Karl Eggert’s Notes

Mensural signatures footnotes
C

With C cut (see preface part I) we return to duple rhythm. One new bar lasts as long as one before.

With C cut we return to duple rhythm. Now the minims can be taken as fast as the semibreves before.

C3:
triple time with proportio tripla, see preface of part I. One new bar lasts as long as one bar before, i.e. three semibreves now take the same time as two minims before. (like a triplet rhythm of the semibreves). 

time signature proportio tripla,. One new bar lasts as long as one bar before.

time signature proportio tripla. Now we have a triple time, where the semibreves can be taken as fast as the minims before (because of fast duple tempo, see preface part I)
time signature proportio tripla. Now we have a triple time, where the semibreves can be taken as fast as the minims before (correct tempo (see preface part I) too fast because of the triple crotchets).

This breve alone in a bar is perfect (see preface part I). It equals three semibreves and therefor has no dot.

In the orig. the bars 138/139 have wrong rhythm: minim, 2semiminims/2 semiminims, minim.

Co

time signature prolatio maior, see preface part I. Here three minims are in a semibreve bar (instead of two). So we get a triple time with the minims in a triplet tempo.
Once more prolatio maior. We now have a triple time with the minims in a triplet tempo.

Notes to fantasias (not all the texts under “subtitle” are contained here)
Longer Spanish texts were often put in a footnote at the end of the piece.
1
“…is in the first [dorian] mode, and the more hurried it is played, the better the player will appear.”
(…es del primo tono: y quanto mas se tanera con el compas apressurado mejor parecera el que tanera en la vihuela)”
By the way - Milan´s nominal vihuela tuning is not in G, but in A (A-d-g-b-e-a).
For explanation of compas, mode etc. see preface.

2
“…is written in the first mode. And it must also be played with the hurried time measure (con el compas apressurado)”.

3
“…is in the first mode and has also to be played with the somewhat hurried time measure (con el compas algo apressurado).”
fn
in orig. all semibreves or minims that have a ligature to the next bar, are without dot, see bars 37, 69, 73, 91, 93, 95, 97.
4

“...is in the second [hypodorian] mode and has to be played with the hurried time measure (con el compas apressurado).”
5
“...is in the second mode and has also to be played with the beaten or hurried time measure (con el compas batido o apressurado).”
fn
Print in bars 45/46 illegible by corrections with old ink; reconstructed with Milan´s errata list.

6
“…is in the first and second mode … and is called mixed mode (tono mixsto).” (for mixed modes see preface)
7

“..is in the third [phrygian] mode, and the more hurried it is played, the better it will appear (quanto mas se tanera conel compas apressurado mejor parecera).”
Properties of a mode (also see preface):

“Observe the note range it (the fantasy) goes through and the closes it makes, and you will realize the entire potential of the third tone (todo que justamente puede hazer el tercero tono).”

“Miren bien por los terminos que anda y las clausulas que haze y veran todo que justamente puede hazer el tercero tono.”

8
“..is in the fourth [hypophrygian] mode and has to be played with the hurried time measure (con el compas apressurado).”
9
Mixed mode (tono mixto), see also preface.
“This fantasia… will be called (in a) mixed mode, because it proceeds in the note range and to closes which the third and fourth modes go to; and as it takes these said modes, and mixes with them, it is called mixed, and it has to be played with the hurried time measure.
(Esta fantasia …se dira tono mixto porque va por los terminos y clausulas que andan el tercero y quarto tono: y porque toma destos dichos tonos y se mescla con ellos se dize mixto y ha se de tanera con el compas apressurado.)”

10*
This fantasia and the next are in the first and second mode.

Tempo changes in fantasies 10-18:

“The fantasies of these present fourth and fifth booklets [i.e. fantasias 10-18], which we take up now, show a music which will be like a trying of the vihuela with chords mixed with runs, making of the latter is commonly called dedillo [articulation by shaking the right index only]. And to play this music with its natural air, proceed as follows: play all chords slowly, and the runs play fast. And on each fermata rest a little. This is the music you find in the fourth an fifth booklet… and it applies more to gala performance than (caring) for much music or time measure (y tiene mas respecto a taner de gala que de mucha musica nicompas..” (Spanish text at the end of the piece)

Note concerning fantasias 10-18:

“Las fantasias destos presentes quarto y quinto quadernos que agora entramos: muestran una musica la qual se como vn tentar la vihuela a consonancias mescladas con redobles que vulgarmente dizen para hazer dedillo. Y para tanerla con su natural ayre haueys os deregir desta manera. Todo lo que sera consonancias tanerla con el compas a espacio y todo lo que sera redobles tanerlos con el compas apriessa. Y parar d´ taner en cada coronada unpoco. Esta la musica [fantasias 10-18] que…y tiene mas respecto a taer de gala que de mucha musica nicompas.”

