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1700-1750 
 
Marin Marais, Pièces de violes, livre 2 (1701), Avertissement [2] 
 
The works of Marin Marais (1656-1723) are of signal importance for the history of instrumental music, 
making even his fairly slight mention of inequality all the more important. 
 
 One will often find some dots in different situations, here are for what they are appropriate. 
 
Dots (points) marked thus above or below the notes with 
a slur, they signify that it is necessary to articulate 
several notes on a single bow stroke, as if they were on 
different strokes of the bow, and that by pressing a little 
with the finger that touches above the hair of the bow. 
 
Dots that are above notes not slurred, they signify that it 
is necessary to make each note equal, in the place that 
one ordinarily dots (pointe) them from the first to the 
second.  When they are not dotted (marqués) for these 
kinds of meters (mouvements), one can still make them as 
if they were, provided that the taste of the piece demands it, sometimes naturally, as Allemandes, which 
have no need of this observation, and I have indicated them there only in places that could experience 
some doubt and even in the basso continuo.  These dots are much in use among foreigners. 
 
[The following Allemande was selected by the translator from among the pieces in livre 2 as 
representative of the dotted style.] 
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Sébastien de Brossard, Dictionnaire des Termes, 3nd ed. (Amsterdam 1708) 
 
Sébastien de Brossard (1655-1730) was a composer and theorist, but his greatest contribution was as a 
lexicographer.  No one should expect standardization of terminology in regard to this or any other 
musical subject then or to a large degree even now.  Montéclair’s exasperated statement on this chaos, 
Principes (1736), was well deserved.  The entries given in Brossard and Rousseau are no more than 
suggestive “starting-points” for experienced judgment that must vary virtually from author to author.  
Nonetheless, the relevant entries in Brossard are very helpful both for their authoritative stature and 
because their publication is at the height of the practice concerned.   
 
Lourer—This is a style of singing that consists in giving a little more time and stress to the first of two 
notes of equal value, such as two quarter-notes, two eighth-notes, etc., than for the second, without, 
however, dotting (pointer) or (piquer) it. 
 
Marquer—all the beats of the measure [beat or rhythmic organization] are equal. 
 
Point, Pointé—Brossard refers to a variety of historical practices of dotting, including its use for 
extending the value of a note as well as Staccato, Spiccato, etc.  Its use is specifically written, never 
improvised. 
 
Piqué—Staccato, Spiccato, etc. 
 
 
Saint Lambert, Principes du Clavecin [Amsterdam 1710], pp. 60-61 
 
Remarkably little is known about Saint Lambert (fl. 1700), not even his first name, for one whose books 
on the clavecin are major contributions to our knowledge and are so frequently cited.   
 
. . . observing especially what musicians call the measure (mesure) [metrical organization], namely, the 
cadence of the piece,45 which consists in the notes of same value proceeding with great equality of 
movement (mouvement), and all the notes in general with an equality of proportion, for whether one 
plays a piece fast or slow, one ought always to give it the cadence that is its soul and the thing it can 
least do without. 
 This equality of movement (mouvement) that we require in notes of the same value is not 
observed in eighth-notes when there are several of them in succession.  There is a custom of making 
them successively one long and one short because this inequality gives them more grace.  If the number 
of the eighths that follow without interruption is equal, the first is long, the second short, the third long, 
the fourth short, and so on up to the end, when there would be a hundred of them in succession.  If the 
number of them is unequal, the first, on the contrary, is short, the second long, the third short, the 
fourth long, the fifth short, etc., up to the end.  One eighth alone is always short, but as soon as there 
are two of them in succession, the first is long because the number is equal, and the second is short.46 
                                                            
45 Mesure adds yet another ambiguous term to those already met.  In this case, it is probably best rendered by the 
circumlocution given.  Brossard offers no help with the sense of “cadence” and Rousseau is vague, saying “it is a 
quality of good music that gives to performers and listener a perception of the life of the mesure.  The sense seems 
to be a performance of the music that conforms to and so expresses its regular metrical organization. 
46 Hefling discusses this reversal of the normal pattern in the context of the Lombard rhythm (page 13 ff.).  It seems 
more likely that what St. Lambert means in his admittedly vague description, is that when the succession begins 
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 However, this inequality of several eighths in succession is not observed in pieces where the 
meter is in four beats, as for example in Allemandes, because of the slowness of the movement.  In that 
case the inequality falls on the sixteenths, if there are any of them.47  [NB see the important note given 
on this!] 
 In pieces where the meter is in three slow beats, if several quarters in succession are found, one 
unequals them like the eighths.  As example in Phaëton singing a Duo, where the words are “Helas! une 
chaine si belle.”  Apart from these occasions all notes of the same value proceed equally. 
 When one ought to unequalize the eighths or the quarters, it is a matter of taste to decide if 
they ought to be a little or very unequal, yet others where they want to be less.48  Taste is the judge of 
this as of movement. 
 
