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Chapter I

INTRODUCTION

4

In  musical  terms a lone ,  t h e  s i x t e e n t h  century

t r u l y  was Spa in 's  Golden Age. I n  no o t h e r  per iod  has

tha t  country produced such a  l a r g e  and concentrated

body o f  composition o f  e q u a l l y  undisputed q u a l i t y.

Part  o f  t h e  r ichness o f  t h a t  e r a  which we have i n h e r i t e d

i s  t h e  r e p e r t o i r e  o f  music f o r  t h e  Vihue la .  I t  stands

highly amongst t h e  music o f  Spa in 's  acknowledged masters

as w e l l  a s  those o f  a l l  Europe.

The Vihue la  r e p e r t o i r e  i s  p a r t  o f  t h e  t r a d i t i o n  o f

solo instrumental  music f o r  keyboard and plucked instruments

which began t o  develop r a p i d l y  dur ing t h e  l a t t e r  decades

of  t h e  f i f t e e n t h  c e n t u r y  and e a r l y  ones o f  t h e  s i x t e e n t h ,

and which has continued from t h a t  p o i n t .  T h e  l i f e  o f  t h e

Vihuela,  a s  p a r t  o f  t h a t  t r a d i t i o n ,  was however, f a r  more

l im i ted .  I t  became superseded i n  t h e  c los ing  years  o f

the s ix teen th  century by  t h e  g u i t a r  as  w e l l  a s  by  a

changing s o c i a l  c l imate  and musical  t a s t e .  W e  however,

from our  present  p o s i t i o n  can see beyond these changes,

and w h i l e  respect ing them, c a n  approach t h e  r e p e r t o i r e

from a  d i f f e r e n t  s tandpoint ,  a t tempt ing  as  b e s t  we can,

to  see i t  i n  i t s  own r i g h t .



Although t h e  research o f  John Ward1 has r e s u l t e d

in  an extensive l i s t  o f  known s ix teen th  century  p layero

and v i r t u o s i  o f  t h e  v i h u e l a ,  o u r  musical  knowledge i s

l im i ted  t o  t h e  compositions and arrangements o f  seven

v ihue l is tas  whose work surv ives .  T h e  f o l l o w i n g  i s  a

chronological l i s t  o f  these men and t h e i r  works.

Luya Mi ldh :  L i b r o  de m4Zica de  v i h u e l a  de mano

i n t i t u l a d o  E l  Maestro,  Va l e n c i a ,

1935/6.

Luyo de Narvalez: L o s  seys l i b r o s  d e l  Dephin de

musica de c i f r a  para  ta f ter  Vihuela*

Va l l a d o l i d ,  1 5 3 8 .

Alonso Mudarra: T r e s  l i b r o s  de  musica en c i f r a s

para Vihue la ,  S e v i l l e ,  1546 .

Enriquez do Valderra lano:  L i b r o  de musica de

Vihuela i n t i t u l a d o  S i l v a  de S i renas ,

Va l l a d o l i d ,  1 5 4 7 .

Diego Pisador:  L i b r o  de Mis ica  para  Vihuela*

Salamanca, 1552

Mi lue l  de Puenl lana:  L i b r o  de M4sica para  Vihue la ,

1 Wa r d ,  John M: T h e  Vihue la  de Mano and i t s  Music
(1536-1576)1 unpublished d i s s e r t a t i o n ,
New York ,  1 9 5 3 .

5
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i n t i t u l a d o  Orphoinica L y r a ,  S e v i l l e ,

1554.

Esteban D a z a :  L i b r o  d e  mds ica  e n  c i f r a s  p a r a

v i h u e l a ,  i n t i t u l a d o  E l  Parnassof

V a l l a d o l i d ,  1 5 7 6 .

I n  a d d i t i o n  t o  t h e s e ,  a r e  t h r e e  books o f  mus ic  b y

composers who d e s i g n a t e  t h e i r  work  t o  b e  p l a y e d  b y  e i t h e r

keyboard i n s t r u m e n t s /  h a r p  o r  v i h u e l a ,  a n d  t h e  t h e o r e t i c a l

w r i t i n g s  o f  Bermudo w h i c h  d e a l  e x t e n s i v e l y  w i t h  t h e  v i h u e l a :

L u i s  Venegas d e  H e n e s t r o s a :  L i b r o  d e  c i f r a  nueva

para  t e c l a ,  h a r p a  y  v i h u e l a ,  A l c a l á ,

1557.

Tomas d e  S a n t a  M a r i a :  L i b r o  l l a m a d o  A r t e  d e  t a i e r

F a n t a s i a  a s s i  p a r a  t e c l a  como p a r a

v i h u e l a  y  t o d o  i n s t r u m e n t o ,  V a l l a d o l i d ,

1565.

Antonio d e  Cabes4n:  O b r a s  d e  m4s ica  p a r a  t e c l a ,

harpa y  v i h u e l a ,  d e  A n t o n i o  d e  Cabeocronl

M i s i c o  d e  l a  camera  y  c a p i l l a  d e l  Rey

Don F e l i p e  n u e s t r o  Ser io r.  R e c o p i l a d a s

1  p u e s t a s  e n  c i f r a  p o r  Hernando d e

Cabe9on0 s u  h i l o .  M a d r i d  1 5 7 8 .

Fray  J u a n  Bermudo: D e c l a r a c i n  d e  I n s t r u m e n t o s

Mus ica les ,  Ossuna 15491 1 5 5 0 ,  1 5 5 5 .
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Quite an amount of information survives about
eone of the vihuelietae and from thin, ae well ae tron
the music itaelt we are able to derive an idea of the
social function, musical influences and general importance
of the movement. The vihuela was an aristocratic instru-
ment and thoee vihuelietas about whose lives we know were
either courtiers, court musicians or members of the clergy.
Luye Milan was a member of the court of Vicereine Germaine
de Poix at Valencia and the author of a book on courtly
lite, published in 1561 Luye do NarveerBl Corteeano .

was employed by the Chief Commander of Leon; Alonso Mudarra
was at the palace of the Dukes ct the Intantedo at Guadalajara
until entering the priesthood in 1566; Valderrabano wee

probably gaegtro do capille to the Conde de Miranda;
Pieadoie knon to have entered the prieethood in 1526,
and the blind tuenllana was a chamber musician to the
Marqueea de Tarita and later to Phillip II.

In their courtly lives, these men would have coe
to know much nuaic of other conpoeera, both Spanish and

toreiqn. The powerful courts of the King: Phillip I (the
handsome), Charlee'V, and Phillip II, attracted eminent
composers tron abroad, particularly members of the
Franco-Belgian school. Gonbert, Crecquillon, Mouton and



Payen all visited Spain and exerted great influence.
Printed instrumental music for lute and keyboard from
other European centres is known to have reached Spain,
and together with the journeys or vihuelistas abroad
and those of foreign instrumentalists to Spain, resulted
in a broad interchange of musical culture. The effect
of this interchange on the compositions of the vihuelistas
however is best seen in general terms, for a comparative
study of existing music would tend to show differences
of approach more readily than similarities, with the
possible exception of Milan upon whom the influence of
Italian lutenists is most evident.

The work of the vihuelistas retlects a sensitivity
to and mastery of the technical and aesthetic problems of
composition, as well as an awareness of the capabilities
and sonorities of their instrument. The vihuela repertoire
can he divided into five categories: (1) Free—£orm compo-

sitions of which the fantasia is the most eminent and makes

up a considerable portion of the repertoire; (2) arrange-
ments of sacred and secular vocal works, largely by Spanish
and tlemish coposers; (3) variations, of which Harvaes is
the earliest survisinq composer to employ the form; (4)
Dances in the courtly tradition, and (5) accopanied songs.



The general style and aesthetic of the vihuelistas
can be seen in their adherence to polyphonic tradition.
While lutenists in other countries were orking towards
a more freely independent style, the Spaniards were

absorbed in realising a satisfactory solution to the
problem of the assimilation of the polyphonic principles
of linear equality, independence and continuity into an

instrumental idiom. This presents a large problem on an

instrument such as the vihuela both because of technical
limitations and the fact that its sounds have only short
duration. Notwithstanding, the solutions ottered by the
vihuelistas are considerable in their success, and while
demanding a great deal or skill on the part of the
performer, much of it is hidden from the listener by the
often introverted style. Deviation from this observation
is to be found however, and quite a nuber ct overtly
virtuosic compositions exist. Such an aesthetic provides
for a highly intellectualised and abstract art, moderated
only by the warn influence of popular song.
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Chapter 11

sx. ranuaso

Research by various writers on the vihuela has
tailed to discover any mention of Dasa in any contemporary
source beside his own book. Nothing has been found to
indicate his dates and therefore his age at the tine of
the publication of El Parnaso, nor with regard to his
occupation or his station in society. The present study,
therefore, undertakes to raise several points gained from
an examination of the general introductory material found
in the book betore dealing with a number of songs from it.

There are several general biographical points that
can be made. It is apparent that Dara was a nan of decided
genius. The works contained in ‘display mostEl Parnaso
competent musicianship in their composition and arranging.
Furthermore, any of them require a highly developed tech-
nique and although it is without substantiationl, it is
reasonable to assume that Daza was capable of playing his
own works, and that therefore he may also be regarded as

1 The onl mention of him being a player is in the Bpigran
(see P fé ). The second consideration, however, is thatlute and vihuela music comes tron a tradition where the

COIPOIOI is also the performer.
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a virtuoso pertorner in his own right. It is also evident
that Dasa was an educated nan, literate, with a knowledge
of classical language and literature as well as nsic. It
he was also a virtuoso performer, then he must have lived
in a manner which allowed him to work towards achieving
such competence. It seems unlikely, due to the tact that
the book's licence addresses his as a ‘citizen (- rate-
payer) 0! Valladolid', and to his obscurity that Dasa was

a nelber of the nobility. According to the tradition of
the vihuelistas, this would suggest that he was either a 4

musician attached to some court or noble household at or
near Valladolid, or perhaps himself was a well-to-do
dilettante.

El Parnaso, published in Valladolid in 1576, is the
last of the books of music for vihuela, appearing twenty-
two years after that of his inediate precursor ruenllana
(1554), and forty-one years after the earliest book, by
Milan usas) . 11; was the only vihuela book published during
the reign of Phillip II. Six copies of the book are known

to be extant. They are to be found in the Bayerische
Stadtsbibliothek, Munich; Biblioteca Nacional, Lisbon:
Biblioteca Municipal, Porto; Bihlioteca de la Bscorial:
and the Biblioteca Hacional, Madrid, which has two copies.
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A nidérotila of the copy held by the Bayerische 8tadtsbiblio—
thek has been used in this study. The leaves or the book
aeasure approxisately 14 on x 19 ca, the longer figure
being the width of the age. There are one hundred and

thirteen leaves of music, each side of which carries three
hexaqrans of tablature. These are preceded by tour leaves
which carry the title, licence, dedication, epiqral, expla-
nation of the tahlature and errata; and are followed by
two leaves which contain the table 0! contents and colcphon.
These sections are reproduced and translated on the tollovinq
pages.

s

Dara divides his book into three other lihros, each
ot which contains compositions of a particular type. Each

book comprises a different number of works, but is of
approximately equal length. The entire work contains
sixty-two pieces.

The first book consists entirely of fantasies by
Dasa himself. There are twenty—two compositions arranged
systematically. The first eight fantasies are in each
of the nodes. They are followed by tour pieces in three
voices, six in tour voices and four de pesos largos_para
dO§QnVQ}VQ{2l§§_D§QQQv (in larqe steps to develop the hands.)

2 literally: to unravel
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The second book comprises arrangeents by Dara

of vocal works by Crecquillon, Mayllart, Richatort,
Simon Buleau, Pedro Guerrero, Francisco Guerrero, and

Juan Basurto. There are thirteen compositions in this
book. t

The third book contains twenty-seven works, all
but two of which are accopanied songs. The remaining
two compositions are solo arrangements of French Chansons.

Most, if not all, of the songs appear to be arrangements
of polyphonic vocal works with one voice speciiied to be

sung. It is tron this book that the works transcribed
herein are drawn.

The printing of Bl Parnaso, by Diego rernindes de

Cordoba is austere but accurate. The book's price, given
as 136 aaravedis is, according to figures given by Lynch3,

equivalent to about $3.75, current Australian price. This
is based on the figure that one gran of 22 carat silver
at that tine was worth 4.4 naravedis. (Ward‘ basing hin~
self on statistics tron Hamilton's studys deduces that
eh, 530 mg; st whiqh gangs Maria's treatise was valued

3 Lynch, John: Spain under the Habsburgs, Vol.1, p.349.
4 op. cit. p.362.
5. Hamilton, Earl J: American treasure and thefprice

revolution in S ain I3U1,—iIFF5L iarvard Un varsity
Press, Canbriage, I631. T’ T
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could purchase about twenty—two chickens, thirty-two
pounds o£ olive oil, or one hundred and ten pound: ot
wine.) The house of Fernandez do Cordoba was also
responsible for the printing of the works of both
Narvdez and valderrabano, although the latter beare the
name or rrancieco Fernandez, probably brother or Diego.
The engraving oi the god Mercury with the printer‘:
anagram at its feet which appears at the end of the third
book of El Parnaao (£01. 114), is also found beneath the
colophon of Va1derr£bano'e book, but a diiferent one ie
used in Narvaez'e book. Other than this engraving, the
decoration in Bl Parnaeo is limited to the ornamental
border around the title page of each book and of the
letter which commences each aectio of the introduction.

Aa toliation numbering begine only at the etart ct
the tablature, leaf numbers have been given to clarity
the setting out of the introductory and concluding material.
Lea! 1: Title page

LIBRO DE MVSICA I en cifrae para vihuela, intitulado ell
Parnaeao en el qual ee hallara toda diueraidad de Hueica,
aesi Moitetee, aonetoe, Villaneecae, en lengua Caatellana,
y otrae coeae, | cono rantaeiae del Antor, hecho por
Eeteu Dace, velzino do la mug ineigne villa de Valladolid,diri-Jngido al any Illuetre e or Li ciado L Hernando de
Babel e de Sogglnayor del Coneejo augrnpreno e eu Hal
geetad 8 c. reeeo por Diego ternandez de Cordoua,
Inpreeeor I do au Mggeetad. A50 de M.D. Lxxvj
Beta taeeado en 136 Maravedie.