In fantasias 11-18:
See note to fantasia 10 for tempo changes.

11
is in the first and second mode. See note to fantasia 10 for tempo changes.

13

is in the first mode. See note to fantasia 10 for tempo changes.

Dos dedos can mean: thumb and index or index and middle finger.

14

is in the third and fourth mode. See note to fantasia 10 for tempo changes.

Shifting the fourth fret for the phrygian and hypophrygian mode:
“...and always, if you play in the fourth and third mode in the note range of this fantasia, shift the fourth fret of the vihuela higher [to the nut], so that the sound on the said fret be strong and not weak (..alcareys vn poco el quarto traste dela vihuela para que el punto del dicho traste sea fuerte y non flaco).” So especially the third e-g# (0-4) on the 2nd course will be purer.
15

is in the fifth [lydian] and sixth [hypolydian]mode. See note to fantasia 10 for tempo changes.

Changes of tempo, expression :

“I already told you that all runs you shall play fast, and the chord(s) slowly so that you have to make changes of tempo [mutacion de compas] in one and the same fantasia. And that is the reason why I say you that this music does not pay much attention for the time measure for producing its natural air...” (Y por esto os dixe que esta musica no tiene mucho respecto al compas para dar le su natural ayre)

16.

is in the fifth and sixth mode, transposed to the finalis Bb. See note to fantasia 10 for tempo changes.

Use of the fifth and sixth mode in transposition:

“In the preceding fantasia you have seen in which note range you can play the fifth and sixth mode on the vihuela. In the fantasia that follows, you play in the said modes in another note range [transposed to finalis Bb]. And because the fifth and sixth mode are used more playing in the note range through which this fantasia goes, I have made this change of note range, that you see (here).” 

“En la fantasia passada haueys visto el quinto y sexto tono porq(ue) terminos le podeys hazer enla vihuela. En la fantasia que se sigue taneys estos dichos tonos por otros terminos. Y porque en la vihuela se vsa mas taner el quinto y sexto tono por estos terminos que esta fantasia anda he hecho esta mutacion de termino que veys”.

17

“is in the same note range as the preceding fantasia.” (fifth and sixth mode, transposed to Bb) 

See note to fantasia 10 for tempo changes.

19
is in the fifth mode. This and the following fantasies [no 19-22] have again to be played with constant time measure:
“…how you will play this music from here following which is like that of the beginning (of the book) which you have to play all with one equal time measure, without making a change.”

Complete version:
“And to play the music in them (the 4th and 5th  booklet) indeed in its natural air as I have already told you has to be (done) in this way: playing the chords slowly and the runs fast. And concerning this change of time measure I tell you that you have not to play it how you will play this music from here following which is like that of the beginning (of the book) which you have to play all with one equal time measure, without making a change.”
“Y para taer la musica que enellos ay con su natural ayre como ya otra vez he dicho: ha de ser desta manera. Tanendo las consonancias a espacio: y los redobles apriessa. Y por esta mutacion de compas os dixe que no la aueys de taer como tanereys esta musica que de aqui adelante torna a proseguir la qual es como la del principio que la aueys de taer toda a vn ygual compas sin hazer mutacion. 

20

is in the sixth mode, transposed [from the finalis F to Bb].
Transposition:

“In that preceding fantasia you have seen where you can play in the [transposed] fifth mode on the vihuela. And in this same note range the sixth mode can also be played. This fantasia that follows now, is in the sixth mode which I have transposed to another part of the vihuela (mudado por otra parte parte enla vihuela) so that you may know, that the sixth and fifth modes can be also played with the note range of this present fantasy.”

“En esta fantasia passada aueys visto por donde podeys taner el quinto tono enla vihuela. Y por estos Terminos mismos se puede taner tambien el sexto tono. Esta fantasia que agora se sigue es del sexto tono. el qual le he mudado por otra parte enla vihuela para que sepays que tambien se puede taner el sexto y quinto tonos por los terminos que esta presente fantasia anda.”