 
Jacques Hotteterre (le Romaine), 3 entries by the same author 
 
Jacques Hotteterre (1673-1763) is the most famous member of the immense Hotteterre family of 
musicians so closely associated with French music of the 17th and 18th centuries in general and with wind 
instruments in specific.  Most closely associated with the flute and recorder, it is of a special kind of 
interest to learn that Hotteterre also wrote a method for Musette (the bagpipe), in which he also covers, 
though briefly, the use of inequality in popular music.  It seems remarkable to find that the technique so 
closely associated with art music for centuries had made its way into folk and popular idiom. 
 
Principes de la Flute Traversière (Amsterdam 1710), page 22 
 
 One will do well to observe that one ought not always to play eighth-notes equally and that one 
ought in certain meters to make of them a long and a short, which is also governed by the number.  
When it is equal one makes the first long, the second short, and so on for the others.  When it is 
unequal, one does entirely the opposite; this is called pointer.49  The meters in which this is practiced 
most ordinarily are the one in two beats, the one in simple triple, and the one in 6/4. 
 
L’Art de Preluder sur la Flute Traversière (Paris 1719) Chapter XI, page 57 
 
Chapter XI:  The Different Kinds of Meters (Mesures) with Explanations about their Eighth-Notes, etc. 
 
What causes the most confusion when one begins to beat the meter is the quantity of signs that 
distinguish the different kinds of them.  There are eleven kinds of them, of which I am going to give 
some examples and explanation. 

                                                            
with an eighth on the second half of the beat, that eighth is short—as it naturally would be—and then the next 
down-beat eighth is long.  This is consistent with the far better descriptions of some of the later authors, 
particularly Bordet, Engramelle, and Bedos de Celles, as will be seen. 
47 First, this contradicts what Marais says, and which he illustrates in specific notation as well as describes.  The 
meter of four beats is that of χ , and in this regard St. Lambert is consistent with most if not all the other authors in 
saying that inequality is applied not to eighths but to sixteenths in χ .  Nonetheless, there is absolutely no question 
that other authors do reverse the long-short rhythm to short-long, e.g., Sancta Maria and Loulié, though they do 
not connect it with an even or uneven number. 
48 This is a useful point at which to call attention that authors are generally agreed that inequality is not 
arithmetically precise, and that notation of dotted eighth + sixteenth is only approximate. 
49 For the probable meaning of this see the entries and notes under Marais and St. Lambert, and especially Bordet. 
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Meter in 4 Slow Beats:  The meter is marked with a χ .   It is composed of four quarter-notes or the 
equivalent; it is beaten in four beats and ordinarily very slow.  The eighths in it are equal and are as long 
as the quarters in other meters.  The sixteenths in it are pointées,50 namely a long and a short.  One 
employs it [inequality] equally [just the same] in vocal and instrumental, just as nearly in all other 
meters [mesures].  For example, in this first kind it is much in use in recitative in general, so also in may 
Airs, whether of motets or cantatas, rarely in French opera but frequently in Italian opera.  In 
instrumental it is appropriate in Preludes or first movements of Sonatas, for Allemandes, in Adagios, in 
Fugues, etc., but little in Airs of the ballet.51 
 

 
 
[The last passage at the end]  It would be quite appropriate in all the meters [mesures] regarding 
movement (mouvement) as the Italians nearly always perform it, where one and the same is sometimes 
very fast and sometimes very slow. 
 
Meter in Alla Breve Χ :  This meter is indicated by the sign Χ .  It is composed just like the preceding one 
in four quarters, etc.  The eighths in it ought to be equal in regularity, unless the composer puts dots in 
it.  Its ordinary movement (mouvement) is four moderate beats or two slow ones.  The Italians use it 
rarely except in what they call “Tempo di Gavotta” and “Tempo di Capella” or “Tempo alla breve,” in the 
last of which it is beaten in two moderate beats. 
 

 
 
M. Lully has employed it in his operas quite indiscriminately with that of [the sign] 2 alone.  One finds in 
it much inequality just like in several others.  It would appear to me quite in its true character in the 
“Tempo di Gavotta” of the Italians and in these two following examples. 
 

 
 
One can conclude that this meter holds a place between four beats marked by χ and two beats marked 
by 2 alone, as we are going to see. 
 

