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Preface 

 Daniel Friderici’s rules for elegant singing provide important insights into the aesthetics and 
conduct of choral practice and vocal training in the early German Baroque, especially as regards the 
standards expected of young choristers in training.  Florian Grampp, the editor of Bärenreiter’s facsimile 
edition of the Musica Figuralis (1638) states that from among Friderici’s contributions to music 
pedagogy, the rules stand out as the “actual innovation” in his book.1  This depends upon the 
perspective given that statement.  Conrad von Zabern’s principles for singing well (1474) 2 anticipate 
Friderici in that regard by well over a century, and Hermann Finck also contributed his own 
recommendations (1556).  Judged on the criteria of vocal aesthetics, performance practice, and 
interpretation, Friderici would seem rightfully to claim the laurel for the finest set of such rules up till his 
time. 

 The rules embrace a wide range of information within a relatively small space.  They vary from 
advice on vocal production, aesthetics, and pronunciation to organization of the choir, deportment, 
conducting, and performance practice.  Of the many points related to performance practice, arguably 
the most important is his confirmation of Vicentino’s earlier (1555) assertion that the tempo of a 
performance must vary according to the text of the piece.3 

 The Musica Figuralis saw many editions from its first of 1618 to the last in 1677.  The 1638 
edition (that reproduced by Bärenreiter) appeared in the year of Friderici’s early death from an epidemic 
and so must stand as his “last word” on the subject.  The rules did change somewhat over the years, 
which itself gives indications of changing practice.  For this reason, both the 1619 and the 1638 editions 
appear here, the first in simple translation and the latter in a running comparison with 1619.  The main 
changes relate to clarifications or expansions, but they also receive some reordering.  There are also 
some occasional modifications of the musical illustrations.  Those for 1619 appear within the text; those 
for 1638, because of the comparative method, appear appropriately identified at the end, when they 
differ. 

  

                                                             
1 Deutsche Gesangstraktate des 17. Jahrhunderts, ed. Florian Grampp (Kassel:  Bärenreiter, 2006), 9. 
2 Sion M. Honea, “Conrad von Zabern’s De Modo Bene Cantandi and Early Choral Pedagogy,” Choral Journal 57, no. 
10 (2017):  6-16. 
3 “The measure should change according to the words, now slower and now faster.”  Nicola Vicentino, Ancient 
Music Adapted to Modern Practice, trans. Maria Rika Maniates (New Haven:  Yale University, 1996), 301. 
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Chapter 7:  On Some Rules for Singing Elegantly 

Rule 1:  Any boy who wants to learn and practice music above all things must have a desire and love for 
it, busying himself to control and support his voice well and skillfully, to give and use the breath 
regularly and be able to sing without frustration and laboriousness.  Because they make no service to 
music, those boys who thus shout and cry till they become dark red in the face like a Kalkunscher4 cock, 
and open their mouths so wide that one could drive a cartload of hay into it, so that they let their breath 
pass completely on one note and have to take another breath for the next note. 

Rule 2:  There is also a great difference between singing energetically and shouting.  Singing with energy 
is completely necessary in music and so good as to produce nothing bad or weak, so that one doesn’t let 
that fail.  Shouting, however, is forbidden in music and cantors bring their great folly no less to light, 
who with authority bid boys that they must shout from the body’s depth (?),5 whereby often a noble, 
pure and fine voice is entirely ruined. 

Rule 3:  In setting the pitch one and no more must be heard.  For this reason their singing will go wrong 
when as many sing as want to set the pitch, and the beauty is taken from the entire subsequent song.6 

Rule 4:  In singing, the dot on the foregoing or previous note must be performed tastefully and be sung 
without any pronunciation.7 

 

Rule 5:  In singing, the text must be pronounced and performed as it stands.  They make a great error 
and a great fault in singing who make an E into Ä or Ö, or from a Latin i make a Greek η,8 or fom a U an 

