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1750-1800 
 
Johann Joachim Quantz, Versuch einer Anweisung die Flöte Traversiere zu 
Spielen (1752), Chapter XI, § 12, pp.105-106 
 
J. J. Quantz (1697-1773) was renowned in his lifetime throughout Europe as a virtuoso flutist.  His 
Versuch is also considered one of the few most important primary sources on performance practice of 
the 18th century.  It constitutes one of only very few German sources on the practice of rhythmic 
inequality, which could not come from a more important source.  Quantz was employed at the very 
Francophile Prussian court of King Frederick the Great, which may in part explain Quantz’s knowledge of 
and attention to the technique.  In his fairly brief discussion of the technique, Quantz manages to pack a 
larger, succinct amount of information than virtually any other author. 
 
Pages 105-106 
 
 I must at this time make a necessary comment that concerns the time, how long each note must 
be held.  One must know how to make a distinction in performance in the case of main notes, which one 
also calls downbeat—or according to the Italian practice are accustomed to be called “good” notes—and 
continuing upbeat ones, which among some foreigners are called “bad.”  The main notes/downbeat 
must always, where it is permitted to do, be more emphasized than the continuing/upbeat ones.  In 
consequence of this rule, the fastest notes in every piece of moderate tempo, or even in Adagio, in spite 
of them having according to appearance all the same value, nonetheless must be played a little unequal, 
so that one hold somewhat longer the downbeat notes of any figure—namely the first, third, fifth, and 
seventh—than the continuing/upbeat ones, namely the second, fourth, sixth, and eighth.  But, this 
prolonging must not amount to so much as if a dot were applied.  Among these fastest notes I 
understand quarter-notes in 3/2 time, eighths in 3/4 time, and sixteenths in 3/8 time, the eighths in Alla 
Breve, the sixteenths or thirty-seconds in 2/4 time or in common 4/4, χ , time, but only so long as no 
figures of still faster or one level shorter notes in any meter are intermixed, since in that case these 
latter must be performed in the practice described above.  For example, in Table IX, Figure 1, the eight 
sixteenths under the letters K, M, N, if one wants to play slowly all in the same value, then they would 
not sound so pleasant, as if of the four one makes heard the first and third longer and stronger in tone 
than the second and fourth.  From this rule, however, are excepted:  in first place rapid passages in a 
very fast tempo, in which time does not allow them to be performed unequally, and in which case, 
therefore, one must bring out long and strong only the first of the four.  Further are excepted:  all rapid 
passages that the voice has to make, if otherwise they ought not to be slurred, because each note of this 
kind of singing passage must be clearly made and marked by means of a gentle puff of air from the 
chest, thus there is no place in this case for inequality.  Further are excepted notes over which lines or 
dots stand, or of which quite a few are produced one after another on one pitch.  Further, if a slur 
stands over more than two notes, namely over four, six, or eight; finally, the eighths in Gigues.  All these 
notes must be performed equal, that is, one as long as the other. 
 
K   M   N  
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Toussaint Bordet, Méthode Raisonnée pour Apprendre la Musique [1755], pp. 
5,7 
 
There is no information on Bordet apart from brief, meager references online.  This is unfortunate 
because Bordet clarifies the issue regarding even and uneven successions and the long-short reversal to 
short-long controversy.  He makes it clear that there was no reversal; rather, the even or uneven 
succession refers to whether it begins on an upbeat (uneven) or downbeat (even), and the long-short 
succession of long downbeat and short upbeat is retained.  This does not at all mean that the short-long 
alteration did not occur, it simply is not linked to the number of notes in the succession. 
Page 5:  The Dot [point] (  ) placed after a note, of whatever kind it be, prolongs it by the half of its 
value.  The dot serves further to indicate that one ought to make equal the notes of a melody although 
the meter sign characterizes them as unequal, but for the time it is placed on the notes that one wants 
to render equal for one measure or two from the beginning of the piece only. 
 
Notes rendered equal and unequal by the effect of the dot.  The dot placed above renders them equal 
and placed after renders them unequal. 
 
 

 
 
 
Page 7:  The different meter signs serve not only to give the tempo (mouvement) of the Airs, but also to 
render unequal by twos any notes of the same kind; namely, the first long and the second shorter and 
repeated on the third, which is long just like the first, and the fourth always short, thus by twos, so long 
as the same kind of note is not interrupted.  It is especially important to observe, when one gives this 
unequal movement to any notes that one makes the first one of the pair long, whether after the barline 
that separates each measure, or after a note of another value, or after a rest.  For, if any unequal notes 
(notes inégales) were to begin in an unpaired number (nombre impair), it would be necessary, in that 
case, to make the first short and the following one long, so as not to disturb the natural arrangement 
that they ought to have, and this [first] unpaired number would come from what there was before, a dot 
or a rest of the same value, which would take the place of the first long note, and of the first number of 
the pair.80 
 
Page 8:  For the meters of χ , 3/8, 2/4, 6/8, 9/8, 12/8, 2/8, one always makes the eighths equal.  For 
meters 6/4, 9/4, 3/2, 2 or Χ and 3 or 3/4, one makes eighths unequal; however, when eighths are mixed 
with sixteenths, the eighths are made equal and the sixteenths unequal. 