                                                            
50 He explains below that this means “unequal.” 
51 Compare statements by Marais and St. Lambert on inequality in the Allemande. 
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Meter in 2 Beats:  This meter is indicated by a 2 alone.  It is composed of two half-notes or the 
equivalent.  It is beaten in two equal beats.  It is ordinarily lively and piquée.52  One uses it in the opening 
of opera Overtures, Entrées53 of the ballet, Marches, Bourées, Gavottes, Rigaudons, Branles, Cotillons, 
etc.  The eighths in it are pointée [i.e., unequal]  One does not at all recognize it in Italian music. 

 
 
If one employs it in slow pieces, one ought to put there a warning.  One can say, besides, that this meter 
is properly that of χ , divided in two and the eighths changed into quarters.54 
 
Meter in Triple Major, i.e., Triple Double:  This meter is indicated by the sign 3/2.  It is composed of 
three half-notes, etc.  It is beaten in three slow beats ordinarily.  The quarters in it are pointée [unequal] 
like the eighths in the other meters.  One employs it in pieces that are pathetic and tender like 
Sommeils,55 Plaintes, Cantatas, Grave movements in Sonatas, and for Courantes for dancing, etc. 
 

 
 
Meter in Simple Triple:  This meter is indicated by a 3 or sometimes 3/4.  It is composed of three 
quarters, etc.  It is beaten in three beats.  It is sometimes quite slow and sometimes quite fast.  The 
eighths in it are nearly always pointées [unequal] in French music.  One employs it in Passacailles, 
Chaconnes, Sarabandes, Airs de Ballet, Courantes in Italian style, Minuets, etc. 
 

 
 
The small script text reads:  What makes the eighths equal on this occasion is primarily that it leaps in 
intervals, and beyond that that they are mixed with sixteenths. 
 

 
 

                                                            
52 Terminology is sufficiently ambiguous to render the meaning of piquée uncertain.  Both Brossard and Rousseau 
seem to indicate it is something more like staccato.  Since Hotteterre then specifies that the eighths are also 
pointée, usually meaning unequal, this would seem to preclude inequality as the meaning of piquée. 
53 The opening symphonia of a ballet. 
54 That is, a measure in χ is divided in half and each of its eighths becomes a quarter. 
55 Literally “Sleeps,” but neither Brossard nor Rousseau knows it as a standard movement type. 
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Meter in 3/8 called Triple Minor:  This meter is composed of one quarter pointée [dotted quarter],56 etc.  
It is beaten in one beat when it is in its characteristic movement, which ought to be fast.  Some 
composers have, however, employed it in very slow Airs; then one beats it in three beats just like Simple 
Triple, or even like Triple Major.  It is appropriate for graceful Airs like Canaries, Passepieds, and the 
simple eighths in it are equal and the sixteenths pointées [unequal].   
 

 
 
Meter in 9/8:  This meter is composed of three dotted (pointées) quarters, etc.  It is beaten in three 
beats.  The simple eighths in it are equal and the sixteenths are unequal (pointée).  One uses it 
sometimes in Cantatas but more often in Sonatas and especially in Gigues.  One has made common use 
of it in France for only a little while. 
 

 
 
The text before the last example reads:  One sometimes puts 3 eighths for one beat in the measure of 
Simple Triple, which amounts to that here. 
 
Meter in 6/4:  this meter is composed of two dotted half-notes (pointées), etc.  It is beaten in the most 
extensive practice in two beats, that is, beating three down and three up.57  Some people call it the 
meter in six grave beats, however, one sees few slow Airs composed in this meter, and on the contrary 
sees many of them fast and light.  The eighths in it are unequal (pointées).  One uses it in Reprises, 
Opera Overtures, in Loures, Gigues, Forlanes, in some Airs de Ballet of characters, etc.  One sees it rarely 
in Italian music. 
 

 
 
Meter in 6/8:  this meter is composed of two dotted (pointées) quarters, etc.  It is beaten in two beats.  
The plain eighths are equal and the sixteenths are unequal (pointées).  One employs it quite generally, 
but mainly in Cantatas and in Sonatas.  It is particularly appropriate for Gigues, etc.   

 
 

                                                            
56 Here pointée is used in its other sense of “dotted” and does not mean “unequal.”  As so often, context must 
guide as to the author’s meaning. 
57 That is in modern terms three quarters on one downbeat and three on a similar upbeat.  Each of which, up and 
down, is considered here as one beat. 
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The last text reads:  It amounts to 6/4 with only the note-shapes different. 
 
Meter in 12/8:  This meter is composed of four dotted (pointées) quarters, etc.  It is beaten in four beats, 
the plain eighths are equal, etc.  One employs it usually in instrumental music more than in vocal.  It is 
especially appropriate for Gigues.  Its use is quite new in France 
 
 

 
 
The last text reads:  One sometimes puts 3 eighths for one beat in the meter of χ or Χ , which amounts 
to the one here. 
 