                                                             
4 Grimm’s lexicon says this is a corruption of kalekutischer Hahn, offering no further explanation.  The entry 
provided several literary citations.  The assumption seems to be that either this breed had a red head or that it 
crowed very loudly, probably the former. 
5 The phrase is “von Leibes fressten ruffen,” I cannot make sense of the verb fressen here and various phonological 
permutations and substitutions yield nothing in either modern dictionaries or Grimm.  When compared with rule 
4, 1638, which is a rewording, it appears that this instance may be a corruption. 
6 The sense of this is that only one boy should sing the starting pitch and the rest take it from him.  If all try to set 
the starting pitch, then it only causes confusion through the multiplicity. 
7 He refers to the “punctus additionis” that adds one-half value, not a staccato, which did not exist at this time.  
The example makes the problem clear, a breath impulse is incorrectly given to the dot. 
8 The Greek η was probably pronounced in ancient times something like an elongated non-diphthongal ĕ.  Until the 
20th century the tradition was for all to pronounce Greek and Latin in the pronunciation of their own native 
language; thus, it is difficult if not impossible to determine how an early 17th-century German might have 
pronounced η. 
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O, as if for amen they sing amæn, alläloia for alleluja, for spiritus they sing spηrηtus or spærætus, and 
similar things. 

Rule 6:  In singing, one must not rush or drag and [should] sing without any apprehension or hesitation.  
For this reason those are wrong who sing rushing as though they were chasing rabbits, and when they 
come upon some fusas or semifusas,9 swept away by fear, so that they don’t get half their right value 
much less are sung correctly.  Also those err who, on hearing that the song goes wrong, immediately 
stop singing out of fear and drop out and often make a great confusion and disrupt the song when they 
could certainly have been able to let it pass. 

Rule 7:  In singing, one should also listen to the other voices and come into agreement with them.  
Accordingly, those err who each day, alone for only themselves shout and cry out and have the opinion 
that it is enough when they consider their own voice, the others may do as they please. 

Rule 8:  So that anyone may be able to hear how he corresponds with the others, the voices [vocal parts] 
should be positioned, and the singers should stand turned all together.10  On this account it is a mistake 
when one turns his mouth hither and the other his thither like Samson’s foxes,11 or so that the whole 
group stands mixed up and confused, so that one can’t hear who raises his voice or who listens. 

Rule 9:  In a Privat Musica12 it is not proper that two sing one part when the other parts are set single, 
whether in the Bass or with different instruments and particularly with different dispositions.13 

Rule 10:  In no voice should the lower octave be sung.  Those careless cantors go no less wrong who, 
when the Descants cannot sing falsetto [ficta voce], they immediately seize upon the octave and make 
the Descant a Tenor and introduce no fewer faults by fifths.14 

Rule 11:  No more coloraturas should be made in the Bass than those set by the composer, otherwise 
the foundation of the song is disrupted and the other voices remain with no support and nothing but 
annoying dissonance is heard. 

Rule 12:  The other voices, then, should make coloraturas so that they do not introduce musical faults.  
They could prevent such distinctly, if they finish on the pitch they began. 

                                                             
9 Eighth-notes and sixteenth-notes 
10 That is, in the same way. 
11 Samson tied torches to foxes’ tails and sent them into the Philistines’ grain fields. 
12 From the direction here it sounds like Friderici is describing a private gathering or chamber concert where songs 
are sung one to a part.  Instrumental doubling or substitution was standard practice on such occasions. 
13 The term “disposition” has a particular significance in the Renaissance and Baroque.  It refers to a natural ability 
for singing and is usually in a physiological sense, though here it seems to refer more nearly to vocal quality. 
14 Friderici’s text seems to mean by transposing a fifth down instead of a full octave.  The 1638 edition clarifies this 
remark somewhat, but the practice still seems bizarre. 
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Rule 13:  The voice that has the fundament15 may well take the lower octave on one or two notes, but 
should not longer sing the octave.16 

Rule 14:  In singing, the tactus (Takt)17 should throughout be seen only, not heard, or where possible 
only observed and marked.  Accordingly, cantors who still beat with a staff reveal that they know Music 
only as no correctly trained ones, so that they go astray and are of an opinion that it is correctly beaten 
when they can give a manly downbeat, just as if they have straw they must thresh. 