22
“This fantasia…is in the eighth mode. And it has to be played neither very slowly nor very fast, but rather with a moderate time measure (ni muy espacio ni muy apriesa: sino con un compas bien mesurado). Its air imitates that of the pavans played in Italy.”

23

This is the beginning of the second book.

Fantasies in the second book are (mostly) in transposed modes:

“This following fantasy is in the first [and second] mode, transposed to another part [of the vihuela, i.e. finalis g instead of d] than I have shown you in the first book. And so you will find the modes in this second book transposed to other parts (tonos por otra parte) of the vihuela than in the first book. And it has to be played with a time measure neither very quick nor very slow (con vn compas ni muy apriessa ni muy a espacio).”

24

“…is in the second mode [transposed to finalis g] and has to be played with a time measure well measured [moderate], which be neither very slow nor very quick (con vn compas bien mesurado que ni sea muy a espacio ni muy apriessa).”

25

“…is in the first and second mode [transposed to finalis g]…and has to be played with the same time measure (well measured, moderate) as the precedent fantasia.”
26

“…is in the third and fourth mode [transposed to finalis a]… and it has to be played neither very fast nor very slowly, but rather with a well measured tempo (taner ni muy apriessa ni muy a espacio sino con vn compas bien mesurado).”
27
“is in the third mode [transposed to finalis g], for the third and fourth mode appear better on the vihuela in the tone range of this fantasia. And it has to be played with a slow time measure (con el compas a espacio).”
fn

first chord corrected according to Milan´s errata list:
In the orig. 0 (2nd course), 5 (third course), 6 (fourth course) , no number on 5th course, 3 (6th course)
in orig. on the 5th course 3 (misprint)

first chord: in orig. 5 on th 3rd c., the 3 on the 6th c. is on the 5th c. (correction after Schrade)

3 on the 6th c. in orig on the 5th c. (misprint)

first chord: in orig 3 on the 4th c.

28
“is in the fourth mode, transposed to the same tone as the preceding fantasia [to finalis g], …and it has to be played with a slow time measure (con el compas a espacio).”

31

“This fantasia now following is in the sixth mode [transposed to finalis Bb], and it has to be played with a beaten time measure, i.e. in a hurried time measure. The sixth mode rather than the fifth can be played more appropriately here (in this note range). For the upper limit of the note range (of the fifth mode transposed) is missing (on the vihuela). (Esta fantasia que se sigue es del sexto tono: y ha se d´taner con el compas batido: que quiere dezir compas apressurado: mas propiamente se puede taner el sexto que no el quinto tono por aqui: porque le falta termino.)”

32
“…is in the sixth mode [transposed to finalis Bb] and has to be played with a somewhat hurried time measure (con el compas algun tanto apressurado)”.

33
“is in the sixth mode [transposed to finalis Bb], and it has to be played principally in a slow time measure.” [suggested tempo 80 semibreves per minute]
Compas mayor (see also Preface, Part I)
“So far I have shown you the compas with a semibreve commonly called compassillo, and in the present fantasia I describe you the compas with a breve [compas mayor]. I have done so because if you find it difficult to understand the calculation of the note durations (cuenta del canto) in the compassillo for the quavers herein, it will indeed be easier to understand in this greater compas, if you figure them with it, as you now will see.” (Spanish text at the end of the piece)
fn:
“Hasta aqui os he figurado el compas con vn semibreve que vulgarmente dizen al compassillo:y enla presente fantasia os figuro el compas con vn breve. Esto he hecho porque sios es dificil d´entender la cuenta del canto al compassillo p(ara) los corcheos que ay sera mas facil de entendera este compas mayor si las figuras con el como agora vereys.”

34 
“…is in the seventh mode, and it has to be played with a somewhat hurried time measure (con el compas algo apressurado).”
fn

this cadence formula will usually have f# (4 on the 5thc) instead of g (0 on the 4th c)
35
“…is in the eighth mode, and the faster it is played, the better it will appear.”
fn

in the orig the first note is erroneously printed as semibreve

36
“…has the note range of the seventh and eighth mode, and because it uses the ambitus of the two, (it) will be called mixed mode, and it has to be played neither very fast nor very slowly.”
37
“…is in the seventh and eighth mode, and it has to be played neither very fast nor very slowly.”
fn

this cadence formula will usually have f# (4 on the 5thc) instead of g (0 on the 4th c)
38
“   is in the sixth mode [transposed to finalis c], and it has to be played with a somewhat hurried time measure (con el compas algo apressurado).”