Meter in 2/4:  This meter is composed of two quarters, etc.  It is beaten in two beats.  The plain eighths 
in it are equal, ordinarily, and the sixteenths are unequal (pointées).  It is appropriate for graceful and 
staccato Airs.  One employs it in Cantatas and Sonatas more than in Motets or in the Opera.  To consider 
it well, it is properly only the meter in four quick beats divided into two. 
 

 
 
The last text reads:  some composers have indicated it in this way [i.e., in 4/8]. 
 
One can multiply further the kinds of meters according to 
character that one imagines.  For example, one celebrated 
composer of our times has introduced one of them in 
12/16.  It is composed of four eighths and consequently of 
twelve sixteenths, and it is beaten in four beats.  The 
sixteenths are equal in it.  One could also make use of 2/8, 
which would be composed of two equal eighths or four unequal sixteenths and would be beaten in a 
very fast tempo.  This meter would be appropriate for certain Airs de Tambourin58  and others of the 
same character. 
 
One will no longer be frightened by all these signs and by all the different meters when one knows that 
in practice they are reduced to two kinds, namely the four-beat and the three-beat.  One can convince 
oneself of this in examining attentively the correspondences they have among themselves.  One will find 
in my preceding works, and in the present one here, some of all kinds except 12/16 and 2/8. 
 
Some composers (principally the Italians) put a χ before all the signs that I have spoken of previously, 
beginning from Triple Major.  They designate even Simple Triple by ¾.  
Here is how one ought to understand this addition.  They 

                                                            
58 Rousseau says that the Tambourin is a dance very fashionable in the French theaters of the day.  It is in a very 
fast two beat meter.  See Appendix 1 for a possible sample 
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presume that there is only one true meter, which is the one 
designated by χ and all the others are derived from it.59  They 
would say, then, for example, the meter in 3 beats is 
composed of only three quarters, but it derives from the one 
of four beats, which has four of them, and so it is 3 in place of 4, otherwise 3 quarters:  Likewise, the 
meter 6/8 is composed of only six eighths, but it derives from that of four beats, which has eight of 
them.  Thus, it is 6 in place of 8, or six eighth-parts, and so on for the others.  
 
I would add here on the subject of the meter 12/16 that I have cited above, that one can form three 
others from it, which are 9/16, 6/16, 3/16.  One will find this first employed on pages 25 and 42 of this 
work.  One will also find the second and third on the same page 42.  Further, although the discussion 
that makes the subject of this chapter may not be on the essence of the Prelude, I believe, nonetheless, 
that one ought not be disturbed to find it here.  One will be able to put it in practice in the preludes of 
this book, which I have measured completely, in part with this intention.  Several are completely barred 
and, in regard to the others, one will observe on the line of their bass some little marks of engraving that 
divide the measures. 
 

 
 
Example from page 42 as cited. 
 
Methode pour la Musette, Op. X, (1738) pages 16, 18, 35, 39 
 
Page 16:  I will observe further that they [eighths] are played one time faster than quarters and that they 
are unequal in certain meters (mouvements).   
 
Page 18:  I will explain here for those who could not know it, what I introduced before on the subject of 
the inequality of eighths, on which I will make two observations.  First, it is practiced only in meters of 
two beats, in three beats, and in their compounds and derivatives, and that it consists in making them a 

                                                            
59 On “derived” meters see Duval’s confusion in Article XXII and notes and Raparlier page 10. 
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long and a short by twos.  Second, this rule is practiced according to the number even or odd.  When it is 
even, the first eighth is long and the second short and so on with the others in the same succession.  
When it is unequal, the first is short and the second long, etc.60  In order to break the habit61 of 
performing them faster than the quarters, one will repeat them much more often in practice, for they 
[the seconds] are shorter by half. 
 
Page 35:  A dotted quarter is worth three eighths, and in meters where the eighths are unequal, the dot 
after the quarter is made equivalent to a dotted eighth [which would then be followed by a short 
eighth.62 
 
Page 39:  The meter of this second Air possesses similarity to the first one [in ¾] although it appears 
quite different and we observe on this subject that in certain meters, of which the present here is one of 
them, the eighths are equal among them, and they proceed just like quarters in some others, and all the 
values are in proportion. 
 