Rule 15:  Where the tactus is beaten, not one, two, or three boys only but the entire choir should beat 
time.18  Those cantors go wrong who have only one or two boys stand before them and to whom they 
beat the time, and the other choristers just like a shepherd with his hounds are drawn along behind. 

Rule 16:  In singing, one single beat throughout shall not be conducted and felt, rather, be according to 
the words of the text.  Thus, the beat must also be directed so that there is maintained agreement and 
decorum.  Accordingly, cantors err who cut up the beat strictly like a clock its minutes.19 

                                                             
15 The fundament is the lowest note of the chord, which is not always in the Bass voice. 
16 This is omitted as a separate rule in 1638 but combined with rule 14. 
17 The German Takt derives from the Latin Tactus, which refers to the basic organizational unit of rhythm in 
mensural music.  Earlier, the term meant something closer to modern “measure,” but later came more to indicate 
something like “beat.”  The German word today is ambiguous, meaning both measure and beat, which makes it 
impossible to translate the word into English without obscuring the ambiguity. 
18 This refers to the practice, visible in many illustrations of the time, by which each member of the choir gently 
patted the shoulder of his neighbor, thus communicating and preserving the “beat.” 
19 This is perhaps the most important piece of information found in Friderici’s rules, that the tempo varies within 
the composition according to the meaning of the text.  This confirms Vicentino’s remark (1555) that dynamics and 
tempo vary in a composition.  Nicola Vicentino, Ancient Musc Adapted to Modern Practice, translated by Maria 
Rika Maniates (New Haven:  Yale University, 1996), 301.  Ruth DeFord’s remarks on the variability of the tactus are 
also relevant in this connection.  Ruth DeFord, Tactus, Mensration, and Rhythm in Renaissance Music (Cambridge:  
Cambridge University, 2015), 49, 188, 469. 
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Rule 17:  Anyone who ends the song on a penultimate [note], that is without a last note, should wait on 
all the voices and make a clean, fine, appropriately extended confinal20 and not immediately introduce 
the final into the song, which strikes the listeners as quite annoying and takes away much of the song’s 
goodness, loveliness, and gracefulness.21  The Bass especially well graces the song when he particularly 
draws out a little in the end beyond the other voices22, both on the confinal as well as the final23 itself. 

Rule 18:  The cantor should properly explain to his students in all songs how he wants them sung.  First 
to explain the mode so that they are able to know which clavis24 they should especially pay attention to 
in singing. 

 

 

 

 

                                                             
20 The confinal is the fifth above the final of the mode. 
21 This appears to be a second valuable piece of traditional performance practice.  Many polyphonic compositions 
in the Renaissance have one voice “drop out,” while the others continue to the end.  Friderici seems to 
communicate that such a voice should await the others’ concluding note and then, shortly after, introduce a 
confinal. 
22 This is an instruction found in other sources, that the Bass should briefly sustain the pitch beyond the other 
voices at the final cadence. 
23 Friderici does not here use the term final as might be expected by the connection with the confinal.  Instead he 
uses the phrase “als in fine selbsten,” as at the end itself.  The 1638 edition corrects this to final thus making a 
better alternative. 
24 At this time and specifically in Friderici’s text (Chapter 2) the clavis is the letter name of the pitch.  The vox is the 
Guidonian syllable(s), sometimes the clavis is defined as the letter plus the syllable(s).  The clavis signata is the clef. 
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Comparison 1619 to 1638 

From its first publication in 1618, Friderici’s Musica Figuralis went through at least seven subsequent 
editions, the last in 1677.  The Rules for Singing exhibit some changes that make presentation of them 
worthwhile, most particularly in a comparative version. 