6 price added in Me. Price was fixed after printing (eee
Licence)
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Lea! 1v; Licence
BL REY:

Par quanta par part: do vaa Batauan Daca vaaina da lavilla da Valladalid, noa I fua taaha ralacion, diaiando
qua voa auiadaa {echo vn libra de muaica da Vihuala, alI
qual ara may vtil y prauachoaa, y atanta al trauajo qua
anla haaar.auiadaa tanida, I naa auplicaataa oa daaaalaa
dar 11OGnOil\p&!l la haaar imrinir, y priuilaqi:.T par
vaynta aaa, a coma la nueatra maraad tuasaa. Lo qualviato par las dal nuaatro Canaaja, par quanta anal diahalibra aa hiaala diliqancia qua la pragmatiaa par noaI
aqara nuauananta aabra allo tacha diapana, £ua aaardada
qua dauiamos mandar darcl asta nueatra Cadula anla dicha
raaan, y tuba lo par bi , par la qual van danoa liIaanaia
y faoultad para qua vaa a la paraona qua para alla vuaatra
padar auiara, y I no atra paraona alguna, podaya haaarinprimir y vandar al dicha libro qua da auaa aa haaanincian, anaataa I nuaatraa raynaa par tianpa y aapacia
de diaa aiaa aunplidaa, prinaraa aiguiantaa, § carran yla cuanti daada I al dia dala data da aata nuaatra Cadula,
so pana qua qualquiara paraana E ain tanar para alla
vuaatra padar la I inriniara, a vandiara, o hiaiarainpriair a vandar, piardan tada la impraaaian § hiaiaran
y vandiaran, can I laa naldaa y aparajaa dalla, y masincurran an pana da cinquanta mil narauadia par cada
vaa i la cantraria I hiaiari, la nitad dala qual dicha
pana aaa para nuaatra camara e fiaca, y la atra nitad
para voa al dicha 3ataIuan Daga, y tadaa laa vaaaa §
ea vuiara da inprimir al dicha libra duranta al tiampa
da laa diahaa diaa aaa I aa traya al nuaatro canaajajuntamita canal ariginal “ anal tua vista, 5 va rubricada
cada plana, y tirlada an F tin dal da Alanna da Vallejo
nuaatra Scriuana da Canara, y vna daloa i anal nuaatro
aonaajo raaidan, para 5 aa I vaa ai la diaha inpraaaian
aata contorm al original, y aa aa da licicia para lo
podar vandar, y aa taaa al pracia I an E la auiara davidar aada valumé so pana da caar a incurrir an las
panaa ctanidaa anla dicha praglatica y I layaa da
nuaatraa raynaa, y'nandanaa a laa dal nuaatro aanaaja,
y a atraa qualaaquiar juaticiaa daataa raynaa I i quardan
y aunplan y axacutan y haqan quardar, auplir y axaautar
asta nuastra Cadula, y tada la analla I concadida. Iaaha
an S. Laranaa a xxix. diaa dal naa da Iunio, da nil y
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quiniantoa y satanta y oinoo aos.
Yo e1 Ray.

Por mandado da au Magastad. Antonio da Braaao

Leaf 2: Dedication
A1 muy Illuarra Saor, a1 8aor Licanciado ‘ Harnando
do Habaloa da Sotonayor dal Conaajo auprano | Batauan
Daca su saruidor P.F. y S. dasaa.
Victvrvs libar dabat habara qaniun, B1 libro qua ha da
durar (nuy ‘ Illustra Saor) diaa H rcial, qua ha da
tanar qanio, daaaaando puaa yo con 1 aqual anor qua cada
vn padre tiene a aus hijoa, por mas qua aaan taoa, y
1a\qaoaoa, qua aata mio dura, y viua largo: aoa, no
supa a qual genio major pudialaa dar la qu a v.n. cuya
aninancia da latraa, valor de paraona, raa—Tplandor da
vida, antereza de coatunbraa, son tales, qua ninguna
nayor datanaa, contra I lanquaa inuidioaaa, ni nan aa uro
tauor y anparo para antra buanoa podra llauar aata :1?
llbro, qua a1 nonbra da v.n. aacrito y a llado an nu
fronts: y puss a1, y au autor sa ban quaTrido valor da
vn tal aaor, agrauio haria v.n. an aagar an tauor, a
quien con hunildad da \ verdadaro aaruidor aa aooja a
an tutala, oono a 1a major y nan aaqura qua lo: virtuoaaa
tra- lebajoa puadan tanar a1 dia da oy an Eapaii: y
conai rando qua aaruicioa daata oa11dad,] Ill por
voluntad con qua se otfraacen, qua par nu valor aaraaoan
aar lstinadoa, no daalpraciando la pobraya da :1 praaanta,
se airua da mi voluntad y persona oono da my o-Ibliqada,
para an ooaaa da mas inportanoia, aianpra qua aa oitraaoan
a1 seruicio da v.m. I ouyo nuy Illuatra persona y aatado
nuaatro Saor 5 c.

Leaf 2v: Epigran
DE STEPHANO naz:a.[ Colloquium inter lunar i Appollinaa.
Latior, vnda pater aolito as? Pythona paranpto
V1: tua ta tale luuina Phaba parant
Nunquid laatariaz quod toto nuaina Daraan
Diqnaria Cithara, oarlinibuaqua tuia
Tun Daua: hoc laatorz mic voa gaudata, Canaanaa
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Cuntitulos nostroa, auqcat vsque Chaly
Sic illi varax, aetarnos auguror annos
In oolat, vt coalun libariora bone

TODAS laa fantaaiaa tticilas y tacilas, van aaaladaa
Q5 dos latraa al prin clpio, qua en, con vna 1 tra. D.
y can vna latra. P. qua aignifican lac qua vi 1 conlatra. D. son difticilaa, y la: qua con latra. I. sonfacilaa.

\

Loaf 3: gggla
RBLA braua y conpandiosa para entander astas ultras y
alqunos pr1- 7|lo:es dallaa, con la qual Rqla, sabiandc
cantar vn poco da canto dc IOrqano, Iuy tacilmante ac
puada pone: an la Vihuela, y entander allgunaa dudaa,
qua podrian occurrir, pox no hauar praceptoa, parzsauellaa,
y sa—]re lo nan braue qua pudiere, porque no padre deal:
tanto qua otroa no lo ayan | tratado. '

La: nay: rayaa a lo larga, aignifican set laa say:
cuardaa dala I Vihuela, tomandolaa deata manera.

Betta ~ —:~: 1 —

quinta q 1.. q

quatta ~q* ~—

torcera ~~~ » —

Sagda ~* .~~- q

priua A*~ ~ 7 * q * q A. 7 ~-

Laa latras de cuenta do Guariamo siqnitican nulnro,’
contando vac haata diez. Example. 1. 2. 3. 4. 5. 6. 7.
8. 9. x. T.naluo aata latra, o, qua an Ia cuarda que
aatuuiara, se ha da | dar an vacin

rodaa autos nuatoa aaalan an qua traata ac an def
tocar la: cuazdaa, y aaai, oats nularo. 1. an la cuarda
qua aatubiara an a do tocar an 01 prinalro traata, y analal nunaro 2. so tocara nal aaqundo ttaato: y pOt al
c6a1qu1enta lo: danas, F y todo: lca nunaroa 5 astubiari
an xanta loa vnoa da lo: otros, tocatse an junta: la:
auor-Ida: an 5 astubiaranz y quido aatan por I1 apartadoal uno dal otro, tocarna a eada cuazda \ parsi. Ixalo.

7 Top line of page is partly cut nit, duo to poor
registration of the plate
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La: tiguran do canta 0 orqano qua ' ostan Ohdill
dc lac rayas Quinlan 01 va lor do 10: qclpas y anal

nunnro 1 q catubioro on otxos, 0 pox 01: an 10
da ra 01 valcr dn 1: fiqura qua tubicrc per | 305:1.
Example.

Loaf 3v: Raqln (continued)
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Los puntilloa-' que ay en lea es|pacios entrera-lya y raya, sirué I dc guiar lo: nu—|n0ros qua an
han de dar juntos: y tambian siruen de gain: la: tiguras
dc canto do organo \aobrn lea nulnron 1:0 han dc Qatar,
come paresce an cl example que puse arr a.Ln: rayaa qua atrcuinsaan la cuardaa diuidon Yn
conpna, que sun 10: qolpea qua ay T dc vna raya a otra:
qua :1 es vn golpa, ai Le darn a cad: vno cl valor dc
vn sulibreue, y at ay dos qolpes I I8 la darn a cad: vno
01 valor dc vna nihina, y at son quatro, qolpas so 10:darn cl valor do I quatro sclininas: y ai ay echo clpas
ac lea darn e1 valor de ocho cozchaas: qua cad: vn
nunero destos quatrv numeros hazen vn compasillo. Example
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Todoa loo qolpaa qua huuiaran do | vna tiquza a
otra, so taaran al oompas, y I so lea dara el valor dala tiqura qua anoi-Ina do a1 tuulari: qua a1 onoiaa dl
qolpa | eata vn s reue, todos los qolpas ailquiantaa

Laa 4: Regla (continued) and Erratum.
guientea valdran cada vno vn samibraua hasta llagar a
otra tiquxaz y a1 tuara la tlguxa da | ainina, valdra
cada qolpe vna minima, por e1 consiguiante so tandra
cada qolpo coao | fuara la tlguza da qulan tuna valor,coo so vae claramanta anel exenplo paoaado.

YA hauanoa tratado dal antandimiauto da laa
cuardaa, trastes, y fiquraa, y do la mna—lra qua so
ban da taiar, guardan el ordan qua tananoa dloho.
Raata qua primero tradT temoa del compas. Cunpas so
llama diatanoia, o aapacio, qua aa 11aua_o9a la pia,
o c6 la ma—|no, qua ay do vn golpa a otro: y aaai ay
dos nanaraa da comaa, mayor, y manor. Bl na-[yer
contiene an si dos dal manor, que so dize compasillo,
dal qual so trata an oata llbroa y | haza nan al caao,
por mas facll y cl ro da antendoz, porque todo lo qua
aa canta as c0mpa—T8111O, qua as valor do vn aanibraua,
0 dos ninimas, o quatro aanininaa, o ocho corcheaa,[
qua qualquiara dastoa nunaroa hazan vn compasillo.
Example. .

A A Mill rmrm
No trato da la: proporciones, por—'que an alto

libzo no se hallara ninqun \ qanato da proporcioa.
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Correction con la qual tacilmante cc podran emaadatf
100 crrorcs qua ay on autos libton.
Pol. Pia. Pauta. C5p. “

1 2 3 4 Vna minim: qua eat: sabre 01
qulpe pzinnra, ha do ldnininn.

7 1 2 vltl. vna auiniaa 5 cat: sabre 01
tarcero golpe ha do scr lobro
01 soqido.

9 1 3 2 Palta vua acninin sabre 01
primar qolpn

16 2 1 vlti. En alqunoa libroa 01 scgundo'3F
an la tnrcnrn qua cat: entrants

do] otmo‘5'qua cats an 1a(pr1la,
ha dc Qatar entrite de1'Z qua
aata mas a | dalanto an la pzina.

Fol. Pla. Pauta. Cp-
21 1 2 vlti. Vna minima £r5tero dc vn quntro

an la quarts, ha dc our sinila.

Lea! 4v: Erratum (continued)
23 2 2 vlti. vna aeninina 5 eat: cobra 01

golpe primero, ha de eataz aebrn
01 sag.

40 1 3 9 En alqunos lihrca an 01 qolpe
primero eata vn'E'en la prina
debaxo I vn-6-on la sequnda, ha
da set vn45-.

46 2 1 9 En algunos libroa an a1 aegundo
gol eat: vn‘6"cn la sagunda,
debilxo do vn‘2=en la qunrta,
ha Qatar a1—9-on la prima.

76 1 3 S En 01 primer qolpe falta vn~6~cal: aogda dabaxn G01 1 on
1; taxes.
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tol. P11. Pauta. 05p.
82 2 1 vlti. Sn cl aaqundo qolpn un'ZIquneat: an la quartz ha da sari?
88 2 2 5 En algunos libros nnol saqido

golpo ant: vna corchca cobra
alék on | la quartz, ha dn nor

. nalinila.
vlti. Incl poatrcr golpo eat: vna

minim; zebra vn-6 no la ha do
auer ni o|tra tigura alquna.

Pol. Pia. Lin. Pot. En la letra se ha de dazir
37 1 tin. decorauit decolorauit
72 l 3 rebelauit rauelauitl de casu de la su-

y no ae la y yo no ac la darn
daze

76 1 l gran. grands
18 2 1 elude. al hado
80 2 1 bicn lo qua bien lo qua no cntiando

~lQ

{IQ

FM

~l

antiando
82
82
89
90
93
110

PPNFPP

UP?-PUP

O

nine vine
qua alma qua al alma
no vez no vea 4.
qua atreue qua se atteua
caballos cauallos
sease soalase

Translation of the above:
Loaf 1: Title Pager
Book of nnaic in tablaturo for the vibuela, called
Bl Barnaso in which une will find all kinds of music
such as noteta, sonnets, villanascaa in the Castillian
tnque and other things such as rantaaias by the author,

I
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Iede by Reteben Dene, citizen of the meet notable city
of Velledolid, dedicated to the lost illustrious gentle-
men, the bachelor Hernando de Kebeloe de Botoeeyor of
the Supreme Council ot Hie Majesty, etc. Printed by
Diego reminde: de Cordoba, printer to an Majesty, in
the yeer 1516.
Priced at 136 evedie.oer

Lee! lv: Licence
The King:

Whereas a request has been nade on behalf of you,
Esteban Daze, citizen of the City oi Velledolid, interning
us that you had made a book of music tor the vihuele which
was very useful and beneficial; end considering the labours
which you have put into it, beeought us to‘coIend e licene
to be issued tor its printing, and privilege or copyright
for twenty years, or as should seem good to ue. which
letter having been seen by our council, inasmuch as the
said book has been subjected to due process ee determined
by our recently established ordinance on these matters,
it was agreed that-we should comend our permit to that
effect be issued, to which I have assented: we therefore
qrent our licence and authority so that you, or any person
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empowered by you, and no other person whatever, nay
cause to be printed and sold the aforementioned book in
these our Realms for tine and space of ten rull years
ilnediately following, to run and be counted from the date
ot this permit, under penalty that whomever, not being by
you so powered, should print it, or sell it, or cause
it to be printed and sold, nutter confiscation of the
entire inression, together with the plates and equipnent
used therein, and furthermore incur as tine, titty thou-
sand naravedis. for each and every ottense, halt or which
is to be tor our treasury and revenue and the other halt
tor you, the said Esteban Dara: and on all occasions on
which the said book is to be printed tor space or the
said ten years, that it be laid before our council together
with the original which was seen by then, ind with every
page initialled, and at the and or the whole signed by
Alonso de Vallejo, scrivener to the treasury, and resident
upon our ounoil, in order that it nay be seen whether the
said impression conforms to the original, and see it a

licence nay e issued to you for its printing and for the
tiring of the price at which each volume ought be sold,