 
 

 
 

                                                            
60 This is an issue much discussed in both primary sources and modern secondary sources.  Some primary sources 
support what I believe is the real sense of this badly expressed description that appears fairly often.  An even 
number begins on the downbeat and proceeds long-short, whereas an uneven number begins on the upbeat and 
begins with a short note, but then the next downbeat is long and maintains the pattern long-short.  There will be 
more on this subject below, cf. Bordet, Engramelle, Bedos de Celles. 
61 Hotteterre here uses an idiom known neither to Cotgrave (1611) nor modern French dictionaries, namely, 
“rompre dans l’habitude.” My sense is that it means in order to break the habit of performing the two eighths 
together as faster than a quarter, much practice is required.  In other words, they tend to be rushed.  This is 
supported, I believe, by the many authors who caution that two unequal eighths must be exactly the value of one 
quarter.  This appears supported by the following quote on page 35. 
62 That is, the dot of the dotted quarte would be lengthened, followed by a “second” short eighth and then by 
successive eighths in regular long-short sequence. 
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François Couperin, 2 excerpts 
 
Perhaps no single author/composer could alone be more authoritative on the subject of French 
keyboard performance practice than François Couperin (1668-1733), especially since he was active at 
the height of the technique of inequality.  This makes his brief statements on the subject all the more 
important, particularly because he treats inequality as such an absolute given of style as to constitute 
“enslavement” to the practice. 
 
Pièces de Clavecin, Livre 1 (1713) 
 
The following detail is drawn from the table of ornaments that appears at the end of Livre 1.  The 
particular notation and its explanation should be compared with excerpts from Fouquet and Bailleux 
given below. 
 
Page 75:  Coulés, whose dots indicate that the second note of 
each beat ought to be more emphasized (appuyée).63 
 
A good example of Couperin’s use of the symbol is in the Fifth 
Ordre of Livre 1, La Badine. 
 
 

                                                            
63 Hefling gives a good discussion in historical context of this rather enigmatic ornament and its sign (pp. 14-15).  
The main problem is with the verb appuyer, which means something like to emphasize or stress.  He notes that 
Engramelle much later identifies the same symbol as short-long.  Since Couperin considers long-short to be the 
standard, it is logical that his special symbol would indicate something different.  Hefling seems to “lean” toward 
the short-long interpretation. 
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Though it is temporally “out of place” at this point [no puns 
intended], it is worthwhile giving Engramelle’s interpretation, 
which he calls “Secondes Coulées,” according to Bedos de Celles.64  
 
The short-long interpretation seems well enough established to 
consider it another of the few later vestiges of Sancta Maria’s 
second type of rhythmic alteration. 
 
 
 
 
 
L’Art de Toucher le Clavecin (1716) 
 
Page 39:  There are, according to me, in our way of writing music some defects that relate to the 
manner of writing our language!  This is that we write differently from what we perform, which causes 
foreigners to play our music less well than we do theirs.  On the contrary, the Italians write their music 
in the true values that they have conceived it.  For example, we dot (pointons)  a succession of several 
eighth-notes joined stepwise, yet we designate (marquons) them as equal!  Our usage has enslaved us 
and we persist. 
 
 
Peter Prelleur, The Modern Musick-Master or The Universal Musician (1731):  
The Newest Method for Learners on the German Flute, page 7. 
 
Prelleur’s Modern Musick-Master is a compilation of several different methods for instruments and 
voice, along with a brief history of music and a dictionary.  A native of England, Prelleur (1705?-1741) 
was possibly of French ancestry.  Though his book is notable in its own right, its importance in this 
context is as the only English language primary source available for this study and for establishing that 
inequality was at least known in England.  Prelleur repeats the “rule” regarding even/odd number 
                                                            
64 See Hefling pp. 14-15, from Bedos de Celles, Vol. 4, Ornament Tables CXI. 
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succession, but his statement is so terse, even perfunctory, that it gives rise to the suspicion that he is 
merely repeating from another source, perhaps without full understanding(?).65  Scepticism about his 
full understanding increases in light of the fact that he says eighths in χ are unequal, a minority opinion. 
 
Page 7:  Quavers are not always to be play’d equally, but you must in certain movements [meters] make 
one long and one short, which is also regulated by their number, for when they are even, You must 
make the first long the second short and when they are odd, you do quite the reverse, that is call’d 
pointing; the movements [meters] in which ‘tis most commonly used is Common Time [χ ], Triple Time, 
and Jigg Time or 6/4. 
 
 
Johann Gottfried Walther, Musicalisches Lexicon (1732), s.v. Lourer 
Walther’s music dictionary is one of the greatest monuments of musical lexicography.  Unfortunately, it 
provides only very little information on the subject of inequality. 
 