1638 edition 1619 edition 
Rule 1:  Any boy who wants to learn and practice 
music above all things must have a desire and 
love for it, busying himself to control and support 
his voice well and skillfully, and to give and use 
his breath regularly, especially if the song goes 
high, and be able to sing without frustration and 
labor.  For this reason, those boys make no 
service to music, whom one must drive to it with 
blows and strikes; also, the ones who shout and 
cry till they are dark red in the face like a 
Kalekunscher cock and who open their mouths so 
wide, that one could drive a cartload of hay into 
it, so that they let their breath go completely at 
one stroke and for each note, indeed, often must 
take on one note two, three, or four new breaths. 

Same as 1619 with minor expansions. 

Rule 2:25 The boys from the beginning, 
immediately should be accustomed26 to form the 
voice fine, natural, and when possible trembling, 
wavering or pulsing in the larynx, the throat or 
neck.  Accordingly, one should prevent them 
diligently from singing through the nose, much 
less biting the teeth together, by means of which 
the song is shamefully deformed and burdened. 

New in 1638, perhaps influenced by Praetorius. 

Rule 3:  A cantor ought to give diligent attention 
to the boys that they do not become accustomed 
to impolite customs.  Since some play with their 
hands, some want to keep the tactus with their 
hands, some with their feet.  Some hold their 
hand before their mouths, some put them behind 
their ears, some nod their head on every note 
they sing, and whatever of the same nonsense, 
all of which is shameful and above all things the 
boys must be restrained. 

New in 1638, possibly influenced by Conrad’s 
principle V, but similarity may also be fortuitious. 

Rule 4:  In singing one ought to use his voice 
joyfully and energetically.  There is a great 
difference between singing energetically and 
shouting.  Energetic singing in music is entirely 

Expansion of #2 1619 

                                                             
25 This rule seems influenced by Praetorius, Syntagma Musicum Vol. 3, Chapter 9, “Inroductio pro Symphoniacis, 
(1610), 231. 
26 The verbs here and below gewehnen and below abgewehnen are modern gewöhnen and abgewöhnen. 
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necessary and is so much as joyful; nothing 
sluggish, foul or weak, so long as one doesn’t let 
the voice fall.  Shouting, however, is forbidden in 
music.  Cantors bring their great folly no less to 
light who bid the boys to shout with power and 
to open up the throat as wide as ever they can.  
Thereby a fine, noble, and pure voice often is 
entirely ruined. 
Rule 5:  In setting the pitch one and no more 
should be heard, on which account it is wrong 
when as many as want to set the pitch, or when 
the boys are allowed to intone all together with 
the cantor and an inopportune, unlovely, and 
improper bawling is raised whereby the entire 
remainder of the song is deprived of its beauty.27 

First half is same as #3 1619.  Second half of 1638 
is new. 

Rule 6:  Also, the cantor ought to develop the 
habit of not setting the pitch for all voices 
individually; rather, when possible only give the 
main pitch, and his boys and the other singers28 
accustom themselves to take it as guide, since it 
is a great impropriety to deprive a good song of 
its beauty with many starting pitches, just like a 
bagpipe.29 

New in 1638 

Rule 7:  In singing, the dot in a foregoing or 
previous note must be performed tastefully and 
be sung without any pronunciation.  They are 
wrong who would sing [thus] (the example shows 
singing a second articulation on the dot, as 
shown in the example above.) 

First sentence is #4 1619.  Second sentence is 
new in 1638. 
 
See example below. 

Rule 8:  In singing, the text must be pronounced 
and performed as it stands and be carefully 
observed, so that the words issuing from a vowel 
not be spoiled with an “N.”  Those are wrong and 
have a great vice when in singing make an a into 
au, or e into æ, or Latin i into Greek η, or an o 
into ou, or u into o, as when they sing aumen for 
amen, Aulleloja fo Allelujah, spηrηtus or 
spærætus for spiritus; likewise nallein Gott for 
allein Gott, narbeit for Arbeit, nehrlich for ehrlich, 
nohr for Ohr, and similar things.30 

Expanded form of #5 1619.  New is the discussion 
of the nasalization of initial vowels.   