8 approximately $1336.50 (Aust.)
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under pain of incurring the penalties set forth in the
said ordinance and laws of our Realms. And we ccnnand
those of our council and other jurisdictions whatsoever
of these our Realms that they keep, fulfil, and execute,
and cause to be kept, fulfilled and executed this our
prmit and all things granted therein. Given at San

Lorenzo (del Escorial) on the twenty-ninth day of the
month of June, one thousand, tive hundred and seventy—

five years.
I, the King

By order of His Majesty Antonio de Brasso

Lea! 2: Dedication
To the very illustrious sir, the bachelor Hernando

de Habalos de Sotonaycr of the Supreme council; Esteban
Dasa, your servant, peace happiness and health’ desires:

victuruspliher dehetphabgre genius, the book which
has lasting value (most illustrious sir), says Marcial,
has to have wit. I wish then with the sale love which
every father has toward his sons, that even it they be

ugly and idle, desiring that this book of mine say survive

9 Given in original as 9.2. y 8. which to all accounts
appears not to be a stan ar abbreviation. Taken as
leaning: pas, felicidad y salgg
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and live for many years, I knew not to which wit to when

better I night be able to give it, than to your grace

whose eminence in letters, worth of person, splendour
of life, and integrity of manners, are such that no
greater protection against jealous tongues, nor surer
favour and aid amongst the good, will this my book be

able to take, than to have the name of your grace written
and stamped on its brow. And as it, and its author, have

sought the support of such a lord, oftense would your
grace do to deny your protection to one who with the

humility of a true servant takes refuge under your care,
as the best and satest that virtuous labour can have in
these days in Spain. And considering that services of this
quality merit to be esteemed, more for the goodwill with
which they are offered than for their worth, may you, not
dsspising the poverty or the present work, use my goodwill
and person, as of one most obliged whenever, for things
of greater import, such should be of service to your grace

whose lost illustrious person and station may Our Lord,

etc .

Leaf 2v: Epigran
Dialogue cncerning Stephen Dassa, betwen Apollo and

the muses.



Wherefore, father, art thou happier than usual?
Phoebus, having slain the python you scarcely
rejoice so much in your own radiance, as (in the
fact) that now, O God, with all your divine strength
you consider Dasza worthy of your cithara and songs.

In this indeed I rejoice. You, muses, likewise
rejoice. May his lyre so extol our honour that it
become for him a truthful foreteller (1 pledge) of
eternity, that he nay dwell in heaven with greater
e?-

All the difficult and easy fantasies are shown with two
letters at the beginning that is, with the letter D and
the letter t which means that those with the letter D

are difficult and those with the letter I are easy.

Leaves 3, 3v, 4: Rule
Short and condensed rule to understand these figureslo
and some of their beauties, so that with which rule,
knowing how to sing a little from nensural notation,
one can easily apply it to the vihuela, and understand
some of the doubts which may occur by not having laws by

10 i.e. the tablature
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which to know thn. And I will always be as short es

possible, because I cannot say much that others hevermF

already deelt with.
The six long lines represent the six strings of

the vihuele taking them in this mennerzll
sixth 1 -* 1 e-»r: 1titth ~1
fourth 1 A ‘
third
second e —tirst ~ e #,* * ti

The Iigures represent numbers, counting fro one to
ten. Example, 1, 2, 3, 4, 5, 6, 7, 8, 9, X, except the

figure O which, upon the string it tells, has to be pleyed

open.
All these numbers show upon which fret one hes to

pley the strings, end so the number l, onythe string which

it tells, hes to e played on the tirst fret, end so the

nulber 2 is played on the second fret, and consequently

with the rensiner. And all the numbers which night be
above one enother ere played together on the strings
which they fell, and when they ere spsrt re one another,

eech is played on,its own. Example:

ll It is traditionally eccepted that the tirst string is
that of highest pitch.
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The tiquree of neneural notat
the linen show the value
number that is

(see next page)

The dota which a

one line and

figures of manaural notation above the
have to be, as appeere in th

The lines wh

which are all the 1

ion which are above

oi the qolpeelz, and eo each

with othere or on its own is given the

value of the figure which it hae as ite sign. Bxliplez

re found in the spaces between

another serve to guide the numbers which

have to be played together; and also serve to guide the
numbers which they

e example which I gave above.

ioh croee the etrings divide the bars,
go gee which are from one line to the

12 Daze‘: tera has been retained becauee En 1i9 eh otters
no satisfactory alternative G01 1. e used here to
describe each musical event, wEIcE ia each time a
single note or chord is plucked.
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next. It it is one gglgg, it will be given the value of
a aaaibrave; it there are two gglggg, each will be given
the value of a minim; and if there are taur gglggg, they
will be given the value of tour crotcheta; and it there
are eight golggs, they will be given the value of eight
quavcrlr that each number of these four sizes makes a

cgggsillola. Example:

<> 5
' 6

0-

*7

H9

+w

U7,“

We w@=@i;E“
All of the golgas which may have one (nanaural)

figure or another are played to the beatl‘, and they
will be given the value of the figure which is above

than: that if above the gglgg is a semibreva, all then 
13 The term comgasillo is a diminutive or ggggé£_which

naann ‘bar . or reasons that will bacon avidontin the rollcving paragraphs, tha turn is boat loft
untranslated.

14 The Spanish term used hare is ggggég, which means
‘beat’ as well as ‘bar’.

9 ‘lg 5 ski ‘€§ z 5 4 z +£F¢ § i
Q 9 ‘



following golggs will each be worth a samibrsve until
arriving at another figure; and it it were the figure
of a minim, each gglgg_would be worth a minim; and

consequently one will have each gglgg as it it were
the figure of which it takes its value, as can clearly
be seen in the previous example.

we have already dealt with the understanding ct
the strings, frets, figures, and of the manner in which
they have to be played, observing the order in which we

have spoken. It remains to deal with the beat. The

beat is the name for the distance or space which one

counts with the toot or with the hand, which is iron one

gglge to the next: and so there are two types of beat:
major and minor. the major comprises two oi the minor
which 1; called giggyilio with which this book deals:
and it is more cannon by being easier and clearer to
understand, because all that one sings is congasillo,
which is the value of a senibreve, two linils, four
orotchets, or eight quavers, any oi which makes a

§ITillx 1 mmw
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I shall not deal with proportions, for in this book

one will not tin any species of proportion.

As the corrections stipulated in the Erratum have been

observed in the transcription, they are not translated
here.

Fol. 74. Title page to book three.
Conienoa el Libro tercero de Mu—| sica en cifras para
Vihuela, el qual oon— |tiene vn Roance, y algunos
Bonetos y Villanesoas en l tra I Castellana, y Villanoicos,
en todo lo qwal se seala T la vos con vnos puntillos: y
al cabo del ay dos canciones Prancesas ‘ taidas sin
cantar.4 H.D. LXXVI.

Here begins the third book of music in tablature for
the vihuela, which contains a Romance, and several
Sonetos and with Spanish lyrics, and Villa-Villanescas
ncicos, in all of which the voice is shown by cones:
and at the end are two trench Chansons to be played
without singing. l576.

Folios 114v, 115, nsv; Table Q: Contents
IABLA DE LO QUE |'se contiene en este libro
Tabla del primer libro.
rantasia por el primer tono fol. l



fantasia per 01 saqunde tene £01. 2
fantasia per 01 tarcere tone £01. 4
Iantania per 01 quarto tone £01. 6
Fantasia per a1 qninte tone £01. 7
Fantasia per 01 aexte tene Eel. 9
Fantasia per 01 saptino tone £01. 10
fantasia per 01 eotau tone £01. 11

‘,Pantasias a tree
Fantasia a tree, er 01 primer
tone £01. 12

Fantasia a tron, per 01 quinte
tone £01. 14

rantasia a tres, per e1 septino
tone £01. 15

rantasia a tree, per e1 ectaue
tone £01. 16

Fantaaias a quatre
Iantaaia per 01 ptimar tone £01. 18
Ianta. per 01 pri. tone per
qaaelreut £01. 20Pita. per 01 saq. tone, per
qeselreut £01. 21

Ianta. per quarto tone, per
alanine £01. 23fantasia per 01 aaxto tone £01. 24

rantasia per e1 prinere tone £01. 26

Iantasiaa do passes larqes para I descnbeluerla: nanes
Fantasia per 01 ptillt tone £01. 27
rantasia per 01 nisne tone £01. 29
Fantasia per a1 quinto tene £01. 31fantasia per a1 octane tene £01. 33

Tabla dal. sag. lie.
Niqra an and fernosa, a cinee, do Crilquillen £01
Dun anbularat deminus, a quatre, dol \ neauo £01

Saqnnda parts £01
In no tranaiarunt iraa tuas, a quatze, do
Mal y11a:t £01



O beata Maria, a quatro, de Pedro Guerrelro £01. 45
Segunda parte £01. 47

Ave Maria a quatro, de Iranciaco Guer-lraro £01. 49
Dena mans, Deus ueus, 1 quatro, dc Sim‘
Bulaau £01. 52

Genuit Puerpera, a quatro, del nixm au—’ctor £01. 54
Abstezget Deus, a quatro, del nasmo au—[ctor £01.

Sequnda parte £01. 59
Turba multa, del meano, a quntro £01. 62
Raspexit Bulias, a quatro, del manna au—|ctor £01. 64
Tularunt ergo tratras, del naso, a qua—|tro £01. 67
Angelua di, de Basurto, a quatro £01. 69
Quem duct hominas, dc Ricatort £01. 71

Tab. deltercer lib.
Ronance

Enfermo estaua Antioco, A quatro fol. 74

Sonatas
Ay mudo soy, hahlar no puedo, a qua—!tro £01. 75
Ay tortuna cruel, a quatro £01. 77

sequnda part: £01. 78Bscripto est: an mi ulna, a quatro £01. 19
Segunda part: £01. 80
Cancion en Castellano

Quan bianauenturado, a quatro ‘ £01. 81
Villaneacas

Prado verde, y florido, a quatro, do Guer-‘tarofol. 83

3a—Tba11os £01. 84
Ay de mi sin ventura, a quatro, do Habar~|ro £01. 85

Puss a claras tuentes, a quatro, do

A D105, a Dias Verde ribera, a quatxo, d0]
Guerrero £01. 87

No vaas anor, a quatro, de Nabarro £01. 89
Bsclareacida Iuana, a quatro, de V111:-|1ar fol. 90
Duro nal, a quatro, dc lahallon £01. 91
Dime manso viento,’a quatro, de Saba-Illos £01. 93
Calleae ya Mercurio, a quatro £01. 94

Villancicoa a tron
Hunca mas veran mis ojos £01. 95
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Dame acojida en tu hato fol. 96
A tierras agenaa fol. 97

Siguanse ciartae Villancilcoa a quatro
Que razon podeya vos tenor £01. 99Aleqrias, alegrias £01. 100Gritos daua la morenica fol. 102
Serrana donde dormistis fol. 103laqaleja la do lo vorde fol. 104
Quien te hizo Iuan pastor fol. 107
Quando 1ae‘deadichas mias fol. 108
Mira Iuan lo que te dixe fol. 109

Cancionea Pranctsae
Vostre rigueur £01. 110
Ieprena en qre £01. 112

718 DB LA TABLA

Fol. 116 Colophon
rue inresso e1 presente Libro heoho or I Eeteuan Dace
en la may Noble villa de Valladolid por Diego terigandez
do Cordoua Inpreeeor do an Magestad, L acoboee a re
dias del mes do Abril \ ao de nil y uinientoe ‘ y
setenta y says.

The present book, made by Esteban Dara, was printed in
the most nob1e city of Valladolid by Dieqo Fernandez de

Cordoba, printer to His Majesty, and it was iiniahed on

the tweltth day of April in the year 1576.

The title El Parnaao carries with it a twofold
meaning. riretly, it refers to Mount Parnassus, the
mountain paradise of the Greek poets. This usage is
a reflection of the classical spirit which became a

tradition amongst the vihuelietas. Several of the books
which preceded Dana‘: contain reference to Greek mythology



36

and explanations of music in terns of the scientific and

philosophical beliefs of Pythagoras, Aristotle, Socrates,
Plato and others. Luys Milan's book Bl Maestro contains
an illustration of Orpheus playing tho vihuele with words
in the border saying:

s

Bl gran Orpheo, Primero inventor, I por quien lavihuela paresce en el nundo, L Si el rue prinero,
no fue sin segundo \ Pues Dio es de tods, do todo
hasedor.
(rhe great Orpheus, tirst inventor, by whoa thevihuela appeared in the world. If helwas the first,
he was not without e second (i.e. Milan himself)
since God is of all things, Creator of all).

The title or Puenllana‘s book Orghenica Lyra (the Lyra of
Orpheus) is obviously drawn tron the same mythology.
Similar implications are derived from the titles or the
hooks by Narviez and Valderribano, respectively Los saga

l1ibrog_deliD“olghin (um six books ct the dolphin) and
aSilva do Sirenas (anthology of the sirens). valderriba

explains his title in the dedicatory page addressed to
the Condo do Miranda:

Esta nsica se oausa y pertecione do siete
Sirenas que ey en el alna, qua son sietevirtudes, les quales despiertan el espiritu con
on concordia y arnonia, para sentir y conoscerlas cosas divinas y hunanas, y el gran bien que
doote conosciniento so sigue.
(This music has its origin and perfection in
the seven sirens which there are in the soul,
which are seven virtues, and these waken the
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spirit with their balance anc harmony, in order tofeel and know things both divine and human, and
the great good which follows from this kowladgs.)

The lengthy Prologue which follows this passage, greatly
extends these lines of thought.

The second connotatio of El Parnaso is the use of
that word in Spanish to mean 'anthology', and thus the
title is as much a reflection of content as of the com-

poser's attitude to the content. The title was taken up

again seventy-two years later by the celebrated poet
Francisco de Quevado who, in 1548, published a collection
of poms called El Parnaso Espaol.

THE SONGS IN EL PARNASO

As mentioned earlier, it is likely that all of
the songs in Q} Parnaso are arrangements of earlier
vocal works, and that only the compositions in the first
book, the fantasies, are original. It is interesting to
note however that of the songs in the third book, only
some of the works are acknowledged to be by other composers

This is in contrast to the seconu book where all the works
bear the names of their original composers.