                                                            
80 Though this explanation is slightly convoluted, it is still clear from “if any unequal notes were to begin on an 
unpaired number, it would be necessary, in that case, to make the first short and the following one long, so as not 
to disturb the natural arrangement,” that “unpaired number” means if the succession begins on the upbeat rather 
than the downbeat.  In the case of beginning on the upbeat, that note must be short.  The determining issue is not 
the total number of notes involved (even or odd) but where the succession starts, upbeat or downbeat.  The 
natural succession of long-short must remain correlated with downbeat-upbeat.  This is confirmed later by 
Engramelle and Bedos de Celles. 
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 Some notes unequal in principle yet become equal when there are dots above, and further 
when the composer writes at the beginning of the Air, “telles notes égales.” 
 Quarters are made unequal only in the meter 3/2. 
 Sixteenths are made equal in the meter 2/8, but this meter is little used.  Sixteenths are further 
made equal in some other meters when they are mixed with thirty-seconds. 
 
 
Henri Louis Choquel, La Musique Rendue Sensible par la Méchanique (1762), 
Chapters III & IV 
 
Chapter III:  Meters in Three Beats81 
 
Page 106:  One observes only that when there are found eighths in this sort of meter [3], the first of the 
two that form a beat ought to be held a little longer than the second, which connects the melody and 
renders it more flowing. 
 
Chapter IV:  Meters in Two Beats 
 
These are Χ , 2, 2/4, 6/4, 6/8, 6/1682 
Page 110:  [In regard to 2/4] the movement of this kind of meter is neither too slow nor too fast, but it 
requires being strict.  One makes use of it mainly in cantatas.  One dots (pointer) the first eighths and 
the second is consequently found as a sixteenth.83 
 
 
Duval, abbé Pierre, Principes de la Musique Pratique (1764) Articles XVIII-XXII, 
pp. 43-5384 
 
There is no information on the abbé Pierre Duval.  His book seems to have been written as an 
introduction to music.  It is in the rather antiquated dialogue form—D = demande (question), R = 
reponse (answer).  The information level seems correspondingly rather elementary and sometimes 
includes apparently careless errors. 
 
Article XVIII:  Meter in 2 beats 
[Duval explains that the meters of 2 beats divide the whole-note into two equal parts.  There are two 
such meters indicated by Χ and 2, with 2 indicating the faster tempo of the two.] 
Page 43: 
D:  How ought one to perform eighths in this measure [i.e., 2 and Χ ]? 
R:  It is necessary that the first, third, fifth, etc. be quite longer than the second, fourth, sixth, etc.  This 
what is called pointer the eighths. 
D: Ought one make only the eighths unequal? 

                                                            
81 Choquel identifies these as 3, 3/1, 3/2, 3/4, 3/8, 9/8.  He distinguishes 3 from 3/4 only by the fact that in 3/4 the 
eighths ought to be detached and equal (p.107). 
82 In Chapter V Choquel considers 4-beat χ but does not discuss any level of inequality in it. 
83 Choquel probably means this to be improvised inequality. 
84 I find Duval’s book so superficial and frequently confused, inconsistent, and contradictory that I cannot forbear 
warning the reader to take it cum grano salis! 
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R:  It is necessary to follow the same rule for sixteenths and thirty-seconds in a meter of two beats. 
D:  Is there no exception to this rule? 
R:  Yes, it is necessary to make the eighths equal when one is so directed verbally or in the score, or 
indeed when they have little dots or lines either above or below. 
 
Article XIX:  On 3 in 2 
Page 44: 
D:  What does the number 3 mean that one sees sometimes above or below certain notes? 
R:  It indicates that the three notes above or below ought have no more value than the two whose place 
they hold. 
D:  For what notes does one use this 3 in 2? 
R:  For all unequal notes, such as eighths, sixteenths and thirty-seconds in the meter of two beats.85 
D:  Why does one use 3 in 2 only for unequal notes? 
R:  Because by playing them equally short they are equivalent to two others, of which the first is quite 
longer than the second.86 
D:  Is the number 3 always found above or below the 3 in 2? 
R:  No, it must be supplied when the unequal notes are in greater number than necessary, and especially 
if they are tied by threes. 
D:  If in a meter two eighths produce three, how many of them would four produce? 
R:  Four would produce six of them.  Six would produce nine and eight would produce a dozen, so that in 
one measure of two beats87 there can be twelve eighths in place of eight. 
 
Article XX:  Meter in 3 beats 
Pages 46-47 excerpt: 
[this is a meter of 3 equal quarter-notes] 
D:  Which notes should be unequal in this meter? 
R:  The eighths, sixteenths, and thirty-seconds as in the meter of 2 beats. 
 
Article XXI:  Meter in 4 beats 
Pages 48-49: 
[The meter sign is χ for 4 equal beats together equaling a whole-note.]88 
D:  Which notes ought one make unequal. 
R:  One only makes unequal the sixteenths or thirty-seconds, unless there is an exception. 
 
