done, and it is a fault when the
Bow passes over 3% kale SimpsonnPipyfardy Maceg Rarovilie,. Louléysick

Master, and Foqueray all agree on this point; there are no dissenters. Some authors (such as Mace)

direct the attention towards the tip of the bow as a guide to keep it straight; in this Mace is joined by

Danoville,MusickMaster, and Forqueray.

Only onestring at atime

The second instruction in Macebs above paragra
hit unwanted strings as Gerle puts iflyou must not draw the bow upon two strings at once but only
upon the one which the music requiiehisinp r t i cul ar wi |%° Thienqrui re attent.
controversial dictum is mentioned by Gerle, Francesco Rognoni (whose commeritabout f er ent i at i
t he st r3!oogdsbe amebliquéreference to keeping the bow only on the desired string), Playford,

Mace, and Danoville.

Steadybow speedand sound

A third, subtle point Mace makes is in his use
seem to both describe the desired sound of the default bow stroke, and the physical sensations required to
acheve this sound. Several authors use similar adjectives when describing the motion of thedow arm

Gerl e useesvdarley worandi Ganassi speci fies that it he

33 Kinnney, A Tempests5.
340 Gerle trans. KinneyMusica Teuschl3.
341 Rognonitrans.Dickey, Passaggi40.
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Distancefrom the bridge

Moving away from the quoted Mace pgraph, the next subject that frequently arises when
discussing th&ealbow stroke is the correct distance of the bow from the bridge. This topic is addressed
by Gerle, Ganassi, Agricola, Simpson, Playford, Mace, Danoville, Rousseau, MusiékMaser, and
Forqueray. Te majority of authors do provide a specific desirable measurement between bow and
bridge; while als@llowing for a certain amount of leeway on this subjéaithors either measure the
di stance between bowtlaedEbgl idgemeéem) Ai mc hies onf{iahdge !
nationality). In the latter category, Danoville and Forqueray advocate for a distance of three fingers
between bow and bridge, while Ganassi specifies four finger widths; Rousseau and Louliées#yreéh
or four finger widths are acceptable. Over in England, Simpson and Playford allow a range of two to
three inches between the bow and bridge, whiléthgickMasterspecifies just two inches; Mace splits
the difference at two and a half inch&3n my own personal hand, three of my fingers measure two and
one third inches, and four fingers measures exactly three inches; so it would seem that all of our authors
broadly agree on the optimum distanééace also allows for changing the contact pbissed on three
other factors: the size of the instrument, specifying a distance of one and a half inches for the treble viol,
the stiffness and/or pitch of the strihgtiffer strings or those at higher pitch levels need a bow placement
farther fromthéor i dge; and for fAthe various Uses of the Vi
the bridge, than when you play alone; which although it be not so sweet, yet it is more lusty, and that
little Ruffnessis lost in the crowa®*? Here Mace referto the effect the contact point has on the quality
of the sound, a subject touched on by several authors. Gerle first alluded indirectly to this connection
when he instructed that the bow should trdiatla place on the strings not too far from or toarne the

b r i d*§This puts the onus squarely on the player to determine exactly wherethatisstic

2MaceMusi ckdés , MBnument
343 Gerle trans. KinneyMusica Teuschl3.
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learningb but howdoes one do §o What Gerle is perhaps implying is that it is the ear that will make the
determination where the best spofdar the bowto travélt he pl ayer must | i sten f ol
which is inherently subjective. Agricola made this connection more explicit while similarly leaving the
exact |l ocation of the bow s omewh astringvclogetioghe fit he bo
bridge where the strings lie completely open; this will give a proper sétnBanoville and Rousseau

also reinforce the connection between the ear and the placement of the bow, Danoville cautioning the

pl ayer to guatti agai se t nwhichiwudie ifisdppdrtdble to the &2,

resulting from the bow being too close or too far from the bridge, respectively; while Rousseau describes

the sound of the bow being pl aywatbderwatneteaeifthe bowt he br

is placed t oo onmaer ifsr oamMl wahyes birn ddgaen gier % touchi ng

Desiredsoundqualities and intention to achievethem

More broadly, on the subject of the desired sound oitéred bow stoke, the adjectives that
come up most often are Aclear o (Simpson, Pl ayford
(Si mpson) . Francesco Rognoni is the only author
strokeéd A T tviela da gambads a delicate instrument, especially if it is played with a beautiful
<accented> bowing. .On theviolino da gambaliminutions may be made with grace, and above all with
a beaut i f*Ule Blano writemthis rather puzzling yet evocatpassage addressing the sound
of the bow strokefiThe work of the right hand consists of using the modern bow strokes which
reproduce and multiply the expressiveness, just as the rays of the Sun or Fireworks, when reflected, have
the effect of tripling ad quadrupling, through the reverberation, while the old-bwakes only have the

effect of a single wax candle without reflection, imitating the pluck of the Lute or the touch of the Raven's

344 This quote only appears in the fifth, 1545 editiotMafsica Instrumentalis Deudsch
345Kinney, A Tempest26.

346 Rousseau trans. Kinneyraité, 27.

347 Rognonitrans.Dickey, Passaggi40.
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quill,.**® Jac k s o n e | ThaughdLa Blans] doesinot furth describe 'modern’ and 'old’ bow strokes

at this point, the modern sound he seeks is evidently the more continuous, expressively nuanced sound of
the Italian violinists, particularly as found in the playing of embellished slow movediéhts. addition,

even though Le Blanc does not describe the sound as desirable, it is also helpful to have a description of
the sound ideal of the bowstroke of the preceding generdfioally, Mace addresses the important

subject of mental preparation before playing(tis, theintentionto make a good sound), instructing the
student tdiarm yourself with preparative resolutions to gain a HandSamothSweetSmart

ClearStroak; or else play not at all: For if your viol be never so good, if you have an unhasdamshe
RuggedScratching, Scrapingtroak, (as too many have) your viol will seem bad, and your play

wor &% . 0

Desiredphysical sensationsn bow arm and hand

Let us now turn to discussing the physical sensations desired in the bow arm. Ganassi specifies
thatfithe bow should bedrawn .wi t h a | oose arm, 0 an instruction e
who elaboratediThe position of the arm, which from the shoulder to the wrist ought to be extended
loosely and without rigidity during both upbow atid wnbow, 6 addi ng | ater that
suspended and very r el axedThesubjectobexténsiamoenesad oftanh e ma i
Si mpson instructs the player to fAstretch out vyour
MusickMaster. The implication here is that the extension of the arm is needed to place the bow on the
string at the tip, which is the starting place specified by the majority of the authors. As for the desired
sensations in the bow hand, Ganassi sgecthaftithe bow should be drawn . with a graceful but firm

hand. o Le Bal a@mnrce ed ensacyr iobfeshafindl i ng the bow, 06 which

8 Jacksoni Def ense (continuation), o 41.
349 Jacksoni Comme nt ary .an oL 0Bl ancos
0MaceMusi ckbs M&hnument ,
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beautiful naturé®™? Flexibility is clearly a desired quality in the bow arm and hand,lmitwo do not

work independently of each other, according to Gandbsi:arm must always help the hand achieve its

effect... the arm, as well ése hand, must be used properlypy achi eve the ri®ht effe
Notice the deliberate vaguenessot he wor ds A pr o @quddgergeatcalattht nfusti ght e f
change with the musical circumstancésstly, Danovillemakesthe commorsense observation that in

order toplay on the thin (higher) strings the wrist and arm must be raised, atme fittick ones, both

must be loweredGaugingthe specific height and angle of the bow needed to plaaoh ofthe six

strings of the viol is a subject rather avoided by our authors, however.

Role of the various joints of the arm: Shoulder

Now we getinto the specific physical motions described by the authors in each part of the bow
arm, beginning with the largest joint of the arm, the shoulder. Simpson is one of the few authors to
specifically mention the shoulder, tine section "The Motion of thRight Arme and Wrist" on page 6.
Simpson differentiates between the role of the shoulder in playing longer notes which require more bow,
and faster notes which need leissa passagpartially quoted earlier Youfimust stretch out your Arme,
so, thatyour bow may cross the strings near the Bridg: [sic] In which Posture, it is more then [sic]
probable you will move your Shoulder Joint: for, in playing long Notes, necessity will enforce you to do:
But if you stir that Joint in Quickotes, it will causgrour whole body to shake, which by all means must
beavoyded; as also anf®y other indecent Gesture. o

Loulié also mentions the shoulder, but only in passing, describing its role in the context of

keeping t he einttshecessary thanahé rest of thebarme from the wrist to the elbow,

351 Jackson!Hubert Le Blanc's Defense devile," 23.
352 Ganassi/BodigRegolaRubertina 5.
353 Simpson,The DivisionViolist, 6.
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follow the wrist, and from the elbow all the way to the shoulder; this means that the arm unfolds

piecemeal . . but without stiffness*

Role of the various joints of the arm: Elbow

Simpson had twechools of thought concerning the use of the elbow. The first was to keep it
stiff & straight:"...| have heard a very Eminent and Judicividist positively affirm,That if a Scholar
can but attain to the Playing @uaverswith hisWrist, keeping hidArme streightand stiff in theElbow,
he hath got the Mastery of tB®w-Hand."®*® Simpson doesn't, however, name the source of this claim.
Si mpsonéisdeauing erhat the wrist must be Astrengthel
Yielding of the EbowrJ 0i nt . 0 Si mpson o asfap exanpldof a "Pédsmm Famdus Nor c o
for the Excellency of thBowHand" who uses a "Free and Loosane' (i.e., a flexible elbow).Simpson
ultimately decides in favor of keeping the elbow straight, espedallyeginners (to help keep the body
upright), and when playing "Smooth Division"; but
(frequently crossing strings) requires Asome cons
wr i st . 0 wastlittleanyssifiecebg these passages, opining "The problem with this discussion is
that the former can hardly have intended to advocate a rigid elbow, which would lead to eexhaps
they had different degrees of inactivity in mind: with the artstwetched, fast notes have to be played
with the tip of the bow, where they sound light and prec®éh the arm loose, the fingers are compelled
to hold the stick more tightly, so that it cannot slip.this way, fast notes can be played somewhat
farther from the tip, with a little more weight on the stridgf."Mace likewise seemed perplexed by these
passages of Si mps on 0 sstraitnesobtbe BbwAkme whictsseme dd contend he e x a

for, | could never do so well, as with my Arm, ($gf& enough, yet) something Plying, or Yielding to an

354 Kinney, A Tempests6.
355 Simpson,The DivisionViolist, 6.
356 OtterstedtThe Vio| 214.
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agile bending: and which | do conceive most familiarly natufal. | would have no Posturgrg'd,

Di sputed, or Contended f or?37 Despitathiscerhnmeehsd cr oss, or
observat o n , some | ater authors stil]l adv o cwhénonef or k ee
draws [the bow] the hand must be borne outward, constantly accompanying the arm without pulling the

Elbow, for one should not advancéritpushingnor carryit backward whemne draws % Dolmetsch

believes this passage indicates that "the elbow should play no part in the movement [of the bow], though
stiffness is to be avoided®® The last work to mention the elbow (albeit indirectly) is @wmpleat

Violist, whichbluntly instructs' Hol d your Right Arm strait. o

Role of the various joints of the arm: Wrist

fiMake use of your Wrist in putting ye Bow forward or Backward."

I The Compleat Violist

In contrast to the relative paucity in writing about the lajgmts of the arm, the majority of
authors who address the bow arm write about the importance of keeping the wrist flexible. Simpson
specifies the use of the wrist mostly in conjunction with faster notes which require shorter bow strokes:
"Quick Notes. . . must beexpres'doy moving some Joint nearer the Hand; which is generally agreed
upon to be the Wrist." Indeed iBisauthors as faflung in time and place as Ganassi and Forqueray
would make a similar point, writing more than a century befoteadter Simpson, respectively. Simpson
sets the template that would be used by | ater aut
the Wrist.. . .carry the hand to arfdo, a little beyond the motion of the arm; in such manner, that the
arm returni ng s halThisidfermation appears in thenirdtial @arinttngtie i t . 0

Division-Violist; in the second editiorChely9 Simpson adds to this, elaborating further:

5"Mace,Musi ckds M&nument
3%8 Rousseau trss. Kinney,Traité, 261 7
359 Dolmetsch The Viola da GamheB5.



fiTo gain this Motion of the Wrist, the ordinary directiontsdraw the Hand (in moving the Bow
to andfro) a little after the Arm.Or you may try how you can play the first Exampt€uavers

by moving your Wrist only, keeping your Arm straight in the Elbdwmint; alittle practice will

effect it. This Motionor looseness of the Wrist we mention, is chieflfpemisemiquaverdor

in Quavers andSemiquavertoo, we must allow so much stiffness to the wrist as may command
the Bowon, andoff the String, at every Note, if occasion so requife."

Much foodfort hought her e. ThuBibid onlsfor B2 matesipaerfermed defiached that the
wrist is as supple as possible; for 8ths and 16ths one should relax the wrist muscles just enough to have

compl et e coniSdlmposfo ntorse radve.t k e andofitoiiet aktir i ngo i s

devel oped further, unf or thaaliuadad elagain fotmany yea®.iempno e w

instruction to firca,r ray Itihtet lhea nlde ywon ca ntdhe moti on of

several authors, the first being Mace:

iThe next thing is, t oangiBthugain'dyvez. Onlglyicangingthd t he

hand, at the very turning of the bow (either way) to incline to a combtézon; the arm (as it

were) leaving th wrist behind it, seems to draw it again after it, explained otherwise thus,

viz. Let yourstroakbe what length it will; before you would leave the motion of your bow, (if it
be a longstroak) Stop the motion of your arm suddenly: yet Jet your wrilsbstvards, 3 or 4
inches, and it is done: But if it be a shogt#pak; then according to discretion, a shorter jet of the
wrist, performs it. | cannot explain it better, nor need I; for ingenuity, and practice, will get it in
one quarter of an hou?®®

Onthislastpi nt Cr um droptimsticcal Yyeu Mmayg fiind ¥ takes a
Danoville | argely echoes Macebds description,
position of the hand and wrigthen starting the bowstroke Wheh one pushes the Bow the front of the

wrist has to bend forward, & whilst the hand & the fingers have to lag behind the arm remains ahead so as

to favourthe wristo®*** i When one draws [pulls the bow], it is

360 Christopher SimpsorGhelys/The Divisioiolist, 2" ed. (London: W. Godbid for H. Brome, 1667), 8.

361 Hans Bol,The bass viol in the time of Marin Marais and Antoine Forquetians. GordoiKinney (Lexington,
Kentucky: [publisher not identified], 1979), microform, 162.

3%2Mace,Musi ckdés ,MBnument

363 Crum, Play the Vio] 17.

364 Otterstedt,The Viol 215.
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the wrist and the arm draw back: t3 Bdaqoffersahe hand
clarification:

"Thus,for the upbow, the right haddso to speak follows the arm and, at the moment when the

change of bowstroke is about to be effected, ojpts’ [=casts] (to adapt Mace's term) the hand

toward the left, while at almost the same moment one directs the arm towards the right to begin
the downbow, during which the hand precedes the dime. change from downbow to upbow is
made in the same way tmat from upbow to downbow, with the difference, now, that the hand is
directed toward the right and the arm toward the [Efte aim of thesenanoeuvress evidently

to obtain a (nearly) uninterrupted sourif."

Rousseau and Loulié largely echo thesimts. Loulié, not content to leave the matter there, in a
burst of enthusiastic (ov@didacticism goes on to describe the "five different principal postures of the
wrist"d "The 2, which | call Natural, is that in which the wrist is not inclinedhe tight or to the
left. The 2%is that in which the wrist is inclined as far as possible to the righfTéte.3%is that in which
the wrist is inclined as far as possible to the left &twe 4" is that in which the wrist is in between the
1standthe 29 The %'is that in which the wrist is in between th¥ [Bic., should read ] and the
34" Loulié evenlabels each "posture of the wrist" with a letter: N, D, G, ND, and GN, respectively, for
Natural,Droite (right), andGauche(left). However, Loulié does not further make use of this diagram,
perhaps thankfully.

Simpson and the French authors seem to have different ideas as to when this motion of the wrist

is desirablé the French describe it as an essential part of every bow strokestiat be used for fast

=13

passages. Forexample, DeMabays t hi s t o s &he wristrshotldhakvays he legordicated

with the arm; for he who plays with only one or the other, as many do, will never accomplish anything

worthwhiled®’ Louliéfl at | y st at esiroke dineays befjifisiwith aBmsto t i on . 0 And

less an authority than Marin Marais advocated for the use of the filiristmoreover necessary for the

365Kinney, A Tempest26.
366 Bol trans. Kinney;The bass viol in the time of Marin Magail63
367Kinney, A Tempestl19.
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wrist of the right hand to be flexildewhich contributes powerfullyota fine bow stroke and beautiful

executiono®®® Perhaps the matter should rest there.

Bow arm weight

Ourauthors have surprisingly little to say about the role of bow weight, which after all is one of
only three major variables one can control in a bawkst (along with contact point and bow speed). One
is not sure how much t commentkkiceplap"ivith the ow aneost presseRo gn o n i
against theviola", as described by Hoffmann oagel148 of TheViola da Gamba Dickey translates this
sane passage (quoted earlier in partjiaf hviela da gambas a delicate instrument, especially if it is
played with a beautiful <accented> bowing, withtigsnoli, with regulated and well distributg@dssagi
with the bow close to the viola, and diffenating the stringswel®®* Di ckeyds transl ati on
close to the violad is even harder to decipher.
bow placement? Simpson is the only other author to mention bow weight, and then onl§ limidils
instructions on how to play tHeurth exercisan C majorhe advises the player tedr the bow
fimoderately [stiff°u pon t he strings, o which Dol metscH# takes
As was detailed in the chapter on the bmid, however, many authors imply that weight is transferred
into the bow not through the arm, but through the pressure of the middle finger on the bow hair. Loulié
explicates this concept eloquently, instructing the student upon beginning a bowsfigkeute h  d own o n
the hair fairly hard with the middle finger as th
soon as the string has begun to speak you must refieuafjet the hair, that is, don't press down so

hard. o

368 |pid., 41.

369 Rognonitrans.Dickey, Passaggi4O0.
370 2nd edition only.

871 Dolmetsch,The Viola da GamhdbA4.
372Kinney, A Tempest6.
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Louli ROBobwst PFokeo

Perhaps it would be a good idea at this point to explore how all of the above concepts relate to
one another in theonitext of a single bowstroke. As previously notedstof the authors under
discussion in this chapter offer instructonanw t o pl ay an i deali zed, Abasi
quite as thoroughly as Loulié. Loulié begins by instructing on how to prepare the bow stroke, both
mentally and physcially. Loulié describes firéparationas a moment of rest between bowstrokdsen
the bow
Afidwell s on the string without the wri ©te maki ng
must not have any void between the end of one-ftovke and the beginning of the following
one; but since the mind of the Pupil does not know twogee but one thing at a time, it is
necessary that he conceive of a sort of rest between the upstroke and the downstroke in order to
comprehend what the wrist does during this moment, that is, at the end of orstr&8wmvand the
beginning of another™
Note that Loulié significantly differs from Mace, the only other author to address the subjesttaf
preparation, in his approaghMace is more conceptual, encouraging the student to visualize the desired
result; while Loulié more procedural, tnscting the student to think of the task at hand. Revealing a
slightly crabbedoersonality, Loulié presentse i n g a b | ebutbne thingat aftinddi saese a f ai | i n
t he s thutdhe act odmesenting one small, sequential idea at ddianstudents currently
considerednost effectivan modern pedagogy.
However, the mere preparation of the bowstroke in itself generates no sound. Loulié makes the
observation that sound is only produced when the bow is in motion upon thedsfiindse botv is

placed upon the string and neither pushed normiraw t he St r i n g Pelaes shis poottis r e s o u n

obvious, but no other author had made it before (except perhaps for Mersenne, who wrote entire chapters

SThis term was coined by Jstehprocéssit HahdbokafeFsernch Bamgue Viad u |l i ®0 s
Technique3.
374 Kinney, A Tempests5.
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discussing the properties of the rdbing string.) He then describes the bowstroke as having three phases:
t he Afir spgremigenmpresssoB | 0 nt h at the"montinuatibneof tiee Bavstroke", or the
mi ddl e; and fwhat the. [ Bbhw]doBsvdt odWWiew@Ver st it hg s
not mean that all bowstrokes have these three parts, for it will be seen that there are some which have
only the first, others which. " But here, unfortunately, as Bol notes, "the rest of this sentence is
b | a #°KTepbow attempts to finish the thought: "Frdmmulié'sdescriptions of other bow strokes,
however, one sees that each stroke consists of at least one elemenbapthiarchet®*®d a concept
that will be discussed in a later chapter.
After the prepaations are made, Loulié details every motion needed for both agnipult
bow, in a section titled*® manierede coupd'archet[The F'Manner of BowStroke].

fiThe Bowstroke always begins with a wrstotion. . . When one wishes to begin wittpash,
theWrst must be o plkeentsanewha infa@( &Pyess orothie stdng with the

hair at the tip of the bow, pushing down on the hair fairly hard with the middle finger as though
you wanted to bite into or scrape the string; close ttigt Wy turning it backward ever so little to

the right, and do all this in almost the same instant of time; and as soon as the string has begun to
speak you must relieve hair, that is, don't press down so ha@antinue pushing [upbow],

leaving the wist in the posture it finds itself inlt is necessary that all the rest of the arm, from

the wrist to the elbow, follow the wrist, and from the elbow all the way to the shoulder; this
means that the arm unfolds piecemeal. When one wishes to begapuilhit is necessary tha
the wrist b denhsanieihatoltveaii®ashd tirred backward ever so little to the
right. Press on the string with the hair of the Bow quite close to the hand, pushing down on the
hair fairly hard with the middlénger as though trying to scrape the string with the hair; open the
wrist while straightening it back and at the same time incline it very slightly to the left, and do all
this within the same moment of time; and as soon as the String has begun tospeakst

relax the hair of the Bow: that is, don't press so h&whtinue drawing the bow, leaving the

wrist in the posture it finds itself int is necessary that the rest of the arm, from the wrist to the
shoulder, follow it [the wrist] as thoughitere all one piece, but without stiffnes&"

Hsu helps to clarify these passages:

filt is significant that.oulié underscores the alertness and sensitivity of the middle finger on the
hair and the flexible movement of the wrist and arm in drawing the Bte plucking effect is
produced not so much by the drawing of the bow as by the release of tension on the bow hair
which has been pressed against the string by the middle finger prior to the beginning of the bow

375 |bid.

376 Teplow, Performance Practices.
377 Hsu,A Handbook3.

378 |bid.

39Kinney, A Tempest56.

132



stroke.Loulié calls this instant whenthe middle finger presses on the hair in preparation for the
bow stroke, the bow rests on the string, and the wrist is motiéntbspréparationdu coup
d 6 a r ¢duleseems anxious to stress that the action of the third finger is crucial: gvases
words,graterd to scratch andecorche to rub, to describe the decisiveness of the middle
finger's action.The double action of the middle fingeits pressing on the bow hair followed by
its release of the tension on the bow diainay be considered as the movement that defines a
single basic bow stroked*®°
I am willing to accept Hsuod0s assertion that the p
L o u | pré@adation however it must be pointed out that this tectne is not described as part of
Louli ®bs paragraph on tomiddefingerpresswaeis onlyndeserivedtwo e b o w
pages lateas part of th@remiere impressianHoffmann sums up all of the ab® handily, if a tad
b r e e zauliégdoptsia very didactic approach, describing three separate phases of -$tedkewthe
preparation, in which the middfenger transfers pressure to the string as if scratching at it; the sustaining
of the bowstroke with full tone under lower pressureto hand; and the conclusion, which must switch
to the next string without a paus®! Both Hsu and Hoffmann seem to be conflatinggtéparation
with thepremiere impressianit must be noted that Loulié never actually described the end of the bow

strtk e, di sappointingly; one was hopeful to | earn Aw

Louli ® could answer the question as to exactly ho

Playing in different parts of the bow i tip, middle, frog
AsMacest at ed earlier, t he b awsthadondbowwelbnighfrork e s houl
hand to point, a $tdrinf theobowstpokeiatthe tiptwas the aafadlt position
specified by most authors. Loulié, paraphrasing thempmlix Rouseau, summarizeéiBegin the
Upbow with the tip ofthebowBe gi n t he Downbow gRousseaustatedbhise t o t he

reasons for doing so:

380 Hsu, A Handbook3.
381 Hoffmann, The Viola da Gamha51.
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fil said that one must begin pushing the Bow at the tip, because if one starts at the middle the
Bow-strokewill often be too short and too dry, the arm will not have enough power and one will
be unable to produce a good Sound from the Viol; likewise in drawing the Bow [downstroke], if
one begins at the middle, the same thing will happen; that is why, ifshiry one is obliged to
start at the tip of the Bow one should, in drawing, start as close to the hand as one can without
discommoding oneself, in order to become accustomed to the full strokes of the Bow without
which the Instrument cannot make its effemnd it is necessary, when one pushes or draws a
Bowsstroke, always t38 have some | eft over.o

Rousseau does allow for beginning the fmallv in the middle due to tempo and other considerations; but

is adamant that the push should always startattipet st ating that i1t i s fApract
ot her3%mThesoinstruction is flatly contradicted by
playing upbow quite close to the hai#dVhenmplaying t he m
faster notes in particular, Simpson advises placi

from the tip in order to make them more distingu

fino other writer mentions... not plag the quick notes at the point of the bovihe reason for
this particular advice is that these fast notes are performed with the Whst the bow is at the
point, the hand is thrown back to its fullest extent, and quick wrist action from thipositi
causes the bow to jump on the strip the full movement of which the wrist is capable is not
required for these rapid passages, the player, starting from the middlettartégoof the bow,

can conveniently use the mideleforward action of his wst (the most important, and difficult
to acquire), and with this the bow lies nicely on the string and the wrist is at its most @faxed.

Pronation of hand/angleof bow (stick to hair to string)

A subtle detail in bow technique that further differatds viols from violin family instruments is
this: violin family instruments position the stick of the bow directly over the hair, so that the player can
see the bridge through the gap between the stick and the hair. This is easily achievable witraad ove
bow hold; however, the underhand bow hold used by viol players make this position unfeasible, and
perhaps undesirable. Danoville and Rousseau both specify that the bow should be held at a more

pronated angle in relation to the strings. Danovib¢est thafithe wood of the Bow should be turned on

382 Rousseau trans. Kinneyraité De La Viole 27.
383 |bid.

384Kinney, A Tempests5.