The reason for this practice seems clear. Most of
the works whose composers have been acknowledged are those
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of contemorary origin, the Sonetos and Villanescas.
One of each of these is not acknowledged however; nor
is the other sixteenth century piece, the Cancion. This
omission is inexplicable. The Romance and the Villancicos,
being older, are more likely to have been of popular origin
and the numerous surviving versions of essentially the
sane works suggest that they are little more than vocal
settings of popular songs, and therefore were considered
to belong in the public domain rather than be to the credit
of any particular composer. Dasa's Romance is a romance

gigig, an epic which survived from a long oral tradition
before being written down. His setting therefore could
either be original, or a free adaptation or conscientious
transcription of another work. Similarly, the Villancicos
can often be traced back, either by their ausic or lyrics
to an earlier tine. Their settings could also tit any
of these categories, although surviving earlier versions
show them to be otlhited originality.
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Chapter III
TABLATURE

The explanation given by Dasa of his tablature is
both succinct and satisfactory, and warrants no clarifi-
cation. The‘tablature he uses does not introduce any

concepts not found in the earlier vihuela books. He

does however use certain symbols of which he makes no

explanation.
TEMPO. The vihuela books were the first instru-

mental books to give the performer an indication of tempo.
Milan states the temo of each piece in the prefatory
remarks which precede it. Narviez and the subsequent
vihuelistas employ symbols for this purpose. These

were adapted from the mensuration signs of earlier practice,
but there was no standardization. Narvaes used two

symbols, d) and ¢ , which respectively meant fast and

very slow. Mudarra and Valderrabano both used three
symbols. 1*}, 4; , and C,, in Mudarra's book respectively
meant fast, moderate and slow, while Valderrabano used

g} , x: and gtvto respectively mean slow, quite fast
and fast.

Two symbols appear in El Parnaso, but unlike those
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previously mentioned, are given no explanation. They

are: "$ and C . Examination of their usage, with
particular reference to the third book has shown than to
be a little inconsistent, and therefore difficult to
label. It would not be just, however, to merely dismiss
then on that count as insignificant. It seems likely
that the symbol 1$} is meant to indicate a slower tempo
than the symbol (3 in the majority of cases, but each
would necessarily have to represent a wide range of
teni. There are three factors which can be used in
support oi this assertion. Each shows considerable
consistency. (l) An examination of the technical
difficulty of each piece shows that of the seven songs

found in this edition, five are able to be played easily
according to the suggested interpretation of the symbols.
(2) According to the style of each song form and the
meaning or the texts, five of the seven examples are
absolutely consistent. (3) Comparing the tour songs for
which earlier sources have been found, three of Dasa's
tempo markings agree with the symbols on the manuscripts
from which they are drawn. This is only valid in that
nensuration implies tempo to a small degree. The incon-
sistent exanple, Quan bienaventurado is also inconsistent



with each of the other criteria.
The other possible interpretation would be to use

one symbol to represent g, and the other 2. Neither of
the realizations of this bears any consistency.

INDICATION OF T VOCAL PART. Three systems were
enployed by the vihuelistas to denote the line of a

composition which was to be sung. Two of these systems
show the vocal part within the tablature by having it
show in red ink instead of the usual black, or by marking
each fiqure to be sung by an apostrophe at its top riqht-
hand corner. The third system supplied the vocal line
in nensural notation on a separate stave. The systea
used by Dara is that which shows the sung part with
apostrophes. Only on the title page of the third book

does he actually instruct the singer to follow the part
indicated. On the title page of the first book he also
says, with regard to the four voiced fantasies, that
‘the tenor is shown with connas so that it can be sung

if desired.‘
REPBTITION or TEXT. The symbol -ii- occurs at

several points in the text of many songs. In the present
transcription it has been taken to mean the repetition
of the preceding line of text. This is verified by the
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text underlay of the vocal models found in the Appendix.
A second interpretation may justifiably be applied

in performance. Instead of textual repetition, which
can often appear out of context in a solo song nedin,
the symbol could be interpreted as a point at which the
solo instrunent takes over the vocal line until the
text begins again. This practice would overcome some of
the ungainly settings of text which occur in these sec-
tions, and provide short instrumental interludes often
characteristic of song style.

RHYTHM. Dara employs a technique of which there
appears to be no precedent in the vihuela tablatures at
my disposal. In order to be able to syncopate the first
beat of a bar, he extends the length of the previous bar
by the duration of one crotchet, and reduces the following
by the same amount, thus: ‘ J’ . In transcrip-
tion, without reduction of values, it appears thus:
|A J J\L! J A Q. Other than a similar system used by
Mdarra and Milan whereby the previous exanle would have

been notated in this manner: $ ‘ ‘A $ l , syncopa-
tion of this type was impossible. Within the bar however
it could be shown by the use of the dot of addition.
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INSTRUMENTAL TUNING. Dara takes it for granted
that the player knew how his instrument was to be tuned
in order to realise the tablature correctly. Tuning,
by his tin, must have been regarded as quite standardl.
The intervals between the strings are: fourth, fourth,
major third, fourth, fourth.

One practice peculiar to the vihuelistas which
seems not to have existed with lutenists of other countries
was that of multiple instrumental tunings. By examining
the rubrics at the beginnings of many vihuela pieces,
including those by Dara, it becomes evident that there
were seven types of vihuela in existence, designated by

their theoretical tunings. These were: vihuela in Galaut,
in Are, in hgi, cfaut, Dsolre, Blani, and rfaut.

The system by which these names were derived is based

on the hexachordal system as explained by Beruudo whereby

against a set of theoretical pitches, were constructed
six hexachords beginning at different positions along the
theoretical scale. This theoretical concept was also
expressed by Morley: who devised a chart showing in the

I
4

l Beraudo comments however that vihuelistas, especially
the most virtuosic, experimented with all manners of
scordatura. op. cit. lib.4.

2 Morley, Thaas: A Plains and Basie Introduction toZractical1”usioke, tendon, I557. (§E§Eespeare
Association facsimiles XIV. London 0.U.P. 1937)
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left hand column the theoretical pitches and alongside then
to the riqht, the position of the various hexechords. The

second column of theoretical pitches merely indicates that
the-sane practice occurred in the upper octaves. The scale
begins on Gama which represents the lowest theoretical
pitch.
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Iron this it is easy to observe the manner by which the
various vihuelas were named. The first part ct the name

is derived from one of the theoretical pitches, and the
following parts from the hexachord tones to which it
corresponds. The first vihuela is in Ganaut. It corres-
ponds to the first note oi the theoretical scale, Gamma,
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which is equivalent to the first pitch of the tirst
hexachord, gt. This process follows for each vihuela
name.

The practical implications of this system are two—

told. Firstly, it imlies that the various vihuelas
were tuned at different pitches and secondly that each
vihuela was tretted differently in order to correspond
to the requirements of the Pythagorean system of tempera-
nent which was used in Spain during the sixteenth century.
It seems likely however, that these differences were in
practice often of little importance as it would be unlikely
that the majority of vihuelistas owned an entire chest of
instruments.

Bernudo mentions, with respect to the first implica-
tion that sone vihuelistas did actually own a brace of
seven instruments, each with its lowest string tuned to
the next lowest note of the theoretical scale; that is
to Q5555 (G), A, B (or Bk), C, D, E, and F. Between

than they were capable of producing the entire range of
the theoretical gamt. It should be pointed out that
this theoretical Qanut was not related to any concept

of standardised pitch so the tern Q5553 does not
necessarily imply any relationship to the pitch G. In
terns of likely pitches tor the lowest course on a vihuela,
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the most feasible low would be D3, or perhaps even C.

It would he here that vihuelas in Ganaut would have

possibly found their lowest pitch.
The vihuelista who owned only one instrument could

imagine all the theoretical tunings without any great
dissatisfaction. The reason tor the tunings beinq more

inportantly theoretical than practical has to do with the
imaginary perception of odality which, when thought of
in terms of the specified tunings, occurs in largely
untranspoeed forms, thus avoiding the consideration of
many accidentals. Pujol's‘ transcriptions, alhnade
according to tuning, reflect this. I

In the case of temperament, the problem is a little
more complex. The existence of the various theoretical
tunings, combined with the use of Pythagorean teeranent
necessitates that all the vihuelas did not have their
frets placed in the came positions. with this temperament,

two sizes of semitone existed. In the sixteenth century
gent, these two sizes were represented by the semitones 'P“-——E;“———"

4 Pujol'sleditions of the works or Harvaes, Mudarra, and
Valderrabano are all published in the volumes of
wm1=!@M;<>- <1‘ 1* -'1-11>! e=92=.<>1s
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E — r, and Bb - B7. The B£’- B9 senitone was about ll4
cents in sise and therefore called major, while the B - I
saitone was about 90 cents and called ninors. In his
treatise, Bcrmndo extends this idea and arrives at a
solution to the chromatic division of the octave‘. This

\

is shown in the tollowing table.
4

1 4

Interval Type of Semitone

- c4+ mason- A minor

$0wmmoonowwr

Qt%t=*‘*

- B9 minor- B IMMR- c- c# MAJOR
- D minor- D#> minor- 2 mason- 1'- 24? mason
— G minor

(minor)

(minor)

- 1

Barmdo does not show the size of the B - C and

E - P semitones. There are two reasons however which

justify their both being minor semitones. (1) Using

the tiqures quoted as interval sises, the ten intervals
shown total l02O cents. The two 90 cent intervals bring

5 Intervellic sisbs ars those specified in Ape1's
gagyardyniotionagy or ynsig

6 This he does by means of a diagram of a keyboard
in the section of his hook which deals with the
organ. Op. cit. fol. lxii.
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this total to 1200, the size oi the perfect octave.
(2) It seems more in keeping with Bermudo's system it
a predominantly major-minor alternation is observed.

The distance oi each fret on each vihuela depended

on the size of the intervals above the theoretical pitch
of the lowest course. Although Ward, bases his interpre-
tation of the vihue1a's tenparanent upon Bermuda’: descrip-
tion of how to fret it. and correctly decuces that the
system creates ‘a kind of equal temperament‘ (p.32) based

on a mixture of Pythagorean and Euclidian principles, it
can clearly be seen from the diagrams of the fingerboard
of each vihuela given by Beraudoa, that a stricter adherence

was paid to Pythagorean principles than Ward would suqqest.
Bermuda's diagrams show a clear distinction between major
and minor semitones in the spacinq of his frets, but his
self-contradiction suggests that the practice of his two

systems was bound not to be uniform.
The table below shows the theoretical trotting

arrangements for each tuning. A vihuelieta who possessed-

1 Op. cit. p.2s::L
0 op. ¢1z. lib.IV
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only one instruent, would have been able, provided his
frets were not fixed, to adjust than to meet the require-
ments of each theoretical tuning.
rheormdcalh

Vihuela Pitch °t _ Fretlowest.
course ~

F

N

U

ab

U!

O

\l

Q

W

10
Gameut
Are
Bmi
Ctaut
nsolre
BlamiItaut

5555555

5555555

5555
5555

min

min
MAJ

555

min MAJ
min min
MAJ min
min MAJ
min MAJ
min min
min MAJ

555555

5
5

min
min
MAJ

min
MAJ

5
5

555555

min
ain
min
min
ain
min
min

This fretting system however is not perfect and therefore
some pitches will be slightly imperfect. These pitches
have been tabulated below and largely agree with those
arrived at by Pujolg who based his calculations on

Bermudo's diagrams of each instrument rather than, as is
done here, basing then on pure theory. The only discrepancy
between the two calculations is caused by the positioning
of the eighth fret oi the vihuele in Gamaut which I suggest
is either a mistake in Bermudo's diagrams, or more likely,
a noditication made by him for practical reasons.

9 Iudarra: o . cit. edited Pujol, Monuentos de la
Husica Espggola VII, Barcelona, l§I§, p. 35



Vihuele Course fret Pitch 7

Imperfect notes
~' 4

I v Q |

Glllllt

Nhll-U!

vzn c#:11, vxn c#, c#
1, v1 ab, abI ab

Are 5 v1 c#
4 1, v1 c:#, c#
3 Iv av

BB1

MUIQUI

IV \ s1#
xv c¢
11, Ix 25, :6
IX 21¢

Cteut

Nhl

xx: c#
11:, x c#, c*‘*
x, vnz sf’, abvxn ab

Deolze

NWQUI

I c#=
1, vxn 04*, c#
v1 ab
vx ab

Eleni 4 v1 c**
3 b 35IV, Ix ' eh,
2 IV B

Itaut

kihllll

x M‘v, x c#, c#
111, vnz ab, abIII ab

Further survey would need to be undertaken to
determine the exteqt to which theee imperfect frets
were avoided in practice. The tableturee of the songs
in this edition show quite e consistent avoidance of
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than, but use some of them at cadences or in passages where

the tonic has shifted from its original position. These

are tabulated beneath. The large number of imperfect notes
occurring on he first fret in A! Undo so! and on the
eighth £ret_in<LNo vest anor? could be corrected by a

conscientious player, by altering the position of the fret.
In both cases, the said frets are not used significantly
on other courses. The figures given are minimally distorted
by the tact that not all the positions on the vihuela are
always used. It is interesting to note that the songs of
older origin, the Romance and Villancicos do not have a

specitied tuning. According to Bernudo's nathod of
observing where the semitones occur on the instrument in
order to ascertain nodelo, the three transcribed in this
edition are all tuned in Q55, and also qnite consistently
avoid the inpertect positions.

10 op. cit. fol. xxixv' cap. lxxii. (see p.53 )



8 Vihuela Imperfect No. of°“9 Tuning ':.t.11 occurrenccs
Bntcrno entaun Axe 4-I 2
Antiocc
Ay nude say Gnnant 3'1 342-I 22
Quan bionaunntu— Bni 4'11! 3
rado “
Prado Verde y Giant withcuttlorido inpartection
Ho val, anor? ctaut 3-I 33-VIII 202-VIII 6
A ticrrha aqcnaa Arc 4-I 3
Gritos daua la Ara withoutnorcnica inpertnction

_,__ , _ , ... L _._, , '5

A number of the vihualintas included rubrics to
indicate the instruantal tuning for each piece. Dana

follows this practice by indicating at the head at each
piece that I given note will be found on a.givon string
at A given position. At the hand oi Iantasfa I (1ib.1.
201.1.) he instructs:

Saalaao la clava dc Infant lequnda an primate
traate.