Article XXII:  Composées Meters89 

                                                            
85 This explanation strikes the reader as bizarre.  I believe it is just another case of a bad explanation, as so often 
appears.  I believe it is a particularly inept way of saying “for all notes that are susceptible of being played 
unequally.”  Instead, the abbé makes it sound like the inequality is applied—somehow or other—on top of the 
triple subdivision! 
86 This just seems to reinforce the clumsiness of his previous explanation. 
87 Duval recognizes only meters of 2 or 3 beats.  4-beat χ , he says, is only a slow 2-beat meter; thus, the meters 
considered here are χ , Χ , and 2. 
88 The good abbé now contradicts himself by recognizing a 4-beat meter and saying it is indicated by the sign χ . 
89 There is no single way to translate Duval’s composées because he combines meters that our current tradition 
does not combine, mixing 2-beat, 3-beat, and compound meters.  Hotteterre in L’Art de Preluder describes an 
Italian practice (above page 35) that originates from viewing all meters as derived from χ , which makes perfect 
sense from the perspective of pre-time signature mensural notation:  3/4 is 3 beats taking the duration of the 
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Pages 49-53 excerpts: 
[these are 2/4, 3/2, 3/4, 3/8, 6/4, 6/8, 9/4, 9/8, 12/4, 12/8] 
D:  What rule do you have for knowing the notes that one ought to make unequal in compound meters? 
R:  It is necessary to make unequal all the notes of less value than those that are indicated by the lower 
number, with the exception of 2/4 and 3/4,90 in which one makes unequal only the sixteenths and thirty-
seconds. 
D:  Do you apply this rule to other meters? 
R:  In 3/2 meter one makes unequal the quarters, eighths, sixteenths, and thirty-seconds because they 
are of less value than the half-notes indicated by the number 2.  In meters 6/4, 9/4, 12/4, one makes 
unequal the eighths, sixteenths, and thirty-seconds because they are of less value than the quarters 
indicated by the lower number 4.  In meters 3/8, 6/8, 9/8, 12/8 one makes unequal only the sixteenths 
and thirty-seconds that are of less value than the eighths indicated by the lower number 8. 
 
 
Joseph Lacassagne, Traité Général des Éléments du Chant (1766), pp. 44-61 
 
Joseph Lacassagne (c1720-c1780) was a theorist and music teacher born in Marseilles but actively 
mainly in Paris.  The present text was an unsuccessful attempt to simplify musical notation for the sake 
of learning.  In the book he provides a quite decent “catalog” of possible meters and the inequality 
possible in each, as well as stating under what conditions such permissible inequality is prohibited.  His 
discussion is, however, somewhat muddied by the usual vagueness of terminology.  For example, the 
term “point” means either the dot of extended duration or the dot above a note indicating staccato or 
spiccato.  He distinguishes this point from his own apparent neologism pointe and gives a rather poor 
illustration of it within the text that identifies it as the more extreme stroke or wedge “staccato” mark.  
His usual term for inequality is the pronominal verb se piquer, which is counter to Rousseau’s 
understanding of the term. 
Page 44:  2 or Χ .  This meter is beaten in two beats, the first down and the second up.  A whole-note or 
its value is necessary to fill this measure.  The eighth-notes proceed unequally, that is to say that the 
first is much longer than the second in proportion to the tempo that one performs.  There are some 
exceptions that are necessary to observe well when it will be time for them. 
 
Page 51, On Eighth-Notes:  Eighth-notes go along or proceed equally when they go by threes of by sixes, 
in that case one surmounts them with a [3 topped by a slur] or a [6 topped by a slur], and one calls them 
three for two or six for four because they have only the same value in the measure. 

 
Eighths proceed also equally and detached when they are combined with sixteenths or syncopated 
notes.  One is made aware of them usually by dots or points (points ou pointes) that are placed on the 
notes.91  It is the same in other meters in three and in four beats. 

                                                            
original four beats, etc.  But that cannot explain Duval’s list.  Raparlier uses the term “Derived,” but it does not 
correspond to Duval’s composées. 
90 This violates what he said under Meter in 3 beats in Article XX. 
91 Lacassagne invents a new term pointe, which is unknown to Brossard and Rousseau and which he distinguishes 
from point.  The latter he uses in the sense of “dot” both of duration and staccato.  Deducing from a poor 
illustration in the text and the musical example, pointe (no accent) apparently refers to the stroke or wedge 
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Page 55:  In simple meter in 2/4 or 4/8 there 
must be two quarters or their value, and one 
takes one in each beat.  The eighths proceed 
equally and the sixteenths are unequal (se 
piquent),92 apart from exceptions, that is to say 
when there are not triplet eighths, nor dots 
(points) nor strokes (pointes) above so as to 
make them proceed equally.  Observe also that in 
variations one can allow the substitution of notes 
that are not arranged like those in other beats, in 
the first examples of each kind of meter. 
 
Page 56:  Simple Meter in 4 beats 
 
For the Simple Meter in 4 beats that one 
designates thus: χ or Χ ,93 it requires four 
quarters or their value, and one takes one of them for each beat.  The eighths proceed equally and the 
sixteenths are unequal (se piquent).  One only sets this meter among the group of 2/4 or 4/8 to make 
clear the immediate rapport of the one to the other, since the one that is in four is only a double of what 
is in two. 
 