Lourer—consists in this, that among two notes of the same value one dwells on the first a little more 
and gives it a little more emphasis than on the second, so long as one does not dot or delay (abstösset) 
it.66 
 
 
Michel Corrette, 3 excerpts 
 
Michel Corrette (1707-1795) was a prolific organist, teacher, composer, and author of many method 
books on performance practice.  
 
Methode pour Apprendre Aisément à Jouer de la Flute Traversiere (1735), Chapter V, pp.4-6 
 
 The movement (mouvement)67 of a piece is indicated by numbers except for the four-beat that 
is marked by a χ or a Χ .68 
 All the different ways of indicating the meter in music are reduced to that of 2 or 3 beats, and 
have only been devised in order more precisely to indicate the degree of fast or slow. 
 The meter in 4 beats contains two times the meter in two beats.  Also the beating (bat-on)69 is 
of two different manners, namely, in the Allegros always one time and in Adagios, or other slow pieces, 
two times if one wants. 
 But, it is only in the 4-beat and 12/8 where one can beat two times. 

                                                            
65 See Bordet, et al.   
66 I take Walther’s sense of abstösset as a reference to the fairly common dictum that the overall regularity of the 
pulse should not be altered by the rhythmic alteration of the notes by twos.  Hotteterre, as I interpret, also 
expresses this in a way less than clear, see n.60. 
67 Rousseau defines mouvement as the faster or slower tempo as indicated by or associated with a specific meter 
and its sign.  But, the word is also used to mean something like “character.”  Here it appears to mean meter. 
68 Χ is usually considered a slow 2-beat meter between χ and 2. 
69 Corette appears to mean something distinct by the term bat-on. In his Parfait Maître à Chanter he defines bâton 
as multi-measure rests originating from the longer note values of mensural notation and their combination, such 
as the maxima, longa, and brevis.  These are still found occasionally, especially in European editions, alone or in 
combination, for multiple-measure rests, though such rests are now probably more often indicated by a long 
horizonal bar topped by the number of measures.   
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 The 4-beat χ or Χ is much in use in Italian music, as in the Allemande, Adagio, Allegro, Presto of 
Sonatas and Concertos. 
 It is necessary to play the eighth-notes equally and to dot (pointer) the sixteenths by two.  One 
also plays them equal sometimes in the Allegros and Prestos of Sonatas and Concertos. 
 The 2 designates the meter in two beats.  This meter serves for Rigadons, Gavottes, Bourées, 
and Cotillons in French music.  Italians hardly ever use it.  It is necessary to dot (pointer) the eighths by 
twos; that is to say, the first is long and the second short. 
 The 3 indicates the meter in three beats.  This meter serves for Menuets, Sarabandes, 
Courantes, Chaconnes, etc.  The Italians always indicate this meter by 3/4 as in compound signs. 
 
2-beat meters:  2/4, 2/8, 6/8 
3-beat meters:  3/4, 3/2, 3/8, 3/9 [sic]70 
Meter in 2 unequal beats:  6/471 
Meter in 4 beats:  12/8 
 
 2/4 or 2/8 is the 2-beat of the Italians.  This meter often serves in Allegros and Prestos of 
Sonatas and Concertos.  It is necessary to play the eighths equally and to dot (pointer) the sixteenths.  
One also sometimes plays them equally in Sonatas. 
 6/8 serves for Gigues both French and Italian.  The eighths are played equally, one often 
proceeds with the first two on one stroke of the tongue and sometimes three. 
 3/2 indicates a slow tempo.  This meter serves sometimes for the Sarabande.  It is necessary to 
dot (pointer) the quarters by twos and sometimes to play them equally according to the character of the 
piece, as in the English Air “Dusty Miller.”  See the English songs adapted for flute by M. Corrette. 
 3/8 serves in French music for Passepieds.  This meter of three beats is found very often in 
Affettuosos, Minuettos, and Allegros of Sonatas.  It is necessary to play the eighths equally and to dot 
(pointer) the sixteenths. 
 9/8 is rarely found in French music but quite often in Italian music, such as Gigues, Allegros, and 
Prestos.  The eighths proceed equally, except for the sixteenths, which must be dotted (pointer). 
 6/4 is a meter of two unequal beats.  It serves for the Loure in French music.  The English 
compose many Vaudevilles and contradanses in this meter.  See Bartholomew Fair, Hunt the Sgnerer [?], 
Lilibulero, Hoopt Petty Coat, in the Chansons Angloises.  These Airs ought to be played in a noble style by 
indicating the quarters well, dotting (pointer) the eighths by twos.  This meter is found very seldom in 
Italian music. 
 12/8 is found in Italian music, Allemandes, Francoises, Angloises, in Gigues in 4 beats.  It is 
necessary to play the eighths equally and dot (pointer) the sixteenths. 
 