This tolls that the note P is found en the second course
at the first £tct., The second coarse is tharetoxa tuned
uun—-1:1-_------i-.\¢-p

11 As in the previoun diagram, Arabic numerals roprcannt
the course 0! thoinstrunnt, while trots are shown by
Banana.



in B which leans that the sixth lust be A. The tuning
of the vihuela is therefore Are.

While some of the vihuelistas used this sane system,
others did not. Milan and Mudarra give no indication of
tuning. Milan does, however, give soe practical advice

\

as in the comments which precede his fourteenth fantasia
where he says:

Esta fantasia que se sigue tambien es para
haaer redbles con dos dedos: y siempre que
taiereys el quarto y tercero tono por estos
terlinos que esta fantasia anda: alcareys
un poco el quarto traste dela vihuela para
qua el punto del dicho traste sea fuerte y
no flaco. ‘

(This fantasia which follows is also for playing
runs with the two fingers: and whenever you
play the fourth and third modes, according to
which this fantasia goes, raise the fourthfret a little so that the note on that fretis strong and not weak.)

For works where the tuning is not specified, Bermuda‘:
system can be readily applied. He states:

Aunque en las cifras no digan qua tono es,
o doade tiene la clave, facilnente lo podeis
saber. Hired en qualquiera de las cuerdas
donde se forna ,1 senitono y por el conooereis
lo sohredicho.1
(Even if the tablature doesn't tell the node
or the key, you are able to know it easily.

12 Op. cit. :01. nu‘ Cap. 11:11
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Look to see on which oi the strings the semitoneis formed and by it you will discover the above-
mentioned).

It has been necessary to make such a detailed review of
the practice of fretting the various vihuelas Ior two
purposes. grhe first is to offer an explanation of a
question which has caused considerable confusion to those
interested in the instrument and its literature. The

second is to give the reader of this edition sufficient
knowledge of the relevant musical theories to permit a
more satisfactory understanding of the present transcrip-
tion, which for reasons eat out elsewhere has been made

in one tuning only.
the explained theories are not uniformly applied

in current instrumental practice. The developlent of
the various fretting systems for the vihuela in the
sixteenth century was purely functional. They developed
in order to oonpensate tor the peculiarities of Pythagorean
telperanent, so that music played on the vihuela was in
accordans with the norss or the tine. Today, however,
we operate according to a different norm, the equally
tenpere scale, which requires no such copensatinq
system. any insistence on oriqinal fretting is merely
guided by a desire tor complete authenticity which is



only a detail when seen in liqht of the music iteelt.
The right should be reserved however for each maker end

player to edopt whichever system he prefers.



56

Chapter IV

CRITERIA FOLLOWED IR IKE TRANSCRIPIION

no human endeavour which is aimed at a recreation
of the past can hope to avoid the influence and effect
of the present, nor the period of time which separates
thee. Problems regarding the authenticity of any historical
recreation arise, and the definition of the degree to
which such modifications be permitted and accepted becles
necessary. In the course of carrying out the present
project, I have become aware of several of the problems

which relate directly to the transcription and edition of
music for fretted instruments. The basis of these problems

is seen in terns of the degree of objectivity required
in the work, and how much justification there is for the
introduction of concepts not present in the original
notation. In all cases, the attitude adopted must primarily
be a musical one, thus ensuring that the selected solution
be the one which conveys the greatest musical sense to
the reader. The edition is offered as a creative solution
to the problems of the music and is above all aimed at
the performer but hopefully not at the expense of scholars
in search of critical scores.
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vourraouzc rnnsscaxr-rxou. Leo Bchradel maintains
that transcriptions of lute tahlatures tall into two
categories, one of which deals in conjecture with the
addition of values not present in the original, anountinq
to a deviation tr: it, while the other is the mere

repetition or the original in factual and inditterent
notation. This he calls a proper transcription. In
order to assess the validity of this viewpoint, it is
first necessary to determine the actual musical elements
which are expressed by the tablature under diecussionz.
These are: (1) relative pitch3, indicated numerically
as a stopped position on a strinq: (2) metre, as shown

by the use of bar lines, and; (3) the temporal relation-
ship of the notes of shortest duration. The greatest
problem is that the notation does not indicate any sort
of polyphonic tendency in the compositional process. One

can only observe that a number of pitches are required
to be sounded simultaneously. The notation does not
r'L_:1i_ __f"':_'*)

1 uys Milan: El Maestro ed. Leo Schrade. Publikationen
, Le pziq 1927 Reprint 1967, p. IIIterer Musik IT I . V

2 tor an explanation of tablature, see Dana's remarks
found here in Chapter II.

3 The concept of absolute pitch did not exist in sixteenth
century instrumental tablature
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give any indication of the manner in which the music
is to be perceived, or was prceived. The transcriber
is forced to lake a decision as to how this problem
should be dealt with.

Schrade maintains, and his transcription demon-

strates, that only the concepts expressed through the
original notation should be embodied in the transcription.
What he fails to recognise is that the moment one makes

any change to the original notation he is changing the
essential character of the notation, but not necessarily
the music. By converting the figures of the tablature
to specific pitches written on staves, the visual character
of the original is almost completely destroyed. The

present transcription follows the procedure opposed by
Schrade. If one is converting music from s given system
of notation to another, then the music should be expressed
by each system in the manner which best demonstrates to
the reader what can justifiably be called the character
of the nusic. Each notation should express this character
in its own terns so that anyone familiar with that parti-
cular systen can make good sense of what is written.

As the introductory chapter attempts to lake clear,
polyphony is the guiding concept in vihuela coposition.



The case for the polyphonic transcription of the
tablatures is therefore a strong one. Several additional
points are worth making:

(1) Daza, whose compositional style differs little from

that of the\other vihuelistas, states at the beginning
of nearly every composition the number of voices in which

it is conceived, thus showing a polyphonic approach to
both composition and perception.

(2) It is clear from comparisons made between extant
vocal works and arrangements made of them for the vihuela
by the composers under discussion, that the polyphonic
nature of the vocal models have been preserved in the
instrumental versions.‘

(3) The references by the vihuelistas-themselves to
counterpoint and other polyphonic techniques shows their
attitude towards their music.

The inclusion in the edition of a reproduction of the
original tablature ensures that the reader can check the

polyphonic transcription with the original. By demonstration,
the virtues of the polyphonic system of transcription and

4 c.f. the transcriptions herein and the vocal originals
included in the Appendix.



the relative weaknesses or 8ohrede's literal end
inditterent method can be nede cleer. The example
used is the opening of Mi1§n'e titth lentesie es
reprinted in 8ohrede'a editions. Note that the table-
ture in inverted by conperison to that of Daze end the

\

other vihuelistss. The tirat (highest) course is shown

uppermost on the peqe.
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Schrede trenscribes it tor en instrument tuned in A:

itsWWP‘
— <17 ' _ _there ere e number of feature: about this transcription

which are worthy ct comment other than the non polyphonic
realization.

5 op. PI
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(1) No tine signature has been given. Even though the
tablature does not have one, we cone to expect it in
modern notation. The importance ct metre in this style
of composition is underplayed by its omission.
(2) The Bb.shown as an accidental in the transcription
is quite coneistently used throughout the piece and ought
to be shown as a ‘key signature" especially as the piece
operates around the tonal centres o! I and D. B only
appears infrequently, and always as a leading tone in
cadences on C, and in cadences on A.

(3) The use of two staves for the transcription can
easily be taken as an implication of a ‘piano reduction‘.
This is unnecessary and could be equally transcribed onto
a single stave as is customary in nsic tor related modern
instruments. i‘

The following is a transcription of the same passage,
retaining the A tuning for convenience of comparison, but
lads polyphonically and in consideration oi the above
observations.

aripsifnggg F Q in

|a_

hr»-

i ‘QTb



REDUCTION O! VILUIS. In keeping with the aiorelentioned
principles, most of the works in the edition have had

their note values reduced by halt. The above exanple
appears nore comprehensible when reduced thus:

__~ * L }JjJ_
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INSTRUMNTAL TUNING. Despite the implications of the
section of the previous Chapter devoted to theoretical
tunings, all the transcriptions here are made for an

instrument tuned in 1:, that is: 1:, A, <1, 14*, b, at
There are tour lain argueents which can be used against
this practice:
(1) Dasa gives instrumental tunings tor his songs.
(2) Transcription according to tuning would ninilire
the use of accidentals, thereby visually preserving
the modality of each piece.
(3) The transcriptions would agree with the tonality
of the vocal pieces tron which they are drawn it trans-
cribed according to pitch.
(4) The identity of pre-existing nlodies used in
pieces would lore readily be preserved if transcriptions
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accorded with tuning.
These arguments have been rejected in order that

a modern performer of the vihuela, unfamiliar with
tablature, can have a uniform notation iron which to
work. Pujol's transcriptions are all made according
to the various tunings, and, as the tablature is not
supplied, are extremely awkward to perform tron.
Standardized B tuning also places the transcription
within the range of the guitar, which is the most
suitable lodern instruent to be used as an alternative
to the vihuela. It can also be argued that transcription
according to tuning presents an unjustitiably rigid
concept of absolute pitch, instead of the more flexible
quality of tablature which only deals with pitch relation-
ships. i‘

It should be observed that both the vocal line
and the vihuela part are notated an octave above their
actual pitch throughout this edition. ,

DOUBLING Q! THE VOCAL LINE. One probll which arises
tron the system of notation in Dasa's songs as well as
those of the other'vihuelistas is that or whether the
vocal line should be doubled on the accompanying instru-
ment. The vihuelistas do not agree with regard to this,
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and some of then are even scl£—contradictory. What seems

to be the case is that doubling was an arbitrary questin
dependent upon the wishes of both composer and perforler,
as well as the technical facility of the individual
instrulentalist.

There are three possible attitudes which can be

adopted tor the purpose ct transcription. There can be

transcriptions which employ consistent doubling, others
which have no doubling or those which intermittently
double according to context.

A transcription which consistently doubles would
adhere to the observation that in all of Dasa's songs

the vocal line is intabulated in such a way that it falls
within the reach of the acconpanist's hand. This would
allow a satisfactory solo instruental performance ct
each song. In many cases however it would demand great
virtuosity of the player. rurthernore, both Hndarras
and va1derr‘bano7 state that doubling should occur
consistently, but many of their works with separate
mensural notation of the vocal part contradict this.

6 Op. cit. ed. Pujol. p.40
7 Op. cit. ed. Pujol p.16
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when no doubling occurs, the size of the instru-
mentalist‘s task is considerably lessened. The

accompaniment falls into the reach of a greater number
of performers. The disadvantage of this however,
especially in compositions 0! three voices, is that
the balance hetween singer and instrunntalist becomes
less satisfactory. Its main advantage is the independence
given to the singer.

Limited doubling occurs in most of the works by
Mudarra and Velderribano which have a nansurally notated
vocal part. It perlits a more satisfactory realisation
of the dramatic element or the music, lending and with-
drawing support of the vocal line according to context.
The dynanic range ct the medium is thus widened.

The present transcription employs this practice
ct lilite doubling. It realises that a performer can,
by working directly from the tablatura, easily follow
either of the other possible performance practices. It
attempts to otter an interpretation which is based on

the anhanceent ct the inherent musical qualities of
each passage of each piece. The following general
principles have been adhered to:
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(l) The compositions in three voices are predominantly
doubled while those in four voices are predominantly not
doubled.
(2) Doubling, in tour voice compositions where the vocal
line is not the uppermost voice of the texture, has been
sen as necessary to avoid disruption of the polyphony.
This is particularly applicable where the sung voice is
the lcest. A female singer would be likely in this
situation to transpose the vocal line an octave.
(3) Doubling has been applied at cadences to strengthen
the soud and oadential function.
(4) In other passages, doubling has been employed to
enhance homophonic textures where the block chordal
nature warrants stressing and balancing, and avoided
in ontrapuntal passages where independence of line is
lundamental.
(5) Florid vocal aelismas, and passages where the voice
exerts strong rhythmic independence have not been doubled
INSTRUMENTAL CHARACTERISTICS. A practical understanding
of the instruments concerned can have specific implica-
tions regarding the way in which one transcribes music
tor fretted instruments. The durations of notes and

realisation of polyphony sometimes require modification
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due to a knowledge of technical possibilities and

limitations.
In all cases, this transcription has sought to

realise these problems in terns of the logic oi the
instrulent. ‘Sustained notes, at tiles, can extend
beyond their expected points or release. These sounds

have been prolonged. Problems of fingering any affect
the tlow of the polyphony, resolution or suspensions
and other devices. These passages are transcribed as

they sound rather than as they should theoretically
sound. The crossing of voices in densely textured vocal
works lose all significance when arranged tor a solo
instrument. The transcription also presents these in
terns or the instrument's logic: that is, as they soun
rather than stressing the manner in which the strands
or the work were originally conceived.
TEXTS. The transcription preserves the spelling of
the texts as found in El Parnaso, although much of it
is now archaic. Certain alterations and additions have

been made in order to facilitate their neaning:'
(l) Punctuation is added.

(2) Written accents are added.
(3) Proper nouns are capitalised.



Thane alterations occur in the transcription and

counantary only, and not in the reproduction ct the
tablatura.

Tho translations ct the torts ara not made in
accordance with tho Intro, rhyna or ayllablc atructura
ct tho originals. Thaao should thorotora be raqardad
only as aids, nt as alternatives for performance.
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Chapter V

MUSICAL IORIIS

rive song forms, each with its own characteristic
style are found in the third book of Bl Parnaso. This
Chapter presents a brief discussion of each. the works
transcribed represent a cross—section of these forms
and styles. Q

ROMANCE. The romance is essentially a poetic form of
popular origin and represents a 8panish tradition of
epic poetry. Its subject matter usually falls into one

of the following five themes: historical, Carolinqian,
Romanesque, lyrical or biblical, and the poems were often
recited as accompanied songs. Most of the romances were
preserved only by oral tradition before the sixteenth
century.

The rolance is structured in four line stansas with
no restriction as to their number. The rhyme scheme is
usually x, a, y, a and the lines are usually octo—syllabic
The 'a' syllable is usually constant throughout all the
stanzas. '

The musical setting of romances follows no strict
fora other than generally following poetic structure.
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The sane nusic, or a variant of it, is usually used
for each stanza. Host rcnances by the vihnelistas otter
ditterent solutions to the problen of setting. It seems

proable that players would have varied the accompaniment
during the recitation of a romance and Trend has suggested
that this is the root of the development oi variation torn
in Spainl. Valderrabano's romance, Adornico se a el buen
ziglg includes a variation in this nannerz.
8083108: In the vihuela books prior to ll Parnasc, two
types of composition were labelled 525239. The first of
these is a musical setting of a literary sonnet, while
the second is a purely instrumental composition whose

title is probably a diminutive of the tern egg, leaning
‘song’ and bearing no similarity to the torler. Dasa's
three sonetos are all settings of Spanish sonnets. Mndarra
was the first vihuelista to set Spanish sonnets, but Milan
before his had set six in Italian.