Page 57 Simple Triple:  Simple Triple meter of three beats designated by 3/2 requires three half-notes or 
their value, and one takes one of them for each beat.  The quarters are unequal (se piquent), that is to 
say that they proceed unequally.94  The half-notes that have a beam or that are linked by a bar produce 
an effect similar to that of quarters. 

 

                                                            
staccato mark.  Rousseau does mention pointé (with accent) in the entry for piqué, saying that it is a manner of 
dotting strongly. 
92 On page 57 in the section on Simple Triple meter Lacassagne defines se piquer as inequality. 
93 Note that Lacassagne has already said above that Χ is a meter of 2 beats!  This ambiguity is not isolated to 
Lacassagne.  Χ was considered to indicate a speed between χ (slowest) and 2 (fastest).  Likewise, he has already 
said eighths are unequal when it is beaten in 2 rather than 4 beats. 
94 As noted above, this is the first time that Lacassagne defines se piquer, which based on the definition and 
example means improvised inequality.  Under piqué Rousseau says that notes piquées ascend or descend 
diatonically in succession or repeat the same pitch, each of which receives a dot, sometimes an elongated one, 
indicating that they should be equal.  Thus Rousseau agrees with Lacassagne that superimposed dots or strokes 
indicate equality but differs as to the sense of piqué, Rousseau saying it means equality and Lacassagne that it 
means inequality.  Brossard’s brief statement on piqué agrees with Rousseau. 
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The Simple meter in 3/4 or 3 must have three quarter-notes or their value and one takes each as one 
beat.  The eights proceed unequally, provided that they are not surmounted by a [3 under a slur] nor 
mixed with sixteenths.  One sometimes indicates them as equal by placing dots (points) or strokes 
(pointes) above them. 

 
 
Page 58:  The simple meter in 3/8 must have three eighth-notes or their value and one takes each of 
them as one beat.  The sixteenths proceed unequally, apart from the exceptions already cited.   
 

 
 
Page 59:  The Compound Meter in 6/4 must have six quarter-notes or their value, and one takes three of 
them as one beat, which proceed equally.  The eighths are unequal (se piquent). 

 
 
The Compound Meter in 6/8 must have six eighths or their value and one takes three of them as one 
beat, which proceed equally.  The sixteenths are unequal (se piquent). 

 
 
Page 60:  The Compound Meter in 12/4 must have twelve quarter-notes or their value and one takes 
three of them as one beat, which proceed equally.  The eighths are unequal (se piquent). 
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The meter in 12/8 must have twelve eighths or their value and one takes three of them as one beat.  
They proceed equally.  The sixteenths are unequal (se piquent). 

 
 
Page 61:  The meter in 9/4 must have nine quarter-notes or their value, and one takes three of them for 
each beat, which are equal.  The eighths are unequal (se piquent). 

 
The meter in 9/8 must have nine eighth-notes or their value and one takes three of them for each beat.  
The sixteenths are unequal (se piquent).  

 
 
 
Jean-Jacques Rousseau, Dictionnaire de Musique (1768), entries s.v.  
 
Lourer—This is to nourish the sounds with sweetness and to indicate the first note of each beat more 
perceptibly than the second, although of the same value.95 
 
Marquer—[Unfortunately, and surprisingly, Rousseau has no entry for this very common term.] 
 

                                                            
95 Compare this with the definition that Walther gives, which is the opposite, that lourer refers to inequality.  This 
is an excellent example of the typical confusion and contradiction in terminology. 
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Piqué—A manner of playing by dotting (pointant) the notes and marking (marquant) strongly the one 
dotted.  Notes piquées are successions of notes ascending or descending diatonically, or reiterated on 
the same degree, on/above (sur) each of which one puts a dot (point), sometimes a little elongated96 in 
order to indicate that they should be marked (marquées) equal by tongue-strokes or the bow dry and 
detached, without removing or drawing back the bow but in making it proceed by striking and bouncing 
on the string as many times as there are notes in the same effect that one began. 
 
Pointer—That is, by means of a dot, to render alternately long and short successions of notes naturally 
equal; for example, such as a succession of eighth-notes.  In order to dot (pointer) them on the note, 
one adds a dot after the first, a sixteenth-note for the second, a dot after the third, then a sixteenth-
note, and so on.  In this way they preserve by twos the same value that they would have previously, but 
this value is distributed unequally between the two eighths97 in such a way that the first or long has 
three-fourths of it and the second or short the other fourth.  In order to dot (pointer) in performance, 
one proceeds with these unequally according to these same proportions, even when they would be 
equal notes.   
 In Italian music all the eighths are always equal, unless they are marked with dots (pointées).  
But, in French music one makes the eighths exactly equal only in a meter of four beats [ χ ]; in all the 
others one always dots them a little, unless it is written “eighths equal” (croches égales). 
 