385 Dolmetsch,The Viola da Gamh®5.
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the strings a little backward, inclining toward the brid@éis Rule should be observed in both the

upbow and the downbow. 0 R 0 u seded a ordecto avdid injunjiislistt h at t
necessary when playing that the wood of the Bow slant downward a little so that the hand bears itself
naturally and is not cramped, and it is also necessary to take care that it does not slant too much for fear

that when touching the strings this mightuse a bad effect.This last point is echoed by Loulié, who

cautions "do not touch the strings with the wood of the Bow."

Pushingthe instrument away to accommodatebowing on the bassstrings

A final detail in bow performance technique, unique whhss viol, is the need to move the
instrument further from the body in order to bow
body. Ganassi alludes indirectly to this need, statingithab u must al so be abl e to
quickly, either bringing it closer to the chest or moving it away, and this must be done with a free arm
movement and a facile hand, just as required with the bowing’&t@anassi does nspecifythatthe
reasorthis motion is needed in order to play on thedss strigs. Danoville, however, doe®:l t woul d
not be proper to pass over this remark abouttiok strings: that the Viol must be in an upright position,
moving the neck a little farther away than usual; it is this which gives room for the Bovextebeed;
and without this action it will often encounter the clothing and the knees, which will halt it in the midst of
its motion.®®” Tr u e ! Rousseau al so goe STherestut one@dtasion! about
when one should move the Violrfeard with the thumb: this is when one is obliged to play on the thick
strings; for if one did not do this he would be obliged to draw the body backward and cramp himself,
besides which the posture would be disagreeable, and then when one wants ti testeiaitial

| ocation he draws it back with ¢£¥hleanpersongllgtessifyt hat a

386 Ganassi/BodigRegolaRubertina 3.
387Kinney, A Tempest26.
38 Rousseau trans. Kinneyraité De La Viole 24i 5.
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that these last two topics (pronation of the bow and moving the instrument away from the body) are
visually striking and ar&equently commented on wherperform for the public, who are more familiar

with the technique of violkfiamily instruments.

Pizzicato

Pizzicato (plucking the string with the fingers of the right hand) is not a technique that is often
called for in viol literdure. As many violists also played the lute (particularly in tHecEntury), it
seems likely that if a plucked sound was wanted a player would simply use a lute rather than pluck a
viold the curved bridge of the viol and its upright position make jhtacking techniques less practicable.

However, pizzicato is in fact described by a few of our authors in the context of viol pedagogy, so it
seems certain that the viol was indeed plucked from time to time.

That being said, most of the pedagogicalkgahat describe pizzicato on the viol also contain
information on playi ng t hRegola®Rubertinas theé ony wdrkitagasve of t h
specific techniques for viol pizzicato. Ganassi instructs that one should pluck the stringpdraraad to
Apull away from Herealvi @l mamt isondotimat. 6i n Apl ucki ncg
draw near the ¥bal dbebnyoumipghthe oesigablerdatsan t hi s
introduces three symboils for plucking with ealthe first three fingers of the right hand (the little finger
is not used for pizzicato) ichapter 8 ot ettioneSeconda Chapters 9, 10, 14 and 15lafttioneSeconda
offer more instruction on plucking with various fingers; but these techniques seenmtended for the
lute than the viol. Ganassi does not specify in these chapters which instrument he is talking about, but
latersuggestt hat t hese passages pertained solely to the
the lute with the rigt hand, in which plucking the string from above is depicted by a dot and a sign,

whereas playing the string from below is depicted by neither a dot or sign by the néfthber".

38 Ganassi/BodigRegola Ruberting43.
390 |pid., 43.
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DeMachyis another of the few authors to mentfwmnzicato, according to Bo'On pg. 2 of his
'Piéces deViolle' DeMachyspeaks of the possibility giractisingthe pizzicato upon the viobk On p e u't
pareillementia pincer: [One can likewise pluck it.JThat from time to time the bass viol was in fact
plucked is proved to us by a page from that same work (p. 4), where De Machy writes that his initial
intention had been to add t3% his book '"a few piec
Bol reminds us that Marais specifically mentions pizzicato on occa§larpage 98 of Kinney's
translation, Bopoints out three pieces that Marais instructs are to be "half plucked and half bowed, or if
one prefers, to be plucked throughout, and likewise, to be bowed throughout." These pieces include a
Rondeau in book 2 (below), another Rondeau in boak&,a Gvotte in book 3.Crum also confirms
that AMar ai s pse meaningmpiezeatonaten kalternating rather quickly with bowed

phras%®s. .. 0

m, : b -_ b ?--:.'“ ’ Fy - . - *-'_A: N

L ] it 4 2 .
sifmorlte A coup a (L cklral e mecu b,
{ on aoma fe prrcer SROOrement | ot Ao mime V1 7o
b [ 7 ¥
P ouwr Lo coup af Trchot I4r . f'

H

- .

i
Examplel: M. Marais, Rondeau moitié pinééom Book I| #141

391 Bol trans. Kinney;The bass viol in the time of Marin Marai7.
392 Crum, Play the Vio] 128.



Chapter 5: Bow strokes

"The different Bowstrokes are difficult to explain, and yet it is upoadé different [kinds of]
strokes that the whole beauty of the Viol deperitfs."

- EtiennelLoulié

Whereas the previous chapter on bow technique dealt with the physical motions required to move
the bow across the strings, this chapter will discuss the antistic use of the bow: the various ways it
can move to achieve specific sounds desired by the performer and/or the corhpaérn particular

provides us with a wealth of information on the kinds of bow strokes used in French Baroque viol music.

Toslur i or not to slur

The act of fingering several consecutive notes with the left hand in the duration of a single bow
stroke is a fundamental part of bowed string technique that is easy to take for granted. The technique of
the bowed slur has its aotlent in the older art of the vocal melignfha gr oup of notes sul
syl l able of text,o according to the Oxford dictio
slurring in a viol treatise takes the form of a prohibition againgitn Martin Agricola(which appears
only in the 1545 edition dflusica instrumentalis deudsch

"Hold the bow in your right hand, and give the strokes the following fdetthem travel,

always one after the other, on the stringsaploy the five ntesi semibreves and minims,

semiminims, fusas and alsemifusag in this manner: bow each one separately as it is found in

the notation. Employ the bow appropriately so that each note has its own ®iokke the

[longer note values] into semibreve3hus you will also give them their value, and this is what

should happen with the [bow] strokddowever, when you find a breve in the notation, you may
indeed bow it with one | ofg stroke, as the who

393 Kinney, A Tempests5.
3% Agricola & Hettrick, Musica instrumentalis deudsch=6.
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The takeaway would seem to it one should change the bow on every ndteffmann concurs with
t hi s a Agadolg..sinsists thafiall the notes, even ragedhifusaeshould have their own bew
stroke: 'That's why each one has its own movement, so you need to use the housjydic .t is to
Agricola that we owe the practical advice to use the bow to subdivide long notessuctimaelongae
and even breves into semibre@¥. It is unclear to me, however, whether Agricola means for the player
to literally bow seveal separate semibrevesteadof playing a breve or longa; or whether the intention
is to visually divide the length of the bow into semibreized sections as a method to pace the speed of
the bow during longer notes. But perhaps the most likely irgirgion is to simply mentally subdivide
longer note values.

The next author to reference slurring (briefly) is Ortiz, in argafited passage about choosing
how t o or na mthengtaceandgfiectssvhicheéhe hafid has to execute are creatdhbyg h
plays sweetly so that the music comes out first in one way, then in anoth&here the bow hand does
not strike every note but pulls the bow smoothlyWhen there are two or three crotchets in a bar, only
the first is articulated, the riegass under the same bow stroke as | have already?¥ai@rtiz here is
seemingly implying that slurs are to be used in this situation. Woodfield thinks so: "Ortiz implies that
there are sometimes groups of two or three semiminims in which onliyshedte is articulated, the
others not being marked by the bowing hand, or in modern terminology 'sldffeldoffmann concurs:
filf we read this final sentence as an instruction to link a series of rapid notes together then we have here
the sole refereze in the 18 century to slurred bowing® This is not entirely true: both Rognonis refer
to slurring in their treatises on the art of di mi
passage on bowing rules, which was quotefdii in the previous chapterflyou can make two notes in

one bow, because you cannot make a long division if the bow does not go cofféckly him, then,

3% Hoffmann, The Viola da Gamhal50.
3% Qrtiz trans. Gammielratadode Glosas3¢4.
397Woodfield, The Early History 16;3.
3% Hoffmann, The Viola da Gambal,49.
399 Rognoni trans. DickeyRassaggi37.



slurs would seem to be more of a tool to correct an awkward bowing than an expressive device.
Francesco Rampni offers an even clearer definition of the slur:
i By s |litegiare) wegneah playing two, three, or more notes in a single bow strokfe
there are two [notes], then [play] two down and two up; if there are three, the same; if four, then
four up and four down; if there are eight or twelve, the same, so that the bow stroke lasts to where
the line below ends [i.e., the slur markj.is also done with five or six notes. If you want [this
bowing] to have a good effect, you must practice it Blpgiving pressure to the wrist of the bow
han%®. o
Francesco Rognoni is the only author to suggest a physical technique to aid in slurring.
Simpson also offers a definition of the slur, which he discusses in the context of a passage about
ornamentatio, as did Ortiz. Although strangely he does not give it a name, Simpson seems to feel
positively about the slufiPlaying 2, 3, or more notes with one motion of the bow, whictld not have
t hat Grace, or Or name n t*Doiméschdbdeces thae'fromthisitcary ed seve
berealisedthat slurs should be added to the Englalsicwhere taste and a knowledge of the style
suggest them, though they were not generally marked by the comg8%érsx'd e ed, Si mpsonds |
slur inThe Divison-Violistis rather parsimoniodsthere are just a handful of twmte slurs in the
Preludes and Divisions, and the only multite slurgbesides the onein Charles@d n6s or nament a

table, which is taken from a pexisting source) appear in arample on how to fill in intervals (page 29

of the second edition):

7 L A B . ‘ .
AT R AT )
Wl v 11 T/ & [+ 11O T HITI ¢ i |
5 59 v o O A 4 1 X AT Je"¢ 1
- _};7/ hd [ i N : o \, =
T n e d P .
.rchth o ) .

Example2: Simpson exampl es of #fABreaking one
Courtesy Lilly Library, Indiana University, Bloomington, Indiana

De Machy gives us a clear definition of a slur, callingitthe u | ® d 6 Addkle® dbé Ar c he;

[bowing slur] is [done] by making several notes or letters with a single stiither, epbow or

400 |pid., 42.
401 Simpson,The DivisionViolist, 9.
402 Dolmetsch,The Viola da Gamhab5.
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downb¥WwLettersodo refers to thos eThaCenpleatVidisalsoi ol t abl
contains a definition of the slur, @g without naming it, thuslyi So met i mes yotwoanay meet
three Notesy'd together with sut a stroke as thisr this Curved slur linesjvhich shews that those Notes

are to be Expressed wi tThe Compkat Busiekastenhgs aadpictiprethaB o w. 0

is | abeled Aslurso in the chaptwouldseemtdbetefisRul es f
Englishi anguage use of the word Aslurod in viol pedago
di dndét appear until this | ate date (17daddtfirstor perh

edition of ths work).

. dlurs,
—

r
:_——- E——,

—
Figure 6: Slur identifcation from The Compleat Musidaster

The accompanying text, however, omits the word fs
Tyeshows you how many Notes are sung to one Syl l abl
Instrument; sometimes it happens over Nades divided by a Barr, and then those two are to be sung or
playbd as one equal in Time to them both. o

Lastly, Roland Marais gives this bit of practical advice regarding slurtéhen two notes are
joined in one bowstroke [a.k.a. slurred] you musbt use different strings, but take the two notes on the
same string as®ucbe aMlapaissod bl esdructi ons were ai
one assumes that this rule doesndt appprgluddar sl ur
long slurredcouladeghat cover the entire compass of the instrument, as in the Schenck A minor

unaccompanied sonatalind Ec h o d,dor eReanpleL b e

403Kinney, A Tempest19.
404 Maraistrans. GammieAccompanying Rule8.
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Hooked bowing (portato, broken slurs)

The term Ahooked b o wiing playerstsdescribe theaat of aryculatirye d by
several notes, separated by a slight space, over the course of one bow stroke. This space can be a
complete, pronounced stopping of the bow (staccato) or a slight pulsing of the sound (portato). The
hookedbowing technique was first described by Francesco Rognoni, who cditedgiare con affetto
f[in] slurring in theaffettuosamanner, that is, withffeti, . . .it is necessary for the wrist of the bow hand,
almost jumping, to beat each note, one time. This is difficult to do well, and thus much practice is
needed to be able to do it with the beat, conforming to the note values, [whereby] you should be careful
not to make more noi se W Rdgnohi keemstodbeimpmghtiaanthewowt h t h e
should leave the string as part of this gestderstedo f f er s some context as to |
of t hi sRogadnffalsccirttroducéd a special form of slurring callieelggiare con affettoin which
each note is markdaly an additional impulse of the fingers of the right hand: 'beat all the notes as if
hopping.' This specialty was recommended predominantly for shakefR@gbniadded that it was
very difficult and required a lot of practicét. was not quite unknowim England and France, although it
was apparently not e rihOttersteridoesanoelatborate ankhisdastdim, s peed . 0
frustratingly.

Marin Marais was the first of our authors to describe the hooked bowing in the sense that we now
knowit, in theavertissemertb the second volume éfiecesde Violte fiDot s i ndi cated t hu:
below notes with a slutifison], signify that it is necessary to articulate with a single {stnoke several
notes as though they were different bstnokesand this by pressing on them a little [with] the finger that

touches upon t %A &viththsione eaofomitahsentebce Marais describes the desired

405Rognoni trans. DickeyRassaggi42.
406 Otterstedt;The Vio| 220.
407Kinney, A Tempest43.
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effect, the notation of the technique, and the physical motions necessary to performli$o pievades a

musical example:

T;_'—'_l_."'_'.
b N T Sl
== .

Example3: M. Marais, hooked bowing example fr@ook Il avertissement

Rousseau makes several clear references to hooked bowings, although he does not give the
technique a name or uaay symbol to indicate its usevhien one plays two successive downbows the
Bow must be lifted about halfay along its stroke and then immediately set down again while the stroke
is continuing, and not by starting tdHewnbowingo ver agai M| @l ay] -boWwwithaute x t
lifting the Bow; that is, a second one must be attacked halfway along tke wsinde the latter is
continued."

TheCompleat MusicliMasteris the first EnglisHanguage work of viol pedagogy to offer a
definition of the hooked bowingf the hooked bow (but not how to execute it), using a diffesgmbol
than Marais: & SlurmarKd thus or thusand as many as the Slur reachesapresin one bav, but
if mark'dthus or thusgs always two distinct Bowsackward, but imark'dthusis to begin forward,
though the Note before watay'dthe same way?%®

the third! To beginail even Numbers with the Bow forward is the ufizal Method, dut is commbnly ex4
preft otherways by a Slur mark’d thus~ or thus— and as many as the Slur reaches are ex i

preft in
one bow, bot if mirk’d thus -~ or thus “§~ is always ewa: difkin& Bows backs purif 'd
thus + is to begin forward, though the Note-bcame w'l's plav’d thefame way. Kot | m

Figure 7: Definition of slur and hooked bowirfigom The Compleat Musiekaster

The Compleat Musieklasteris alsothe firstEnglishwork to define a symbol indicating the push bow
(rather than the lettgrused by Marais), and to mention the double push bow, although the text does not

specify whether a bow lift or a hooked bow is intended to exealbelsle push.The Compleat Violist

408 The Compleat Musiekaster, 27.
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uses the same symbol as MasickMasterto indicate hooked bowgs, it appears onci the musical

selections, but neither the symbol nor the technique are discussed or defined in the instructional text. The
Introduction. . . auff der Violadigambaises the same nestandard marking to indicate the hooked

bowing as Marai& slurred notes that are marked with a dot above or below the notehead. The technique

is | abel ed i doPonctirengnitden Bogeri®® he bowo (

Exampled: Instruction. . . auff der Violadigamba, staccato sl

Hof f mann Thbteohniques gblacafeoderBattuto’' andPonctirennmentioned in the heading

certainly refer however to various forms of legataccatta. In particular, the sixteenthote runs

separated under a long slur in the seconekbsgave us a valuable early example of this bow technique,

otherwise rarely witnessed on the gamba, which is to be found again for example decades later in Abel's
manuscript works®® An excellent observation, but it should be noted that the book doesstratt on

how to execute this techniqgue, just merely provid
Roland Matrais offers a (brief) description on how to execute a hooked bowing, in the context of

discussing how to bow eighth notes in 6/8 tinkénney and Gammie translate this passage slightly

differently: Kinney states that, when playingrorit e pwi se ei ghth notes or thre:
are played: the first, downbow; the second and thirhayp, detaching them on the same kstveke by

two little twitches fecousds o f t Alérhismwolldsséem o be a risanslation, and serves as a
caution against using the words fiupbowdo and Adown

which period treatises never use. The languagerMa i s laupsemisre eén poussant, la seconde et la

409 Instruction. . . auff der Violadigamba26.
410 |hid., XCXI.
4“1Kinney, A Tempest64.
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troisieme en tirant et | es enl evant pagnetoffdsatme coup
is, the first notelsould be pushed; the hooked bowf(tige second and third notes) then osair the

pull-bow, where one would expect it. Gammi ethey tr ans
are played with the first note on a forward bow and the second and third on a back bow, and you lift them

in a single bow stroke with twotitl e s h a k e s*® Wtiile thishtranslationiisscertairdy more

accurate, it is hard to understand why neither Gammie nor Kinney used the more literal translation of
Apusho an ¢gousseou lalivedd fior Whet her one s htllewtlisdto gkecute t ¢ h 0

a hooked bowing is a matter of personal preference.

Hooked bowing betweennon-adjacent strings

I have long been puzzled by the #afrequent indication in music written by viol players to slur
between two nomadjacent strings, whiclould seem to be a physical impossibility. | was pleased to
discover that De Machy sheds some light on both the expectation behind this marking, and an instruction
on how to execute it, in a technique he caisau | ® d 6 A fTodtauléd Accbet]bpv@ng slur] is
[done] by making several notes or letters with a single stroke, either upbow or dowfbdthe one
[couléd'Archet thatis coupé[cut off or interrupted] is made Hhalf-lifting the Bow to carry it over to the
other strings, avoidingto s e t hat are i n between. o De Machy 't he
technique with adjacent strings (resulting in a sort of hooked bowing); then gives examples of musical
situations where one might want to do 8bhe same thing is done on thasgkich are adjacent whenever
one is obliged to do so, particularly when the notes or letters [of tablature] are dotted, and when it is
necessary teliven[d'animeil those which come after the déteither upbow or downbaodvand without

6 r e c o vreprendnd thé arrh.*** Bol, as always, can be counted on to provide helpful commentary:

412Bol, La Basse de Vioj@94.
413 Marais trans. Gammigéccompanying Rules.
44Kinney, A Tempestl9.
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fi...it is not rare, starting witbeMachy(1685), to encounter the ®alled'coulécoupénon

legatd, aportatoperformed over large intervals which are supposed mayed on the same
bow-stroke over two no@djacent strings without changing the position of the left hand...

With DeMachythere is no special sign to indicate this special manner of playing, any more than
with the later Masters of the Viol, which is edasyunderstand since any violinist [sic?] only a

little advanced recognize t hi s situation without delay. o

Be that as it may, | for one appreciate having the intention and the technique spellBdlmathtinues:

"It is rare for thecoulé coupéo beexecute upbow.. It would appear thahe couléscoupéswvhich

present themselves afteeMachyy starting with the ler Livre (1686) of Marin Marais, are executed
downbow [pull] in practically all cased.et us add to that th&teMachyis the onlyone toemploy the

term toulécoupé'. No other Master of the Viol speaks expressly of this bowing although they all make

regular use of it*° | for one thank De Machy for defining this technique.

Dynamics

The technical methods by which viol players play eigwdtly or loudly are surprisingly seldom
discussed in historical viol pedagogy. What would seem to be corsemse, obvious advice about the
changes in bow weight, speed, and placement required to effect dynamic changes is rarely given by our
authors.Ganassi is one of the few authors to broach the subj#ith words and music in a happy vein
or in a sad one, one must draw the bow either strongly or lightly, according to the mood; sometimes it
should be drawn neither strongly nor lightly, but moddyattthat is what the words suggest. With sad

music, the bow should be drawn lighif{}® Ganassi seems to assign volume to moods or a¥fdztppy

music i s fAstr ongnfortmaadyhmu sviacnibs Blpieghf dc about th
play Astrongo or #Alight. o Simpson similarly refe
them, in a passage about ornamentafior acei ng of Notes i s performed i

and by the Fingers. By the Bow; as when we Play|wr soft, according to our Fancy, or the Humour

415Bol trans. KinneyThe bass viol in the time of Marin Maraik33.
416 Ganassi/BodigRegola Rubertingd.
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of the Musick. Again; this lowd, and soft, is sometimes exprest in One and the [Sar@gas when we
make itsoftin thebeginning and then (as if it were) swell, or gréewder, towards theniddle
orending “¢ Bo | cleverl y r el atenflé(tobendisaissgd preserdly; Ottetstedt Mar ai s

claims Simpson is here describing thessa di voce fliterally, 'placing of the voicex*8

Tremolo

Although this technique is never indicated in \i@rature, two of our authors refer to the
tremolo, if only obliquely. Ganassi mentions the technique in a continuation of the passage quoted above,
on dy n &Vithisadsnusic,fthe bow should be drawn lightly and at times, one should even make the
bowing arm tremble and do the same thing on the fingerboard to achieve the necessary’effést."
unclear exactly what Ganassi intends h&rembling of the bow arm" could refer perhaps to either
tremolo (a rapid, unmeasured motion of the bow fodeand backwards), or perhaps a rapid change of
pressure of the middle finger on the bow hair over the course of one bow stroke, producing a rapid
fluctuation in amplitude, akin to the Italian voc¢allo. The instruction to "do the same thing on the
fingerboard" is equally mysteriodids Ganassi referring to left hand vibrato, perha@édodfield thinks
sad "Ganassi seems here to be referring to the effects now known as tremolando and vibrato, both, be it
noted, to be used as a special plangentteffiet as an integral part of normal tegm@duction’:*?°
Simpsonds reference t o t Semealsoaffect b $hake ar Tremblaivithar | y a
the Bow, like the Shakin§top of an Organ, but the frequent use thereof is not (in my opinion)
commendable** Bol bel i eves Simpson is desfcaoitami ng what B
performeda little more quickly and in general carrying a larger number of notes... [which is] an ornament

of wvocal o r iagpinbe Monteveldil¢rBlo. ionunedy cauti ons the reader

417 Simpson,The DivisionViolist, 9.
418 Otterstedt, The Vio| 199.

419 Ganassi/BodigRegola Ruberting4.
420\Woodfield, An Early History 168.
421 Simpson,The DivisionViolist, 9.
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use of the word Atremol oo with the modern sense o0

downbows on a single pitch?®

L o u | howstrakes

As previously mentioned, Loulié goes much farther than #mgr@uthor in codifying and
describing various types of bow strokes. However, as Loulié left his work in an unfinished state, many of
his terms are left either undefined or incompletely explained. Later authors such as Bol, Hsu, and Teplow
havedonemdt t o try to interpr et;havwewr,thepofténaxivietu al i ze Lou
divergent, mutually exclusiveonclusions Alas asitiswi t h so much of the past,
intentions remain unknowable. Another unknown is how widely accepted t he ti me Loul i ®6
about bowings was. One is tempted to give credence to his ideas, as many of tmgdiarhe
writings and music of other French Barogue violis
theenfléalignsclose y wi t harvMdarma rsy ;0 f L ohaJe di®d applitatiomssnt r o k e s
Mar ai s 6Infactnsuchof. our understanding of Loulié comes from research done into an original
print of Mar ai Biécesslevioledmodsedvabthe Sitriey Lidnyf at the Eastman School of
Muisc( whi ch | wi | | r* Twentytwo piecessn thés Soluimdorgajnhahdivrittén)
annotationgmostly abbreviations of no more than a few lettbygsan unknown sourdeom that time
period. As SarahCunmnham puts iit, these markings fAamount to
interpretation of these pieces, calling for a wealth of varied and expressive bow strokes and

art i c Urdanore o the pint, many of these markiegsrespondo terms used by Louljénaking

422Bol trans. KinneyThe bass viol in the time of Marin Maraizl16.

423 Marin Marais,Pieces de viole6 P a r i s 0 A (Cth®araisle fils, Hurel, H. Foucault, 1701), shelf mark
vault M286.M299.2

424garah Cunninghanfi L e s sons f r o-@entarg MaSter gflihe ¥id: Sante Markings in a Copy of
Ma r aBook B,0in A Viola da Gamba Miscellany: Proceedings of the Intaoral Viola Da Gamba Symposium,
Utrecht 1991 edited byJohannes Boeand Guido van Oorsch@Wtrecht: STIMU, Foundation for Historical
Performance Practice, 199485.
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it possible to infer their meaning from their musical cont@&inally, OtterstedaffirmsthatL ou | i ®6 s

bowings werendeedd e s cr i pti ve of the <c¢ommooulidsresmatkal vocabul

underline how widespread these views wer¢ attbhough, but because he was not among the prime stars

of his time. They are evidence not of Father Marais' finesse, but of what any ceomganden violist

knetPérhaps it is debatwvaarlieetwhevihcelri setvceaxkyimeivg ahr adve nt

jettezsuivid'unjetté¢ but Otterstedtds | arger point is well t
Loulié begins his discussion on the "Different Bsthokes®*?® by describing four strokes

categorized by the amount of bow used: "Long Strot&earjdes Coupsare those made frothe tip of

the Bow to the wrist, or from the wrist to the tiphreequarters Trois quart$ are those which [use]

three quarters of the BoviHalf (Moiti€). Little strokes Petits coupk those with are made with the

point. o Al t twauld gedm td be medescriptéve thas instructional, thelp have

concordances the literaturet h e g(amd @A s u s e din comuncion itherpeggiatéd

chords)andt he comment to play #Alittl e st rndkse sadd vatc et hgd v

forty years earlier.