The Spanish sonnet is very such akin to the Petrarohan
nodal from which it developed. It is or fourteen lines,
each of eleven syllables, divisible into an octave comprising

l Trend, J.B; Luis Milan and the Vihuelistas. Hispanic
Notes anJ_icnographs Xi? 0.0.9. l925, p.55

2 Op. cit. lib.II, fol. 20
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two quatrains, and a sestet of two tercets. The setting
ct sonnets, like the romance, does not tell into any
regular \pattern. Composers usually arrive at a solution
which places the poetic torn at the basis of the musical
structure, but without placing further limits on it.
Stylistically it owes much to the Italian nedrigal.
CANCI6N. Two types of cancion are to be round in the
vihuela books. One represents its primitive torn, similar
in style to the romance, while the second shows e highly
cultivated style which existed as a poetic form in its
own right in the sixteenth century, especially in the
hands of such men as Boecan and Garcilaso. It was a

thirteen line form with a complex pattern of lines of
seven and eleven syllables, structured thus: a7 b7 ell
a7 b7 ell c7 d7 e7 e7 dll £7 £11. The setting ct both
forms of cancion was usually through composed and in
the latter style often stylistically similar to Italian
vocal forms, particularly the trottola and nadrigal.
Dana's cancién is of the second type.

Although being regarded by Einstein3 as the first
eonodic nadrigal, the cancion was often not limited to

3 Einstein, Altredz The Italian Madrigal, Maseachussetts,
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the style he suggests either in vocal or accompanied
settings.
VILLANBSCA. The villanesca evolved during the sixteenth
century and does not appear in any of the vihuela books
before that or Pisador. El Parnaso contains nine examples
of the torn, and so the growth of its popularity is clear.
It is primarily a vocal torn, regarded as being ct ‘

Neapolitan origin, developing as a reaction against the
refinements of the madrigal. It is often built of short
themes, of popular suggestion, containing many repeated
pitches which add a dance-like rhythm at the expense of
the sumptuous lines which characterise the madrigal. The

bourgeois influence on the style is often great, but
sometimes the distinction between villanesca and madrigal
is tine, some composers calling a work by one name and

others calling it by the other.
The texts or the villanescas show no regular structure

They appear to be selected sections of p0¢ll, or short
poes perhaps written by the coposers themselves. Pastoral
and mythological themes, as well as that of love predominate
and are usually o£'an idyllic character.

Bight of the nine villanescas which Dasa has included
in Bl Parnaso are known to be arrangements of vocal works.



Manuscripts containing the original settings have been

traced tor six of these. The works selected by him

appear typical of villaneeca style.
VILLAECICO. The villancico is the most comon sixteenth
century Spanish song and one which reflects the national
style at its most pronounced level. It is the character
of this form, more than any other, which has so profoundly
influenced the vihuelistas. Its origin is the popular
lyric which bears the influence oi the Arabic géjgl in
its structure. The theme of love, courtly or popular,
is the most common but the sixteenth century saw the
more frequent introduction oi historical, elegaic, and

biblical subjects.
The essential nature of the villancico is its

division into two parts the eetribillo (retrain) and

ggglg (verse). The ggpla is further divided into two

sections, the mudensa and vuelta. In its most primitive
form it is structured in exactly the sane way as the

2_'e19_1L*

Betribillo: A B

"::~::::: 2' =~ <=Bstribilloz A B

In the more developed villancico form, more flexibility



was permitted in the mudansa which otten has between
two and five lines. A tour line nudansa type would
have this structure:

Estribillo:
( Hudansaz

C091“ ( Vuelta:
‘ Esttibillo:

PIN?

UOW
‘<

0

In both torus, short lines of six to eiqht syllables
are the most common, and partial omission of the
estribillo frequently occurs in its repeat.

Two manners ot villancico setting are common in
the vihuela books. The first, definitely the older,
is that of a clearly articulated torn, and is usually
just a setting of the popular themes pertaining to it.
It often has repeated musical phrases and usually comprises
one or two short themes. It reflects the strophic origins
tron which the musical style of the villancico is thought
to be derived. The more cultivated setting of the

which developed in the sixteenth century stillvillancioo
often relied on popular themes for its foundation, but‘
worked then into a more continuous and hcoqenious fabric
of seemingly through composed imitative polyphony.

Bl Parnaso contains eleven eight ofvillancicos,
which are in four voices, the remainder being in three.
They represent both styles of text and music.
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Chapter v1

communuur

1. ROMANCE: Enterno estaua Antiooo
Dasa's book contains only one roance. Its poetic structure

\

is regular, conforming with the norms of rhyme and metre.
The subject matter is historical. The poem is an epic of
a much earlier date, although no other version has been

round. Its character is typical.
Bnterno estaua Antioco,
principe do la Surfa,
de Estratonice la reyna
terido do anor jacia.
Huger era de su padre,
Rey Deetrio se dezia,el ray era viejo anciano
y ella linda anarabilla.
Hal doliente esta an la oana,
calla y sienpre padescia
por ser cono es su nadrastra
sutre y la llaqa encubria
Deternina de norir
antes de qua su nal diqa,
y quanto mas lo encubre
nuy mayor dao le hasia.
Muchos medicos le curan
ninguno la causa atina,
vno toindole el pulso
la Reyna que a verlo iba.
Alterose/el pulso tanto
que el nedico la entendia,
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tueaae lueqo para el Reydelta nanera deaiaz
Diaiendo, sepa cu Altura
que Antioco noriria,
nu nal no lleba renedio
pues por mi auger noria.
Yo no ae la dare
aunque me cueate 1a vida
Macho 1e regala e1 Rey
dale ciudadea y villas.
Dixo e1 -6¢1¢¢ senor,ai GOIO ea la auger nia,
tueaae tuya e1 buen Rey,
dine a1 ee 1a darias.

(8ick lay Antioch
prince of Syria.
Wounded by love of Stratonice
the queen, he lay.
Wife she was to his father,
King Deetriua by name.
The King was an old, old nan
and she aarvelloualy pretty. .

He ia nortally sick in his bed,silent and ever sufterinq.
Because she is aa she is, hia ateplothez,
he cutters and conceal: his wounds.
He determines upon deathrather than confess the cause of his sickness,
and the lore he conceals it,
the greater the harm he does hilaelf.
Many doctors examine him,
None of the ascertain: the cause,
While one of than takes his pulse
the queen cone: to aee hie.
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his pulse changed so nuch
that the doctor realised the truth.
He vent straight away to the king
and spoke thus:
Sayings know Your Highness
that Antioch will die.
His ailment has no cure

\ since he is dying because of my wife.
\

And I will not give her to hil
although it costs me my lite. \
The king lakes him many presents,
he gives hin cities and towns.
Then said the doctor: My Lord,it it were your wife
instead or nine, O Good King,tell me it you would give her to hie.)

The sane music is repeated tor each stanza or
text, but only the first two stanzas are underlaid.
Those remaining are fitted to the music by the pertorer.

The shape of the vocal line is characteristic of
the . It has a narrow range, a seventh, and movesromance

by step or by leans of a third. The notes are generally
long and sustained. The hnophonic texture of the accen-
paninent adds to the solennity of the style, and while
preventing rhythmic vitality, provides an ideal basis
tor instrumental elaboration. The coosition is in
tour voices.



The structure of the music tollows the text by
seans or the two sain cadences which occur at the end

of the second and fourth lines of each stansa (bars 8

and 21). these create a pseudo phrygian modality based
on a D**£inal, which contributes to the Spanish character
o! the piece. Cadences of lesser importance occur at the
end of the first and third lines. The overall tonal
centre of the piece is A. Bach line of text begins on

a chord of A liner or its doinant. The epic quality
ct the musical style is augmented by the repetition of
the last word of the last line of each stansa.

Critical Notesl
lib. III tol. 74v, 15

Rubric: Rceancg, showing the treble with commas.

Although no indication ct tuning is given, Berndc's
systen shows it to be Are.

Tempo is shcwn‘¢I- slow according to the present criteria
Bar Y

3b Original text is poorly placed. The syllables

1 Bar numbers refer to the bars of the transcription.
Where values are reduced, the two tablature barstelling within the transcribed bar are respectively
designated a and b.
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placed beneath the first beat fall ore naturally
onto the F45 at the resolution oi the suspension.

6b The 3 on the first line of the tablature, above the
syllable trig is almost illegible in the original.

7 the original text bears a typographical error,
corrected in the erratum, giving ca eu instead or
la su.

Text: Stanza 8. The first line is given in the original
as 1 no se la doce, but is corrected in the erratum
to 1 10 no se la dare.

Antecedent Transcriptions.
Aspiasu, Jose de: as a guitar transcription; published

as a single sheet. Union Musical
Esgaola 1971

Hitjana, R: in La nusique en Bagagne, p. 2024-5

Pedrell, F: in Qancionero Musical Pogular Esgaiola,
Vol. 3.

Discography
Angeles, Victoria de loss on'8panish Song of the

. Renaissance} His Master's Voice

(ALP 1083) .
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2. SONETO: Ay mudo soy

This work is Da:a's arrangement of a vocal piece,
no lonqer extant, by Pedro Ordoez. Little is known

ot Ordoez other than that he accompanied Pope Paul III
to the Council of Trent and that in 1540 he obtained
leave to go to Spain. He was also one of the three
Spanish singers found in Rome by Morales. The text of
the work is anonymous.

An a poem, the sonnet is not particularly notable,
but lends itself aptly to musical setting, producing a

work of fine quality. Although the sonnet form, aa used,

is of the Petrarchan type, the text shows greater allegiance
to the courtly love tradition, resembling the style of
many works found in the fifteenth century cancioneroe.

Ay nudo soy, hablar no puedo,
duelo por hablar lo qu'e aentido,
Seiora, Ii no tueaee conoedido,
eatando padeciendo cada credo.
Dicea me que no to hable, nae he niedo
en tan grande eilenoio aer perdido
licencia, xi aeora, yo ta pido
y entoncea do mi boca alcare el dedo.
Dichoaa ue ai suerte y desdicheda,
agora que ii.hablarte ni aerbirte
no puedo puee que t6 me lo as nandado.
Reyna qua tirana no one dezirte
aunque sis diaa has tiraniaado
nanda oir puea qua muero por quererte.
(Alas, dumb I an, to speak unable,I suffer tor to tell what I have felt,
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my lady, if it were permitted to me,
suttering as I an at every moment.
You tell me that I must not speak to you,
but I tear my perdition in so great a silence.
My lady, I beg leave of you,
and then will I remove sy finger from my lips.
Happy was my fate and yet unhappy
now that I may not either speak or serve you
~since thus you have commanded me.
0 queen, to whom as tyrant I dared not tell it
although you have tyrannized my life,I command you to hear that I an dying tor loveof you.)

The metrical scheme and rhyme of the poem is irregular,
and therefore seems as if the text given is somewhat

defective. The first and second lines are of irregular
length as is the rhyme of the sestet. Its structure is:
‘Q bl0 bll all all bll bll all all all all all all dll_
In the Isical setting, repetition of the text occurs in
lines 3, 10, ll and 14.

The music of the sonnet, in four voices, is through
coposed and in the Italian madrigal style. There is
broad selodic cohesion, with stepwise movement and thirds
forming the basis of each voice, and with musical phrases
interlocking. Toal, rhythmic, and textural criteria
can be used to delineate the poetic structure, together
with the introduction oi new otives.

Tonally, both quatrains begin and end in E minor,
with substantial cadences, followed by the sestet,



beginning in the dominant area, B, and concluding in
the tonic once again. Within each section, a number

of different tonal areas occur.
The setting of the first quatrain is largely

hoophonic, with little variety of texture or rhythm.
the second qnatrain is contrasted to this with each

of its lines displaying a different texture. In line
five, the voices are paired, and move in parallel thirds
imitating each other at a bar's distance. The setting
of line six is homophonic with great rhythmic emphasis,
using repeated pitches. Line seven continues this but
with some metric alteration, and with repeated rhythmic
and nelodic motives. Line eight is set similarly to the
iirst quatrain but with more syncopation in the upper
voice. The sestet also shows considerable variety. Line
nine is set homophonically and with eyncopation. Lines
ten and eleven are largely homophonic but with metric
displacement. Lines twelve and thirteen are in the style
of line nine, but the final line introduces a new motive
which initatively reeated until the end. A small amount
of ‘word painting"ocours, particularly in the setting of
the exclamation Qy (bar 1), and tiranisado (bars 52 - 53)



The netric displacenent reterred to in the previous
paragraph creates a problem in transcription based on the
significance omatfords the bar line with respect to
accent. The present transcription maintains constant
barring but admits a justifiable alternative. Bars 26

to 29 could be transcribed thus (quoting only the vocal
line) :

§§wf*F@lFF1?iQuQ§1@&a
, -—~ i—-ido H-can-ci-q ml se -no-m,gota pi-—l we Y Pg  -do 3_9n~fon-ces

Bars 31 and 38 sinilarly could be transcribed:

*§%#¥%a##@;r@¢+@¢§&
—9o——m q —— go-m qua m ha ——bl<1r-in nl ser- ‘r

Also justifiable would be this reworking of bars 42

1:0 45;

Q?
K53

§—1

%-wk

8%

‘&w%@nn ‘%$"_W _- ___ I»
put-do puas qut fu me. l0 — —

§§?f@%;i%»-s ~
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Critical Notes
The work is tound beginning: lib.III, fol. 75,

last hexagram, and ending at the foot of fol. 77.

Rubric: Soneto ror £ourgvoices_by Pedro Ordoiez, showing

the key of Qsoliaut on the third string on the third fret
and ashqwiggg the treble voice with comets-
This indicates an instrument in Gamaut.

According to the suggested criteria, the signftfshows a

slow tempo.