 
 
 
 
 
Raparlier, Principes de Musique (1772), pp. 10-11 
 
Raparlier provides a fairly complete and practical (though somewhat terse) catalog of time signatures 
with levels of equality and inequality.  By far his most interesting contribution is in regard to improvised 
inequality within the triples in meters 12/8, 9/8, 6/8, and 3/8. 
 
Page 10: 
 
Three Principal Meters:  χ in four beats, 3 in three beats, 2 in two beats 
Compound and Derived Meters:98 
[4-beat] 12/8 
[3-beat] 3/2, 3/4, 3/8, 9/8 
[2-beat] Χ , 6/4, 6/8, 2/4, 4/8 
 

                                                            
96 Fortunately, the agreement of the adjective makes clear that it is the dot that is elongated into a stroke and not 
the note itself that is lengthened. 
97 Rousseau is ambiguous here “explicitly” but implicitly clear, since he refers to a succession of eighth-notes 
converted into dotted eighths and sixteenths, that he must be talking about improvised inequality. 
98 Unfortunately for modern readers, Raparlier does not define what he means by “derived” meters.  It appears 
that his subsequent lists are founded on an expansion of the 4-beat, 3-beat, 2-beat scheme and not on Derived vs. 
Compound.  My bracketed suggestions are only my attempt to explain.  See Hotteterre page 35 for a possible 
origin of “derived” meters. 
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χ is the meter in four beats composed of a whole note or the equivalent.  Eights are equal, sixteenths 
are unequal. 
 
12/8 is the meter composed of 12 eighths, three eights to each beat, the first long the second short and 
the third somewhat long.99  The sixteenths are unequal.  
 
3 is the meter in three beats composed of three quarters.  The eighths are unequal. 
 
3/2 is the meter composed of three half-notes.  The quarters are equal and the eighths unequal. 
 
3/4 is the meter composed of three quarters.  The eighths are equal and the sixteenths unequal. 
 
3/8 is the meter composed of three equal eighths and the sixteenths are unequal.  Note!  Good taste in 
song very often demands that the eighths be unequal, the first long, the second short, the third long. 
 
9/8 is the meter composed of nine eighths, three eighths to a beat, which proceed as in the meter 12/8. 
 
2 is the meter in two beats composed of a whole note, the eighths are unequal.100 
 
Χ is the meter of χ barred and is composed of a whole-note.  The eighths are unequal. 
 
6/4 is the meter composed of six quarters, three quarters to each beat.  The eighths are unequal. 
 
6/8 is the meter composed of six eighths, three eighths to each beat, which proceed like a measure in 
12/8. 
 
2/4 is the meter composed of two quarters, the eighths are equal and the sixteenths are unequal. 
 
4/8 is the same as that in 2/4 but one ought to say that it is composed of four equal eighths. 
 
Note!  There is a meter that is designated like the meter in four beats, by an open χ .  It is composed of a 
breve or two whole-notes.  Its half-notes are equal and the quarters are unequal It is beaten in two 
beats.  See the duo in the Opera des Troqueurs.  This meter ought to be designated 2/1. 
 
In the compound meters of two numbers, the upper number indicates the quantity [of notes in the 
measure] and the number that is below indicates the quality [kind of note].  In the meter 12/8 one says 
that it is composed of twelve eighth-parts of a whole-note, which indicates twelve eighth-notes, since 
there must be eight eighth-notes in one whole-note.  In the meter in 2/4 one says that it is composed of 
two fourth-parts of a whole-note, which indicates two quarter-notes. 
 
 

                                                            
99 Since only three elements are under discussion, this must be a reference to the eighths within each beat, 
resulting in something like    .  Below under 3/8 he specifically says the melody sometimes demands inequality 
in the eighths.  Hefling notes this (p.31) about 3/8 but does not discuss 12/8, though he mentions a work by Pollet 
(unavailable for this study), who does so specify for 12/8. 
100 This is somewhat ambiguous.  In later music examples Raparlier makes clear that a measure equals one whole 
note of two half-note beats. 
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Marie-Dominique-Joseph Engramelle, La Tonotechnie ou l’Art de Noter les 
Cylindres (1775), Chapter III, pp. 16-34 (excerpts) 
 
Marie-Dominique-Joseph Engramelle (1727-1805) addresses the “intangibles” involved in the notation 
of music because they must be somehow converted into some kind of “tangible” quantities in order to 
address his concern, the “transcription” (Notage) of aural music for representation on the cylinders of 
mechanical barrel organs.  I have chosen to include a fairly lengthy portion of text in which Engramelle 
explains the difficulty of his task and introduces important terms that he coins and will subsequently 
use.  These terms become important for understanding his discussion of rhythmic inequality proper.  
They were also subsequently adopted in the work of Bedos de Celles, which follows.  In this way readers 
will not find themselves “plunked down” in the middle of idiosyncratic and unexplained terminology. 
 