5 g S 5 & 5 , 8F\
RN L A f* < T Iﬁ : 3
bt :|; |: s = ERE S A 1
Fo— ot

Example5: M. Marais, Prelude from Sibley I, #65 m.iZ8

The f ol |l owi n-§trokeeexpresse®(@ u fiB odvd Ar d hét heaplsi méf a | i s

eightbowstrokes

425 Otterstedt,The Viol,202.
426 Kinney, A Tempests4.
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SecsLiterally melain® ndye fiidm ¢/ © , tthidtiwkich bas enly thatrito k e as #

impression of the wrist and which is not sustaitféd.The premiége impressiondiscussed previously, is
e X e c ut e dPreds bnurse lstyng with the hair at the tip of the bow, pushing down on the hair fairly
hard with the middle finger as thoughuwanted to bite into or scrape the string; close the wrist by
turning it backward ever so little to the right, and do all this in almost the same instant.ofMiarn
Marais introducedtheecbo o wi ng i n Book V, al helbatherdwith defningito ul dnét
fil will content myself solely with explaining a few things, such as the word '&eaeally describes
itself.0*?® Bol provides some context:
fiwhat strikes us is that Marais has consistently placed the word 'sec' under the note which
immediately precedes a chord/hat he wanted to achieve is perfectly clear: the very &hort
'dry'd playing of the relevant quarteotes in order, so to speak, to disengage the chords which
follow [them]. In all probabilityd unfortunately Marais @es not explain himself on this paint
the quartenotes in question ought to be performed as eigbths (or perhaps even as
16" notes), given the fact that in several other analogous situations iff tivw&/Marais does
not put the word 'sec’ butdicates the exact duration in the notatitfi."
Marais uses theecmarking very sparingly in Book V, in onlyteo of pieces’**B o | climthat thesec
is usedsolely on the note preceding a chord is often, but not always, the case. What is reigterdda
the fact that Marais always uses geon a weak, unaccented b&gierhaps the intention is to set off

and emphasize the following downbe&tunningham also speculates thatshenarking in Sibley I

could indicate &eg it is used here orhé (weakbeat) note before a large leap, both downwards and

upwards.
y’ TSR
ZZenW k T = | : -— :

BaLZLy Duchené w a .4-' ' Sy o

95 o L ~—7 Jee. X * ile
) lo ¢ ¥ oot i, o] % é;é
% = u'f o o I = f] =cE= f = = R
& ."H, Jecy‘r S ' - p— : jp

P 7~
Example6: M. Marais, Allemande la Bailly Duchené from Bodékm. 13, 5 6

427 |pid., 58.

428 Marais ed. Gamia, Marin Marais Translated6.

429Bol trans. KinneyThe bass viol in the time of Marin Maraiz17.
430 pjgcesnumber 94, 95, and 112.
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Coupéli nterpreted as ficut off, o Louli® introduces t

fiCoupéandseca r e t h é€uzalimgnleen, as to why Loulié felt the need to intoeda second term

to indicate the same concept. Kinney hypothesizes that perhagmifi@ndicates astaccatawith the

bow stopped onthestringdsu of fers an el aboration: A...we can
which the sound is cut off aft¢he attack... Unlike thenflé thesecor coupéis not indicated by a

symbol. Contemporary sources do not discuss where the use sé¢h@gght be appropriate; the

performer himself must det?* Thsiismetentirehercasdthe use t hi s

symbolc is used in Sibley Il, which Cunningham interprets as indicaticoupé
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Example7: M. Marais, Boutade from Sibley I, #127, ni95

Furthermore, Cunninghasuggests that, due to the context in which it is @sad longer notes with ore
or two-finger vibrato indicategdor on a threenotechord also marked withgr and cou)pthe 6ar chet
coupémight need a slightly different interpretationthaseg per haps i ndicating fan

the end of the note, givingraythmic impulse to the cff;3*32a charming concept.

Soutenusor nourris: Transl ating as fs Laléddfimestiisbowstrokefasi our i s h

"the sustaining of the power of the sound at the middle and at the end, just as at the beginning [of
the bowstrokg."**® Ottersedtobserves thatNourris andsoutenuslerote such sounds which, in a

manner of speaking, require constant supplies of enétgyyhile Hsu contributes that "in a certain

431 Hsu,A Handbook11.

42CunninghamiiLessons fro@eahuEygMWMaseenatho 87.
433 bid., 55.

434 OtterstedtThe Vid, 202.
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sense, this is the stroke most nearly akin to the basic approach in modern string plaliisgcertainly

t rue t hdring ptayerd arg tdught to apply equal weight and energy throughout the bowstroke, so

that the sound produced at the tip of the bow is the same as that produced at the frog, whether downbow

or upbow. Neither Loulié nor Marais uses or defines a spegialm®I| to designate soutenwor nourri

bowstroke; however, the abbreviatimmiandsoutappear in Sibley Il Their usage in that document
reinforce Lotoplday®det diedstniltegat o, | eaving the bow

sustaining, ke pi ng t he®vol ume wup. o

e ¢ e sout e e <
' sout. €
. h : Sout. p—

1 3 z L | I | 1

I : P = -

Example8: M. Marais, Courante from Sibley Il, #25, m.ili3

Enflez (enflé): while Louliéis technically the first to discusiis term, it is Marin Marais whis

best known for introducinthe enfléto the publian his third volume oPiéces de Viol€l711)

fiThe most beautiful piecésse immeasurably in their agreeableness if they are not executed in
the style that is proper to them, and being unable to give an idea of this sijiléstng ordinary
notes | have been obliged to supply new symbols capable of making those whoywillypla
pieces acquainted with my viewfithe symbole] signifies that it is necessary to express, or swell
the bowstroke pxprimerou enfler], by pressing more or less upon the string according as the
piece demands it, and this [can be] sometimes atdheoftthe beat or on the value of the dot
[after the note], just as the mark indicatediitthis manner one gives soul to the pieces, which,
without this, woud be too monotonous. O

In this passageMarais highlights the dual purpose of this bowlstfob ot h t o fiexpressodo and
The wordexpresslso has a dual meanidigither to convey a thought or feeling, or to squeeze or press
in order to expel out a substance. Marais was doubtless aware of and took advantage of this double

meanin@ theenflébowingachieves expressivity through pressing on the string to effect a swell in

dynamics. Marais allows for a variety of interpretations oktiié®d i pr essi ng ..mesthe or | es

435Hsu,A Handbook 12,
46 CunninghamiiLessons fro@eahuEygMWMaseatho 90.
47Kinney, A Tempest44.
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pi ece dé aaimibras thetreader that il place thee marking either at the beginning of a

note or after it, indicating a change in function depending on its placement. Later authors show some
disparity in how they interpret the two placements ofeti#é. Hoffmann offers perhaps the most

nuanced under st andi nejstands immddiatelytabovehthe nddeadehen itimeans [ t h e
an accent, often with extravagant Barogtye rhythmic effects, as for example. [when] it falls

unexpectedly on the lightly accented beat.
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Example9: M. Marais, Caprice from Boo¥, #4, m. 1012, 16 18

An ‘e’ shifted to the right, however, means a swelling of thediovke, i.e. anessali voce and is used

in particular to highlight harmonically expressiyv
Wiy o e
T T T £ = :
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Examplel0: M. Marais, Prelude from Book,#1, m. 17

Bol has a subtler interpretation of the use ofahféon top of a note, tdng it to mearan 'horizontal'
accent, i.e. tenuto sign; but his definition of dy@aced after the note is rather more literal, stating that
the "e-sign exclusively [indicated] a crescend&/hat must be done afterwards depends on

circumstances.* Loulié, writing a decade before the publicatioMzfra s 6 t h i (Lodlié v ol u me

438 Hoffmann, The Viola da Gamb&55.
439Bol trans. KinneyThe bass viol in the time of Marin Mara25.
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woul d never read Mdléaahepassedasvhiyia peiars eaignhasoafmore h e

straightforward definition, focusingiore on the technique of tieaflératherthan its esthetic

implications filn the BowStroke that one wants to express aftemfeparatiord that is to say, after the

rest spoken of, which precedes the wnigttion that begins the Bestrokéd one must not scrape the

string; one must begin byaking it sound as little as possible and increasing the power of the sound
gradually which one contiPreueérsaptso igusdthts drenfitri ®W st e
that causes writers likBtterstedto state, rather reductively, that ‘@nfleris the same as cresceridt}

an opinion apparently shared by Bol . However, I
execution of the fAswel | 0 -ispecifio. Maais makes firequentusepithet at i o

enfléin his latter three volume# appears on nearly every page of books 3, 4, and 5.

Jettez(jett®:Li t eral ly meaning fAthrown, 0 -dtrokelmxbeenut e t hi

given, one passes on quickly to the preparation of the followingfmke . 0 This descripti
that the bow is removed from the string in the course of executing this gesture. Kinney believes that

Louli ®bs i nt ent ifromthestdng, canciding with arsléaserofhgwessure upon it,

a O6jetas sionmiwgne of wei hAithodgh Manis dopscot méntior tfesét r i ng. 0

Ki n n definttson is borne out by its usage in Sibleywhere it isindicated by the abbreviatigh

Teplowconfirms thathejettéis flione of the most frequdly encountered bowing nuancesSibley

11,62 indicated by the abbreviatigh with Cunningham adding that theitéfii s one of the mos
concepts, technically, in the whole book, 6 adding

short note before stringrossing, and gives the double benefit of a quick and lively attack and a very

440Kinney, A Tempests5.

441 Otterstedt,TheViol, 202.

442 Kinney, A Tempests0.

443 Teplow, Performance Practices0.
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efficient and clean stringrossing, since the same bow gesture takes us to the preparation of the next

not* . o
e Jt ;
[ ] ~ I [
L T Cny -
A

Examplell: M. Marais, Prelude from Sibley I, #65, m.i4&2

o
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| would suggest tit thejettéis used both as the ending of one bow stroke (on one string) and the
preparation of the subsequent one (on another sténghlingthe string being left to vibrate, in
conjunction with a left hantbn(e to make sure that it does.
Hsu, on the other handyraves at a completely different conclusion about the execution of the
jettéd heb el i ev e s t h ahatthegettéldcks @e atteck, ansl thdt, depending upon the length
of the note, thgettéhas only the middle and the end or just the endeobttsic bow strokeThejetté
therefore, is best conceived of as a basic bow stroke without the initialdttickhis definition of the
stroke as lacking an attack is puzzling, given that Loulié states thanlghpart of the bow stroke the
jettépose sses is the wri st bsttrionkge ,i nwhoi cohrd theedsytdeepfi innge st hae:
attack. Hsu would seem to be alone in this line of thinkinigis possible he wrote hidandbookbefore

becoming aware dibley 116 §e-)discovery*4®

DedoubleexpressionLoul i ® defines this compound gesture -

or three quarters of the Bow, one expresses with still more force the remainder of the Bow, and the latter

quickly. The rest of the Bow is ordinariljjettéco Hs u makes a connection bet wee

44CunninghamiiLessons frofM@eahuEygMaseatho 88.
445Hsu,A Handbook12.

446 Teplow and Cunninghatmothc r edi t Mary EI | i ot 6 sdingrem analgsis & Sibleayhesi s as f
Mar y ETekhinigue and Style in the Performance of Marais: an Examination of Eight@emtiry
Handwritten Markings in Livre lleme ( Mast er 6s t hesi s, Stanfordwhidmis ver sity

unfortunaely not available through ProQuest.
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of thedouble expressioand Marais's dotted slurs (i.e., hooked bowdnti)ey are both describing "the
execution of two or more bow strokes in the same direction”, a technique Hsu terms a “1gestipte
bow stroke.*’ In fact Hsu claims that thelbuble expressiois indicated either by dots above or below
notes that are connected by a slur or by two succegsieet’ <8 This claim does not seem to take into
account_oulié'svery specific meagement to express "half or three quarters of the bow" or the
instruction to then press "again quickly with more force for the rest of the ldich would seem to
describe a much more specific musical situation than a mere hooked bdwmgow strokéinishing

with ajetéimplies a preparation for and a connection to a subsequerstboke; a concept Hsu would

term a -fiomgestaré pl e

EXxprimezjettez There seems to be less consensuherxecution ofhis bow stroke than on any

other. Cohemporary authors eanbanelvatne algo elei ®ds hodevf it ni
bri@besti | orsqudéon a exprim® un coup doA het on |
Kinney begins the translatiof¥When one has expressed a Bstwoke. . .; Otterstedt Wlien the

impulse of the wrist has been given.;"*°and Hsu, When one, having executed a swell "4°*

Kinney continues the translatiomith: fione passes on quickly to the preparation of the following

str oQtterstedle x pounds: At hat is, the stroke has to be
next note, for example intwotpt r okes after a chord. o Whil e Otter
straightforward, Hsu chooses to go deep on this one, asf@alarger description of multipleow

gestureunf ortunatel vy, Hexpridez jetteis dependermt onihis (tikelyifcorrtedt) e

definition of thejettéas lacking an initial attackVvh et her or not one agrees witl

can only admire the depth ofaiight he has given the subjelthat perhaps is most plausible is that the

447 Hsu, A Handbook5.

448 |pid., 14.

449Bol, La Basse de Vio)e90.
450 Otterstedt;The Viol,202.
451 Hsu, A Handbook15.
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exprimez jetteis just that: a hybrid of thexprimezenfl§ andjetté bowstrokesin which one first swells

the note, then quickly prepares tbe next bowstroke, probably in conjunction with a string crossing.

Exprimezjettezsuivi d'un jetté& Loulié never defines or elaborates on thisvstroke Kinney

of fers an ihaexpimegettezis executed iy a bdstroke consisting cd rapidly
increasing pressure followed by a release of pressuree khpr i mez | et tthemame pluswa i doéur
casting of the bow from off of the strinéf> Hs u i | | umi nat es Lespuirhei ®das use of
usual offers a more elaboratefighition of this termwhich again unfortunately is reliant on his
understanding of thietéas lacking an attack
AAl t hough elpomédsiantaltemnatetsrm fenflé in his definitions foenflé double
expressionandexpriméjettéthe verbexprimerseems to imply the act of pressing the middle

finger on the hairHence, arexpriméjetté may be described as a bow stroke in which the hair is
pressed and the tension not released fully until the second of the twsirb&es. Thexprimé

jettéis, consequently, a twloow gesture, andtrex pr i m® | et taRhreghow v i doéun |
gesture, since it takes two and three bow strokes respectively to complete theredaamm
gesture #3

Ultimately, nei t her Kinneyods aexprikeuods ededanisui ens d
completely convincing. Perhaps Hsu has a point about this gesture taking place over more than
onebowst r ok e: t hiei wix pdfédoswedi Gy enjet@ivould imply asecond bow

stroke is necessary; or perBaphooked bowing is implied, with the secgeté occurring

further out the bow once tlexprimez jetteis accomplished.

Traisné and filé

These two terms are not discussed by Louliéwaseintroduced by Marin Marais in Book V, for which,

as he did fothesechowing, he offers the briefest of explanations: "The wondgshé [i.e. trainé

42 Kinney, A Tempest60.
43 Hsu,A Handbooks.



dragged out] orfil€" [spun out] signify one and the same thing, and it is not necessary to explain it since
it is well enough understood by itsetf* If only tha were so!Like thesecindication, Marais only uses
these terms a handful of times in Book V: tteésnéin four piecesand théilé in only ore#*® However,
thefilé also features in Sibley llAccording to Kinney Thié passages markéh® in the mug seem to

imply anunslurredegato, usually of eighthotes, as a contrast to a previous staccato stybasné

woul d t husthes aimg n,imkanasgs@nut@ r t i c ¥ at i on. o

3
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Examplel2: M. Marais, La SimplicitéPaysanne from Book V, #94, m61

Teplow has the clearest explanation offirieb 0 wi Rrgm othér sources and its musical application, it
is clearthatfilé suggestshe use of smooth, even, and connected bow strdkissusually found on

relatively short notes that are often slurred two by two and offers contrast to surrounding passages
containing leaps Filé is used to temper or eamphasize the quality of movement in short notes or to lend

weight to stressed note®" Cunningham concurs with these observations, noting also thatfilé tee

used in Sibley 11 nidieth cwo ulod cd o wn ttehrea cétfe ctomed toef
:ﬁlé : I}i_ e filé e e
i B
! | Ii |P | i |
i Jfort douix

Examplel3: M. Marais, Allemande from Sibley II, #24, mi 24

454 Kinney, A Tempest46.

455 Traisné:pieces #1031, 93, and 94fjlé: #58.

456 |pid., 47.

47 Teplow, Performance Practicer0.

#8CunninghamiiLessons fro@eahuEygMWMaseatho 89.
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Ricochet

As a kind of coda, it should be mentioned that Le Blanc briefly mentiongctahetbowstroke,

o

a quick, almost uncontrolled boung of the bow on the strings.hTe g u o t rean bbegaa wissc,
with airs andpiéces In these, the neatnessrimochetsandtours de gozier. .; “¢’ Le Blanc does not
further dscuss or define this bow strokken a f oot not e J &Ricdcletere mednsoffor at es
the-string bowings, which Le Blanaler specifically describes as characterizing Marais's plglyeg

Bl anc describes Mamhail 4 6 i nt shdutd beaphires Juatbat Jeasn Rougseau
emphatically disapproved of thertf* Indeed Rousseau has this to say aboutrtbechet one &hould

never employ those passages with the Bow from high to low and low to high that ar&kazilgtets

[ Kinney transl ates as O6reboundsd]; and wHt ch one
Although, as Rousseau stitéhis bow stroke is much more idiomatic to instruments played with an

overhand bowhold, Kinney does allow that thécochetbowing is, in fact, possible onthe viai [ t h e

ricoche] can, indeed, be executed as a percussion stroke with a viol bowndetgpit about midway

bet ween the tip and “%1Pedappthéecshethad geemini udedfdr somdtima ger . o
before Roussed&uSimpson could have been alluding to the technique in the previgusted passage

about t he uwemustallow sb muchwstifiness to thefivrist as may command th@Bow

andofft he String, at ever y RdoodMarisnaylalsobe suggesiingtheuseo r e qu
of thericochetwith the instructior'to play rapid passages, the plain notdéch do not stand out are

played with the lifted bowThat is to say that the bow must not be dragged across, but rather the note

mu st b é°% However,iaterpredingthis passage is complicatedlya r ai s 6 u seeleseef t he v

which could be traslatedeithera s f,0 | etelgidd et ached. 0

459 JacksonHubert Le Blanc's Defense devile," 17.
460 |pid.

461 Rousseau trans. Kinneyraité de la Viole 49 50.
462Kinney, A Tempest60.

463 Marais trans. Gammig&ccompanying Rules.



Chapter 6: Bowing Rules

Y ou must practice not only in one direction but also the other. This is like the task of the
fencing teacher. If by chance one cannot make use of the right hand in a featghgthe
teacher will show you how to use the left arm or hand. You will do the same in ba#fing

T Sylvestro Ganassi

fi..since above all th® bow must have its way. o

T Riccardo Rognoni

This chapter will deal specifically with instructions bow to bow passages of musiwhen to
push and when to pull. Altligh bowing rulegould be considered an aspect of performance practice,
rather than technique, even the beginning student will be confronted with musical situations in which the
il atscomeso method of bowing is either not possible
with some historically informed bowing strategies.

Unsurprisingly, our wise old master Ganassi is the first of otnoasito discuss viol bowings.
First, he defines the twdirections the bow cantravél:You s houl d know. . . that th
strokes, one forward and one backwiafdor war d bei ng t he push bow and be
points out that the words Ganassi uses to refer to thédw strokesdritto androversq translate
literally into fidownodo and fireverse; 0 since Ganass
bow would move in the direction of the floor, or literally downwérdso G a rdritts doésdndact
me an t 0% @Ggmass ik thedfirst to state what would become a universally accepted maxim of viol
bowi ng: AThe first stroke in bowing should al ways
of cromesor any other small note value. Ifiydow in this manner, you will get a good sound. When

you begin the first stroke with a pull bow, you proceed in a contrary mdfibmgspite this rule,

464 Ganassi/BodigRegola Rubertingb.
465Rognoni trans. DickeyRassaggi37.
466 Ganassi/PeteRegola RubertinalO.
467 | bid.
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Ganassi advises practicing reverse bowings as weligagubte at the beginning of tlilsapter

illustrates.Chapter fifteen ot.ettioneSecondp r esent s symbol s t whenmemedi cate b
you see associated with numbers [i.e., tablature] for a chord, a dot under the lower number, you always

take the bow stroke from above and in such a vgap gull away from the viol with the arm [i.e. pull

bow]. If the number or numbers have no dot whatever, that means the chord should be played from

below in such a way that you bring yourself nearer the viol with your arm [i.e-quwgh . . Whenever

there is a dot underneath, either in a chord or in single notes, it is intended to indicate pulling the bow

away from the viol with the ar M Waodfieldwommendsion r ai s i
page 162 ofhe Early History:. . .: i Uumdtedy rthis system leaves plenty of room for error; a dot is a

very easy symbol for a printer to for§ethere are in fact several bars in which the dots appear to have

been omitted by accideghtand conversely a single spurious blob of ink in thengrplace can easily

wreck the sense of an entire passage. 0 Perhaps t
adopted by subsequent autliGanassi also used dots in different locales around a tablature number to
indicate left hand fingeringss well, resulting in some very fgpecked tablature, indeed!

Ganassi providelsowings for theicercareand the songp vorei Dio d'amorin theLettione

SecondaSome of Ganassi 6s bowings pose more guestions
problem$ for example, the reasons for beginning both sections ®&leercar Primapn a pull bow,

followed by a double push, are a mystery.

Y 8 9
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Examplel4: Ganassi, Recercar Primo from Lettione seconda,irg; & 9

468 Ganassi/BodigRegola Rubertings3.

161



Double pulls and doué pushes are quite common, although slurs are neither described nor
notated anywheri the boold perhaps the intention is to execute a hooked bowing. Woodfield claims
that this is indeethe case, and remindsusthaGa n a s s i expl aThalsowbkhouwd ndtlee do t h
lifted from the strings, but the player should stressdaré the second note a littléSo two bow strokes
in one direction do not (in Ganassi's notation) imply a true legato; both notes are to be

ar t i c % 0serealblegush situations seem to require dake of the bow, although Ganassi does

not describehis technique either. For example, the last two notes dittexcar Primo
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Examplel5: Ganassi, Recercar Primo from Lettione seconda, meié

The fact thato voreiand theRecercarSegunddeginon a pultbow shows advance plannihg
Ganassi had warned earlier that "...small note values might occur in unenbarspyyou must know that
you begin on a pull bow in such casebldte that, here, opening with a phlbw results in the dotted half

notes falling on a pushow, and theairs of half notes are then played in ppsii pairs:

2 3 4
i ; |
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Examplel6: Ganassi, Recercar Secondo from Lettione seconddi 4n.
However, thisapparentdvance planning is not always in evidedoma ny of Ganassi 0s
seem arbitrary. Woodfield provides some keen his

ricercars which are bowed fairly consistently according to the principles outtirleel text, the chordal

ricercars and the accompanied madrigal are bowed with considerable fre&gl@anassi points out, his

469\Woodfield, TheEarly History, 162.
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viol accompaniment to the madrigal torei Dio d'amore' is an imitation of the style of playing
associated with thigra da braccio. Realisingthat the chordal style is not ideally suited to the viol,
Ganassi recommends several modifications to the instrument... Though he does not mention the matter in
the text,Ganassalso seems to expect the viol player to emulate the baedimique of théira da
braccia All three chordal pieces ibettione Secondiaegin with a dowsbow, the stressed bow stroke of
instruments played bracciolike thelira. This attempt to copy the style of bowing associated with
thelira da bracciomayaccount for the fact that these chordal pieces are bowied@wsistently.
Substantiakections of the viol accompaniment to the madrigal are, when repeated, bowed back to
front. This should not be taken as evidence of a somewhat cavalier attitusleiihg lin general, for
Ganassi, notwithstanding the obscurity and imprecision of some of his writing, was something of a pedant
at heart, but it does indicate that he had not fully worked out the implications of adaptirey'she
chordal style to the viol*®
RiccardoRognoni is the next to offer advice on viol bowing strategies:
iSince on string instruments it is difficult t
always pull the bow if you play thaola da gambaand also theiola da braccio; butshort
gropettiare made pushing and pulling [the bow] as you wish, and also taking a new bow when
you find quarter notes in the middle of eighths, or eighth notes in the middle of quéntetsu
can make two notes in one bow, because you tanake a long division if the bow does not go
correctly, for on theviola da gambahe bow must be pushed on the eighth notes and sixteenths
and on theviola da bracciadt must be pulled on the eighths and sixteenifiss refers always to
playingalongdi vi si on since above Y41 the bow must ha
To me, the most pertinent information is contained in the penultimate sentence: on the viol, long strings
of fast notes should begin on a pushkkbow. newn bowo
when finding figuarter notes in the midgdgHee of ei gh
implication is that a double push is required in these situations. This conclusion is bolstered by the

following alternative suggestido correct the bowing by slurring two notd2ognoni is the first author

to differentiate between the bowing styles of diaegambaand theda braccioinstrumentd on the viol

470 |pid., 163.
41 Rognoni trans. DickeyRassaggi37.
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the push is the strong direction; on the violin (presumably played witkiexhand bovhold, although
Rognoni does not specify this) it is the pulowever, the first sentence quoted above would seem to
contradict thisobservatiod | 6 m uncl ear as to what Rognoni means ¢k
you play theviola dagamba and also thgiola da bracciod Surely he does not mean that every bow
stroke a violist plays should be a puderhaps he is referring to the first note of a piece, in which case he
seems to be offering contradictory information.

Francescdrognoni, as did Ganasgyrovides a definition of the two bow directions, and a symbol
to identify them: "You should know that this sign <Tiare) means to draw the bow downwards, and
<P>pontar& means t o t 4 rHaowever, Francesco theawatdnmiddi@s the waters with
the following sentence: ARThe way of Dbowing is thi
and [after] any rest because pushi ng*®Thsgastrt fr om
point is debatableHo f f mann poi nts out that fAtshrearpai Rd@Eemeniod s
opinion: in their paintings viegplayers are usually shown holding the bow at the point or on the upper half
of the strings and “8Whayisiressapable is the cericlysiorathatbbth e f r og. 0
Rognonis state that both the viol and the violin should move the bow in the direction of thadrey (
on strong beats, and in the direction of the pipntare on weak ones, with the exception of playing
Al orwg sdions 0 ®itkeyfpas tn t rs o0 teadly wayhoaget ardunhd these conclusions is to
assume that the wortisare andpontaremean the opposite on the gamba, sotiteie means tip to frog
andpontare frog to tip. If we were dealing withthe English terms 'pull’ and 'push’ or with directional
terms such as 'ug) and 'down'gi) , per haps such “a HonewreDickey pointd b e ma
out that the Italian termpontareis clear in its reference to the point or tip of the bowthsoalternate
i nterpretati olearlyibwe wantto taketsRegndnisseriousiyi as the most important

Italian sources on string playing at the turn of th& déhtury, we must come to terms with these

472 |bid., 42.
473 |bid., 40.
474 Hoffmann, The Viola da Gamhal49.
475 Rognoni trans. DickeyRassaggi32.
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uncomf or t ab |*€ Thereimnwdthdosd far thaighbherdVhile the Rognonisery well may
have been observing contemporary viol practice, as Dickey claims, no other viol pedagogue before or
after advocates for beginning pieces on a-pall, so make athis passagehat you will. For example,
the next author to address bowing rules, Mersenne, had this to say on the 8ubjectvi s h st i |l |l t o
pertains to the bow strokes, which go all contrary to those of the violins, since one pushes them up on the
first note, and pulls den on the second, and §oo r *t” 8tramyely, Mersenne makes no mention of the
fact that this is the result of the viol's underhand bold.
Simpson is the next author to affirm the primacy of the sk, andofferssome advice on how
to correct bowing:
iConcerning the Bow, oebeseumbeeof Quaverd[Boteslhen you se
Semiquavers, &c... you must begin with y@owForward [push]: Yea, thoughe Bowwere
imployedForward in the nextotebefore them.But, if the Number b&dd . . . (which always
happens by reason of sofdck-Noteor oddResj the first of that odd Number muste p |l ay 6 d
Backward[pull]. And this is most properly théotion of theBow, although not absolutely
without ®¥xception. o
These instructions are eclibley Playford. Simpson elaborates a few pages later, allowirig &n
Exception against the Rule of Beginning every even Number, Forward: in which the Quickness of Motion
doth not admit a Change of the Bow; but you must [then] play them (as necesstyfavitie you) some
Forward; and some Backwar@lso quick Notes, Skipping from the Treble to the Bass, and so pursued;
are besexprestvi t h Cont ¥°Omy tBews.udbj ect of HAcontrary bows,
passages that Iskitp fifhreonBatshsed Tirteh s better to push
notes, regardless of rhythmic placement, on the ¢

downwards one has less power in playing downbow than in playing upbow, one would. riskbeing

able to make the low notes come out sufficiently [if played downbow], the more so in that the low strings

476 | bid.