Bars
1-2 Setting of A! mudo on weak beats with marked rests

is unusual.
3 Setting of no Quedo has been altered.
6. Original text shows ggg. Transcribed as gale for

grammatical sense.
lla Lower voices almost illegible in tablature.
38 Tablature shows instrumental unison, i.e. the

figure 5 on the 3rd course is the sane pitch as

the open second course against the syllable ggrf.
42b-43a, Tablature bars of unequal length to permit
“b_‘5a' eyncopation.
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3. caucxém iquan bienaventuradol

The one cancion in 31 Parnaso is Dasa's arrangement of
a vocal work in four voices by Rodrigo Iaballos (some-

times spelt Cevallos) to a text by Garcilaso de la Vega.

The canci6n_may be regarded as through colosed although
there is reason to argue that bar 24, almost the sid-
point or the work,begins an elaborated repetition of
the previous naterialz. It is in a rhythmically smooth

style, again reflecting elements ct the nadrigal. Its
textures are, in general, either honophoic, or of paired
voices with slightly freer counterpoint preceding cadences.

The lines of the voices are gently undulating, each phrase
having a range of not more than a fifth. O2 particular
note and beauty is the antiphonal setting of the last line
of text. ‘

The surviving vocal piece, found in the Cancionero
Musical de la case de Medinacelia is the version arranged

by Dara. See minor rhythmic differences between the two

suggest that he may have worked tron another manuscript,
unless he considered his differences to be more suited

I

2 ¢.£. bars 1 — 4, 24 — 25; 15 - 17, 37 — I1; 18 — 21,
42 - 44.

3 Querol—Gavalda, M.(ed.): Monunentos de la Musics
Espaola, vo1.:x, p.54. (Reprinted Eere in Appendix).
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to an instrumental setting. A number of the villanescas
however, which appear consecutively in Bl Parnaso all
appear in the said cancionero. In his commentary on

the vocal piece, Querol—Gavald§, the editor, describes
it as ‘a nodal of balance between music and the content
of the text; a composition in which the spiritual expres-
sion reaches the highest peak of feeling, but withmthe
limits of the purest classicisn."

The following is a tabla oi the difrerences between

these two surviving versions, attempting to show Dasa's
editorial practice. Other than the rhythmic differences
mentioned above, there are some other minor alterations
or pitch and voicings. Of particular interest is the
attitude shown to problems or Dasa showsnusica ticta.
preference for leading tone (dominant) cadences.

Several abbreviations are used in the table:
Ia I Zaballos; Da I Dasa.

Voices are named according to zaballos:
T1 I Tiple 1: T2 I Tiple 2: A I Altus; Te I Tenor.
Bar numbers refer to the present transcription, as do

the beats, but Iaballos' bars are given in brackets

4 op. cit. p. 12



following Dara‘:
The equivalence eiqn (I) in need in conjunction

with pitch in Dara'a version. It is to be taken to
mean: "equals, given that the vihuela is tuned
(theoretically) in accordance with the composer‘:

\

instruction.”
The asterisk used in conjunction with nueicaI

iiota, indicates the editorhl addition of the required
accidental to the vocal piece to make it accord with
Dara.

Bar Beat Voice Difference
t 44>2(3) 1 A11. Ea: chords held (to tit text)
3(5)
5(9)
5(9)
5(10)
6(11)
6(11)
8(16)
9(17)
9(17)

10(20) 3,4 T2,A De. runs parts together; adds Bq

PF‘QIOPQNPP

FifiPiHFill
QPa>’O0PMM

Da: chord repeateg
la I Bq *: Da I BZaIB'i *; na-abza-c; na==c4Fditto ‘-
la I 8*; Da I Bk
Za I C; Da I C*
la I C; Da I B
la I G; Di I D
(niatake in Dara? — figure 3 on
6th coursc instead of 5th.)
(2nd J‘) to make ascending phrase

11(21) 1 11 . Za - on Da - s#
11(:2> 4 '1-2 ditto
12(23,4)1-3 '11 la -03; m - 33$/§

Ia I F; Da I E "



Bar B73? Voice Difference
13(25) 2
14(28) 3-
15(30) 3-4
15(32) 3-
1a(36) ‘3-4

219(37) 1-
19(37) 1-
19(38) 3-
22(43,4) 1-4

HviarimviHviH
,r-Hvanun
a

NN

22(44)
2a(4s)
2:(4s)
25(49)
27(S3)
27(S3)
29(57)
32(64) 3—4

34(67) 1-2
34(67)
37(73)
37(73) 1-2
37(73) 1-2
39(77)
41(81)
43(85)
43(85)

nu--Innnu0--lo:-0--so-us

vi»-Jivrv-39¢-i»-1'-iv-3»-iv-Ir-3|-39>»-iuma0uunouH
II

MP0-‘P

2 in I C*; Du I C25:

n -$1 mm -1-Ha.»
za--'-\(c.¢>; nu-4 (c)
81 I G‘: Da I Git

ION

ID

ll
\-\_

q_\_

_§O

UUII
ll

f-(L

*7

la IA ; Da I 1- ‘P

Lucio: ml in Du. is 1'2 in n.
Da. omits the ayncopation of la.
la I 6*; Da I G4
Dc. units one note (A)Ia I C; Da I Ci?
la I 8*; Da I Bb
la - r; Da I r#k
za-r; nu-=c:#
ditto
za-cu m-c#
ZaI‘l"(; DQIAJ
ZaIC; DaI‘C#
ZIID; Dalh
Za I D,!; Da I E,G.
Zn - B*,B*;na I c,c.IQIB; DAIIC
Zn I G*; Da I G4?
Da. omit: one note from Sn.
za I G*; Da I G**

45-s(a9-an la - Tlaolo; T2,A,Te as a block
Da I T1,T2 paired; A,Tn paired

46(91) 2 T2 za I A; Da I Eb
46(92) 4 T2 Zn I 3*; Da I Eb
41(9s) 2 12 Onittnd by Du.
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Bar Beat Voice Difference
(J)nus) 2 A la - r; m - 2*nus) 1-2 '1'e u - A (n); m - -\- I‘(o,c)

nus) 4 1-2 Ia - c; Da - c”
Ed. ot Ia. has ueed {iota to
make Phrygian cadence:
De - dominant.

Bar ‘ Textual Difference

9(l7) la 1 dulce; De n dulce
l5(29) la = lexos; Da - lejoe
l9(37) Ia I ynpide; De I ilpide
24(47) Ia - vee; Da ~ ve
25(49) Ia I plga; De 1 plaza
39(17) la - h re: Da - enbre
44(88) la - roger; Da - rrogar
46(92)££ Ia ~ temer y eetar quexoeo

Da I temer ni eater quejoeo
Line Differences ot Setting
(oi text)

GULF

I
9
11

13
4 .

la follows speech rhythm more closely.ditto, especially 'de§§ydado'ditto, especially 'de enpacheree"
ze repeats ‘y enbaraya'; De repeats
‘en lo que al alma', etc.
The repeat in za tits the music lean
awkwardly.la more logical. Difference only slight.
'Despierta' in set ditterently. Both
satisfactory.Slight difference. Both satisfactory.

The text is the only one in this edition for which
en author can be found. It is from Gercileeo'a second

Bclogue and was published along with his other works
in 1543 as en appendix to those of oecin. The poetic



atrueture in a perfect axanple of oanoion torn, and

the idyllic theme is based on the Beatua Illa of Horace:

iuia bianaventurado
aquél puede llamarse
que con la dulce aoledad ae abraoa
_y uiue deacuydado ’
y\lejoa de enpacharae
en lo que al alma impide y enberaea!
No ve la lleaa plaaa,ni la sobarbia puerta
de loa grandee aaorea,ni los aduladorea
a quien la anbre del fabor deapierta
no 1e sari torgoso
rrogar, tingir, toner ni eater quejoao.
(Ho happy
he can call hiaaelt
who embraces aweet solitude
and liven carefree
and far from enbroilment
in what tralmela and hinders the soul.
He seea not there the teeming market place
nor the proud portals
of the great lords,
nor the flatterera "
in whoa hunger for tavoura has awakened.
To him it will not be necessary
to beg, pretend, tear or be plaintive).

Critical Notes
lib.III, tol. 8lv., last hexagram, to fol. 83 first
hexagram.

Rubrie: cancioa in four yoicea, ahoviqgwthemkey of
fisolpfuut on the fourth pt;-¢1n,q on the third £:pc,§_,,,1q1=}-1,

ahowinq the treble voige with oonnaa.
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This indicates a vihuela in Bmi, which theoretically
gives the work the same pitch as its vocal model.
The telpo signature C, according to the present criteria,
suggests that the work should be fast.
Bar ‘Q

l—4 The first line of text is poorly placed. the
transcription adopts Iaballos‘ underlay.

lib The middle figure of the chord immediately
preceding y lejos is almost illegible. It could
be either 3, 4 or 5 (on the 3rd line). 4 is the
most logical. This note is an addition to the
original vocal work.

18 Error in thetext, corrected in the Brratu. The
tablature gives lo gue alna instead of lo gge al
alga.

30a The second chord in the tablature had the figure
2 on the 4th line (course). Altered to 3 according
to the Erratum.

35b The 3 on the 3rd line, against the syllable -£55
is almost illegible in the original.

Antecedent Transcriptions
Otherthan the vocal version mentioned, a fragment of
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the work is transcribed in:
Trend, J.B: the Music or Spanishwistorygto 1600 ex.60

4. VILLANESCAz Prado verde y florido
This is Dasa's arrangement of a tourvillanesca

voice composition by trancisco Guerrero. It displays
characteristic style Its rhythm is morevillanesca .

robust than in works of the nadrigal type, with general
rests on strong beats, subsequent weak beat entries and

so on. Repeated pitches characterize its melodic style,
and therefore its chordal nature. A number of larger
leaps, octaves, fourths and consecutive thirds add vigour.
A variety of contrapuntal techniques are used, canonic

entries, paired voices, and several types of imitation,
but all operate within a general honophonic texture and

unitied rhythmic structure. The work is through composed

and was reputedly one of the nest widely known Spanish

songs of the sixteenth century.
The Guerrero original of the work is to be found

in the Qancionero Musical de la case de Hedinacelis .

Dasa's arrangement shows great respect for his nodel.

5 op. cit. Vol.1, p.104 (reprinted here in the Appendix)
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There are some rhythmic alterations and several melodic
differences largely due to the nission oi the text in
the lower voices and the technical limitations of the
vihuela. There are a few problems of nusica {iota to
which Dasa offers solution, again tavourinq the leading
tone cadenoei Text setting is also a little different.
The following table lists Dasa's modifications of the
Guerrero version, and uses the following abbreviations:
Da I Dasa; Gu I Guerrero: ' I editorial addition of
nusica ticta in vocal work in agreement with Dana;

T1 I Tiple 1; T2 I Tiple 2; A I Altus; Te I Tenor.
Bar numbers pertain to both versions.

V 7 l

Bar Bzat Voice DitferenoeHl 'r1,A GuIJ-J: DaI_<J-‘J (due to
1 text setting)

4 'l‘,A Gu=-$44; na-5-U-‘ (ditto)
4 T2,te Gu I15 J; Da I A JJ (as bar 1)
6 3 11,12 De swaps the upper two voicesfor one note. Adds melodic

beauty.
7 2-3 All Chord on 2nd beat in Gu is

2 reiterated by Da on 3rd beat
9 3-4 'r cu-1-1‘: nu-1.\
9 ‘re GuI3-‘J1 ;DaI§J<l
10 T2- Gu I J4 3 ; Da I J J 1

l0 2 Te Ga I Bb; Da I G (at demand of
2 instrument)

11 1: ,A,'!e Gu -IA J; Da -JAN (due to text)
12 1 T2 Gu I B5; Dasa I Bq but suspended

onto 2nd beat.
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er Beet Voice Difference
(-)

24
24
24 2
25
25
6 2-3
27 1

\ 27 1

36
38

14 1

27 2
28 2
29 2
31 3-
31
31 3-
32

35 1

33
38 3-

T2,A,Te De reiterates last chord of
16 3 T2

20 A

I-30-ii-3IiHP!*3Pi
,,aN.-‘NHQNI_M,F

>5ll
MPM

i be:

Line not distinctly separated
from others in arrangement

1 Gu - ab’; De ~ BE!

Gu IJJJJ; De I 13 J
Gu I E; De I I
Gu-0; 1»-AA
De I Gve, lower than Gu
omitted by De
omitted (I tied)
omitted
Gu I Db; DI I 8%

ditto
GU I F; De I C
Gun}-J\; DQIJI-JQua-U§¢';DgnJJJ
GUIIF; Dl._I_D
A11 but Te altered. T1 ~ quitedifferent pitches and rhythm;2 Ir pitch and iicte (De - a);
A rhythm

T2,A,Te Gu chord held across berline.

>-»-2-1:»

7-1
O

1 I

De reiterates it.
as 1 T1 Gu - c; De - ab
36 1'2 cu-JJ(n,r); nu-1*)-‘JI(rm!)

Gu - 1-'11 (c.B*.¢,r); n==4J(B".

ditt
Gu -OJ (2); De - -N T(z,r,a)

c)
Gu I 0; De I <3 A I

2 1

1 < 4
_— '-~/
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Bar Textual Difference
1-3 Rhythmic difference in bar alters settingof lst line and repeat. Gn is closer to

speech rhythm in 'prado Verde.‘
7-8 Gn I tuentes claraa; Ba I tuente clara
21-23 De repeats text completely: in Gu it is

e editorially added
24 * Different setting of 'pastora'
32 Second syllable oi '£:escura" (-cu-) setdifferently
35ft Difterent underlay of “ablandar£'. tron

there until finish Da:a's underlay is 2
beats ahead oi Gu until 38.

The text of the villanesca is an anonymous pastoral
poem of sixteenth century origin. Only the first stanza
is given in the vocal version. An anonymous six voice
setting ct the second stansa exists in the sane manuscript,
as well as a version with the sane music but set to a

ditterent text, beginning: Ban diyinoyygragiosoLwsggrosanto
The stanzas are each of six lines set out thus:

all, bll, ell, ell, d7, dll. The last pair of lines torn
a retrain.

Prado verde y tlorido, fuente clara,
aleqree arboledas y eonbrias;
pues veis las penas niaa cede ora,
contaldas blandamente e ni pastora,
que si cunigo es duxa,qnici la ablandari vuestra trescura.
El §resoo y naneo viento que cs alegra
esta do lie suspiros inilanado,
y puss os a daado asta eqora,
pedid vuestro renedio a ni pastora,



que si comiqo es dare,
quiga la ablandara vuastra trescura.
(Green and flowery meadow, clear fountain,
Happy and shady groves,
Since you see my ever present sorrowsTell them softly to my shepherdessfor if she is harsh towards ne,

e perhaps your coolness will assuage her.
The cool and gentle breeze which cheers youis inflamed with my sighs,
and since till now it has harmed you,
ask my shepherdess for your remedy,for it she is harsh towards me,
perhaps your coolness will assuage her).