Pages 16-20 
 
 Although all the notes are well distinguished on paper in pieces well notated, and their value 
there is indicated in a way so as to be understood by musicians; nevertheless, they are not expressed all 
in the same fashion in performance and those even of equal value are in a particular case being 
performed in a way entirely different.  It is this essential difference in talent and good taste that must be 
expressed on paper that ought to be useful for the Notage.101 
 Supposing there are several quarter-notes in succession in a piece of music that one wants to 
notate; although all the quarters are equal in value, each measure of the melody always containing the 
same quantity of them, some will be sustained (tenues) in entirety, others for half, others for a quarter.  
Some will be separated, others will not be attacked (tactées), some will be trilled (cadencées), others in 
fact with martellement.  Perhaps there will not be found two of them together in this piece that one 
could express in the same way and likewise with all the other notes:  whole-notes, half-notes, eighths, 
etc.  Nevertheless, this difference must be expressed and distinguished in the Notage.  How will a 
notator who knows little about music be able to appreciate it, if the musician who furnishes his pieces to 
him has no characters for designating the difference? 
 I then believe that it would be essential to create some characters for expressing these details of 
the effects, but having to explain these characters, it is, I think, indispensable to say clearly some things 
about these details. 
 All the notes in performance, whether they be trills, martellements, or not, are partly in tenue 
and partly in silence.102  That is to say that they all have a determined extent of sound and a determined 
extent of silence, which united make the entire value of the note. 
 The part that I call tenue, or sound, occupies all the beginning of the note, and the part I call 
silence, its termination. 
 The tenue is more or less long according to the character of the note, and the length of the 
silence depends on the length of the tenue in such a way that if the tenue is long the silence will be 
short, and if the tenue is short the silence will be long. 
 These silences at the end of each note determine for it, so to speak, the articulation and are as 
necessary as the tenues themselves, without which one would not be able to separate one from the 
other, and a piece of music, however beautiful it be, would have, without these silences of articulation, 
no more beauty than the chansonettes of Poitou performed on insipid bagpipes, which can only produce 
noisy and inarticulate sounds. 

                                                            
101 Notage is the term for the “notation” used to transcribe musical notation onto the cylinders of barrel organs. 
102 Bedos de Celles, below, in collaboration with Engramelle, discusses these terms in even greater detail. 
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 One further distinguishes notes in regard to being tenues or tactées.103  The tenues are those 
that are heard during the greater part of their value, and of which the silences are in consequence quite 
short.  The tactées, on the contrary, are those of which the duration is quite short, in such a way as to 
mark only the tact (attack) of the note, and of which the end is consequently terminated by a 
considerable silence. 
 A tongue-stroke, a detachment, a taking of breath, etc. cannot be expressed on any notes, 
except in so far as they are preceded by some silences of a certain extent taken at the expense of the 
previous notes, which are nearly always in succession following some tactées. 
 The most general rule that I can give in order to determine the length of the silences of 
articulation necessary at the end of notes, in order to produce the tongue-stroke on the following notes, 
is, with few exceptions, that these silences ought to be nearly the value of a second eighth-note after an 
eighth-note,104 and of an entire eighth-note, and even sometimes of an eighth-note and a half, after 
quarter-notes and other longer notes.  One will see in the course of this chapter, page 26, what I 
understand by the term second eighth-notes, which are often less long than the first. 
 

*    *    *    *    * 
Page 26-34: 
 
 In all melodies where eighth-notes can be distinguished by first and second, by evaluating them 
by quarter-notes, that is to say, that where there are any beats where eighths are in equal number, two 
of the eighths always form between them the value of one quarter-note, the one that holds the place of 
the first half of the quarter-note will be called the first eighth and the one following will hold the place 
of the second half, will be called the second eighth. 
 This distinction of eighths between firsts and seconds is of the greatest importance in Notage, in 
that all the firsts, which are always tenues, receive the tongue-strokes,105 instead of the seconds being 
always tactées, which support the tongue-strokes [he probably means of the following firsts] by their 
silences.106  I except, however, the case where all become tactées, they all receive and support the 
tongue-strokes, but this is an extraordinary case. 
 This rule experiences so little exception for the alternation of tenues and tactées that even 
where there is an eighth after a dotted quarter, the dot that augments the value of the quarter by half 
takes the place of the first eighth, and the eighth that follows the dot, being only a second, ought to be a 
tactée, being understood that this will be in meters where they are equal in number for each beat.107 