477 Mersenne trans. Chapmatiarmonie Universellg263.
478 Simpson,TheDivision-Violist, 5.

41bid., 7.
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resound | ess r ead Ty which Kinmey addsthattd ptay higbet notiesnthatsfall on
t he beat dotvu boofer the reasanoBolrgigdsis not because the bow is held palm

upward, nor because of the accentuation nor the inertia of low strings, but becawgstdaleposition of

the instrumenfas also with the violoncello under like conditiomsjuld result in awkward arm
movements if the | ow Ihtoties @moesiphlag etdh ato wdibrapgs @n |
in the sense of HAopposited bowing, in which case

Playford is the first authort@a f f i rm Ganassi 6s instruction that
be on a pusthow (strangely Simpson did not make this point), andeffer r ef i nement : A. . . i f
odd Note at the beginning of a Lesson, as usually thergdgr@sandCorants then you strike it with
drawing the Bowbackwardsand if there be no odd Note, then your first Notgtrigokewith the Bow
put f o Straraelydthisdhelpful information on the proper bowing of pickup notes only appears in
the second edition (1655]) An Introduction to the Skill of Musickn page 58 later editions would omit
this passage in favor of the previoustgntioned information ohow to bowodd versus even numbers of
fast notes.

Dubuisson is the first author to provide us with detaildes for bowing under various musical
circumstances. Cheney gi ves bowingardtauctione sighificantih e v al i
the early date of the rules for bowing dance pieces, which anticipate those published by Muffat in
1698. Muffat claimed to give the rules for bowing as he learned them under Lully in Paris during the
1660s; the instructions here [in Dubui®sson] offer
Dubuisson gives us five instructions regarding bowings (here gtrotedKinney,A Tempestpage
14). The first of these states: fAThe first of two or
upbow En poussantpush]. In triple meter the First of three equal notes should always be played
downbow firée, pulllwh en at the beginning of a strain. o Dubui

in triple meter, and his instruction has profound implicationsifetbowing of the sarabande. Although

480 Bl trans. KinneyThe bass viol in the time of Marin Marailk65.
481 CheneyRecueilDe PiecesDe Violg 5.
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Dubuisson did not provide bowings in his musiatenhow startindpis Sarabandén D minorwith a pulk

bow results in all the dotted quarter notes falling on a push:

v HEV HV3
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Examplel7: Dubuisson, Sarabande in D minor, ni61

This rhythm of three quarter notes followed by a dotted quarter note appears quite frequently in French
Baroque sarabandes, and bowing it in this maimglies a twebar phrase structure with the emphasis
on the downbeat of the second bar.

The second of Dubui ssond6s rules states: nlf, a
played dowrbow, but if the notés worth more than the restritust be played upow. The same is
understood for the half and double rest, as well as for the half rest, which is worth ematdnaffut
when the rest is of the value of the whole note, the following note must be plaped wpThds
instruction wold seem to be describing the difference between pickup notes starting on a weak beat after
a rest, and notes starting on a strong beat. It also could be describing syncopated entrances.théowever,
situations Dubuisson describes involving rests do aotioin his music (making it odd that he spilled so
much ink on the subject)The only instance this rule makes a real impact is in the opening measure of the

D Major Prelude, which begins with a quarter note rest on beat one followed by three quaster not

moy o
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Examplel8: Dubuisson, Prelude in D major, mi 2

The third rule states: fiWhen a half note occur
guarternote occurs upbow followed by two eighibtes, one must be free to play upbow also the first of
the latter two, or play them both downbow, which bardone on a single bestroke by slurring when
the notes are on two adjacent degrees. 0 This rul

numbered group of notesonapdsio w; r ei nf or ci ng Caorionslytbissituétienonyar | i er



arisesoncein this manuscriptthe A minor Preludehasa passagef aneighh notefollowed by six

sixteenthnote® mightthisrule applyhere?

15 16

3 Sk [%
jji/ "

| 108

o °
Examplel9: Dubuisson, Prelude in A minom. 1416

I'minclinedto think thatit does,andthatslurringthefirst two sixteenthnotesis anelegantowing
solution.

The fourth rule states: AAfter a dotted note t
even though [if] the d~Mdstofehdtimatbitbewingraleidsconsnedsdnsea d own
andpractical,particularlyin duplemetes. Worth notingis the effectthis rule hason movementghatare

in triple time, specificallythe Gigues(bowingsaremine).

16y ™ 7 Y 73 y 20 % 2 M
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Example20: Dubuisson, Gigue in D Majom. 16 21

In this passage, observing this rule results in long strings of dotted quaitéithi quarter notes being
bowed pulli pulli push; while not necessarily problematic this bowing prevents the longer note values
(which are on a strong beat) from being played with a push btmwever this bowingruleis certainly
perfectlyexecutableaslong asonetakescarenot to emphasizéhe upbowquartemoteon theweakthird
beatof the measure.This bowingruleis by far the mostfrequentlyoccurringonein Dubuisson'snusic,
andthe onewith the biggestimpacton how a pieceis bowedoverall.

And | astly, the §$§isthateés: DiWhes s darlbetitheub ecur s
beginning of a piece it should al ways bencd® wnbow.
wi th Pl ayf or doStrameypDulbuisson does nettmentien whether a piece shsialt
upbow by default, if it begins on the downbeltany of the anacruses in his pieces are preceded by a

rest of equal value; in which case both this rule and rule number two, above, would apply.
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As previously mentionedubuisson does h@rovide bowing indications; dwever, the
manuscript does feature mysterious ferntdda markings that are useal conjunction with shorter note

values which could refer to bowings:

12 13 14 15 16 17 ~
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Example21: Dubuisson, Courante in D majom. 12 20

Whil e Coeyman claims that #fANo feidme an ®Kinep ar has
believes that these markings indicate an fAupbow s
meat 7 d o wn b ebevd because,@munrhahy of the short notes that are marked with this symbol
follow a dotted note, by Dubuissdrs own | ogi c (see: Rul e Fmwr) they
Cheney defines thesebowsaak&kinnfs haj s&ieeahdokenigct o oa, b
bowing; perhaps this is the correct interpretation.

Danoville alsdeft us only with witten bowing guidelines rather than bowed pieces of music. As
Marais did, first he defines the two directions of the bpeysséndtiré, marked withp andt - this
terminology would become common practice with all the French Baroque vidfidtss first bowing

rule, Danoville, agreeing with Ganassi, Simspon, Playford, et. al., states that when playing faster notes, if

there is an fieven number, push [Buthethenpréovidesthis not e u
caveat : fi N o ©dd auenbet, Hi tae firstitwo Ctothhiets or Quavers are linked with a little
Circle [i.e. connected by a sl uflesultigpinamesemessi ty t

number of bow strokesPuzzling sentences like this must be what Kinney wiesning to when he

describeddanoville'swr i t i ng as being full of Aclumsy constr u

482 DubuissonCoeyman, and Beechéfour Suites for Solo Bass Vijdl.
483 CheneyRecueilDe PiecesDe Viole 4.
484Kinney, A Tempest38 9.



phrase®bDagpvdl |l eds second bowing rul dfinthecotrdee s a me
of a Solo one arrives at awnbow [pull] on a Dotted Crotchet, one will be obliged to play the following
Quaver downbow again. o However, again Danovill e
Rules of this kind in the performance of Gigues, because [in them] one masstlgwBow is encountered
[ 1. e. a sThis tefinenemhsoblvds thé problem of sequences of dotted quaitgrthi quarter
notes, a rhythm that occurs frequently in gigues, being played pullli push as we found in
Dubui sso.nBols| musmsct hat fAall the Masters of the Vio
s cr up ufPexcapting Dubuisson, perhaps. The third and final bit of bowing advice Danoville has
is Alf in the course of a Sol oadownbowdofthedirstoflfaor oughb
even number [of notes], one must necessarily play downbow again on the second [note] which
fol I Weid& could be an instruction to use a hooked
last word strangely, at thsi point he abruptly concludes Hisok

Rousseau provides by far the most thorough list of rules for bowing encountered in a viol treatise. He
eloquently states his reasons for doing so:

Ailf the viol, fingered vaibdadh one tae say tieafthe bdwasritgisoul, wi t h

since it is the latter that animates it and which expresses all the passions proper to the Voice and

which marks all the different rhythms of Melody; this is why it is of such great consequence to

employ it inan orderly manner, and what proves this in addition is the exactitude with which the

Masters marktheBow t r okes i nf®t heir Pieces. 0
Not content to merely observe the established practice that even numbers of notes should start upbow and
odd numbers dom; Rousseau insteadseggt s t hat t h eactoaing tothe vdlues ofgthei d e d
Notesinrespect o t he Beat s peovidihgd lang, Oetaded Idteot hew bowings should be

organized in each of an overwhelmingly large number of potentiaical situations. Although

Rousseau presents these rules in paragraph form (paget71 of Ki nney 6s transl ati on

485 |pid., 23.

486 Bol trans. KinneyThe bass viol in the time of Marin Maralk67.
487Kinney, A Tempest38 9.

488 Rousseau trans. Kinneyraité de la Viole 70.

17C



easier and more comprehensible to organize them (in abridged form) in an outline. | will follow the
outline of the rulesvith the musical example Rousseau gives to illustratedhtira lettering in the
outline (but not the numbering) refers to the corresponding letter in the music that illustrates that concept.
1. In 4/4 time (C):
A. When there are quarter notes, those oriitsieand third beats should start on a push,
B. the second and fourth pull, regardless of how many subsequent notes there are.

When playing eighth notes, the first part of the beat must be played on a push;

o 0O

the second on a pull.

m

Likewise, when playing gteenth notes the first and third notes are push;
F. the second and fourth are pull.
G. If you find yourself on a pulbow on the first note of a group of eighth notes, pull on the

second as well, either by way of a slur or hooked bow (if the tempo is venséaat

slur). This rule should be observed in all time signatures.
H. The above rule applies for sixteenth notes as well.
. AWhen in the cour s echeotéde chanh academrce findidherlast oc c ur s
note of which is long enough for recoverytié Bowstroke, one should observe for it
t he same Rul es as f oRoussehuedefihescheuteasd pasgingof a Pi
tone filling in the interval of a third, andcadenceas a trill; as the musical example he
gi ves doesno e eitlseeocttnesetsituations, the meaning of this instruction
is unclear to me. Green has a less literal but perhaps more accurate translation of this
passage: iAAt a p o icheute de ¢chahbresane cadenceinthe mel ody
course of a piece vane the last note is long enough to recover the bowing, the same rules

as if the piece beg®n again must be observe

489 Green and Rousseainnotated Translation368.
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J. "When an Octave, or ste Passage, is slurred pullbow.it is necessary that the Note
forming the Fall of the Octave or Passage abMag played pushbow [i.e. one must
change to a push on the low note regardless of the slur.]"

i. Rousseau draws a distinction betweemrsig notes and hooking therfiWhen
one wants to slur them it is the fingers only that should move and the Bow ought
notleave the strings; but when one plays two successive pull bows the Bow must
be lifted about halfway along its stroke and then immediately set down again
while the stroke is continuing, and not by startingghltbowovera gai n. 0
Perhaps Rousseau interadeooked bow with a slight |8t he seems to be
cautioning against a {take.

ii. "In Pieces of Music in which the Tempo is very fast one ordinarily follows the
Bow-stroke when one has observed the Rules in starting out; but as regards what
may occur lateon one does not observe the Rules of which we have spoken
unless one meets with Notes long enough to favor the®mke." In other
words, in fast tempos play bow strokes as they come until things slow down
enough to recover your bow.

2. When playing irtriple meters:
L. start on a pull if the first measure contain
first rule.
M. push if the first note is worth two beats, or dotted.
N. When the piece is livelyp{ece de movemérdand when the first note is obeat and the first
t wo notes are the same pitch, play the first
Bow; that is, a second one must be attacked halfway along the stroke while the latter is

continued. 0 Thi s i ®hoplkedbowingot her cl ear refer.
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O. If the first two notes are different pitches, they must both be played pushbow [with the same
hooked bow technique just describedo this particularly when moving in conjunct motion
in a quick tempo.
P. AWhen t he Rhy tdlomany beat of thé measuare, and it proceeds at a uniform
pace, one should follow the Bowif@s it comes]provided one does not encounter any rests,
or acadence finalgor, indeed, any other Note long enough to be favored by the Bow without
interferingwi t h t he Tempo. 0
Q. When there is a half note played pullbow on the first beat, play the following note pullbow as
wel | if itds a quarter note, by hooking the
R. Asyncopated quarternoth al f note r hyt hm s hwhenlthd mifiging! | ow t
ceases one starts observing the Rules again.
S. In all time signatures, when a dotted quarter or eighth note occurs on a pull bow, the
foll owing note shoul d be pel anyeeads uorne Agaeprumilt sa si
this concurs with Dubuissondés fourth rule.
In the 6/ 8 ti me s ihythnastoonernast folldvathedBooithat isadkd theGi gue r
bowing as it comesRousseau is here echoing Danoville. The only bowing ruldRibiasseau
applies to the 6/8 meter is that when a quarter note occurs on a pull bow on the first or third note
of the measure, the following eighth note must be a pull as well.
In "Quick Airs [Airs deMouvemeritin Crotchets in tweBeat Measure, [2, 2/4:
T. quarter notes on strong beats should be played on a push;
V. thehalfi quarteri quarter rhythm should be played ptispull - pull; both pull bows should
be "accented equally"
X. If the first note of a passage is on the second or fourth part of sstaeatyith a pull bow.
In the 4/8 time signature, lean on beats 1 an@8&en eighth notes are "much mingled" with

sixteenths, one must "follow the bow".
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6.

In all signatures in which the rhythm is not accented and there ateentesie chanton notes

of equal rhythm, and in all fast movements in particular, bow as it comes ("“follow the bow").

Y. If a syncopation starts on a pullbow, the next note should also be played pullbow on the same
stroke (hooked bow), unless it is another syncopation; in whichptagas it

comes. Observe this rule particularly in "lively Airs".
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Example22: Rousseau, Musical example illustrating his Bowing rules
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Our two eighteenticentury English tutorsThe Compleat ViolistndThe Compleat Musiek
Master, are predictably terse on the subject of bowings. Both unsurprisingly hearken Bacipson
withthe widelyaccept ed maxim to fAbegin wi tphcktdotds&towar d Bov
draw backward g first of all odd Numberdas theViolist puts it.

Thelntroduction. . . auff der Violadigambas another work that does not dpmlt bowing rules
in its text, but features bowed passages of music apparently intended to illustrate bowing rules, or at least
possibilities. Page twelve of the work contains
thebowstroke, 06 whiteh pHet smasn it he relationship betyv
defines symbols to indicate the bow directions, which are similar to the ones in use today, but with a
twist: AA notRow,j tdhnea Witls a Y uisé$ isdhe pppdsite oftmo w; 6 wh |
we define the V symboltodayHo f f mann of fers some perspective, st
familiar to Muffat, who applied them to the violin family instrumen®&ven the inverse relation between
bow direction and madtr accent with the violin andiol, these signs indicate in Muffat's work the
opposite b4%nothér words,thinwoductionk e pt Muf f at s convention
symbol to indicate the weak bow direction, reversing the physicality foidghe@omplicating matters,
thelntroductionuses these same two symbols on the following page to indicate the strong and weak beats
of the measus 1 for "downwards" and V for "upwards," likely referring to the hand motion in beating
the tactus. Hoffman expl ai ns, fi...the aut hor is here concer
as possible match the accented and unaccented beats of théebsinould therefore not be surprised
when. .. the same signs 01 gnifymgtde dowdand wpwaeds matianglof f or b
t he HWamnhdee omusi cal exercises that follow are headec

simple time or 6/4 dupletiem, pl ay t he b diwstrange, thes, thatbowmngs are ia faad

490 Hoffmann,Instruction, X.
491 | bid.
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proviled f or every exercise and are not at al/l ilas
bowing symbols for push/up and pull/down are used in their current conventional sense.

Pg. 12, "On the tempo of the bowstroke"
"Whether in simple time or 6/4 duple time, play the bowing as it comes."”
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Example23: Instruction. . . auff der Violadigamba, "On the tempo of the bake" musical example
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Measures 5, 6, 14, 15, 25 and 26 seem to illustrate variamt f Rouss #dwufind rul e G
yourself on a pulbow on the first note of a group of eighth notes, pull on the second as well, either by
way of a s urhowever, mor@dptoms arb giverothan just a double pld bowings
specify seeral double pushes as well as double pulls, but whether a slur, hooked bowing, or retake is
intended is not specified, although each are appropriate upon occasion in the various passages. At other
times (measure 6 beat 3), these passages are simply hswhesl come. As the double bowings often
occur on pairs of eighth notes or even sixteenth notes, one wonders whether a slur is best suited as a
hooked bowing would be difficult to achieve at quick tempos. The player needs to use their own best
judgemend for example, a réake would be appropriate for the double bowings in meast2epdrhaps
a hooked bow would be more ettive in measure 5; and slurs may be necessary in meastine 6.
Gigue rhythm of dotted eighttsixteenthi eighth note (meases 3031) is bowed both pughushpull
(in violation of Dubuissondés fourth rule and Rous
pull) and pultpull-push. The overall intention seems to be to place the strong (push) bow on the strong
beat but even this tenet is not strictly adhered to and many exceptions can be fithenowings are to
my mind rather fussy, difficult to execute, and inconsistdiiie impression is of a working string player
having to reach a definitive decision on htmaplay a passage, such as a modern principal player of a
string section.Or perhaps the intention was merely to provide the reader with a variety of bowing

options, as evidenced by the many measures in which two bowing optignedded

RolandMaai s i s the final author to |l eave us with
al most as detailed as Rousseauds; t hiterenceso aut hor s
between themPerhaps the most important tekeays from Roland Maraa 6 bowi ng rul es i s

that each measure must begin on a push bow, as should the second, stressed beat in a compound meter
(6/8); and thain playingminuets oneshoulduse onlytwo bowstrokes per measusgarting the measure

with a push Mostof his rules deal with this primary concern, in a wide variety of different musical
situations. | will give each rule a number in the order it appedhe manuscriptalthough Marais does

not use an ordering system in the original. As Gammdekamney alternate between having the clearer
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translation othe variousules,| will pull from both,crediing each in a footnote after their respective

use.
1. ASyncopations are played with a separate bow,
bowed out as they c¢ome, but the note which comes

This agrees with Rousseaub6s rule R, with a refine
2. ATo keep the natural or dehequaversdrédueevdn mwumben, any p
the first should be on a back bow; if they are even in number, the first note should always be on a forward
[ push] bow, or if one arrives on a back bow, take
issue of thigule, but the fact is that this is the most widedpeated bowing rule in all of our sources.
3. AOne never takes a forward bow on a single qua
is also necessary to do a back bow on a quaeértiiletached from the main group [i.e. not connected by
beaming], even though there are several quavers i
notes, notes following a dotted rhythm, odd groups of eighth notes, etc.
4.1 | n b aorosfouobkatstafter a minim or crotchet on a forwaod, if the notes which follow it in
this same bar are even in number, you must take another forward bow to correct the natural order; and
similarly if this minim or crotchet is at the end of the sdraeon a forward bow, it is necessary tdake
when begi nni nQnewohders iftekroducboa.r. .audf der Violadigamb&owings
observehis rule,in instancesuch as measures?]1 1011 and 1314.

The following rules apply solely tiwiple time signatures they appear under the heading "The
Manner of Playing Minuets on the Bass Viol.o
5. AOne should only do two bow strokes in each ba
a back bow.However, if in one bar there awo notes of the same pitch or notes widely separated [in
pitch], then it is necessary to take a forward bow on the first and take two separate back bows on the
ot hers. o This rul e expr easghe aveboRatrokespedbarMlar ai sd t hes
governing minuets. The rest of ,anthimpliesthe essecdDer ees w

Ma c hgoudéscoupe

17¢



6. AThe rule of doing only two bow strokes per ba
followed by an aghth they must be joined in a forward bow and a back bow for the following
crotchet™ On t he question of how wibjdcevenr, Beldrgyrevharksai s 6 Vi
fiRoland Marais's rufie according to which in a minuet one gives only two kimkes in each
measurd does not seem to have been applied rigorously around 1680; anywhig does not
seem to have been the case in the first half of tHed8tury. . . On the other hand, one cannot
deny that the exceptions to Rolandikrare rather rare, which is easily explained: by applying

this rule one is sure of being able to begin eaattessiveneasure with an upbowror one not
to conform to it, truly valid motives are need#tf

7. Al f the measur -eotelarddwo rightihoies tthey noust be cgmbiaed byeplaying
them [all] upbow on the same bestroke. Likewise: if the two eightinotes precede the quarteste,

they must be played upbow together with the quamtée, and the following quarteiote played

downbow; but if there be a trill on the quartete, or afterward, a dotted eightbte; for then one slurs
only the two eightinotes upbow, and the quarter and the dotted eighth downbow. [Evidently, what is
meant here is that it is the quarter, notelghth, that is dotted in the succession detfedrter, eighth, in
which both are t d Thanksgo Kayeg fdr clarifyingrthis awkwdrddy worded
sentence.

8. I f after a quarter note t he plagentytheduartenbte bar i s
upbow and play the four eightiotes on the same downb®ivoke; similarly, if the eightimotes begin

the measure, play four upbow and play the following quaidée or, if in this measure they are all
eighthnotes, the followig two eighttn ot es downbow. 0

9. Al f i n a meas urmteantthen thredeightiates,dooetmust abmbinatae t e r
guarternote with the first eightimote on an upbow and play the other two eigidtes dowrb o w This

and the previouaute are further elaborations on the two bowstroke per measure rule.

10. fiBatteries[arpeggiated chords] are played [with] one kstwoke on each note,diif the notes can be

played on the same stridigoy slurring them, and this naturally; to wit: foeighthnotes upbow and two

492 Marais trans. Gammig&ccompanying Rulesi 4.
493 Bol trans. KinneyThe bass viol in the time of Marin Maraik91.
44 Kinney, A Tempest62.



downbow. 0 Perhaps Marais wants t o tenackffereddbgd vant age
pl aying separate bow strokes on different strings

possible so sluring again becomes the preferred option.

11. AThe bass of these minuets should so far as p
notes must be combined or made with separatehéow okes i n i mitation of the
12. @l n wheh][thé rmeasure]tisenade up of quartetes only, even though they are odd [in

number], they are played as they come, with as manydbmkes as there are notes, without the

measures interrupting them. o THliresisedt sé nfcier Dt bwii
instruction to bow three quarter notes in triple time starting with a pul] Bod/would seem to be

contradicting this earlier ruleHowever, Marais seems to be describing a situation in which there is a
multi-measure sttinga@fuar t er notes, whereas Dubuissondés instr
measurefiBut i f this same meter i s-nothaadan éddnumibromade up
eighthnotes, the quartarote being downbow, a second betkoke would baeeded to play the first

eighthn ot e downbow [ Gammi e interprets this as O6you mi
the quaverso6]; and one cnoteuphoavindively rpusiatlye eightimotasn c ou p | e
are detachehledd Myr didetmr esumably means Anot sl urr
13. AThe same thing is to be o0bs-eotethatd foundafterlai s t r i
half-note: if the haHnote comes out downbow, a second downbow stroke is necessary for the fpllowin

quartern ot e. 0 Thi s agr eesilwi,t ho nRotuhses ecatatbdesdottedyamend ,Q.t hi s
an upbow at the end of the measure, the first note of the following measure must again be played

upbow. 0

14. ATriple met eatonecansplay ootavesp@bovs that ia to say: ¥f the upper and

first note of the octave is dowsow, one plays downbow again on the same stroke the lower and second

one, in order to come out upbow on the final [not&].This rule hearkens backtoSimp n 6 s i nstruct

4% Kinney, A Tempst, 62 3.
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that fAquick Notes, Ski pp.areampsetpresinn tthh eC oTnrt é®bahdey tBoo wsh;
would seem to contradict Bol 6s and Kinneyds inter

and pull on the higher en

15. "To play graciously as one should when accompanying a voice, the crotchets are tied in the

[following] manner: a forward bow on the first note and the next note is taken in the same bow, and a

back bow f or Hotwdver,GammmibremindsaughatMarais wouldhereseento be

contradicting his own rule 12, abave

16. dAln all types of accompani ment the first note
half note, and for the remaining notes which may well be eighth rnyatesnust either réake the bow

after the first note [of the bar] “bThismlewoaeldt ake t w
seem to reference two mpw standard axioms: to push on the strong beat of the measure, and to bow

even numbered grgs of eighth notes starting on a push, or pull the first two eighth notes if this is not

possible.

17."In 6/8 meter, when it is made up of eightites in successiond., movingstepwise], one slurs the

first two on the same upbesgtroke, and one playke third downbow, and thus with the rest of the

measure.If they are not alln succession Jg. if all three do not proceed in stepwise motion], one slurs

the two which are, whether downbow or upbdv."

18.al f any o f-noteshde soecorhigescale Imotibn, or if all three are on the same nibty;

are played with the first note on a forward bow and the second and third on a back bow, and you lift them

in a single bow stroke &% Thidirule hasalrdady beeefencadtinghe e s o f

discussion on hooked bowing.