Critical Notes.
1188- 20

Rubric: rollowinq are several yillenesoae in our
yoices, and in thiQ!_thQ first one, which is by Irancisco
€“¢¥¥¢€Q¢ the key <>1 ,1¢!@\"= 1- elhm Q11, 1'-he @1214 Itriaa
on the third lretkiand the trehle_isyshowg by oogqas.
The key requires an instrunnt in Ctaut, which theoreti-
cally gives the arranqaent the same pitch as the vocal
model. i

C I fast teno, according to the present criteria.
Ber
7 — ll The second stanza is poorly set. Meaning would

be lost and speech rhythm, which is important



to the setting, would be destroyed it Dasa's
underlay were strictly observed.

Ba Duration symbol omitted from the tablature above

glaf should obviously be a semibreve.
9 Tablature gives ggggr in second stansa. Gran-

maticall incorrect; it should be est‘.Y ____
14 - 15 The setting of os a daado is altered as Dasa'e

underlay is again awkward.

27b The coma which marks the figure 2 on the second
line, against the syllable si, is unclear in the
original.

Antecedent Transcriptions:
Morphy, G: Les Luthigtes Sspagnols do 3V1 éme SieclgL

p.242.
mitjana, R: Enggglopedie deela Musiqna p.2024.
Podrell, F: Qancionero Musical Popular Espaol, Vol.III,

No. 40.
Querol—Gavald£, M: Cancionoro Musical de la casa do

Medinacali, Vol.1, p.104.
Roda, C: llusgracionos del Quijgte (Madrid l905)

5. VILLARBSCA: (£80 ves, amor

Juan do Navarro is the GOIPOIQI of this villanesoa



in four voices arranged by Daze. The work is unique

amongst those transcribed here in that it stipulates
that the bass voice be sung. Although it bears the

rhythmic energy and bold texture which characterizes
the previous work, it is tar more contrapuntal in style.
Its first half, to about bar 24, readily displays the

textures and devices of Prado Verde, but gradually gives

way to a style of greater linear freedom until the intro-
duction ot the imitated quaver motive in bar 34. From

this point the character of the piece becomes more racy

as the motive is thrown frn voice to voice, except
between bars 39 and 44 where it falls into relief. Its
ptOlinQnQQ, associated with the line of text tirale una

saeta queyle duela, provides a rhythmic and therefore
textural intensity towards the end of the work, made

imerative by textual neaning. Other than this loose

textural division, the work is through composed.

The anonymous six line stansa of text is a love
poem directed to Cupid. It bears tornal similarity to
that of the previous work and is structured thus: all
b14 bl4 all all ‘L2.

do ves, amor, que esta gentil mocuela
burla de ti claramente y de mi muerte
y con su hernosura presue de tan fuerte



que de tu cruel arco no se cure?
Y pues en tal locura se desbela,tirale vna eaeta que le duela.
(Do you not see, Love, that this gentle lassis clearly mocking both you and my death,
and with her beauty presues to be so strong
that to your cruel bow she pays no heed?
And since she strives to procure such folly,
shoot her an arrow, that it might hurt her.)

Dasa's editorial practice in his arrangement of
this work, also found in the Cancionero Musical de la
case de Medinacelis, is largely the same as that employed
in the works already discussed. However, the quite
consistent use of the equivalents of Eb and !#3 in terms
of the Key of the vocal work, shows the manipulation of
musics ticta to produce a deiinite diatonic minor modality:
G minor in the vocal work and B minor in the present
transcription. The editor of the vocal version assumes

this to be the composer's intention in any case, and

quite regularly adds the relevant accidentals. Besides
this, simplification to suit the vihuela and text setting
are the major points of ditterence. These are given in
the table below. The following abbreviations are used:
Da I Dara; Na - Navarro; T1 I tiple 1; T2 I tiple 2,'

6 Op. cit. Vol.11, p.78 (reproduced here in the Appendix)
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A1 I altua 1; A2 = altus 2. Bar numbers refer to both
the vocal model and the arrangement, and the pitches are
given as it the transcription were in the same key as

the vocal work. An asterisk shows the inclusion of the
music: ficta shown by Dara in the edition of the vocal
work

\

3*‘ ?5:@ V°1¢8 Difference

QOQWQMM

9 rz
T1,A2,19

10
10
10

11
11
12
13
14
15

NIIUI-"l\Il"'0|ll0Id§\nllUF"bO

Q

bl

r-aa’_~Nava~1,avi1:1,
I-‘I-'Pl-'

PFIHuntoH

viPvl'iVH
nan-uFlHN

Ne - 2*; D; - 35
Na - P‘: De - 1%
Na = 3*; D; u 39

ditto
ditto

De nits quaver (Bk)
no move: quaver (G) , forwardonto beet
Ne - 3; De - 3?
De omits quevere ‘,8In - 8': De -orditto

ditto
no adds quever (repeated pitch)Possible error in tebleture. Bedfigure 8, on the 2nd line hen on3rd, correlation would have beenexact. Ne I BV; pg e gbHill‘; Dglgb
Na - r*: De ~ rdt
Ne - 2*; De - 2?

dittoditto
Ne I 2*: De I I4?‘
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Bar Bjrt Voice Difference
(

16-18 A2 no trsnsposos this lino down s

hiWNNI0MMNNNMNMNPPPPP
POUQQ-I~lOQMPI"OO~l~l~lNIOi

I-'NPUhiIdHIQhJl"§NUJLIDHLIOP‘D
Q§
NQ

31
31 2,3,4
32 1
32 3

32 3,4
33 1,2
33 1
33 2
34 2

NP
8IiHHHviHPidHkr1’1‘>L*!1°$LF1“1‘>HDLF!°3L'1?L"'dHLDL'oF

>8
I-'NNPPI-'

third. Consequently, the othor
parts are slightly altotod for
tho saks of barmogy
Na I E: Da I B
Ds omits 1st I’ (C)
Ha I 8*; Ds I Eb

d1ttQb
Da omits B
Na - ab; Da - a
Na - 2*; Da - BF
Da omits A
Ni I B‘; DI I Bk
Na - 2; as - r#=
us - x*; as - 2?

ditto
Do omits G

NI I 8*; D! I EL
Na 1- D; Du I C

Na =1-r} Du =11
Na I 12*; Da I Eb
Ha - 2*; D: - r#1u‘IJ.l\; D‘-1.‘?
Da compresses both linos into one
as - ab; Du ~ B9
Na - 2*; as - ab

ditto
N!-J-ri DQIJJ

as - s*; Da - ab
Na I D; Da = Bk
Da omits D



er Beet Voice Difference
(4)

:4 2
as 1
as 1,2,4
as 3
31
:1
as
as
4o
4o
4:
4:
44
44
44
4s
as
41
4a
49
so
s1
s1
s1
sz
sa '

NPPPPamaPFluardu
ua

a»

Plriv-389'-iii

rdNuN

NI-IPu4-0»a.|~H
Q»

viHviHviHDviii>vi7vi8PiHnrdrduHHI-'7-'|I-‘I004!-'PNNPPMPMPI-'

Bl I 3*; Di I Eb
De omits G

Kl I 8*; De I Bk
ditto

He I F; - De I Rb
Ne I E‘; De I Eb

ditto
Ne-P: on-r#
De oite C
Ra-I; no-r#
geucj; DaQ0‘J
Ne I B‘; De I Eb

ditto
De omits B9
Na 1 E’: De I Bk

ditto
ditto
ditto
ditto
ditto

Ne-=1’; on-r#
De oite C
De edde J (I C)
Ne-F; De~I'#
Ne - 59*; De - at]
This ber not found in Neverro

02
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Bl! textual Difference

@\ll§

II
P“
F‘

Na I qu'es: De I que es
Na I de ti a la clara; De I de ti claralente
Na re t d ipea e e m nuerte: De, no repeatHelienatic eettln of Inertt q Q

29,30 ‘ Na unite nc ee cure repetition (addededitoriallyf
Na I deavela; Da I debela33

48-52 Ha I tirale con una eaeta, eaeta que le
duele, que le duela
De I tirale una eaeta que le duela, que
1e duela, que le duela.

Critical Notes.
Begins let hex. £01.89: finishes let hex. £ol.90v.
Rubric: Another villaneece in tour voices, by Navarre
hwinq the e! 21 2-#11-we an the e1<2“r1=h "rive It the
§ecoqQH§ret,_eqc showing the base voice qith ccnaa.
The key stipulates a vihuela in Ctaut, making the ,

theoretical pitch the name as that of the vocal work.
The signature C indicates a fast tempo according to
the criteria tallcwed.

Bar

2

3

The word ves is corrected tram the erratum. The

tablature 916,3 it as vex.
The third chord appears in the tablature with the
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figure 7 on the third line, being Cit in the
tonality transcribed. This should be B according
to musical sense, and is shun thus in the vocal
model.

6-10 The intricate crossing or parts in this passage
of the vocal work has been simplified according
to the principle stated in Chapter IV.

37 The word Q25 has been added in the repetition or
the text in order to tollw the melodic line, and

according to Havarro's original.

6. VILLABCICO: A tierras agenas.
This villancico is one of the three voice works

in Bl Parnaso. It is not attributed to any coposer,
and therefore it seems sate to claim that.it is based
on a popular melody. Two vocal settings of the same

text survive? and show similar melodic features. h

Two possibilities as to the origin of Dasa's version
exist. Either he made his own version based on the pre-
existing melodies, or arranged another vocal version now

lost. The composition suggests the latter by the vocal

7 One version, by Pealosa, is found in ingles edition Q5
Msica en la Corte deglos Re es_Catélicos No. 362
Treproduced here in the Appealx). ”
The other is No.22 in the gancionero de U sale (ed.
Mitjana, R. and Bel y Gay, J.§i Mexico c£{y;:Is44



character oi its lines. The style of the work suggests
that it was written considerably later than the version
by Pealosa. Dasa's version is through composed, while
the older version has a clearly articulated torn with
repeats and large structural cadences. Daxa's version
is also harnonically more varied and more nelisntic
allowing greater emotional expression of the sentiments
conveyed by the text.

two main melodic cells provide cohesion in Data's
version. they are each repeated several tines and are
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significant at points of structural division in the text.
The durations of the pitches are frequently altered:

H. 3

§1:@aYw@**1f~?§1§.#¢§¥£i1%ii__?%

Both of these themes are also found in the version by
Peialose. The main theme of the estribillo of the
Pealosa version (bars 1 - 6), also found in Dasa's
version is atforded much less proinence by the latter,
being set in the treble voice from bar 33 to 35.

The text is a pertect example of the villancico
torn with a five line uudenza. It is structured:



Istribillo: A6 1v ‘
( nudonzo: b5 o5 b5 o5 cs

C091‘ ( vuelte: e5Iotribillo: A5 A‘ 5

Ito theme is common to many old Spenioh lyrics; that
o£ the alienated Moorish girl in Christian lends.

Q tierroa egenel,
¢quién no trujo e ollas?
Yo bibo penondo
oon grebee portion,
loo nocheo ponsendo
que escribo loo dies.
Do ligrinao miaa
mi: oerteo van llenee,
e tierres egenao,
¢quien no trujo a elleo?
(To toroign lands,
who brought no to them?

I live in grief
with grave plointe
thinking at night
what I shall write by day.
Of my teore
do my letters go full,
to foreign lends.
who brought me to these?)

One alteration to the text has been made here. In the
first lino o! the nudonze the pent participle ggnedo he:
boon replaced by the present participle ggggggg. This
nukes no alteration to meaning other than eliminating
the nele gender implied by the iorlr. This type of

06
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text cones traditionally from the mouth of a woman. This
editorial alteration concord: with the text of the
Peeloaa version. The following are the other textual
differences between the two:
line e

2 Pen I traxo; Da I trujo
4 Pen I triates porfiae; Da I qrabea portiae
6 Pen I qua 'acriva; Ba I que eaoriba.

Critical Hotee.
Begins last hex. £01.97: ends at bottom of £ol.98v.
Rubric: Another villancico tor three voices and the
trehle is shown yith coupes.
Ho tuning ia indicated but Bermuda‘: system shove it
to be for a vihuela in Are.
reaped? is slow according to the present criteria.
Ber
24-26 The setting of gensando has been altered.
48 The underlay of -£35 has been altered. The

original is not satisfactory.
7. VILLANCICO: Gritos daua la morenica.

Dara‘: version of this deliqhttully ailple villancico
in tour voices would appear to be an arranqeent oi a
vocal work, probably of late fifteenth century origin.
The text ie in the torn of the zejel which provides the



basis of the musical torn. The text is structured thus:

Estribillo: Ag‘ 38 9
( nudansa: c c c

copla ( vueltaa a5Bstribillo: B3

The nusical~structure is based on two short melodies
which are stated in the estribillo which is repeated,
the second time having a thickened texture. The section
concludes with a nunber ot syncopated imitations oi the
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second theme boldly presented. The cogla is set entirely
to the first melody. Only the second line of the

is repeated, and is set to the second melody,estribillo
concluding once again with a similar set of imitative
repetitions.

In addition to the above, it is interesting to
note the manner in which the musical form has been inter-
locked with the poetic form. The first two lines of
the nudenza are set to the first phrase of the tirst
melody of the estribillo. As only the second line of
the estribillo is repeated after the cogla, the last
line of the nudanse, and the vnelta are set to the sane
music as the £irst'line of the estribillo. These two
lines have a total of fourteen syllables, the sane as the
tirst line of the estribillo and so they can fit exactly



The two torus can be sat against each other thus:

Text A B c c c s B

Music X Y x Q X Y

The text is e simple Moorish love poo:
sritos dsus ls sorenics so e1 olibsr,
qua las rsnss haze temblsr.
La nia cuerpo gsrrido,
Morenics cuerpo gerrido
lloreus su nuerto amigo
so e1 olibar,
qua las ramas haze tembler.
(The little dark girl under the olive grovecries aloud,
and makes the branches tremble.
The girl with her fins body,
The dusky girl with her fine body
Lsnented her dead lover
‘heath the olive grove
end makes the branches tremble).

Critical Notes.
Begins 2nd hex. fol.l02v.; ends 2nd hex. fo1.103v.
Rubric: Yillsncico in {our voicesAshowigg_the treble
line with commas.

No tuning is given, but Barmudo's system indicates e

vihuele in Are.
Tempo C is fast, according to the criteria followed.

0
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