                                                            
103 Fortunately, Collins/Robert cites an obsolete meaning of tact as derived from toucher, which is the verb for 
“playing” an instrument manually.  The present use strongly suggests that it is the inception of the note, the 
“attack” that is emphasized here. 
104 As Engramelle will soon explain, he is thinking of a “second eighth” in terms of a succession of them in 
inequality. 
105 Previously it seemed that Engramelle might have referred to the tongue stroke of a wind instrument or in 
singing, now it appears that the “tongue-stroke” refers to part of the mechanical technology of the organ. 
106 Engramelle rather confused the analysis here by his terminology, which Bedos de Celles further muddies, as will 
be seen below. 
107 Despite Engramelle’s rather clumsy explanation, this is clear confirmation that in the oft-mentioned uneven 
succession of eighths there is no reversal of the long-short succession, as some authors seem to have believed—or 
misunderstood.  The “first eighth” is “understood” and the extant “second eighth” is a short.  This is explained 
rather clumsily by Bordet earlier and Bedos de Celles follows Engramelle in this. 
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 As for meters where the eighths are counted by threes, as in 6/4 and 6/8,108 there are several 
manners of rendering their effects.  Sometimes they are all tenues of a third value, or, indeed, one 
makes a tenue of the first and tactées of the second and third.  At other times, in fact, one makes all 
detached, thus making all three of them tactées.  The genre more or less connected to the melody and 
taste could decide it. 
 The sixteenths themselves, although ordinarily they are performed rapidly, are equally 
susceptible to being distinguished as firsts and seconds by evaluating them by eighths, especially in both 
4-beat χ , [and?] Χ , etc.109  Although they permit little space between them, the first ought to be tenues 
in the first half of the value [of the eighth-note] and the seconds ought to be tactées; that is, speaking 
only about the fourth of their value, as if the eighths were worth the quarters and the sixteenths [worth] 
eighths.110 
 All the tenues and all the tactées being more or less long in proportion to the degrees of slow or 
fast of the piece, once cannot prescribe rules for determining their duration other than those that I have 
given above and in the preceding chapter. 
 

*    *    *    *    * 
 

 [Page 30] There is an essential observation to be made about the eighths that are often 
performed unequally by twos.  The notated papers do not indicate to us what is the value of the 
difference [in inequality], whether it is a half, a third, or a fourth.  It would, however, be essential to 
specify it, for if one were to follow exactly in the Notage the value of the eighths, as they are indicated 
in the printed music, they would all be equal in duration, tenue, and in silence, and this is what rarely 
happens in performance, which ought to be the invariable rule in the Notage of cylinders.  Thus, when 
this inequality of eighths ought to take place in performance, in order to sustain the type of expression 
appropriate to the melody, it is necessary that the notator be able to evaluate it in order to render it as 
required, which he can only do in performance itself. 
 These unequal eighths are designated (marquer) by twos, that is from quarter-note to quarter-
note, the two together making the value of one complete quarter, of which the first that makes the first 
part of the quarter is longer, and the second that makes second part of the quarter is shorter.  But, what 
is this difference of the longer to the shorter?  Therein lies the difficulty that most commonly arrests the 
notator of cylinders. 
 There are some cases where this difference is by a half, so that it is necessary to perform the 
firsts as if they were dotted eighths and the seconds as sixteenths.  There are other cases where the 
difference is of a third, as if the first were worth two thirds of a quarter and the second the other third, 
there are others indeed where this difference, less perceptible, ought to be as 3:2, so that the first will 
be worth 3/5 of a quarter and the second 2/5.  One will find in Chapter XXV, in discussing the detail of 
melodies [not included here], several observations in the difference of the first and second eighths, 
which will suffice for making well the necessary movement for the type of expression that is made 

                                                            
108 The reference to 6/4 in this context is confusing.  Perhaps Engramelle is thinking of quarters in threes as 
analogous to eighths in threes in 6/8. 
109 Engramelle’s phrase here “dans les deux quatre C barrés &c.” is unclear.  The translation here is a guess.  Since 
Χ is usually considered a 2-beat meter, perhaps he means 4-beat χ and [2-beat] Χ .  But, the norm is that 
sixteenths are unequal in χ and eighths in Χ .  Raparlier’s text immediately above is a good quick reference on this.  
By introducing the issue of unequal sixteenths immediately following, it gives all the more impression that 
Engramelle is confused, imprecise, or simply has not written his explanation clearly. 
110 His explanation regarding sixteenths seems needlessly convoluted and enhances the impression that he has 
either been careless or is not quite clear in his understanding. 
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perceptible in the performance of the pieces, for evaluating precisely the difference I mean, which often 
varies in the case of the same melody, if one wishes to express certain passages in the most interesting 
manner. 
 

*    *    *    *    * 
 
 [Page 34] As to triplets in eighths,111 of which three are exactly the value of a quarter note, they 
are commonly all three tactées and are notated as equal on the cylinders, unless after the third a tongue 
stroke would be necessary on the following, in this case one brings them a little closer together to each 
other so that the silence becomes a little longer after the third. 
 
 
François Bedos de Celles, L’Art du Facteur d’Orgues v.4 (1778), pp. 598-601, 
excerpts 
 
Bedos de Celles (1709-1779) in the fourth volume, on mechanical organs, of his monumental work on 
organ building takes up the issue of inequality, influenced by Marie-Dominique-Joseph Engramelle’s 
work in the same area.  He also adopts Engramelle’s terminology of tenue, tactée, and silence in 
expressing his own formulations.  His contribution to the explanation of Couperin’s short-long (coulé) 
succession, as given previously, also depends upon Engramelle.112  There seems no need to repeat at 
length from Bedos de Celles’ book the analyses and definitions formulated by Engramelles.  Only enough 
is presented here—and even that amount is substantial—to establish that Bedos de Celles is working 
with the same system as Engramelle and to facilitate the reader’s understanding in what is probably a 
fairly alien subject to most. 
 
Page 598 §1 (excerpts) 
 
I call tenue of notes their “speaking” part, which always occupies the commencement of it.  What 
terminates them is always a silence more or less long, in order to form the articulation of the melody. 
 