4% Simpson,The DivisionViolist, 5.

497 Marais trans. Gammigéccompanying Rules.
4% Kinney, A Tempest63 4.

49 Marais trans. Gammig&ccompanying Rules.

181



19. "If this measure be composed of quarded eighthnotes, one plays the quareste upbow and the
eighthnote downbow, detaching the®{®'

20. "The normal bowing pattern must always bestablished,sif this dotted crotchet is at the end of

the bar, a fresh forward bow must be taken at the beginning of the next; just as it would in other places if
it were following a crotchet and a quavét:"

The following is my o wnbowngsules a l illustration of M

H
:
V HH. /-\V
HH\L\H Ll E.;T'uv-/.-;l‘;sur :Jl—{' ;]PV FH;V: |Fv ;lv :I
= —1 o e . r— 1 71 1 7 wai |
1T 1 1 | D] (S 1 1 1 | A | - | | A r
] - . ]

Example24: Lanier, lllustration of R. Marais' bowing rules

500Kinney, A Tempest64.
501 Marais trans. Gammidéccompanying Rule$
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Regarding Maraisé passages concerning 6/8 ti me
nowhere appears, we can admit without hesitation that what are involved here are gigues or, at any rate,
compositions having the character of tihgug.'®°? It is worth comparing these passages to Rousseau,
who states that in Gigues bowings should be as they come.

Bol seems rather skeptical at times of Rol and
Marais that shows "very clearly that in @ick tempo the violist still often played, in the™&ntury, 'as
the Bowing coms out', even when one then came out on a downbow at the beginning of the first and third
measures®® |Is Bol implying that Roland Marais is not to be trustdd@wever mucht®ck one puts in
his bowing rules, much caatill be learned about eighteenth century performance practice from studying

them.

502Bol trans. Kinney;The bass viol in the time of Marin Maraik86.
503 |pid., 187.
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Chapter 7: Left Hand Posture

Danovillebegins the second chapterlob Art de Toucher | e DedsFfsush et
position of the hand, 6 with an introduction, and
AThis positioning of the [l eft] hand is of no

one executes chords and that the holds are observed which preserve the harmony amid clarity
the tone; and this is impossible for those who have contracted the habit of clutching the viol: they
can never execute anything properly because they are obliged to stop with the flats of their
fingers, and their hands run from top to bottom of thgdiboard by a continual
agitation. Therefore, this bad habit must be avoided

Danoville here emphasizes the importance of left hand posture to playing well. This chapter will discuss

the different aspects that deal with the physicality opthstioning of theleft hand and arm.

Port de Main T bearing of the left hand

Playford provides a good example of how many authors teach left hand posture:
filn the posture of your left hand observe this Rule, place your Thumb on the back of the Neck,
andopposite to your Forefinger, so that when your Fingers are to rest on the several Stops or
Frets, your hand may have liberty to move up and down, as occasion shall require; and in the
stopping observe, that when you set any finger down, let it not begostthe fret, but close to
it, bearing it hard down with the end of your finger, and let it rest there, playing the following
Notes with your other fingers, until occasion require the moving it; and be sure not to lift your
fingers too high, but keep theman even distance to the Frets, that so they may pass more
readily fro™M Fret to Fret. o
In this paragraph, Playford touches on several important aspects of left hand posture; this chapter will
discuss each of these stdpics, and others, individugll Playford begins his paragraph by describing
what he calls fithe posture of the | eft hand, 0 a s
positioning in relation to the neck and frets of the viol, and the positioning of the thumHbasthisject
perhaps underwent the greatest evoldti@amd engendered the greatest controweiigyour survey of left

hand issues. Unfortunately, not one of our sixteestitury authors left usithh a description of their left

504 playford,An Introduction to the Skill of Musi¢k™ ed.], 102.
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hand posture. Mersenne,thenof f er s t he earliest glimpse of the
the lens of lute techniqueBol points outh a in théi1d and 17 centuries the bearing of the hand on the
violwasappr oxi mat el y Hethearémindsnshathe | ut e. 0
fiit is Mersenne who gives us a detailed description of the bearing of the hand on the lute: '...the
thumb must be placed above the first fret near the edge of the neck on the melody string side in
such a way that its tip is placed on the said frettarmeed toward the head of the Luténd the
wrist should be moderately elevated in order that the tips of the fingers may be very close to the
string.’®® The thumb, therefore, is always located oppositditsiefinger on the melody string
side and isurned in the direction of the head of the vibersenne says that the wrist ought to
assume a somewhat rounded form: a posture necessary for putting the fingers as close to the
strings as possibl@
This lutebased way of positioning the left handtimthe thumb opposite the first (fore or index) finger,
would be prevalent on the viol for quite some tim
template: "When you are to set your fingers upon the Strings, you mugfrasp the neck of yo Viol
|l i ke a Violin [that is, fAavoid completel¥busurroun
rather, (as those that Play on thée) keep your Thumb on the back of neck, opposite to yourFore
finger,so, as your hand may have lieto remove up and down, as occasion ghalq Ui r e . 0
S i mp swwadéusfurther shows us that héft wrist is bent at a sharp, almost painful angle (is this the
6 moder at erecenimendedtby Mersénne?); and that his fingers are curved and alpngate
although his hand does not look at all rounded. Due to the pronounced angle of his wrist, neither his
fourth finger nor his thumb (although it cannot be seen) seem as if they would be able to reach the

fingerboard (or the back of the neck, inthethéngdh c ase) . Al'l in all, Simpso

guestions as it answers about his left hand carriage.

505This passage appears on pg. 108efsenne trans. ChapmatiarmonieUniverselle The Books On
Instruments

506 Bol trans. KinneyThe bass viol in the time of Marin Mara27.

507 Hoffmann, The Viola daGamba 223.

508 Simpson,The DivisionViolist (New York: PerfomersFacsimiles, 1998), 2.
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Figure 8: Portrait of Christopher Simpson froiithe DivisionViolist - detail of left hand
Courtesy Lilly Libray, Indiana University, Bloomington, Indiana

Pl ayf or d 6-quotedrexaampledorrews yargely from Simpson; he also places the thumb
opposite the foref i regt@provide aNescription dfithe Ipeéring oéthedeft habddnt h
his chapters on the viol, he merely referred the reader back to the chapters on the lute, claiming they
Amust be Exactl y Perdinfollonendthednstrudtitne forthe o tycu caairot we | |
fail of a Right Order for your LefHandFingering; Exact Tim&k e e pi ng; and ai®l ot her |
These chapters instruct that the fingers of the left hand should be hollow and round, and of an equal
distance from each other (@a®ft he T al o n 8 awdnderdullylhaacative, if rather fierce,
image); the left thumb should be straight, and placed a little above the first fret behind the neck, so that
the first finger is just over the first freDtterstedtlaims that Mace islane among the English authors in
preferring the thumb somewhere other than directly opposite the forefifigeen so, Mace does not
present a radical departure from the doésed bearing of the hand first described by Mersenne.

Across the channeTeplow informsug hat among Fr ¢heamasement of the lgithamdoar s A

the neck of the viol was referred to by the tgont de main. [which was]described in much the same

59MaceMusi ckbds , MBnument
510 OtterstedtThe Vio| 208.
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way byDanoville, Rousseau,oulié, and Maraigr'* Te p| ow d oia sim,dut DenMachy is
actually the first of our authors to use the tg@ont de main He is also the first author to hint that a
change in thinking about left hand positisraround the corner:

"It must be noticed, therefore, that there are twaibga of the handdorts de maihon the Viol,

just as on the Lute, the Theorbo and the Guitar. fif$tds to place the thumb against the middle

of the neck and the first finger, always curved except when one is obliged to bar with it, opposite

the thunio. The wrist should also be rounded and the elbow slightly raised. This [hand position]

is practiced whenever one is not obliged to extend the hasdor thesecondwhich is that in

which has to extend [sic], the thumb must be placed more towaedigjeeof the neck, the second

finger opposite the thumb, the first finger more straightened out unless some chord requires it to

bekeptcurvedl n t his position, the wris® need not be
It will become evident in readingsubgf uent aut hors that by the time he
secondport de mairhad already become the norm, in regards to the positioning of the thumb behind the
second (middle) finger; it had be & polonbe, tnonot ed by D
encouraged its adoption by his students. De Machy would be the last French author to advocate the (now
older) lutelike positioning of the thumb behind the index finggvor t h noting i s De Mach
that the wrist should be rounded outwar@onjunction with the thumb behind the first finger but less so
when the thumb is behind the second finger. This gives Sirdpsxtnemeseeming wrist angl some
context, and explanwhy hi s sharp angle isndt seeiplste.rTolicescri be
sure, neither Simpson nor Playford describe the shape of the wrist or hand at all in their text, a curious
omission

Publishedy e ar af t esPieddsde WdalahbayaitissemermfMar i n FKstr ai s 6
volume ofPiéceswould confr m t hat De Machyds second method of b
"The port de mainwhich makes up all the grace and ease in execution, consists in rounding the wrist and
fingers, in not caving in the hand at all, and in placing the thumb oppasiteididle finger.Through this

agreeable position of the hand the fingers are borne naturally on all the ¢hoitdstér in the

avertissementarais alludes to a potential conflict between practitioners of the older and newer styles of

511 Teplow, Performance Practice?.
S12Kinney, A Tempestl7.
S13Kinney, A Tempest41.



port de main Thg®e numbers 1, 2, 3, 4 show the fingers to be used, but although they are marked
according to the@ort de mainwhich iscurrently in usethose who have nevertheless acquired different
fingering habits, and who find it difficult to change, should not be 8dyrthis new style (of fingering),
so long as they play the right notes in the chords that are waittelt.seems likely thathte "different
habits" Marais refers to is the luséyle port de mairwith the thumb opposite the first finger. Marais'
expresion "currently in use" (my underlining) implies that placing the thumb opposite second finger had
indeed become the norm by the time of the publication of his first volupiéads Gammie partially
confirms this AiThese comments by Marais are probaiiyoblique reference to the acrimonious dispute
between Rousseau and Blachyas to the most suitable way of holding the left hand on thex/ol.
Green points out, however, that Marais published his first volurp@&oés deviold a year bef or e t
publication of Rousseau®aité. . . Marais is clearly far less sanguine on this issue than either Rousseau
or DeMachyand wishes to differ with as few people as possiifViarais was a consummate
businessman.
Danoville | ar gel yewhenldéscribirg thddr de anairsadding soraemp |
details of his own:
fiFirst of all, the neck of the Viol must be distanced from the left eye by the space ofaphalf
(d'un bon demy pigddrawing it forward a little, and then placing the [left] handifhn The
elbow should be slightly elevated, and the fingers always rounded; they should never be raised
above the frets by more than the thickness afaiffive-franc piece].The tip of the first finger
should always be turned toward the pegs, anitha@lbthers separated by an equal distaite
thumb should always maintain its location under the second finger and follow it everywhere it has
to go for the execution of the piece; this thumb should always beNtdice that one must avoid
letting the hand cave in, and that the wrist must be held somewhathigh
I am not sure what to make of the instruction to turn the tip of the first finger towards tidetpiegs

would seem to suggest that the first finger should point backwards from tthenhepermanent

extensi on. I also find the fs @mpehabs&Simpsbniwgshight! wr i st

514 Maraistrans. GammigMarin Marais Translated3.
5151pid., 9.

516 Green and Rousseainnotated Translationl54.
517Kinney, A Tempest25.
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A

However, Danovill ebdbs insistence on a round hand a
middle finger, agree with Mars; while the specificity on where to position the viol in relation to the
pl ayerdéds face, and the instruction to keep the th
So, by the time Rousseau wrote his viinthe ol i c (
intervening two years two other treatises offerin
published Mar ai s6 and Danovill ebs. | t Trait6to Saite n ks t o Ro-
Colombe that we know to credit that gentin with the promotion of the ngyort de maid fi...it is
through the favor of your instruction, apdrticularly from the fine Bearing of the Hand that you have
taught us, that the Viol surpasses all other Instrumeft®. but ironically, despite alis vitriol towards
De Machy, by now Rousseau can say nothing new abopothee main A The Bearing of th
consists in carrying it toward the top of the Neck where the Frets are, rounding the wrist and the fingers,
and then placing the thumb betiithe Neck directly below the middle finger, approaching the edge of the
Neck from the left side; for it is a Rugactisedgenerally by all the Masters to place the thumb always
bel ow t he /i Rlall es rfii chegleyRousseaus dirkcsidngaying that the thumb
should be placed against the neck on the melody string ssdet found withDanovilleandLoulié, but
is, indeed, in conformity with thBeMachyposition of the thumb during extensioni® While this may
be true, Bol neglects tmention thaDanovilleandLoulié both agree with Rousseau that the thumb
should be positioned behind the middle finger, surely a more consequentiallpdods seem, though,
that Danoville had the more thorough description ofpitie de main
Loui®6s thinking on the subject is indeed very n
still adds new detail:
fiThe Thumb of the left hand should be under the neck directly below the middle finger: it is

necessary that the whole hénttom the wristto the knucklgointsd be shown; that the wrist, as
far as possible, should be on a level with the knuckles without caving in the back of the hand, and

518 Rousseau trans. Kinneyraité De La Violel.
519 |pid., 24.
520 Bol trans. Kinney;The bass viol in the time of Marin s, 240.
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without showing the knuckipints wherewith the fingers are attached to the body of thedhand
whatis called, 'making a donkey's baffidire le dos'd'aisng."

This rather amusing image suggests that the hand should not become so markedly curved that the
knuckl es become overly prominente shlohehattheathmdudct i o
wrist be Aon a | evel with the knuckl eso suggests
the previous French authors.

Our eighteentitentury EnglislCompleatutors are predictably terse. THWlist leaves the
exact position bthe thumb vague, merely instructing"tout ye Thumb of your Left Hand on ye Neck of
ye Viol & hold your Fingers over ye Strings bent, ready to Stop where you have Occasion;" whereas the
MusickMasteris positively retrograde, stating on page '26:playing keep your Thumb of your Left
hand on the back of the Neck of ydtipl opposite to your fore finger, not pressing so hard, but that it
may move up or down, as you shall have occasion." Perhaps the debates over the phardgngain
in France hd completely bypassed England, where apparently the position of the thumb had remained
unchanged in the years f olDlvisiomViolist. It FAraece,muthelother at i on
hand, Roland Marais reports that viol players still used S@iriel o nyoré di smainin the ensuing
decades of the eighteenth century: "For positioning the [left] hand, the thumb [which is] under the neck

always follows the middle fingeP?® And there the matter would finally rest.

Position of the left arm; instrument (as it relates to left hand technique)

Compared to the copious amount of writing on the position of the left hand, there is a relative
scarcity of information as to what to do with the rest of the left arm south of the wrist. De Machy
mentionstheelbow when descri bing bot h ttitinger)indsesond ( 6 nor mal ¢
(extended, thumb behind®inger) port de main For the first theBllmowMachy spe

[ shoul d be] #Mnd gwhdn usaiiAsgodheetho,st s necassary thal it be

521 |bid.
522 Marais trans. Gammigéccompanying Rules8.
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against the hip in such a way that what one cannot do in thegporag maihshould be observed in the

other; and by this means one can play all things without trouble.” In other words, one should bring the
elbowdownbyne 6 s si de when e xdapmdicahsgggdstide uit n cae i sfl ii gcherl y
rai sedo el bow is the default. However, in observ
oneds ar m | i B thisaction dppacektienew thve isnidg remark from Rousseau

thatDemachylooked like someone playing the musette, pumpind#iewswith his arm.®23

Danoville as well advocates for a higher eldawhe context of theort de mainwithout mentioning

exceptiond quite the contranfiThe elbow should be slightly elevated. at those times when the thick

strings must be stopped it is then necessary that the elbow and wrist be elevated more, and also distanced
more than usual from the neck of the Viol for the convenience of himwh s % Randvilfe gnayo

be the only author to mention the necessity of raising the elbow in order to more easily play on the bass

strings.

Motion and position of the fingers; coordination of (left) fingers with the bow

Several authors describe hdwe fingers should move upon the strings and specify their position
in relation to the string. The two points that many authors make are that the tips of the fingers (as
opposed to the pads) should stop the strings firmly; and that the fingertips dagudrg close to the
stringd a concept | calfhoveringp a word unfortunately not used in any period sources. On the first
point we find Gerle, Simpson, Playford, Rousseau, and Loulié in agreement; the second point is made by
Mersenne, Playford, Macand Danoville. Rousseau elaborates on the necessity for the first point:
fiwhen one wants to put down the fingers he muspress the strings down with the fingers [firmly],
because if one presses lightly the Bow cannot produce Sound from thélReostrings must always be

stopped with the tips of the fingers, and never with the flats except when some chord necessitates barring

523 Otterstedt,The Vio| 208.
524Kinney, A Tempest25.
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with the first finger.®> And Danoville elaborates on the reasons for keeping the fingertips close to the
string, using imgery that is charmingly French:
filt is necessary to explain and make evident the reasons for which the fingers must not be raised
above the frets of the fingerboard more than the thicknessésfuaand here is the consequence
of doing so: When they a raised too far they fall before or after the bow strikes the string so
that, on account of the distancing, one never stops accurately, and the strokes of the fingers, not
being given at the same time as those of the bow, produce an insupportable ggdoghehen
they correspond well together, they are united by habit and exercise in a manner so agreeable that
they always draw forth a true and harmonious téffe."
Here Danoville makes explicit the need to carefully coordinate the left hand fingetinthevbow arm, a
topic Simpson had first begun to address a few decades égmiatice your examples first slow and
then faster by degrees, that admonition is most requisite in Swift Division, where also you must be careful

that the motion of yourodw and fingers do efually answer each o

Positioning of the finger (in relation to the fret)

From the violbés earliest days, pedagogues were
fingerboard not direcsteloy toon tthoepm.o f Tthhaet fwoertds,, fibculto
specific; nevertheless it is used by Playford, Rousseau, and Loulié in describing where the finger should
land in relation to the frétf or exampl e, Rubhan re evants to put downrthieders ke i
must set them close to t KeThédesredsesuds thatthefiageer on t op
should be placed jugehindthe fret (closer to the scroll), as placing it ahead of the fret will result in a
pitch a semitone sharper thanided, due to the fact that it is the fret, not the fingertip, which in fact
stops the string. The lack of specificity in finger placement is likely due to the origin of this technique
with plucked instruments | i ke exaditedeiniingeeplacemént c h i nd

between the frets to still get a decenttline sound.

525Rousseau trans. Kinneyraité De La Viole25.
526 Kinney, A Tempest25.

527 Simpson,The DivisionViolist, 7.

528 Rousseau trans. KinpgTraité De La Viole 25.
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Chapter 8: Left Hand Technique

This chapter will look at specific left hand fingering techniques, as opposed to position or

posture.

Nomenclature of the Fingers

It is perhaps worth tracing the evolution of the nomenclature of the fingers of the left hand, as
seen through the lens of our authors. It is tempting to take this topic for granted, but perhaps one should
not: keyboard players, for example, use allfivediei r fi ngers and identify th
finger. Stringed instrumentalists, both bowed and plucked, do not use their thumb in the normal course of
fingering (except for the notorious umbeélingmb posi ti
system begins with the index finger.

Gerle is the earliest of our authors to address the subject of finger nomenclature. He provides a

drawing of a hand, palm facing forward, uleon whi c

thumb, i nZhyger f Ainow cal | e
zeigefingef , mi ddl e, fAgol d
think of Shirley Bassey], and little finger.

) /
Ganassi likewise uses similar terminology in { HHLY

A
some passages (substi ,MWW

fingerd alas), but in others froduces the '

i o BEHA (
H AT R I LU

numbering system of first, second, third, and ’ s

Figure 9: Woodcut of left handrom Gerle, Musica Teusch
fourth finger to indicate the index through little

finger. Ganassi also devised an ingenious system to indicate fingerings in conjunction with tablature

(which would unfortunately not be taken oy future composers), placing a dot in one of the four corners
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of an (imaginary) box around the tablature symbol: upper left indicating first finger; lower left the
second; upper right the third; and lower right the fourth.
Mersenndurther codifies thé apparent shift in terminology, in the chapters on the dmtpage
105:; fi T h e.. fwhiach s tallefd théndee. r .the second and third, which are calMddiusand
Medicus. . .the little finger..0 whi ch is not; hbue baven annpember 107
fingero is mentioned without further comment.
Simpsonis the earliest author to provide fingerings for his musical examples. He explains his
sy st e m |hakeuset Figures té direct you with what Fingers to stemt 1, 2, 3, 4, is set for first,
second, third, and fourth Finger. Those which ha
nomenclature would become the standard through the present day, used by all the subsequent authors in
our study that mvide fingerings for their musical examples or otherwise discuss left hand fingerings:
Playford, Dubuisson, De Machy, M. Mara@mpleat MusickiMaster, Instruction. . . auff der

Violadigamba and R. Marais.

Half vs. First Position

Using thd pesmtiiban to refer to the |l ocation o
somewhat of an anaghm i s m. Tepl ownwritegraboutdhe posit®on df thesfingeré on the
neck, treatises from the seventeenth and eighteenth centuries referléxénegot of a single finger on a
specific fret rather than to a 'position’ that would designate both the placement of the first finger and the
arrangement of the remaining fingers into a particular configuratfér-iowever, since modern string
playersarec cust omed to thinking in terms of hand posit
to the position resulting from placing the first

position resulting from placing the first fingen the second fretiolin family instruments, whose

529 Teplow, Performance Practicel 8.
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strings are tuned in perfect fifths, typically first learn to play in first position, as placing the first finger a
whol e step from the open string f axC)| Hotvevar,dirst di at o
position is less necessary on the viol, due to its tuning and fretting, as we shall see.

Gerle seems to advocate for half positioablature letters which stand at the first fret must be
played with the index finger; second frethnes wi t h t he middle finger, and
finger. But i f t he "fnet]syouanusysiop the [Tiret]gvithehe littieft ihmage f t & e
Woodfield attempts to clari fy tslsuclsas thefififandtheng i nst
seventh the little finger is used, but no 8l ues a
Ganassi, on the other hamscribes both half position and first posiion Not e t hat t he firs
natually on the first fret, the second on the second fret, the third on the third fret and the fourth on the
fourth fret. However, the first finger can also be used on the second fret, the second finger on the third
fret, the third finger on the fourth fretnd the fourth finger on the fifth frét®* Both are equally valid;
one should use one or the other "depending on fingering requirements," about which Ganassi
unf ortunately doesndét el aborate.

Jambe de Fer also describes both half and first positimisuggests that theason to play in
one or the othedepends on the musical contéXdn each string we make three pitches..., the lowest of
which is open; and placing the hand on the first, or second fret, we make a tone, or semitone higher than
the first, according as the situation of the Music shows it toLileewise we make the other [pitch],
which is the thid, on the third or fourth fre$3?

Over in England, the fingerings Simpson provides in his first exercise alternate between first and

hdf position, sometimes with an intervening open string, sometimes not.

530Woodfield, Early History, 106.
531 Ganassi trans. BodiRegola Rubertings.
532 Kinney, A Tempestl0.
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Example25: Simpson, Exercise no. 1, ni.31 13 14
Courtesy Lilly Library, Indiana University,|IBomington, Indiana

No explanation or description is given, but it seems clear that Simpson prefers first position when the note
F# (second fret)s required, and half position when F natfabt fret) is called for. Dubuisson goes
further toassociaté¢ he r el ati onship of key signature (or chr
should serve at the first and second frets for all strings, except forlthee3ol[on the second fretfdhe
C string], which in this case is played by the second fingibe other fingers serve for the succeeding
f r &% The assumption is that half position is mandatory on the C string to ensure the ability to play C
sharp with the first fingerNo other author would develop the subject of the relationship of key signature
to hand position until Roland Marais, who had strong feelings that certain notes should be played in one
position or the other:
"The bass A [on the second fret of thesfring] isalways played with the first finger to make it
easier to find the upper octave [on the fifth fret of tHeting, which would then fall under the
4" finger]. The C# and th® on the & string are played with the first and second fingetsajid
2" fret, so half position].The same way, C# and D# are done with the first andfihigdrs.
The C# and the F# are played with the first finger initially on thstdng to give the C# and then
moved immediately onto thé“3tring to play the F# [2fret], which should only be played with
the first finger [describing a shift from half to first positiofj*'
These passages would seem to describe how most effectively to finger passages in D major, or any other
key with at least two sharps in its kegrsature. Later in hiRegles Marais again picks up the subject of
first versus half position, here touching on the subject of tieons
fiWhen you have to play the first fret, if the notes follow chromatically, you mysisiion the
whole hand asing as there are no unisons to be played, and that makes the hand more agile; but
if you encounter a note to be played with unisons [fifth fret] which cannot be reached without

adjusting the hand, then do not change the basic hand position but onlythetérst finger
back from the fret above [the second frétlowever, on the @string in order to play the C#, one

533 |bid., 14.
534 Marais trans. Gammié&ccompanying Rules.
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re-positions the hand [at the first fret] to make the hand more fluent, and in any case one can play
the unison E [at the fourth fret] wibut changing positioe®®

Gammie provides an elegant interpretation of this passage:
"...the basic position is with the first finger at the second fret, and an extension backwards to the
first fret would normally be the standard approaBlut re-posiioning the hand at the first fret
gives a good alignment of fingers for chromatics and certain keys, so long as the unison at the
fifth fret is not neededThe one exception to this lies on tHestring where the tuning in thirds
allows the unison todi under the fingers without extensions epositioning of the hand being
required.”

We will return to the subject of extensions that Marais alludes to shortly.

How many fingers? Block, independent and anchor fingering

This topicrefersto the queson of how many fingers one should place on the string at a time
AiBtlkod f i nger i rfogplacimg albtheiowenumbaresl inders on the string behind a higher
numbered fingéy for example, when using fourth finger, one would plaktéour fingers on the string.
When umdemerndent 06 fingering one only places the fi
hovering over the string. Only a few authors mention these codc&ade, Playford, and Roland
Mar ai s. G e radtedlocH fingesngidyt o ta dmaoye not (as you might i me
the letters together at one time, but each one individually as you encounter it in the tablature. Merely
observe on which fret it stands so that you use the correct fingeofr Playford, on the other hand,
prefers block fingeringfAlso in the Rule of true Fingering, where you skip a Fret, there leave a
finger.0>*” Later, when discussing playing above the frets (a subject we shall return to later), Playford
refers to a kind ofmodified block fingering, in which only the first finger is specified as needing to be on
the string behind a higher numbered finger, acting as a giidhen you have any Notes which are high

Notes, that reach lower than the Frets, there the highessralteaysstopteither with the third or fourth

535 |pid., 4.
536 Gerle trans. Kney,Musica Teuschl4.
537 playford,An Introduction to the Skill of Musi¢k™ ed.], 102.
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finger. . .But whether the highest note s@ptwith the third or fourth finger, the third below it must

bestoptwith the first finger, which is ever as a guide to the two Notes abo%& iRbland Maras also
describes the necessity of t hi"®nemasnneverputithe secondii gui d
finger alone onto a string nor any of the following fingers [third and fourth] unless the first finger

accompanies them as support, anditisefinger should be positioned on that string even though it is not
otherwise needed?® In other words, first finger must always be used in conjunction with the other

fingers. Rrhaps this method could be termed 'anchor fingering.'