                                                             
27 The second half may refer to a practice of the entire choir intoning the psalms with the cantor. 
28 The rules are directed to boys in training, but there are other adult singers in the choir, the concentores. 
29 This appears to be a reference to setting the pitches for each voice when a capella.  Friderici advocates one pitch 
from which the other voices derive theirs, presumably mentally. 
30 References to vowel pronunciation are common in the early sources; I have never seen another reference to the 
“n” issue. 
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Rule 9:  In singing, one must not rush but sing 
regular and steady and sing without any 
apprehension or hesitation.  For which reason 
they are wrong who in singing rush as if they 
chased a rabbit.  If they come to some fusas or 
semifusas, swept away with fear and haste, so 
that they don’t receive half the correct value, 
much less sing correctly.  Also, they are wrong 
who, when they hear that the song goes wrong, 
immediately stop singing out of fear and drop out 
and often make a disruption and confusion of the 
song, when they certainly could have let it 
continue. 

Same as #6 1619 with minor changes. 

Rule 10:  In singing, one should also listen to the 
other voices, how one may sing with and agree 
with them.  Those are wrong who daily shout and 
cry for themselves alone and think it is enough if 
they consider only their own voice, the others 
may do as they please. 

Same as #7 1619. 

Rule 11:  So that each one can hear how he sings 
together with the others, the voices should be 
properly placed and each of the singers stand 
turned together.31  For which reason it is a 
mistake when one turns his mouth here and 
another there like Samson’s foxes, or so that the 
entire group is mixed up and confused, so that 
one can’t hear who raises his voice or who stops. 

Same as #8 1619. 

Rule 12:  When there are different choirs, they 
should not be placed and arranged alone, but 
rather with the same voices on each side.  
Further the foundation voices should be a little 
farther from each other, so that the resonance 
can come better to the listeners.  Such as in 8-
voice songs 

1st Chorus                                      2nd Chorus 
Cantus       Cantus 

Altus                       Altus 
Tenor                                  Tenor 

Bass                                                             Bass 
But this must be understood as the order of a 
church choir.  In other regards the Chorus 
Musicus is to be ordered each at the discretion of 
its own home situation.32 

New in 1638. 

                                                             
31 In the same direction. 
32 The word translated here as “home situation,” heimgestellet,  is rather obscure.  The Chorus Musicus is a 
somewhat shadowy organization that existed in some places either in addition to or instead of the Chorus 
Symphoniacus.  It seems to have been a more inclusive and so larger group than the church choir and to have 



11 
 

Rule 13:  In a Privat Musica, it is not proper that 
two sing one part when the other parts are set 
singly.  It may happen in the Bass or in the 
Discant with appropriate instruments and in 
particular, appropriate arrangements.33 

Same as #9 1619. 

Rule 14:  In no voice must the lower octave be 
sung.  At times the octave may be allowed to the 
bass, but done in a suitable manner.  Those 
careless cantors go no less wrong who when the 
discantists cannot sing in falsetto immediately 
sing the octave and create a tenor out of a 
discant, and it is no less a vice to introduce fifths.  
The tenors are grossly wrong when they sing the 
lower octave and upset the foundation and form 
false consonances like fourths and sixths under 
the bass. 

Same as #10 1619, but with major addition of last 
sentence about Tenors. 
 
The reference to the Bass supplies the omission 
of Rule 13, 1619. 

Rule 15:  In the bass there must be no more 
coloraturas made than those set by the 
composer.34  Otherwise, the foundation of the 
song is destroyed and the other voices remain 
without support and nothing is then heard except 
a horrible dissonance. 

Same as #11 1619. 

Rule 16:  The other voices should make 
coloraturas so that they introduce no faults.  
They could distinctly prevent such if they stop on 
the pitch on which they began.   

Same as #12 1619. 
 
See example above or the expanded version of 
138 below. 

Rule 17:  In singing, the tactus throughout should 
be seen not heard, or when possible only 
observed and marked [silently?].  Accordingly, 
cantors reveal themselves clearly ignorant and 
their great foolishness recognizable and that they 
know no properly trained music, those who beat 
with a baton till pieces of it fly off and think it is a 
proper tactus if they only give a manly downbeat 
just as if they had straw to thresh. 