L’Ecole D’Orphée:  Méthode pour Apprendre Facilement a Jouer du Violon (1738), Chapter IV, 
pp. 3-5 
 
Chapter IV:  Explanation of the Meters (Mouvements) for What Kind of Pieces they Serve. 
 
Two beats marked by a 2:  used for Rigaudons, Branles, Bourées, Gaillardes, Villageoises, Cotillons, 
Gavottes, etc. 
It is necessary for the second eighth to proceed faster. 

                                                            
70 9/8 was probably meant. 
71 By unequal beats is meant a long down stroke of the hand twice as long as the following quick upstroke. 
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Three beats marked with a 3:  used for Menuets, Sarabandes, Courantes, Passacailles, Chaconnes, and 
for Folies d’Espagne. 
It is necessary for the second eighth to proceed faster. 
Four beats marked by Χ :  used for Fugues de Chapelle, Entrées d’Opera, and for the beginnings of 
Overtures. 
It is necessary for the second eighth to proceed faster. 
Four beats marked by χ :  used much for church music, it is very much in use in Italian music, as in 
Allemandes, Adagio, Allegro, Andante, Presto of Sonatas and Concertos. 
One plays the eighths equally.  It is necessary for the second sixteenth to proceed faster, see the 
example on page 30. 
 

 
 
The two-quarter 2/4:  used often for reprise in Overtures, it is much in use in Italian music, such as 
Vivace, Allegro, Presto, and Ariettes, at present several composers make use of it also for Andante and 
Adagio. . . .  One plays the eighths equally, it is necessary for the second sixteenth to proceed faster. 
 
[6/8 and 12/8 are omitted here because there is no reference to inequality. 
 
The three-quarter 3/4:  used in Courantes of Sonatas.  It is necessary for the eighths to be equal and the 
second sixteenth to proceed faster, see page 28.72 

 
 

                                                            
72 Note that just below in reference to Corelli’s Italian “Corrente” he says that the eighths are equal but makes no 
mention of the sixteenths.  Many authors remark that the Italians used no improvised inequality.  See especially 
Couperin in his L’Art de Toucher.  In passing, also notice the confusion between French “courante” and Italian 
“corrente.”  
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The 3/8:  used in French music for Passepieds and sometimes in Reprises of Overtures.  See page 20 . . . .  
It is necessary to play the eighths equally and the second sixteenth to proceed faster. 
 

 
 
 
The 6/4:  used in French music for Loures, see page 23, Forlane, see page 19, and sometimes in the 
Reprise of Overtures.  One finds it very little in Italian music.  It is necessary for the second eighth to 
proceed faster. 
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The 3/2:  very little in use in French music.  Italian composers very often write Sarabandes and Adagios 
in this meter.  It is necessary for the second quarter to proceed faster. 
 
[9/8 is omitted here because there is no reference to inequality.] 
 
 
Methode Théorique et Pratique pour Apprendre en peu de Tems le Violoncelle (1741), Chapter 
V, pp. 4-6 
 
Corette’s remarks on inequality in his violoncello method are far less extensive and detailed than those 
that appear in the flute method.  Most of the information they provide is completely consistent with the 
latter, so that much may safely be omitted on the grounds of redundancy. 
 
Chapter V:  On Meter (excerpts) 
 
 The 2-beat [meter] indicated by 273serves in French music for Rigaudons, Branles, Bourées, 
Vaudevilles, Cotillons, Gavottes, etc. 
 It is necessary to perform the second eighth faster. 
 On the meter in 3 beats:  this meter is indicated in Italian music by 3/4, and in French music by a 
3 alone, 3 quarters or the equivalent.  In each measure the eighths are played equally in Italian music, as 
in the Courante of the 7th Sonata of Corelli’s Op.5. 

                                                            
73 Corrette is confusing here.  Earlier he defines the 2-beat measure consisting of 4 quarters as indicated by the 
meter sign 2.  He then directs the reader to page 28, where he says are found all the meters of 2-beats, but on 
page 28 he gives only Χ , χ , and 2/4. 



45 
 

 
[Corelli excerpt provided by translator for readers’ convenience, Estienne Roger, Amsterdam ed.]74 
 
 In French music one performs the second eighth of each beat faster, as in the Chaconne de 
Phaeton of M. de Lully, but one plays them also sometimes equally when there are sixteenths. 
 On the meter in 4 beats:  One indicates the meter in 4 beats by a χ .  The eighths are played 
equally and the sixteenths are dotted (pointer) by twos; that is to say, that the first of each beat is long 
and the second short.  One plays them also sometimes equally as in Adagios, Allegros, and Prestos of 
Sonatas and Concertos. 
 