Holds [Tenl€]

Theconcept of leaving the fingers held down on the string as long as possible after playing a note
is a central tenet of viol left hand technique, and one that seems to be as old as the &itbgfiself,
since the concept is borrowed from (an evenarauplucked stringed instrument techniqugol writes
that "the prescription to hold down the fingers of the left hand as long as possible duringdptaging
tenueor holdd takes its origin from the LuteThe English violists of the 17century rghtly paid a good
deal of attention to this point, which has retained its value for all stringed instruments down to our own
d a y*’Séveral authors describe tiegiie and expound on the need far@anassiQrtiz, Simpson,
Playford, Dubuisson, Mace, Ddachy, and Rousseau.
Ganassi is the first to introduce symbols both for holding the finger down and raising the finger
back wup, wit Wwhatlmtendis thatthe fingertbe kel dofivn on the string and that the
finger move only when indicatle®* Subsequent authors would not adopt
concept of the finger hold remained. For example, Gammie interprets a fleeting pl®asd oifithed s ,

left hand creates the maximumharmpny t o mean t hat fAdnhfeerthebowvdas ar e he

538 |pid., 103.

539 Marais trans. Gammigéccompanying Ruled.

540 Bol trans. KinneyThe bass viol in the time of Marin Mara50.
541 Ganassi trans. BodifRegola Rberting, 42.
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left the string®*? Simpson is much more specifttWhen you set any finger down
there (playing the following notes with other fingers) until some occasion require the moving of it. This
is done, both fobeter ordering of fingering; and that the Fingers may pass more smoothly from Note to
Note, without lifting them too far from the strings; as also, to continue the sound of a Note when the Bow
hat h ¥ &impsonidescribes that holds will be markedwith br acket #fAdrawn from o
ot her di sSttamthghdtye. &Si mpson di d@d®olpomtiscuhthaut i | i ze hi
"Simpson indicates the Hold only in a few examplishis 'Divisions' one finds neither Holds, bowings,
fingerings or ocnaments.And this is the case not only with Simpson, but with all the English composers
for the viol.'®44
Playford and Dubuisson both either describe the hold and/or assign a marking indicating its use,
but it is Mace who truly waxes eloquent on the geitg of observing the holdstiticizing playerswho
do not do sofithey seldom hold their Holds according to the Propriety, and Necessity of the
composi ti onconturs: "Dack ecoesidessahe neglect of the 'holds' with the left hand, to be a
gross fault.®*> Mace elaborates onthe musicak as ons f or Ard that you may gnovirtoel d s : 1
right meaning of a hold, observe; the Best Lessons délseéMasters are often stompos'das they
shall seem to be single, and very thin things, viksigle letters, wthout any full stopsdhords], &c.
Yet upon a judicious examination, there will be found a perfect composition |tir@Bass, and
Treble; with strong intimations of inner patf8® Mace condemns in strong language cosgrs who
wou d not be able to ADhdhwys dianusa mieedes dfe mautnd reydc
Judgement, and Skill; and not®**Miactetts pdgomivned, t &asa
composers for the viol at that time wrote implied polyph@iomatically for the instrument, with the

expectation that players would notice & reinforce the polyphony thrthegise of theenlie. Later,

542 Ortiz trans. Gammi€Tlratado de Glosast.

543 Simpson,The DivisionViolist, 5.

544Bol trans. KinneyThe bass viol in the time of Marin Mara50.
545 Dolmetsch,The Viola da Gamhas8.

%6MaceMusi ckds ,28onument
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Mace adds a refinement tenlie techniquefiat any time, when. .alLetter is to be held longehan 'tis
possible you can hold it, by reason of some Cross, or Skipping passages; in such cases, hold that letter so
long as you can; but at the Release, be sure you take off that finger, so cunningly, as you cause not, that
(so suddetpen'd String to sand, (which is a hard matter to avoid in quick pleif®) Indeed, avoiding
unwanted lefhand pizzicati is difficult when observing the holds, particularly on the bass strings.

De Machy also stresses the importance otéhée providing three reasons withey should be
observed:

AiThe first consists in hol di ng Thewsécond $epresfoone s i

avoiding cacophony, or wrong notés nauvaissord this could also translate as "a bad

sound® BKL]. And the third, in orér to have the full reach of the hand [available] wherever it

has to be, and likewise with the fingers. As for the holds, they are very punctiliously observed

on the Lute and on the [other] fingerboard Instruments which make a harmony, as well on the

Har psi®®hord. o

[Bol adds: "theenueof one or more fingers serves not only to 'maintain the harmony' but also to draw

from the violmaximum sonoriti/"] 55

De Machy seems aware of the use ofttiein viol music from other countries: "If one
examinesas regardbolds the Solos of the foreign Authors who have been famous, it will be seen that
they are well marked, and consequently this should not be taken as a nSveltge’ wonders which
Aif oreign aut hor s o o Bimpsthaperhaps i s referring to

Marais mentions th&entiein the preface to Book |, and introduces a symbol to indicate ifs aise
bracket that delineates the length of tdwelie similar to the one described by Simpsdtarais uses this
symbol frequently in higiéces but does at otherwise discuss the technique.

Rousseau, ever the (oveorganizer, describes two categories of holds:

"...it is appropriate to make known that thereldoddsfor good positiontenue de bien

séancgand Holds for HarmonyThe Holds of good positn consist in never raising the fingers

that are stopping except by necessity, and then so that one can keep them occupied without

straining the hand; because the most agreeable form on the Viol is to have the fingers occupied,;
and also because the fingare often placed for Notes to follofW eplow provides a slightly

548 |bid., 254.

549Kinney, A Tempestl7.

550 Bol trans. Kinney;The bass viol in the time of Marin Mara52.
5S1Kinney, A Tempestl7.
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easier interpretation of this passage: "...never raising unnecessarily the fingers which are placed
(on the fingerboard) when they can remain in place without straining the aisisbecause
having the fingers occupied presents the nicest appearance, and because the fingers are then often
in place for the succeeding pitche®?]The Holds for Harmony consist in holding down the
Tones which make Harmony with another part; and whichdvasult in Dissonances if the
fingers were raised, besides which the fingers are often then ready for the following Netes.
Holds of good position should be observed for all manners ofRl&}, and the Holds for
Harmony are only for Pieces in cher§®
It is unclear why Rousseau felt the need to make this distidctionv does one tell the two types of
holds apart?s it important to do soMight there not be overlap between "good position" holds and
"harmony" holds?Later,Rousseau provesilling to make exceptions for the observation of téeues
iin favor of beautiful M eiflit bedopserved thai fie weo@lanes théd\doh ut i f u
has only four fingers to put down, and that the tuning of the Viol is very steriles[ireempty fourths],
one will become aware of the necessity in which one must take liberties in favor of beautiful Melody by
passing over some Holds by which the Sound could be stifled and without [doing] which the Playing will
be tasteless and withogitace'*>* Here, Rousseau leave the observation oféghées o t he pl ayer 0

discretion.

Finger Bar (doigt couché;barre)

The Afinger baro refers to the act of fl atteni
strings, which allows one to plagultiple notes simultaneously or in quick succession that are on the
same fret on differg stringsithe technique also catabilize the hand when playing fast scale passages.
Ganassi is the first to introduce a sign indicating for the player to béirdhnger across two or more
strings. He presents this concept in the context
Length of t R&he Bgicohwhichhisaifficuldto follow. The relevant chapter begins by

discussing laying above the frets, but concludes in instructing on how to use the first finger bar as a

552 Teplow, Performance Practice?.

553 Rousseau trans. Kinneyraité De La Viole39.
5541bid., 254.

555 Ganassi trans. BodiRegola Rubertia, 64.
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method to transpose by signfthankf ul |y Woodfield was able to deci
topic: "One practical application of tHearré is transposing msic at sight.By laying the first finger flat

across several strings in the manner ofjpo tastothe player can transpose any given piece of music up

a semitone or a tonélhis necessitates the use of the extended position in which two consecuilee wh

tone steps are fingered214, the second finger being placed a semitone higher than 6%ukd."

G a n a sicercadi,he also makes use of a fourth finger bar in the context oftlateechords in which

the top two notes occupy the same fret; howévisrtechnique is not described in the text.

Simpson doesnét often use the fiingering;butdhe i n hi
does describe the technigue on page Bhef DivisionViolist, r i ght after the chordal
have this Figure [1] set before 2, 3. or more Not
all the said Notes. In which, as also in all double Stops, the Posture of thtabelfis the same as if you
Pl aydd upon a Tmedrkso,Oldar Ttumeé nlgutoe The bracketed
however, it does not actually appear in any of his musical examples and does not seem to have been
adopted by subsequent composdssl| points out that "like the hold, the fingkar was bowwed by the
violists from lute techniqueOne can learn this by consulting the description of the fibgegiven by
Christopher Simpsort?” and refers us to the above passage.

De Machy provides just one fleeting reference to the finger bar, fromeki@psly quoted
passages about thert de main Thifirst is to place the thumb against the middle of the neck and the
first finger, always curvedxcept when one is obliged to bar withit o p p o s i t eNoticehttat t hu mb . 0
Ganassi, Simpson, and De Mgdil refer to the possibility of barring with the first finger only. Marin
Marais would follow suit in thavertissemertb his first volume opieces de violdisting it along with
the ornamentation and bowing symbdBpigt couchd.1.] - the use ofvhich is to make several notes at

the same fret and upon several striff§%.Marais often uses thipigt couchéo stabilize the hand when

556 Woodfield, Early History, 165.
557Bol trans. KinneyThe bass viol in the time of Marin Marab5.
58 Kinney, A Tempest41.
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playing fast scale passages, i n a manuogapa Notcet di ss
in thisexample fronfFeste Champetrépook 4, #61) that the finger bar is introduced on the first note of

therouladein order to prepare the hand to play the last note:
/_\ I L
: 'y ~t-6:
P T
ASSS
Example26: M. Marais, Feste Champetfeom Book IV, #61m. 97 98

Marais doesnét explicitly state so, but the inten
strings in this passage frabe Badinagealso in book 4, piece #87. This prepares the third and sixth

notes of botouladeswithout the handhaving to make an extra motion:

YT PN e 8

T o0 d \\ 4 1
: = L see ‘ sss
: ~ Y EVE 2

Example27. M. Marais, Le Badinagérom Book IV, #87/m. 4041

In theavertissemertb Book 1l Marais allows for the barring of thé'finger as well, again echoing

Ganassi 6s use of the technigue, saying that it is
Interestingly, centiies after Ganassi first introduced the idea, Forqueray returns to the concept of

using the first finger bar ascapot o s horten the string to Ihaderi | i tate

to facilitate the learning of the upper fingerboard, Your Hags should play a few easy piecBggin by

putting your left hand at the last fret and put your first finger on the three first strings and make

abarré with the first finger which goes across from string tingtr As occasion may presentdi, if yau

do nothaveto move this finger] be careful not to move it from its place, that is, it should never leave the

firs®™ fret.o

Rutl edge, BA Hendweds oy, d.
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CrossFingerings

I use the term Across fingeringso to refer to
places two diférent, usually adjacent fingers on the same fret on two different strings (again, usually
adjacent, but not always). The necessity of this technique is implied in the music of many composers
who write chordal music for the viol; it is specified by sevemhposers who also provide fingeridgs
Ganassi, Simpson, and M. Marais, for example. However, | was surprised to discover that the cross
fingering is almost never named or described in the text of any of our pedagogical authors. Still, it might
bewot hwhil e to explore this technique as it is use:{
Lettione Secondasanassi presents a number of cross fingerings in the second ricercar and the viol
accompaniment to the madridalvorei Ganassi uses crosaderingsbetweerboth the second and third
fingers, andhe third and fourttingers. In everyexample Ganassi places the lower numbered finger on
the lower note and the higher numbered finger on the upper note. This requires that the wrist pull in a bi
towards the scroll, in order for thigherf i nger t o mor e elaweifihggr. At ucko behi
Mersenne is the only author who mentions the subject of cross fingerings in writing, in the
context of the chapt er sr, an@shaduld setittdown a bit on tiieAide tdward t h e

the head of the Lutdgut when it is set down on the same fret as the seconddirigeexample, if one

must stop two c's (l.e. two strings at tHéfget), one with the tand one with the"2fingerd it is then

necessary to set the first finger down uprigt@JKd it must be remembered that when the lute is held in
playing position, the f i sThisphssayaiggests, abBolrpoirdscbyt, poi nt
t h ahese fingeringsvere very common. .and that in all probability. .was borrowed from lute

practice."

Simpson uses two different kinds of cross fingerings in his chordal exercise on page 8:

560 Bol trans. Kinney;The bass viol in the time of Marin Marai267.
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First edition, 1659 Second edition, 1665
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Example28: SimpsonExerciseno. 5, m. 13: 1st edition Example29: SimpsonExerciseno.5, m. I 3: 2nd edition

Courtesy Lilly Library, Indiana University, Bloomington, Indiar

Thefirst type ofcross fingering, the type used by Ganassi in which the lower numbered finger is on the
lower note of the chord, is found on the third chord in this example, here on the second fret of the fourth
and fifth stringusing the second and third fingde useshe same technique in the seventh;reite D
major chord; this time three fingers (1, 2, and 3) have to occupy the second fret on three consecutive
strings, which they again do in ascending order with the lowest numbered finger taking the lowest string.
Simpson tries a second way of approaching a cross fingering on the fifth and eighth chords in this
example, both D major chords. Here Simpson placelitirernumbered finger, 2, on the lower note of
the chord, and the lower numbered finger (1) on pigeunote. Here the wrist must push forward rather
awkwardly towards the body of the instrument in order for the first finger to be able to pull behind and
next to the second finger. In both chords the reason Simpson might have chosen this fingeoirtgrs i
to leave the second finger on the Ddaug to prepare for subsequent chords. Simpson seems to have
changed his mind about the efficaciousness of this technique, for in the second editierDofision
Violist/Chelyshe changed this fingerirtg place 3 finger on the upper note of the chord, keeping the
system of placing the lower numbered finger on the lowest note of the chord.

Only two of t he musilatraduction tothe $kill of Musisireifumished ay f or d
with fingerings. The f i r st A s locave D maerscle, fieatdres aome natber perplexing

fingering$®! thatutilize two crosdingerings when playing two consecutive notes on the same fret on

561 Note the seventh note of the musical excerpt: the only way this fingering makes sense is if the C is sharp, which
of course it should be as this is clearly a D major sdalewise, the 1# and 16" notes should also clearly be C
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different strings. Playford uses both types of cross fingeringthe18 and 19' notes (D and F#,"2
fret) Playford places the second finger on the lower string and the first finger on the higher string; while
just a few notes later on the last two notes (A and D, adg&frep) the opposite is tridefirst finger is on
the | ower note and second on the hi ghtenieontheThi s <c¢h
2" finger D& there is a 2 finger G on the 8 string in between the two instances of the D, for which the
finger has to move.

I 3 13132 iz 13
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Example30: Playford, An Introduction. . . 7th edition,D major scale

l,l

Maras frequently specifies cross fingerings in his solos and uses both fingering strategies,
although it is more common for him to place the lower numbered finger on the lower note of the chord.
Here is a representative example freaste Champetrébook 4,#61), where the third and fourth fingers

both occupy the fourth fret:
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Example31: M. Marais, Feste Champetifrom Book IV, #6,Im. 7 8

As did Simpson, sometimes Marais will place the higher numbered finger on the lower note, particularly
if that finger is already occupying that spot as terdie An example occursithe second measure of the

first couplet ofLe Badinagewhere the second finger D and first finger F# both occupy the second fret:

297 Coupler. , /-\""\ o, T —
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Example32: M. Marais, Le Badinagéom Book IV, #8/m. 1 3
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sharps as well, fohte f i ngeri ng of 3 to make any senhsscaleis SI oppy mt
likely a bastartized version of the one found in Simpson.
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Extensions

I use the term Aextensionodo to refer to the str
to reach a distance of two frets between the first and second finger, enabling the violist to play two
consecutive whole steps using the fingerirgt4. This is another technique that is frequently called for
in viol literature about which there is scantttan information in our pedagogical sources. As with the
cross fingering, it is worth then exploring the a
musi cal exampl es. As mentioned previ camopy, Ganas
transpose upwards on the instrumestessitates the use of an extension in order to play two consecutive
whole steps.Ganassprovidestwo musicalexamplesllustratingthebarringsymboldescribedabove,
with fingeringsprovided;thesedepid aninterval of awhole stepbetweerthefirst andsecondinger,
suggestin@nextensionalthoughthis is not madeexplicit or mentionedn anyway. Ganassi also implies
that the use of extensions are necessary in the way he fingers several passsagesncari: for
example, there are several instances of a double stop of a major sixth, in which a distance of four frets
needs to be covered between the first and fourth finger.
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Example33: Ganassi, Recercar Primo from Lettione Seconda, m

Simpson, likewise, does not describe the extension techniqués findered exercises, there are

only a few examples where an extension may be implied. The first occurs in the ascending D major scale



in which an extension is needed to stretch betw&dimger B (on the # fret) and % finger C# (on the st

fret):
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Exampile34: SimpsonD major scale
Courtesy Lilly Library, Indiana University, Bloomington, Indianz

In many other instances, Simpson seems to prefer a quick shift to and from half position instead of

extending:
*
¥ ¥ % ¥ 1 .
1 . ~ ¥ 4 1 13
2/ 13 . ¢ 2:1,, 124‘.!‘[':4'2.1 Ly 2111;4;&5\1" 2!11121 1 42424121 31 ! .
oy ¢1d N, ¢ EEON A [ N
I+ 114 P bT¢1 [ ;. 4 b [ 1IN MeAT Lo LN
_ ~ SEN qNEN b - R ¢ 1] 4 K
- ~ ~ N NN [ ] 30 '
4

Example35: Simpson, Exercise no. 4, m.3L Courtesy Lilly Library, Indiana University, Bloomington, Indiana

In this passage, the first measure (and other spots like it) features a shift to half position in order to play a

fingering of 13 for (first fret) @ G on the E string. However, the third measure usédiager A (5"

fret) in order to avoid an awkward string crossing ingt@ppg this necessitates a backwards extension
to the first fret to play the F natural with the first fingm the seventh note of the measure.
Otterstedconfirms the scarcity of extensions in Simpson, ndtirag the "stretched position (i.e. the hand
covering five frets instead of four, with the forefinger stretched.autls rare in Simpson (in desading

scales)'®%?

De Machyis the first and only author to explicitly mention and describe extensions, in the context

of the previously quoted passage ongbdg de main i A s sdcandwhithhisehat in which has to

562 Otterstedt;The Vio| 208.
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extend, the thumb must be plagadre toward the edge of the neck, the second finger opposite the
thumb, the first finger more straightened out unless some chord requires it to be kept leuttvisd.
position, the wrist need not be asdescribasthdshapbeats i n
the entire hand and arm necessary to facilitate the extension of the first finger.

Extensions are a regular part of Marin Marais' techi@doue frequently specifies the fingering of
4-2-1 to play two descending whole st8psutagain they are presented, not descril@terstedt
speculates that the reason that Marais made "ample use" of the "stretched position (i.e. the hand covering
five frets instead of four, with the forefinger stretched out)" is that "with time, the thuadpifroved
more and more in the direction of the middle fing€t"Hsu identifies three common hand shapes Marais
used in his music. The first is the usual chromatic fingering, with the four fingers spaced out in even half
steps; the second the extendedithan, "in which the interval between the first and second fingers is a
wholetone, with semtones between the other finge?& which is used for the double whole step pattern

fingered 12-4.

Contractions

The thirdhand shagds u i d e nt i fmuse s the "eontMetad ahand ghape, which Hsu
describes as "in which the interval between the secamdioamth fingers is a sertone:’ Bol also
describes the contracted hand shape, which he calls "buncaedisge}, and gives several examples
and easonsastoitsus@agé i n t he f i r st phirdearghefourthfingercould leersett hat t he

down asenergetically as possibie the event also: dast as possibjeand in the second place, in order

that certain fingers (most often teecondandthird) might obtairthe greatest freedom of

movement & Hsu also identifies a lesommon fourth hand shape, "peculiar to French viol music",

563 |bid.

64 Hsu, A Handbook?27.

565Bol trans. Kinney;The bass viol in theéme of Marin Marais 274. Unclear as to why this passage is so heavily
underlined.



which is "12-4 for a wholestep and a haktep. This pattern involves the 'extended' fingering placement
for the wholestep between the first two fingers and the 'contracted' fingering placement for theepalf
between the second and fourth fingers; it is used mainly becatessietor doublestops, where the

third and fourth fingers play on the same fretadjacent string$%

However, Marais did not originate the technique of the contrattox a mp |l es of fibunch
first and fourth finger to the distance of a whol
ricercari. Mace also meidns the contraction, in the chapters on the lute. Mace recommends placing the
fingers on the lute a half step apart, except for in half position on the second string, where he recommends
that the first and fourth fingers only should be a whole step.aplte also recommends using a
contraction on the third string, placing the first and fourth fingers on the second and fourth frets,
respectivel y. Mace doesndt explain whether this
does refer th reader to the chapters on the lute for several aspects of viol left hand technique, so it is

logical to assume that this techniguan also applyo the viol.

Openvs. StoppedString / Unisons

Stopping the string ahe fifth fret of the second, thiydifth, and sixth strindand the fourth fret
of the fourth strinyywill produce the same pitch as the next highest open string. When given a choice,
earlier authors tended to prefer the sound of the open string to a covered string. Jamibeldey/&er
t he ef f ortto ngeoe doend ttoo thhe f i f t hsth¢ Joune df the opesiringiso met hi ng
fimorecleas oundi ng, more natural & |l ess constrained. 0
mi ght pose s ome thatrfoorakirgsmsne padshge oridisinution, it i a great deal easier
and more convenient to seek out this fifth fret than to go to the ®ther ?*’nGanassi had written about

this subject earlier, in the context of theppi (bowed trill with a conalding turn). Ganassi also

566 Hsu, A Handbook27.
567Kinney, A Tempestl0.
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encouraged the use of the fifth fret (and the shifting to higher positions) in order to avoid awkward string

crossings:
can be played comfortably ~ awkward! ~ can be played comfortably ~
4 3 43 4313 4 2 1 2 1 % 1 % 1 32 4 3 4 3 4 3 1 3 4

Example36: Ganassi, Groppfingering example

Otterstednotes that Simpson "dedicated a paragraph to the possibility of fingering a note instead
of udng the open string, to the effect that both variants are useful, depending on how fast one is
p | a y°f®Rimpsan introduces this subject in a section tidddervation for playing Notes upon
another Stringin which he introduces the symbol * indicatinh at not es mar ked thusly
on Those Strings to which they seem properly to belong; but for ease or better order of Fingering, are
Pl aydd upon some Other String; 0 meaning that thes
fifth fret will be used. Like Ganassi, Simpson often uses this strategy in conjunction with bowed trills to
avoid awkward string crossings, as noted in the previously quoted musical example in C major in the
chapter on extensions.
Si mpson do e ssrethnique,d lserpiederds ohelclear instance of what eamis
to be termed a unison: simultaneously playing the open string ant! fret 6n the adjacent lower string.
As would subsequent authors, Simpson indicates this technique with a notéthdmam stems, one

pointing downward and one upward:

=
e S

& -4

Example37: Simpson, D Major Divisions, m. 14 Courtesy Lilly Library, Indiana University, Bloomington, Indian

568 Otterstedt,The Vio| 209.
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De Machy is our first aut bnsondduldé cloids fiyng hiet uinm

. _ wniflon
ornamentation table: dioble

Example38: De Machy, unisson double

M. Marais is the first composer to introduce a symbol to indicatagbef the open string
(Simpson had merely stated that notes fAthat have
specifically developed to be used in conjunction with the unisbith he introduces in ttavertissement
to his second volumeThi little (circle,®) that is to be encountered in many places signifies the open or
unstopped string and is very useful for specifying the unison with the open sfiihidgal calls this a
fisystem as simple as it is efficacian®’

Roland Marais was a particulan of the unison@When there are no other higher notes which
precede or follow the one which you are playing, you should use a unison whenever pbksguas
should also be used on final notes to sugtane s ound; 0 Inaynoepatiosaahel shoulgset hat A
uni sons as fRaland Masais |3 also she dnly @uthar to mention a similar technique to the
tenuewhen playing octavesiit is good to hold the octaves, that is to say you should leave your finger on
the upper octave whilgbu are sounding the octave beloWwhis rule is observed when the octave is not
interrupted by some other note, in which case this rule does not@fpMore than fifty years earlier,

De Machy seems to suggest this technique in this passage frongtheeft@im the fourth suite of his
Pieces de Viollein which the tied high G three bars before the end implies that the player should leave

their (4" finger down while playing the G the octave lower in the intervening measure.