39
“…is in the seventh and eighth mode and has to be played rather quickly (taner algun tanto apriessa).”

40

“…is in the seventh and eighth mode and has to be played with the rather fast time measure (algun tanto apriessa).”

Pavanas:

1. Pav
The following pavan is in the first and second mode.

Pavana-fantasias (see also preface part V):

“These following six fantasias..resemble in their air and composition the pavanas which are played in Italy. And you can completely imitate those we call the pavanas. The first four are invented by me, the tunes of the two following after them were made in Italy, and the composition about them is mine. …They (all pavans) have to be played with a time measure that is somewhat hurried (conel compas algo apressurado), and they require repeating twice.”

It seems, that the pavans were played at that time rather quickly, and not as slowly as later in the 16th century. I suggest about 110 minims per minute.

The double bar lines are editorial. They mark the sections of the piece, as I recognized them.

3. Pav

“…is in the note range of the fifth and sixth mode. And as I already said, they (the pavans) require to be played two or three times, so that they (make) appear what they are (…requieren tanerse dos o tres vezes para que parescan lo que ellas son).”

4. Pav

note bar 40

in orig. breve instead of semibreve. The rhythmic flow of the phrases suggests to me a semibreve. This is corroborated by the fact, that sections in a pavan should have even bar numbers (every two bars form a breve measure).
5. Pav

“The tune of this following pavana is played in Italy, and it is sung with the lyrics of “[Qua] la bella Franceschina”. The composition about it (the tune) is mine and is in the eighth mode.” (Spanish text see below)

For this piece I suggest a faster tempo of 120 minims per minute.

fn

“Esta pauana que se sigue la sonada della se hizo en Ytalia y canta conella una letra que dizen la bella franceschina la compostura que va sobrella es mia y es del otauo tono.”

6. Pav

“…is in the same [eighth] mode as the passed pavan.”

Proportio tripla (proporcion), see also preface part V:

“This pavan is in the porportion of three semibreves (per) bar and is in the same note range as the passed pavan. And all breves you find alone [in a bar] have now the value of a bar.

(Esta pauana es a proporcion de tres semibreves compas. y ua por los terminos d´la pauana passada y todos los breues que hallareys solos valgan agora vn compas.)”

This is one of the very few pavans in triple time in literature. I suggest a tempo of 120 semibreves per minute.
fn

A breve alone in a bar is “perfect”, that means it has the value of three semibreves instead of two (three is the holy number of perfection). So it has no dot.

Tentos

T1
Tentos (see preface part V):
“This kind of music that now follows, is similar to the music of the fourth and fifth booklets of the first book [fantasias 10-18]. There I have told you about the air and time measure it has to be played with [i.e.: chords slowly and runs fast]. The art of it is to try (tentar) the vihuela with chords (consonancias) mixed with runs (redobles), and it goes through the note range of the first and second mode [transposed to finalis g].” (Spanish text at the end of the piece)

fn
“Esta arte de musica que agora se sigue / es semblante ala musica d´l quarto y quinto quadernos d´l primero libro: alla os tengo dicho con el ayre y compas que se ha de taer. el arte della es tentar la vihuela a consonancias mescladas con redobles: y va por los terminos del primero y segundo tono.”

T2

“This fantasy that follows is of the same kind as the passed fantasy (and it) tries the vihuela with runs and chords. And I have said you in which manner and time measure these fantasies that more properly can be called tentos have to be played. And these (tentos) that follow, are in the note range of the third and fourth mode [transposed to finalis g]. (Spanish text at the end of the piece)
fn

“Esta fantasia que se sigue es dela misma arte de la passada fantasia tenta dela vihuela con redobles y consonancias: y hos he dicho de que manera y compas se han de taer estas fantasias que mas propiamente se pueden dezir tentos: y estos que se siguen van por los terminos del tercero y quarto tono.”

T3

“…is in the note range of the fifth and sixth mode [transposed to finalis Bb] and has to be played neither very slowly nor very fast.”
T4

Note at the end of tentos (4):

“Here end the four fantasias de tentos which have passed through all eight modes…”

Tentos (4) is in the note range of the seventh and eighth mode [transposed to finalis c].
Tempo changes in tentos:
“…and the consonances have to be played slowly, and the runs fast, as I already have told you. (taner las consonancias a espacio y los redobles a priessa).”