Same as #14 1619 but with some rewording. 

Rule 18:  When the tactus must be beaten, it 
should not be beaten by only two or three boys 
but be beaten by the entire choir.  Thus, those 
cantors are wrong who have only one or two 

Same as #15 1619. 

                                                             
included Alumnen, semi-professional singers.  Klaus Niemöller gives the best descriptions and explanations of the 
various choral ensembles found in German schools and churches, Untersuchungen zu Musikpflege und 
Musikunterricht an den deutschen Lateinschulen vom ausgehenden Mittelalter bis um 1600 (Regensburg:  Gustav 
Bosse, 1969), 669-674. 
33 This rule seems worded particularly vaguely so that it isn’t clear whether Friderici offers the specific doublings as 
examples of violation or of acceptable exceptions.  I believe it is the latter. 
34 The proscription or strict regulation of coloraturas—passages of improvised discant—in the Bass is common in 
the literature for the reason stated, its great potential to confuse the harmony. 
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boys stand before them to whom the tactus is 
beaten and let the other singers be drawn along 
behind just like a shepherd draws along his 
hounds behind him. 
Rule 19:  In singing, not one tactus only should be 
felt throughout, but be according to the words of 
the text, and thus the tactus be guided.  Those 
cantors are wrong who cut up the tactus as 
regularly as a clock does minutes, and observe 
absolutely no decorum and appropriateness of 
the text and the harmony, since at one time a 
faster and at another time a slower tactus is 
demanded. 

Same as #16 1619 but expanded. 
 
See example below. 
 
 

Rule 20:  Anyone who sounds the end of the song 
on a penultimate consonance, that is, without 
one of the last notes, should await all voices and 
make a clear, fine appropriately drawn out 
confinal and not immediately adhere to the final 
of the song.  Such a thing strikes the listeners as 
ugly and unattractive and deprives the song of a 
good part of its beauty and charm when one 
immediately breaks and tears off the song. 

Same as first half of #17 1619. 

Rule 21:  The bass, however, particularly well 
ornaments the song when he draws out a little 
longer beyond the other voices, both on the 
confinal as on the correct final and especially may 
be heard a little at the end, though fine, mild, and 
pure.  Accordingly, a cantor should not allow his 
boys in the Descant and alto to delay for a long 
time. 

Same as second half of #17 1619 but expanded 
and clarified. 

Rule 22:  A cantor must properly also take care 
that the mode of the selected song be known to 
his singers, so that there may be known what 
especially is to be paid attention to for a key 
(clavis) in singing.35  How one can correctly 
recognize the mode of each song must be 
learned in the following chapter. 

Same as #18 1619. 

 

                                                             
35 This raises a major issue of 17th-century theory.  At this time “key” clavis refers either to (a) the letter name of 
the note or to (b) the letter name plus the Guidonian vox syllable(s); the clef is (clavis signata).  It is possible that 
by this allusion Friderici means the use of either B-durus or B-mollis, the latter being the transposed mode.  Two 
pages later he relates clavis to the organization of the mode, where the division of its range comes between the 
fourth and fifth interval.  The one thing it cannot refer to here is our modern concept of a key, which developed 
only slowly throughout the 17th century.  See Walter Atcherson’s very interesting article “Key and Mode in 
Seventeenth-Century Music Theory Books,” JMT 17, no. 2 (1973):  204-232, in which he states that our concept of 
key is anachronistic prior to 1670, 208.  Joel Lester’s article “Major-Minor Concepts and Modal Theory in German 
1592-1680,” JAMS 30, no. 2 (1977):  208-253 is particularly valuable for the 17th-century German context. 
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The following examples are from the Bärenreiter facsimile edited by Florian Grampp. 

Example for Rule 7 (expanded from Rule 4, 1619). 

 

Example for Rule 16 (expanded from Rule 12, 1619). 

 

Example for Rule 19 (different from Rule 16, 1619). 

 

 