569Kinney, A Tempest43.
570Bol trans. KinneyThe bass viol in the time of Marin Marai69.
51 Marais trans. Gammig&ccompanying Rules.
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Example39: De Machy,Gigue in G Majorm. 48 58

Shifting

The topic of sliting proved to be rather vexing. | had hoped to find information regarding the
physicality of shifting the process by which one moves the hand and fingers from one location on the
fingerboard to another: if the finger should drag or lift, the rofingler weight, overshifting (sliding with
the lower numbered finger) and undershifting (sliding with the higher numbered finger), the role of the
arm, arm/finger angle, changes in bow speed required, and the like. However, this type of information is
notto be found in period pedagogical writings. Many authors do provide extensive information about
other topics related to shifting, such as the appropriate time to shift from one position to another,
suggested finger patterns, and the léeag of coursetie use of shifts can be analyzed in the compositions
of the authors who provided fingerings

Gerle is the earliest author to mention shifting hand positions, albeit oblitpeetyates that a
passage of musi c 0 §feed yournust stbpahe {7ieq with thenlittlef i [ntglee . 50
Woodfield clarifies: AFor the higher frets such a
clues are given about how % change into these hi

Ganassi devotes much tirteethe subject of shifting, which perhaps serves to illustrate the
advanced state of viol technique in late sixteenth century Italy. Chapter severitettionéSecondas
titled ADiIiscussion of Shi(Badig,pgi58). IHta®adassPdessribési ons an
three strategies of how to approach passages requiring higher hand positions. The first requires a shift in

the left hand position but no change in stéirippat is, one shifts to a higher position, using two different

52 Gerle trans. KinneyMusica Teuschl4.
S3Woodfield, Early History, 106.
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fingers,on the same string. The second requires a change both in strings and in handposéishifts

to a new hand position while playing an open string; and the third requires a change in string but not in
hand positioA one plays the entire passagaihigher position, using as many string crossings as
necessary. Ganassi then provides six musical examples using five different fingering possibilities for the
same scale passage of a mind(@en second string A to the B flat a half step above thengiefret on

the top string), illustrating combinations of the three different fingering strategies listed llawe.

specific observations can be gleaned from these exarfipdtly; the one example of a fingered shift, in

the first example, is from"2finger F on the top string tg*finger on G (and back again), a shift of a

whole step.Woodfield observes that this "is the conventional fingering which involves a single change of
position on the top string™ Secondly, the act of shifting to a highmosition while playing an open

string implies the need to lift the hand from the fingerboard and put it back down again while the open
string is being soundédas Ganassi puts it, "That shift cannot be late in execution, because in playing,
you must julge the interval of time over which the sound of the open string is sustainehirdly,
Ganassi 6s third method of playi ngGandssgsuggestsi re pass
playing the passage with the first finger on both the fifth the seventh frét involves playing above

the frets on the lower strings, an advanced technique that was rather uncommon untietigg texihth

century, wherForqueray utilized the technique extensively inPigces dé/iole.

Although they neithewrote on the subject nor provided fingerings, shifting is frequently required
to play the very difficult music of the Rognoni®tterstedt suggests that their shifting strategies might
have been similar to Ganassi 0s

fiThe Italians exploited the wide coags of the viol... In this pursuit, one was not merely familiar

with climbing to the top of the top string, but as much with the high positions of the other strings,

through which the lower registers could be regainedoes seem, though, that the hjgsitions

were not used on the three lowest stringke highest notesccurringare... §in [Francesco]

Rognonj and even bby his father, [RiccarddRognono [a pitch founjilist past theend of the
fingerboard of many viols]It was certainly not thnagh circumspect and hesitant steps that these

574 |bid., 164.
575 Ganassi/BodigRegola Ruberting52.
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extreme positions were reached, but often through gorgeously whizzing runs, from which may be
inferred that one felt quite at home up thé¥é.

Mersenne contributed a valuable observation about theftte thumb in shifting, remindings
that it needs to follow the handAnd if the hand descend one or two frets, the thumb should follow
equally: for example, if one stops ttjefret] on the melody string with the second finger (the thumb
being placed undehe first fret), and it becomes necessary to stopl[thest] with the second finger, the
thumb must also descend one fret; which must also be observed whiedgvand descends or
ascends®’’

It is certainly necessary to shift positions to play the oinss i mp sDivisidng/iolist:
Simpson provides fingerings in some of his pieces that demonstrate the location of thieushitis,
instructions as to shifting techniqueBhe only written allusion to shifting in Simpson is thif A n d
whereas you \ilisee sometimes two Successive Nogtsptone after the other, with the same Finger; it
is always done, either to prepare the fingers to this posture, or to remove the said Posture to some other
Place.®’® Bol elaborates on this quote from Simpsidisimpson] prescribes the same finger twice in
succession for different notes solely when there is more or less of a caesura between the notes to be
played with the same fingét’® In other words, Bol is claiming that Simpson always builds time in to his
conpositions to allow the hand to move when requiring the same finger to be used for two consecutive
notes. An exception to this rule occurs in shifts involving ¢anjunctnotes played with the firsirfiger
in succession, adten appear in rapid scale pages. Shifting with the first finger is a common shifting
strategy of Si mps on 0 sstfingerilil)oeas pad of scalecpassagaB{llf.t;s wi t h
1-2-1...;1-3-4-1. . .; etc.). Other common shifting strategies of m&s"pick up your hand and move it
to another location" shifts, which usually involve string crossings (suchthis example, where the

hand needs to be |ifted between the ascending oct

576 Otterstedt;The Vio| 210.

577Bol trans. KinneyThe bass viol in the time bfarin Marais, 227.
578 Simpson,The DivisionViolist, 5-6.

59 Bol trans. KinneyThe bass viol in the time of Marin Marai266.

21¢



"* X **'*

*x % vy 3
g lltlug_l.l_zjltjll ;;132.32.1%
gl 194 - [ P T I
1 R

_@Fg\ ] }'E‘

N/

Exampled40: SimpsonExercise no. 3m. 8 10
Courtesy Lilly Library, Indiana University, Bloomington, Indial

>

and shifting usin@n open string as a pivot, as described by GanBssidentifies another shifting

strategy of Simpsonés, which occurs in this measu

4134
21 [ 42

v e

Example4l: Simpson, Exeise no.3, m. 13
Courtesy Lilly Library, Indiana University, Bloomington, Indiana

In this example, the excerpt begins with the harfisnpositian, shifting tohalf positionon the open E

on the fourth not¢the sixth note should be a C#). While playing the ninth note, C# (fourth fret on the A
string), the fourth finger serves as a Ostupport f
finger to swing over to thB on thesecond fret on the second string, the hand bunching up for a distance

of only two frets between the first and fourth finger. After the first finger is depressed, it in turn serves as

a pivot, allowing the fourth figer to release and the hand to expand back to its normal spacing of one

finger per fred the third finger then plays the subsequent C#. hiBobdescribes the hand as moving

i s n akerepyild andcharminglyterms thismaneu v r e  asydiesoshiftlk®® T hi s fisnakeyo
shifting strategy wo ulidnebanafindfrequenhexdmplesofritinthismusi¢ Mar a

as we will discuss below

%80 1hid., 266.
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Pl ayford fiborrowso the passage fromiAa@inmdpson
whereas you Wl see. . .0 .) In another passage, Playford is likely referring to shifting (obliquely) when
h e w rwhen gosr Fifigers are to rest on the several Stops or Frets, your hand may have liberty to
move up and down, as occasion shall regatite Although Playford does not provide fingerings for most
of his musical selections, some clearly require a shift in poski@nexample, A Division on a Ground
(page76i 7 of the eighteenttedition) has a sudden, unprepared leap from third freb @e secondtring
(last note of the first linelp seventh fret A on the top string (first note of the second line) as the clef

changes from bass to alto:

N ~ppptaly.
e ipapsIEEEE e

. 'ﬁ%:';_E#i‘;! “LE{;;:;:::
......._;_..‘;‘.'_,‘.. - ,.‘.'.. b ..;._'-

Example42: Playford, An Introduction . . 18th edition, A Division on a Ground m.i48.

This shift necessitates picking up the hand after playing the C with the second finger, and placirg the firs
finger on the seventh fret of the top strihg be used as an anclioorder to play the subsequent C and B
with the fourth and third fingers, respectively. The shift back to first position is accomplished while
playing the open A string on the fifttote of the second line; while doing so the player picks up the hand
and places the fourth finger on the fifth fret of the top string to play the following G.

AlthoughMace doesndt provide fingerings for the

worthwhile to analyze the shifting strategies presetitériute exercises beginning oage86, as Mace

581 playford,An Introduction to the Skill of Musi¢k™ ed.], 102.
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himself directs the violist seeking for left hand advice to these chapters. These exercises feature a variety

of shifting strategies:

- Shifting a wiole step with the first finger 1), both ascending and descending

- Replacing the second with the fifsiger; that is, a 2 shift on the same pitch

- Shifting a descending whole step between the third and fbogr, from the 7 to the 3" fret

- Shifting a descending whole step with the second finger, fromfthe the ¥ fret (2-2 shift)

- Shifting while playing an open string (as described by Ganassi)

Mace presents shifting in the context of exercises on each individual string of the lutiatiméakvhich

are given fingerings; no explanations or written instructions on the mechanics of shifting are provided.
De Machy, as well, does not discuss shifting in his writing, but there are fingerings present in his

Pieces de Viollevhich give cluess to how he approached shifting. Bol does a wonderful job of

anal yzing De Mac hy'inDeMachyageareitorbg found sevaral exgmpkesin which

one must play over two or three strings in one positlowill suffice to give a veryihe example in

which it is necessary to play for six measures in\tlle position [that is, first finger on the fourth fret]

evenovesixst ri ngs! o The example that follows is from

major:

e ES

-:. T—“ ) I :_45 |\ 5 L -
e T = Shig

L P

Examp|e43 De Machy,Gigue in D majorm 2332
Bol continuesi Bei ng very parsi moni ou ®eMachyptovidesveérynfeivi cat i ng
occasions for drawing conclusions on the subject ohiafitd techniqgueNevertheless it must be
mentioned thaDeMachydoes not give passages in which it is necessalkitorapidly on a single

string. As much as possible he retains a single posifith.

582 Bol trans. KinneyThe bass viol in the tienof Marin Marais 267.
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Shiftingis clearly frequently required in Marais' musidarais himself does not describe the
technique in any of his prefaces; but Teplow, Bol, and Kinney have agaiat egor i zed Mar ai s
different types of shifting situations, which | will summarize below:
1) Shifting while playing an open string, as first described by Ganassi. Teplow describes this method as
the "most elementary [way to shift] becausdldwas the player time to move the left hand from one
position to the next®3
2) Shifting by extension. This tw&tep process involves first stretching the first finger to span a whole
step (two frets) between the first and second fiigbe extensin; the hand then contracts, using the first
finger as an anchor, to the new positidrnese two motions are used in conjunctioficraw!” up or
down the fingerboardin my own teaching, | refer to this method as the "bend and snap," borrowing a
term fram the filmLegally Blondg2001). On page 279 dfas Basse de Vigl8ol notes that Marais asks
for the hand to be able stretchbetween the®land 4" fingersa perfect #, as well as a major®3
(something not every hand can do, alas);mutésthawi t h t hi s methehertehsiombfthe hi f t i n
left hand permits, in general, making passages of attwogiositions [freé widths] upwards or
d o wn w a Hoffrsanndmentions this type of shifting on page 249tuéViola daGamba referring to

it asthe "'caterpillar crawl', in which the index finger moves while the little finger lays or vice versa."
3) Bol 6 s -syseem"anktleod of shifting, as described above. Three examples of this occur in this

excerpt fromLe Badinagdbook 4):

— -
== r,_l__/._.\ £
1 -
il =
2 4
: - i e

Example44: M. Marais, Le Badinagé&om Book IV, #87m. 46 48

The fird instance is between the last note of the seconldde(F#d on the second fret, played with the

first fingerd and the first note of the thimbulade(C#3d on the fourth fret, with fourth finger indicated

8 Teplow, Performance Practicel 8.



(rather than third). The second instaicbetween the last note of the thiohladed fourth fret F#,
played with the fourth fingér and the first note of the finabulade first finger E# on the third fret. Note
t hat t hsihsi fAitson arkeequi r es t he f i thesdistangenoflasihgbedrettThe f i nger
third instance is between the last two notes of thedasade in which a sixth fret G# played with the
fourth finger is followed by a fourth fret C# pl a
flexible serpent after performing this passage!
4) Replacing one finger with another on the saote Bol d e sretakingpeenste with i s as i
another fingerom he same strikKignmey oa |Whadhtig adneuats tois @ change of
fingering on the second of two successive notes of the same pitch, now often called 'finger
exchange'There are reallywo techniques subsumed in Bol8way. The first, on thesamestring, is
used to gain notes available in the new positibne second, wh changeof string, may also be done for
this reason but more often is done to change the toned#lor.
5) A "shift by displacement,” which Teplow describes as when "the whole hand moves from one position
to another without retaining any fingers on filgerboard®>8 in other words, picking up the entire
hand and placing it in a different | ocale, which
it but this type of shifting often requires an accommodation with the bow, and can affeptyor
phrasing; a point Le Blanc widooneloquently make Hsu names this technique "Lifting the Hand in
Shifting Hand Positions", noting that it is frequently required (but again, never discussed!) in Marais'
works, adding that "relaxing and lifting thend after the weak beat... will help the finger strike clearly
on the beat that follows by allowing the hand and finger, in assuming a new position, to fall naturally and
easily on the string?®®

Le Blanc has much to say on the subject of shifting aagim in higher positions. He decries

the Aitdemd you had to play on the same string as m

584Bol trans. KinneyThe bass viol in the time of Marin Maraiz78.
58 Teplow, Performance Practicel 9.
58 Hsu, A Handbook41.
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passages shifting up and down on one string. Le
result d the slavery of playing on the same string one can produce only a thid \eieeautiful one, in
fact, but having only the effect of a single I|Iine
found desirable:

fiThe proper shift of the harfths the same effect as the taking of a breath, when the sense of a

phrase is managed without interruption. Consequently, one oughtriake each shift of the

hand be in accordance with a phrase of music which forms a new sentence, to have 8r 4 ton

outlined at a time [Dolmetsch: "taalie in mind three or four notes at onc& placing the

fingers simultaneously on that many fref&e work of the left hand depends on the knowledge

of the four different places where one can, on occasion, plaathe thing, in order to put the

fingers on the fingerboard at one time. The position to choose from among these four is

determined by the ease of going from a musical period forming a sentence to another to which

one is going to goEase in the mammn of playing, which interrupts the thread of musical

discourse the least and which draws the best connection between the parts, is the compass which

acts as a guide to availing oneself of the right positith."
Le Blancbs claim taothave Aeraichi msdtidd tolie tiheee hand b
music which forms a nédwxamptesceb pbawi bgtespeceo
date back to Ganassi, and are frequently found in the works of Marais and Forquerayy tdale, f
concept that the shift occurs at those points where it would be proper to take a breath and that thus the
'‘phrase is managed without interruption,' is unusually clearly stated.hdrke technique is not new

with Le Blanc, but his formulatioof the principleverballydoes appear to be unigué®

Playing abovethefrets/ Ai n positiono / Aacross th

playoéd on the String t oMusdk-Master) t hey ©pr
Jumping off of Le Bl a&xsedisn wil deal mithithe topicaftplaying , t hi s
Ain position; o that is, Il eaving the hand in a pos

above the frets) and playing entire passages across multiple strings. There is a bit of etveekap this

587 Dolmetsch,The Viola da Gamhab7.
58 Jacksonfi De f e ns et (i col@lt, ion u
Jackson, fAComment.apy®2an Le Blancos
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topic and the | arger topic of shifting, for a shi

fingerboard; 6 but it is a discrete enough subject
Jackson was of course correct in claiming thxaihgples of playing entire passages in higher

positions date back to as early as Ganassi. It is Simpson who first tries to address the subject in writing,

in the (partially) previously quoted passage on p

Paydbd on Those Strings to which they seem proper|

are Playéd upon some Other String; an instance wh

Stars over their Fi guponthesecom iStringithoudloa liwlesbefare, HoteP | ay 6 d

standing in the same pl [topdriag] andtheeefore lwhen ang dificpitp N t h e

shall occurre in Fingering, you must try which way the same Notes may be exprest with mostiease a

convenience to the Hand. 0 Si mpsonés wording is s

passage is about playing in higher positions on lower strings, producing the same pitches that could be

played in a lower position on a higher stringarder to facilitate the ease of playing a passtuysse

notes are marked with an asterisk (*). The most striking example Simpson provides of this technique is in

his dazzling exercise of oraetave scales above the frets:
I-* X * Ay

»
34 % *
*x Yevy 3a 2123 13235233 “en 3
3asbz,an212 320320 02023213343 2 ¢ AT pap ¥otdaiz 9431 11
¥ ppits 2 N At ¥e ittty

%g_ﬂ\ - RN [lLlnd SUTD e U8 "
\1 i . <17 /@L 4 Y é:

Example45: Simpson, Eerciseno.3, m. 8 13
Courtesy Lilly Library, Indiana University, Bloomington, Indiana

l aawd

Note that, using this systemngison is not able to indicate which string the player shouldl tisere is
no differentiation between an * indicating the A string and an * indicating the E sfrhmeyCompleat
MusickMasterwoul d | ater adapt Si mps ondligirclm@)insteadiofanusi ng t

asterisk.
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Marais would devise a clearer system for indicating which string a given note was intended to be played
u p o BPats thiis. . .indicate the string to be taken according to the [number], greater or less, of dots
thereare above the figureshat is to say that if, over the figure 2, there are three of the dots, it would be
the third string that one®must use, and | i kewise
ZL’J’ poz}z&f aury £ 553, % 5 J’z‘gnﬁwla corde 751:2 Saut f:fmara Selon de ;:m/;:w
ou oy Jef-ozfzt-f 7&4«’? a vur les Cjﬁ'&f g Cert 2 azrg, gue sur e géﬁ;@ b ',:j Y
anott cer trow pownts, ce Serow o trotrieme. cordé’ dons il feudroit fe sernr, o ainry

Figure 10: String ndicator dds fromMarais, Book Il avertissement

This system, which would be adopted by subsequent French composers,imm@digment over
Simpsonds asterisk,Bdlutp miontt se ndutr etl hyatf oMd rpaiosnd : met
being unable to fix [i.e. identify] immediately theimberof the little dots, notably when it is a matter of
the fifth, sixth andseventh strings. >® All too true! Bol furthermore nitpicksthdtlar ai s vi ol st u
and fellow composetacquedorel "arranges the little dots indicating the strings in an extremely neat
fashion," that is, arranged in two rows, so that there are new&r than four dots in a row. For example,
the fifth string would be indicated by two dots in top row and three dots in the bottoriltdsy.
astonishing that no other Master of the Viol imitated this very neat method of notation of Morel, the more
so snce the latter had already published his work in 1789!"

A corollary toL e B | imstnuctidbngo play phrases as much as possible in one hand pdsition
the necessity of playing across many strings in the higher positions. Le Blanc expressesdpts conc
elegantly:"Always keep in mind that what is played should be reducible sr@eggio;that is the
touchstone which determines which among the positions is the one suitable for controlling the same

s u b j ¥ tetBlaric never explains exactly what heans, but to play a major triad on the viol one

590 Kinney, A Tempest43.

591 Bol trans. Kinney;The bass viol in the time of Marin Mara50.
5921bid., 262.

5%JacksoniDef ense (cd2ntinuation), 0O
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places the fourth finger on the third string, the third finger on the second string, and the first finger on the
top string. Placing the hand in this arpeggio position

fitests the command of three stringsadrich one can always grasp the whole idea at one time,
putting the fingers in place all at one time, giving an effect like a shower of water, which allows
the Master to play the notes with. rapidity. . ., and which in addition permits him to play

several at onceWhen the strings are all put down at once, the passage of the tones from one to
another is more imperceptible, so as to hover, in the placement of the hand, over another string by
which one makes it the servant because of the resondmcie results from it.The hand is not

formed at all when one is enslaved by the greater part of the string as having more vibration,
instead of pressing many strings down at once in a lively way against the fingerboard so that one
learns to draw almost asuch sound as from the open stringhe Niagralike leaps are avoided

[note the reference to the New World!], which are so awkward to see in the movement of the
hand, and which imply an ignorance of the fingerboardt is not necessary to assuthat in

the displacement of the hand one is only concerned with gracefulness but indeed with the union
of the sounds included in a sentence, like the words between periods or even commas, which it
would be allowable for the voice to take a breath, andérsame way on the Viol, to shift from

one position which has lasted through a sentence to another which lasts just dheorgsult of

this is a declamation like that of [famous singers], or Fosgnior on the Viol 3

While composers would cdntie to write both passages that necessitate shifting on one string as well as
passages intended to be played in higher positions across the strings, Le Blanc makes a compelling case
for the expressive, rhetorical relationship of coordinating the shiffitige hand position with the
phrasing of the music.

It is only the latest author in our study, J&aptiste Forqueray, who gives us detailed written
instructions on how to play above the frets, and expounds on the importance of becoming comfortable
doingso:

"Your Highness must endeavor to become acquainted with the upper fingerboard of His
instrument, that is, from the last fret to the middle of the rest of the bééet. such study one
begins a different one to learn the other half, always onrttaliree strings d', a, éany good
things will come of this improved acquaintanceshifi; the beautiful sound which is the soul of
the bowed instruments?® the facility to play all the more difficult things, even things which the
violin, the flute and the harpsichord can d&', &he relaxation of the left hand which becomes less
tired on the upper fingerboard than on the lower, which is used only for chords, for passages
which descend [to the lower notes], for accompaniment and for all ordinesig mhich is found

in the viol clef and the-€lef.

In order to facilitate the learning of the upper fingerboard, Your Highness should play a few easy
pieces.Begin by putting your left hand at the last fret and put your first finger on the three first
strings and make laarré with the first finger which goes across from string to striAg.

occasion may present [i.e., if you do haveto move this finger] be careful not to move it from
its place, that is, it should never leave the first fiddie dso, My Lord, that the highest note (or

5% bid., 397 40.
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the note above) ought to be made with the little finger and the lowest note by the first
finger. Regarding this last rule, [one may say that] it is sometimes contradicted, in which case the

BN

second or third finger kes the place of thei st . o
Forqguemagyage recalls Ganassi 6s and Macapoiheré, si mi | a
the intent is to stabilize the hand. Forguerayds
furtherdown the fingerboard is unig8eperhaps he is referring to the more rela>agmenarm position
needed when playing lower down on the body of the viol. It is interesting that Forqueray instructs that
the highest note should always be played with thetidinger; that will be the subject of the next section

and a good jumpingff place.

Chromatic vs. Diatonic fingering

This topic applies mainly to the fingering of passages above the frets. As previously discussed, in
the lower positions the fingers& nor mal |l y spaced a half step apart
distance between the frets decreases as the pitch gets higher, and the position of the arm becomes more
angled, in the higher positions it is sometimes desirable to omit the usefofitth finger and form
either a whole step or a half step between the remaining fingers. This results in three possible spacing
patterns between the three fingers (when playing diatonic passaaesjole and a half step, a half and a
whole step,owo whol e steps. This is what | wild.l refer t
Agricola would seem to recommend chromatic fingering for the viols throughout their compass.
Hoffmann claims that "FogtoReGeigen Martin Agricola recommends chromatic fingeringlmth the
bass and treble: the diatonic fingering of teihe Geigenis clearly distinguished from thi§%® Ganassi
seems to be a bit inconsistent on the subject. In thentestates that, when playing above the frets, one

should maintain the inteay of a half step between the four fingers, with the logic that "what is right for

SRutl edgerofJBAM E®tdqueray, 0 15.
5% Hoffmann, The Viola da Gamhal52.
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the very beginning. . is also right for the middle of it, and. also right for the encd’® However, in his
fingering examples Ganassi is atbe first author to illstrate the use of diatonic fingering when playing
above the frets, albeit inconsistently. In this passage from thedastar in theLettione Seconda

Ganassi presents two ways of fingeringCB-D above the frets:-B-4, which is chromatic (the fiftimote

of the second measure of the exampaed 12-3, which places a whole step between the first and second
fingers and a half step between the second and third, adding another whole step between the third and

fourth fingers to reach the high(startng on the last note of the second megsure

I — ~
i %6 1 8 % G4 (1 3 4 1 2 54 34 5 434343 2139325213 3
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Example46. Ganassi, Recercar Primo from Lettione seconda,iri. 3

p

Ganassi seems to regard the first finger on B, a sixth higher than the open D, to be a turding famt
position Ganassi uses either diatonic or chromatic fingerihgsfor everything lower than thapipt he
uses chromatic fingerings exclusively
Simpson is very clear in describing the conditions governing the use of diatonic fingering. His
system would | argely be adopted by subsequent com
the fretsthatthe highest note in the passage should be played with either the third or fourth finger. If
with the third, the two notes underneath it are to played with the first and deaprd Simpson makes
no explicit mention of the different finger spagérequired he merely says "the first and second finger
take their orderly places in Stopping the two Notes gradually ascending to it, or descending from [the
third finger]," which is likely an oblique reference to diatonic fingering. This is borni ooe applies
the logic of the following passagé | f t he Hi ghest Note i mploy the Fou
under it, is Stopt, either with the Third, or with the Second Finger; according as the saidNOteder

either Flator Sharp: If Sharp wi t h t he Thi r d: I f Flat; with the Se

597 Ganassi/BodigRegola Rubertinas5s.
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versus the fourth finger, Simpson instructs that
(e.g., among the frets) then lower down the fingerboard, where the gmaoilore compactHowever,

Simpson would seem to be somewhat variable on the exact moment when the third finger is more
appropriate than the fourth, given the evideindhe fingerings he providédin ascending scales he

switches to a diatonic pattewith the first finger on the seventh fret, but in descending passages that stay

in position above the frets he will often use a diatonic patteBql(8on the top string but a chromatic one

(4-2-1) on the scond string In the musical example of ofeetave scales on the top string, in the

passages using diatonic fingerings Simpson uses w¥ituiée, wholehalf, and halwhole step spacing

between the three fingers; all the permutations that are possible.

'l [} /1 e 11 s ]
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Example47: Simpson, Exercise n8, m. I'5
Courtesy Lilly Library, Indiana University, Bloomington, Indiana

Playford also presents this information, bavirng almost the entirety of the above passages of
Si mpsondés about finger patterns above the frets.
The anonymous German eighteenth century texintteuction. . . auffder Violadigamba
offers a different perspective. The beginning of the book (paggatures a map of the fingerboard
which is described as showing fiwhich [notes] <can
next to each other; also, on correct fingering.oo
one ldeled with a note of the chromatic scale; it is unclear if every location is meant to be fretted.
Fingerings are provided: these are four series of three repetitions of the p&t@mh With one series
each beginning on the first, second, third, andth fret of the top stringThese four sets of fingerings
produce onectavechromaticscales, starting on (open) D, E flat, E, and F, requiring two shifts which

occur every four notesThe book makes no mention of diatonic fingerings. This fingestes of



using chromatic fingerings well over an octave higher than the open string was originally recommended

by Ganassialmost two hundred years earlier
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Figure 11. Map of fingerboard with fingeringgom Instruction. . . auff der Vidadigamba

I owi || now return t o Forthatvwhenglaying abovethetfretatc t i on ,
first finger should bar across the top three stri
made with the little finger and the lowest note by the first fingg@garding this last rule, [one may say
that] it is sometimes contradicted vimich case the second or third finger takes the place of the first."