 
Michel Pignolet de Montéclair, Principes de Musique (1736), pp. 21, 30 
 
Montéclair (c1667-1737) was an accomplished performer, composer, author, and teacher, whose 
students included no less than the daughters of François Couperin.  As an author his attitudes are often 
refreshingly frank, a particular case in point being his disgust with the lack of standardized terminology.  
The clarity of his prose and his attention to the specific make clear the reason for his success as a 
pedagogue.  It is important to note in the first example on page 21 that the eighths are disjunct not 
stepwise, as is the most common use of inequality.  It is also interesting that Montéclair appears to 
advocate a delay on the quarter. 
 
Page 21:  When one encounters a quarter-note and afterward two eighth-notes in one beat of a meter 
(mesure),75 it is necessary to delay on the quarter during the half of the beat and then to perform the 
two eighths on the second half beat, stressing the voice a little more on the first eighth than on the 
second.  This second eighth should proceed a little faster than the first. 
 

                                                            
74 Note that Corrette refers to the piece by the French term “Courante,” though performance practice is quite 
different for the Italian and French forms. 
75 The conception of “beat” is often slower than we consider it.  The example he gives here is in 2, which would be 
similar to alla breve, though generally considered to be faster. 
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When one encounters two eighths and afterward a quarter in one beat, it is necessary to sing the two 
eighths in the first half of the beat and to remain on the quarter for the other half-beat because the 
quarter is worth as much as the two eighths. 
The example above and the one below make understood the necessity that there is to feel well the two 
parts or halves of each beat. 
 

 
 
[It is important to observe that Montéclair does not make clear in the explanation of the second 
example that the eighths are unequal, as in the first explanation.  He does, however, make this clear in 
the instructions within both examples themselves, as “appuyez . . . passez vite” over the eighths.] 
Page 30:  Eighth-notes are sometimes sung equally and sometimes unequally.  When one makes them 
equal, one remains as long on the second as on the first.  When one makes them unequal, one delays a 
little more on the first than on the second. 
 

 
 
 
 
 

 
Sing what follows as if it were notated in the 
preceding manner.   
 
 
The eighths are equal in the following measures: 
 

 
The eighths are unequal in the following lesson: 
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When the composer wants the eighths to be equal in a meter of three beats, designated by 3 or 3/4, he 
writes above “croches egalles” [eighths equal].  The eighths are equal in compound meters designated 
as 6/8, 9/8, 12/8 because they derive from the simple meter 3/8 in which eighths are equal. 
 
The eighths are unequal in compound meters 6/4, 9/4, and 12/876 because they derive from the simple 
meter designated by 3 or 3/4, in which eighths are unequal.  In any meter that is possible, the notes of 
which must be four to fill the beat (tems), these are always unequal. 
 
[The following example is a Gavotte in the Italian style.  As many authors attest, the Italians did not use 
improvised inequality, hence “croches egales.”] 
 

 
 
[Again, the Italian style is suggested by the Italian-influenced spelling Courente for Corrente instead of 
French Courante, the designation Italian, and the use of 3/4.] 
 

 

                                                            
76 A possible error for 12/4?  He has already just proscribed inequality in 12/8. 
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Pierre-Claude Fouquet, Les Caracteres de la Paix:  Pièces de Clavecin.  [1749], p.6 
 
Fouquet (1694?-1772) is the last and most successful member of a large family of musicians extending 
back into the early 17th century.  Oxford Music Online observes that the ornament table that appears in 
this work is superior in its explanations to those of Couperin and Corrette, with which the present 
author agrees.77  Among the ornaments he explains is Couperin’s coulé. 
 
Coulé78—of which the dots indicate that the second note of each beat ought to be more emphasized 
than the first.79 
 
Fouquet Couperin    
 
 
 
 
 
 
 
 
 
 
Fouquet’s description reads:  Coulé, whose dots indicate that the second note of each beat ought to be 
stressed more than the first. 
 
 
Bedos de Celles  
 

                                                            
77 It is very tempting to introduce the entire two pages of ornament tables here, but it would consume too much 
space and must await possible separate treatment at a later date. 
78 Coulé, the basic meaning is a slur or slurred pair, but the device is often associated with other types of 
ornaments, as in this case. 
79 Hefling (page 14) notes the use of the coulé with dot, first used by Couperin, to indicate a short-long pair, 
reversing the long-short sequence.  Engramelle describes it definitively as a short-long pair.  Bedos de Celles 
provides a realization based on Engramelle.  See also above under Couperin, but I provide all three at this point for 
the reader’s conventience. 
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