The unspoken given here is that the distance between the first and fourth finger spans a minor third (or
major, if an extension is used). Forqueray admits to contradicting himsalisthection to use the

fourth finger to play the highest note of a passage implies chromatic fingering, but the meaning is

i mmedi ately c¢clouded by the parenthetical fior the
finger the interval of a thiréfom the first finger, and the fourth finger a perfect fourth. |1 am puzzled

about how exactly the second or ;inhnycasethiswougiler woul

presumably necessitate a diatonic fingering of some kind.
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Advice for choosingappropriate fingerings/fi Ru lofé&s nger i ngo

Several authors offer advice on how to choose left hand fingering patterns, ranging from general
guidelines to very specific situational rules. Ganaffsis some advice on choosing appropriate
fingerings and when and if to shift positionslis desired course of action is to "share the burden among
all the fingers," that is, one should choose a fingering that uses equal instances of each finger; unless
doing so would disrupt the harmonic line concdiby the composerdowever, if the music is fast,
finger facility takes precedencé&anassi further states that once a hand position is established by the
fingerings, it is assumed that one will stay in that position, using the appropriate fingerinfeumusic
exceeds the range of the hand and/or a new position is indicated; there is no need for every note to have a
written fingering.

The fingerings in th®icercaritowards the end of tHeettioneSecondaffer some clues about
Ganassi's lefhandtechnique. Shifting between double stops using the same fingering (1/3) is much

more common than staying in position and using consecutive fingeringsZMR As previously noted,

contracting the hand to a whole step between firstand foarth® r happens frequently

fingerings, as does stretching a whole step between third and fourth finger when above tAd fhetse
techniques seem more idiomatic to the lute, and lend credence to the theory that Ganassi held his viol at a
rather steep angle, which would facilitate these techniques, which are somewhat awkward to execute
when the instrument is held more vertically.
Woodfield has a wonderful summary of riGacarassi 0s
in outline fam no less, on page 167 Dhe Early History
I.  Shifting position
a. To move into a position a semitone doaehigher, two consecutive notes may be played
with the first finger, 11-2-4 or 11-3-4.
b. To move into a position a third higher, change aftanguttie second or third finger:102-1

or 0-1-3-1.
c. Avoid shifting into a higher position directly after using a fourth finger.

f



II.  String Crossings Avoid rapid string crossings in fast passagework by using a higher position on
a lower string.

Il Playing aboe the frets.In very fast high passages more than a major sixth above the open string,
all four fingers may be used consecutively in a diatonic scale.

M. Half position. Half position may be used if it simplifies the fingering of any given passage or if it
makes better musical sense.

V. Extended positionExtended positions (two consecutive whtidae steps fingered2-4) are
especially useful when transposing music up a semitone or a tone (without retuning the viol) by
means of a first fingdvarré.

V.  Doublestopping. Consecutive thirds may be played by means of simple position changes.

VI.  Threepart chords. For threepart chords &arré fingering may be used [with thé4inger].

Simpsondés rules for fingering qpotedisthegecsonabve ve t he
on diatonic fingeringsHe does havthis further advice to offefiAs for the Posture of the Fingers, in
moving from one string to another; (which for diversity of Circumstances cannot so well be reduced
to Rule) | mustreferyou to your Own Observations; in making use of those fingaish offer
themselves the readiest and aptest for stopping any succeeding®dteere you have itthere are no
rules; consistency is less important than the good judgement of the Bygrson here provides
another instance of addressing the subject of personal agency.
Pl ayfordbs fingerings show an expectation that t
and first position; and illustrate the use of crfisgerings whe playing two consecutive notes on the
same fret on different strings.
Dubuissoroffers an instructiomegarding fingeringfi hie first finger should be placed on the note that
one wants to trilthidos shéws heinflience of Duisson'«Katharmstryment,
the lute, on which trilling with fingers-3, 3-4 or 24 was avoided because of the weaker percussion of
the upper finger, only the first note of the trill being plucked with the right B2Ad his rule has
implications for howhis musical selections should be fingeéyeal shift is often required to place the first

finger on the lower note of a trillHowever, observing this rule does greatly facilitate the performance of

Dubui ssonds musi c. Cssenyponaind @ © i $1a e enany df thgné rait n dsi;b ufi

5% Simpson,The DivisionViolist, 6.
5% Kinney, A Tempestl4.
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apparently there because they are unusual for the passages in quéstiener, these markings are not

systematicMany pl aces where such 6éexceptional é fingeri

such. Moreover, seeral of themseemtwe f v al | | o gi Coeymancould bessligletlgd e n t .
exaggerating on this point: whihe is correct that the fingerings are "not systematic" in the sense that a
fingering is not specified in every passage that would seeagtore a shift or other unusual solution, the

ones that are present are consistently effective and illumindtirthe example below, from ti@ourante

0

of the (fourth) Amajor suite irthe Recueil de Piéces de Viple Du b ui s s o bedugifulliyprepagee r i ng s

the player to play the double stop trills an@ duspension in measurEs16. Thefi3doonthe E in
measure 17 indicating a cross fingering, as the second finger will already be occupying the samne fret

the note Brom the previous doublecgt.

3 L 3 J*
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Example48, DubuissonCourante in A Majorm. 1421

Marin Marais provided fingerings frequently in his compaositions, and much can be learned by
observing his fingering choice§.ortunately, Bol has done a lot of the hard work for us: his carefully
observed study of the music of Marais and other egith century French composers led him to develop
sever al Airul esd of fingering observedKbgnéewése
translation olLa Basse De Viole Du Temps De Marin MaraisiBntoineForqueray Some of the ones
more slient to our present discussion are:

a) "If possible, one never uses the same finger twice in succession in a single position for two different
notes at theamefret (hence on two different stringslf.[a cross fingering; which Bol refers to as
'horizontl fingering'] is foundo be impossible, or very difficult to execute, one can have recourse to
thebarredfinger [doigtcouch¢" | n ot her words, a single finger

string to another for two consecutive notes; eitheoascfingering or ®arré should be used.
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b) "One rarely or never shifts during a single bstnoke unless this shift can be effected by the use of

theopen stringby theextensionor by the 'snaksystem'." Slurred scale passages traveling through

severabosi tions (thus requiring shifts), so common
technique.

c) "If possible, the violist, for a normal shifly degreestepwise], utilizes the same finger that was used
last in the position the violissigoing to leave." Sard@nger shifts (11, 2-2, etc.) are desirable.

d) "If two or more fingers are found at a given mondenot at nearly the same moménat thesame

fret [that is, a cross fingering], tHmger of lowest numbes found on théoweststring" This is

generally the cageas previously discussed, it is physically awkward to place the higher number
finger on the lower string (Bol points out on page 295 that "the second fingebf@ors speak a
shackle for the third finger", preméing the third finger from being on the lower string in a cross
fingering with the second). Howevess previously observed, many exceptions can be found in

Mar ai s musi c, as wel | as that of Simpson and Pl

Left Hand Pizzicato

Marin Marais is thenly author to describelaft-hand pizzicato technique, which is only used in
the final piece of Book \.e Tact Marais describes it thusly:

fievery note should be made with one of the fingers of the left hand without any participation of
the right. All four fingers can serve, according to the situation, different ndtass first manner

is very difficult and fatiguing, for it is necessary that each stobkbe finger make a contactdi

an impact on the string, or, in descending melodic mpfituck it] capable of making itself

heard. Those who have some smattering of the theorbo, or of the lute, are more certain to
succeed in this than the others; at any rate one acquires the skill only through long @féctice.

Kinney clarifies, on pge99 of his translation of Bol, that this technique is not only describing
fidescendingnelodic figures, Marais is also calling for soundasgendingnelodic figures by the

technique ofinger percussiomwith the left hand.It is this latter unusual (for éhtime on the viol)
technique, borrowed from the lute, that has made him feel called upon to make this detailed

800Kinney, A Tempest46.
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explanation.This is, in truth, a technique calling for 'long practice' since it is only in this way that
the fingers acquire the necessargisyth to maketheimact s audi bl e to the |

Crum adds on page 128 Rlay the Viol:"At the end of theCinquiémdivre, 'Le Tad' makes use of left
hand percussionThe notes are sounded by hammering the fingers down on the string withoirigpluck
with the right hand.This is extremely difficult and you may be pleased to see that an easier, bowed

alternative is given for the whole piece."
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Chapter 9: Chordal Technique

Chords(that is, playing three or more notas adjacent stringsimultaneously on one bow
strokfhave been present in viola da gamba | iterature
This doubtlessly stems from the violds evolution
such as the lute, favhom chordal technique was already well established. Chordal technique was
perhaps taken for granted by the time of the viol
thinks to mention the subjecThose who d@overa number of topics tated to the subject of how to
play chords on the vidl bowing techniques, left hand fingering techniques, and stylistic concerns.

Ganassi introduces chords and double stops iridbecari at the end of book 1, but as of that
point has not provided spific instructions on how to execute them. There are no fingerings provided for
thesericercari, which is odd as the chords at the end of the first and seiwendar require a shift in
position, a technique which has also not yet been discussed jaoititah the book.

Chapter 15 of theettione SecondgBodig, page 53) seems to hawdormation about how to
bow chordsbut his meaning is hard to deciphéifter describing the system of dots used to indicate pull
and push bows, described earli@enassi states that wh@taying a chordone should "use a bit of
pressure at the time you play the secouohber using a little movement to help you connect from one
number t oThbke wamb ediesdoithe notemdicated inG a n a vial faldlasure by the
number of the fret; the "second numbprtbablyrefers to the second (lowest) note in a chord, in which
case Ganassi 0s i nbetomaricalateachmoterodtielclibrd svidlesmoothly gliding
the bow from one string toémextwh i f eom one number ttothetslibgequert her 6 ma
note, in which case the instruction would seem to mean to clearly articulate each bow stroke with pressure
from the bow Perhaps5anassi intend®r bothinterpretations to be vali "You should do the same

[whether downbow or upbowin which case, as said above, you bow from below, while approaching the
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viol with the arm and the bow, always pushing at the right time for the second number, or going from
number to numberThis is recessary to articulate edobat"

Chapter 16 ofettione Secondadvises the player to use a longer bow than normal to play pieces
with many four or five-note chords, "because the hairs on a longer bow would be less stretched, allowing
one to drawthe bow with less pressure on the strings... Then you could use the fingers to stretch the hairs
when playing fewer strings or a single strlh@anassi also specifies in this chapter that the curve of the
bridge, nut and fingerboard should not be ovetlep, in order to facilitate the easier bowing of chords.

Simpson is the first author to provide systematic instruction on how to play chords. On page 7 of
The DivisionViolisthe statesi When 2, 3, or more notes syedasd one o0
one, by sliding the bow over those Aspushbowgshe whi ch
usual way of bowing chords, when found al one; suc
alternating push & pull bowswWhether plagd "back, or forwardpne i s to Ahit the | ow
and let the bow slide from it to the highest, touching the middle notes in its passagetbdtvéxm. 0
Simpson then provides a musical exercise featuring six chordal cadential passage®ty afyaays,
with fingerings indicated Excerpts from this exercise have already been featured in the chapter on cross
fingerings- as previously discussed, the exercise has examples of cross fingerings with both the higher
and the lower fingestopping he lowest note of chord; and the finger is introduced here. Crum has
this to say about Simpson's fingerings for the first chordal exercise: "...notice how he uses all the fingers
to minimize jumping from chord to chor®* Simpson does seem to priaeé the hold otenueeven in
the context of chordal passages, striving to keep fingers held down as long as possible before moving
them to another string or position.

Dubuisson provides fingerings for some of the chords in his pieces for sold®withithe barred

first finger and crosfingerings are specified.

501 Crum, Play the Vio] 98 99.
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Mace provides more detailed information on chordal bowing technique, in the form of a
compl aint directed against fimost Scholars, and so

fiwhenever they should strike alfatop [i.e., chord], they seldom hit the lowest string, which is

the very substantiality of that stop; it being the ground to all those upper parts; and without which
the rest of that stop is (generally) all False Mudiberefore | advise, ever when yoome to a

full stop, be sure to give the lowest string a good full share of your bow, (singly, by itself, before
you slide it upon the rest) and leave it likewise with a little eminency of smartness, by swelling
the bow a little, when you part with thatisg. This will make your play very lovely. This very
observation, whoever shall take notice of, so, as to put it into a constant practice, shall find far
greater content, and satisfaction, in their play, than at the present they can ittagine."

Herewe see a f or e s heapdmewijetielpwstordkel & swvelllhere@a the lowest note of a
chord,foll owed by a quick fAcasting offod from t,the strin
tensionon the bow haiof theexpriméhaving dssipated Bol concurs with this analogylIn this way one
obtains a supple and elastic betwoke which starts with a crescendo (greater or less according to the
number of notes in the chord) and which is terminated with a diminuérids.way of playng chords is
maintained during the Baroque period and then on to the end of'tleedi8iry, forall the bowed
instrumentsP%3

De Machy, as previously discussedas a proponent of the chordal style of writing for the viol.
He defends the practice passately:

"Finally, to respond to those who want to argue that Solos of a single melody are preferable to

those that are harmonized [with chordkay that they are more wrong than they think since by

this they reveal that they are ignorant in thistarat A person can have a hand for playing

melodies that are beautiful but single; but this must be compared to a man who might play

perfectly on the Harpsichord or the Organ with one hand albhis. single playing might be

very pleasant, but one woutérdly call it playing the Harpsichord or the Orgdinis the same

with those who would confine playing on the Viol to simple [tfeordlesksolos, which has

never been the custom for this Instrument played alonghords] are very pleasing in

numerous situations when one knows how to take them progétly."

It is therefore somewhat surprising that De Machy offers no specific instruction on chordal techoique

even providing fingerings for us to study

802Mace,Musi c k 6 s , 248250 me n t
803 Bol trans. KinneyThe bass viol in the time of Marin Mara04.
804Kinney, A Tempestl7 18.
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Marin Marais tried hard to please bakie proponents of chordal playing and those who preferred
a Asingle melody: 0 AAnd inasmuch as simple mel odi
with this in mind, composed some pieces into which chords enter hardly @tladrs will be faind in
which | have put more of them, and several which are entirely filled with them, for persons who like
harmony and who are more advanc®8.Fortunately for us, Marais also provided some instruction on
how to play chords, complete with a special sylnimroduced in thavertissemerto Book III: "This
other sign / , which is found beside chords, indicates that it is necessary toskersie] them by
starting with the bass and continuing on to the to@ptrat which can be called arpeggiation
[Harpégemi This is very essential in certain pieces, such as in those talléditarre andLe
Moulinet"®% This system of arpeggiating chords from the bass up agrees witiclimquedescribed
by Simpson andMace. The / marking also appears in trenkwritten notes of Sibley I, sometimes in
conjunction with the symbaj, forgr and ¢ o udlarge ddvatrokeshe tivo techniques
combiningtogivethe hor ds a i r.o%cMaraisafsouses thed symboldn conjunction with
doubk stops, sswell as with chords. These usuallycurin passages in thirds; on repegtthe section
Marais intends for the performer to execute them as broken thirds (Marais indiepteations for the

second time)%8

Marais describes a second way of bowehgrds in book V:

"As regards the chordswhich one ordinarily arpeggiates by ascending from the Bass to the

Subject, and below which | hamearkeden plein[full], this means that one must cause all the
sounds to be heard aeto uosi mséad of separating titetBotime d s i mu |
doing this one usually encounters an inconvenience, which is that of crushing the strings from
pressing on them too har&o, to avoid this one must not place the bow so close to the bridge but

rather two orliree inches away from it, according as the strings are more or less tight, while

pressing with the two fingers on the hai"

605 |pid., 41.

606 |pid., 44.
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Maraisuses then pleinindication very sparingly in Book V, on only tvazcasios (the term isalsoused

in Sibley II); onone of these Maraiststhe playerdecide how to execute the chord
L 8 i b r 5 1 4

g

=

e
Cn/v&{n ow Cn harpegement:

Example49: M. Marais, Rondeau Le Plaisaftom Book V, #103, m. 26

I=

Marin Marais himself doesnodét discuss or descri
avertissement$ut since he provides fingerings for many of the chords in his music, |dterabave
noted somefhisf i ngeri ng patterns. Bol identifies six ru
translation olL,a Basse de Violewhi ch he expounds upon on page 301.
fingering, in which the four fingers are spaced l $tep apart as is their custom, comprise the first
category. Bol also allows the first finger exten
the finger bar, in which either first or fourth fingetdagd flat over several stringBol describeghe use
of the finger baas mandatory in certain situationdf two or more notes of a chord can be taken with
the first or the fourth finger at the same fret... the finger in question must bar." Bol allows that using a
finger bar might be ekirable in order to reduce tension in the hand, and to potentially prepare the hand for
a subsequent fingering_hords that use a cross fingering (two fingers occupying the same fret on
different strings) comprise the third categoiysu also discusséis technique, suggesting that a good
strategyto prepare the harid to "place the fingers sequentially from the highest to the lowest fifiger,"
regardless of pitch or order to be playédm not sure | completely agreplacingthe fingers in order
from lowest to highest strirtgnds to be less confusing Bol 6 s fourth category of
the contracted or fAbunchedd hand shape, in which
a half step. Bol enumerates several @aasvhy a contracted fingering might be desirable, such as to
reduce the tension of the hand, and in order #fAto

fifth category is fichords requirinbgmeansasWMarhdisar ge e X

611 Hsu, A Handbook 39.
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never seems to require an extension of more than a whole step between the first and second finger. Based
on the examples he provides, it seems Bol is referring to chords in which both an extension and a cross
fingering are necessary. &n t he si xth and final category invol ve
is, above the frefs a technique also associated with Forqueray.

Over in EnglandThe Compleat Musieklasteris the latest work to specifically address chordal
technique This work also offers perhaps the only differentiation between the techniques of playing
double stops versus chordigou will find 2 3 or 4 Notes standing over one another, which we call
Double stops, where there is but 2 of them standing you nitusith the Strings equal, stopping at the
place or places so requiring, but if more let the bottom Note sound first, touching the middle Notes in the
passing the B®@wWote thattheusickMasigrageess withdSimpsoiaceand Marais
in sipulating that the lowest note of the chord be sounded first.

Thelntroduction. . . auff der Violadigambas the first to discusshordalarpeggiation
techniques The instructions on page 26 are admittedly vag@ the grace of the bow in arpeggamd
on the various ways one can play this.stacattcor battuto; inarpittiacata dotting with the bow.
Whether in % or 4/4 time, whether on half or quarter notes, it must be played as.follboeveneaning is
made clear in theofir lines of musical>ampleghatfollow, which showa series of threaote chords
followed by arpeggiation and bowing suggestions. The first two lines arpeggiate then@tteeehord

into four sixteenth notes, going in the order Iovddle-high-middle; the third line alsarpeggiates into

612T, B., The Compleat Musieklaster, 32.



four sixteenth notes, with a double stop of the lower two notes on the downbeat and the top note then

repeated three times.
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Example50: Instruction. . . auff der Violadigamba, arpeggiation examples

Hoffmann sheds some light:

"For the execution of threaote chords, four different methods on four stavepereented: on

the first stave, the slurred "arpeggio"”, which is clearly understood as normal, since it carries no
additional commentary; on the second stave, theshamed "Arpeggio comrcatesciolte'

[separate bows]; on the third stave, tAeplittiacatd' or "Arpitciacatd (an invented word,

certainly based on the root 'arpeggio’), which breaks the chordsaittévies on the fourth stave,

the repetition of the full chords, which remains namel&ss."

The fourth stave also demonstrates an arpeggiafi quarter note double stops into slurred pairs of

ascending dotted eighth notes and sixteenth notes.

Roland Marais is the only other author to address the subject of arpeggiation and has some
specific suggestions on how to finger them: Batteries[arpeggiations of chords], even though the notes
may not ascend higher than the unisons [i.e. above the fifth fret], one is not obligated to employ them; and

one can use the open strings everywhere; moreover, if the notes do not go beyond the unisons one i

613 Hoffmann, Introductiorto Instruction. . . auff der VioladigambaXi XI.
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obliged to use them [i.e. in chords in the lower positions one should use open strings so much as
possible].®** Gammie provides further explanation: "When playing a chord or holding two notes at a
wide interval there are limitations for left hand fingeyi and repeated notes from intervals of a third can
sound better when bowed on separate strifigsWVhat is unsaid but should be apparent is that the use of
the open strings in arpeggiations, as recommended by Roland Marais, should be used in conjtinction
thetenueso that all notes of the arpeggio will continue to difgarais would surely agree that this is

AEssential to the Har mony. 0

614Kinney, A Tempest62.
615 Marais trans. Gamie, Accompanying Ruled.
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Conclusion

fiNota bene. If you wish to acquire expertise in a short time, learn how to legou do want ©

know how to learn, you must be diligent and do all things necessary for the achievement of your
objective; above all things, these three are the most important: practice, patience and
moderatio® practice by devoting time, patience through hard warkl, rmoderation through
atti®ude. o

I Sylvestro Ganassi

There is an overwhelming amount of information on viol pedagogy contained in the-tivezgty
historicalvolumes reviewed in this studyl.here are answers to almost every question a beginning viol
player (or teacher) could have about how to play the instrdmem to hold it, how to hold the bow and
move it across the strings, an effective carriage of the left hand, and a myriad of fingering and bowing
techniques anduggestionsHowever,therée s st i I | t he madde@érmiowslgpould ssue of
one go aboupresentingall of this information, particularly given that no single historical work can be
used as a se#fufficient instructional tutor? On the subject of how to structure a alun for help |
will turn to Louli®, who cl ethenumberingssmingln experi enc

iMet hod to be adhered to in guiding a Pupil wh
1. The Viol being in tune.

2.0ne must begin bylacing the viol between his legs the least badly possible; for it must not be
assumed that he could hold it well at the first attempt.

3. Place his hand, making him take note of what is to be observed in regard to it.

4. Demonstrate how to hold the bow

5. That being done, the Pupil must be shown how to play the Notescd e fga b ¢' [Ut re mi fi sol

la si ut], beginning with the fourth string [and ascending] to the c¢' on the second string.

6. Next, demonstrate to him how to descend: c'b a gd.e d

7.When the Pupil is sure of these eight notes one can show him how to become familiar with the

Notes below the#string down to the'7, and the notes above up to g' on¢hanterelle

8. [It being] supposed that the Pupil has become fairlyilfanwith these Notes, it is necessary to
teach him how to manage his ®Bow, both in upbow

Loulié concludes his treatise with this information, perhaps highlighting its significance.

616 Ganassi/BodigRegola Rubertina29.
617Kinney, A Tempest58 9.
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However, as previously notetthere is often disagreent between the various authors on any
given subject; and the questafwhether one shouldpplyinformationfrom a later time periotb
earlier repertoireand whether the techniques used in one country apply to the music of another, are very
real. So, now that one has all this information from a wide variety of sources together in one document,
how shouldone use it? As | read through all thésstorical works of pedagogy was struck by how the
theme of personal choice kept recurring throughdiiis subjectmanifested in authors leaving some
items of information deliberately vague: the exact height and angle the viol should be held, the precise
di stance of the bow from the bridge, alstthredv h a t con
making a note of all of these instancesof-sopeci fi ci ty, and the expression
to seento bethe most accurate description of what | was observing. There is no substitute for personal
observationexperimentatiorand discoery, as no two people are going to have the sanef
experiences|n this quoteRousseaufor example, shows awareness that each student has a different
learning stylefowhi ch a good t e a.casforstuderds, andrhust ndt dsaseed a pt f
doctors do and prescribe the same remedy for all disebs®san that they must be treated according to
their natural disposition guiding them to perfection as well as one can without constricting threatioo
wi t h f or ma F® Perhdpdheinfquniaton in this sbudy can be used in a similar vein; rather
than trying for a onaizefits-all approach to historical viol pedagogy, different teaching circumstances
(individual students, repertoire, etc.) might calldeing information from onauthor over anothemMy
per sonal view of being Ahistorically informedo is
then each individual has the right to do with this information as they sefsfitoted in the introduction,
there are as marnways to play the viol as there are viol playesghat one chooses to do with this
informationisr e ad er 6 s r After pliptmesendlyaallisi vérysim@eaccording to the diary of

Dudley Ryderfil9 Oct.[1716] Played upon my viol; pleasedsng | f v e’y much. o

618 Green and Rousseainnotated Translationl3.
59T i | mout h, fAChambelsliMusic in Englando,
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Appendix: Modern Impact and PedagogicalScope

Theintentionof this appendix iso provide a brief assessment of the impact of ediaur
historicalworks on modern viol pedagogyl used two metrics to do this: first, hgting metionsof each
historicalwork in eight modern secondarywsoes of viol pedagogy; secarimy notingmentions okeach
historicalwork in viol method booksvritten inthelasthundred years

For the sake of completeness laléoproviding a tableéndicatingthe mentions of each of our

ninetopics of viol pedagogy in each of the historical works.

The firsttablenotes thenentions of each work of historical viol pedagogy in the following eight
secondary sources:

Hans Bol:La Basse de Viole du Temps de Mavlarais ¢ d'AntoineForqueray.

Nathalie DolmetschTlhe Viola DaGamba: Its Origin and History, Its Technique and Musical

Resources.

Bettina Hoffmann and Paul Fergusdtte Viola DaGamba.

Peter Holmantife After Death: The Viola D&ambaln Britain From Purcell toDolmetsch.

Annette OtterstediThe Viol: History of an Instrument.

Julie Anne SadieThe Bass Viol in French Baroque Chamber Music.

Deborah A. TeplowlPer f or mance Practi ce anPieceldevnle.ni que i n

lan Woodfield The Early History of the Viol.
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The secondablenotes theeferences tour works ofhistorical viol pedagogy found in the
following modern viol method books. ol¢ that this is not intended to be a comprehensive list of current
viol pedagogy, butather a representative selection of a variety of timegdsrand pedagogical
approaches.
Paul GrimerViola daGambaSchule fiiVioloncellistenund Freunde der Viola d&amba,
1928.

Christian DobereineSchule fir die Viola d&amba 1936.

NathalieDolmetsch,Twelve Lessons on the Viola @ambaandSupplement for Tenor Viol, To
Twelve Lessons on the Viola @amba, 1950 and 1953.

Folkmar LanginGambenStudien: 380riginalbeispieleausder Gamberiiteratur des 17. und

18.Jahrhunderts1968.

August WenzingeriGambeniibungl970. Trans. Gordon Kinney, 1972.

JeanLouis CharbonnierJoueret Apprendrela Viole de GambeMéthodevivante 1976.

Beverly White,Playing the Viol: A Beginner's Manualate of publication not identified

(probably 1970s

Martha BishopViola daGambaMethod for Classroom or private study979.

John HsuA Handbook of French Baroque Viol Technigli@81.

Alison Crum and Sonia Jacksd?lay the Viol: The Complete Guide to Playing the Treble, Tenor,

and Bass Vigl198.

Alison Crum,First Solos for Bass Vipll995.

Paolo Biordi and VittoridGhielmi, Metodocompletoe progressivgper Viola da gamba, Vol. 1 &

2, 1996.

Julie ElhardPassamezzo Method for Viola da gamba, Books 120924.
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And lastly,the chartonthe following pageshows which obur authors provided information on

the nine pedagogical topicewered in this work
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