There are two kinds of tenues, simple and composée. 
 
The tenue simple is what sustains the same sound for a greater or lesser time, and the composée is what 
is formed of several alternating sound modulations, such as are all the ornaments. 
 
The tenue simple is distinguished further in tenue properly said and in tactée. 
 
The tenue properly said, or simple tenue, is what sustains the same sound during a certain time of the 
value of the notes; that is, of the manner of allowing for its continuation only a silence of the value 
nearly of a second eighth after quarter-notes.113 
 
The tactée, on the contrary is what makes heard only the beginning of the note, which amounts to the 
first fourth in eighth-notes and the first one eighth of quarter-notes.  It is rare that more considerable 

                                                            
111 Engramelle apparently means triple subdivision of a quarter note normally worth two eighths. 
112 Hefling pp. 14-15. 
113 Bedos de Celles is using the terminology of inequality here; a “second eighth” is about the value of a sixteenth. 
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notes serve as tactées,114 unless one regards as such those that, although tenues in part, permit at their 
end some silences of the value at least of a quarter-notes, and even of a dotted quarter.  As to notes of 
less value than an eighth-note, the tactées are ordinarily of the first fourth of their value.  The more one 
diminishes the tactées, also the more the performance will be detached in the Notage.115  There are, 
indeed, even occasions where the tactées of eighth-notes are only an eighth part of their value. 
 
In order to give an idea of the difference between tenues and tactées, one will be able to distinguish in 
singing the piece of music that one wants to notate [inscribe in Notage] by articulating all the notes with 
these two syllables:  ta la ta la ta la, etc.116  Ta indicates the tenue and la indicates the tactée.  [end of 
598]. 
Page 599 §2 On Silences d’Articulation 
 
 There is absolutely no articulation in the performance of music, nor any more in Notage, if all 
the notes, especially the tenues of the notes, and all the parts constitutive of the tenues composée, are 
not followed by silences taken at the expense of their [the notes’] value. 
 These silences ought to vary according to the type of expression that is appropriate to the piece.  
In gay Airs they are usually more considerable than in graceful ones.  It is the taste of the notator that 
ought to decide about it. 
 Nonetheless, one can generally distinguish them as:  [The following is abbreviated for the sake 
of both clarity and the reduction of redundancy.] 
 
Silence de reprise d’haleine (taking a breath)—this is the silence that appears at the end of a repeat or a 
phrase in the course of a piece.  It is usually at the value of an entire quarter or dotted quarter. 
 
Silence de coup de langue (tongue stroke)-this is the value of an eighth after quarters, or even a dotted 
eighth after quarters tactées, at least an eighth after a half-note, or three-fourths of an eighth after 
eighths. 
 
Silence de detaché (separation)—this is always the value of a sixteenth and sometimes a little more or 
less according to the melody. 
 
Silence de liée117--this is the value of a thirty-second and sometimes of a dotted thirty-second. 
 

                                                            
114 A tactée is essentially a sound so short that little or no more than its inception, its “attack,” is perceptible.  
Bedos de Celles is saying that long notes seldom can serve as a tactée, because their sound is too long, though 
there are exceptions.  It must be remembered that all of this discussion is in reference to transcribing real music 
into the “Notage” for a barrel organ’s cylinder. 
115 As alluded to briefly in the preceding note, Notage refers to the “notation” by means of which actual musical 
sounds are transcribed onto the cylinder of a barrel organ.  A more familiar form would be that of a piano roll. 
116 Bedos de Celles rather muddies the waters here with this verbal analogy apparently referring to the long-short 
sequence with singing the syllables ta la, etc.  Lacking adequate means of phonetic description, he has no real way 
to say that the movement from the sonorant vowel “a” to the voiced apico-alveolar lateral “l” is nearly continuous, 
whereas the movement from the vowel to the unvoiced dental stop “t” requires a larger movement of the tongue 
and a little more time for its placement, along with a complete stopping of the air and so of the vowel sound.  If 
this is not his meaning, then it remains a mystery to me. 
117 Rousseau says liées notes are those in one bow stroke, all those under a slur, or those on one tongue stroke of a 
wind instrument. 
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Silence de modules des cadences—this is worth half the value of each module [beat or alternation], 
namely of a sixty-fourth of a beat or a thiry-second, etc.118 
 
[Strict translation resumes here] These rules are very general and one will not find them in any author 
on music; nonetheless, although the value of these silences is very common, there are some 
circumstances in which good taste alone is sufficient, which varies the silences according to need, or to 
connect or to separate certain passages that demand a particular expression.  It even happens 
sometimes that dotted quarters, half-notes, and whole-notes even are only simple tactées,119 in order to 
allow the accompaniment parts to function during a considerable silence, which parts would be stifled 
by tenues that are too long.  It is assuredly by lack of this understanding that those who perform even 
good music often displease by a kind of heaviness or dryness that is wearisome. [ends top line page 600] 
 
Page 600 ¶ 1 (excerpts) 
 
In order to be convinced of the necessity of silences at the end of each note . . . one makes particular 
attention to performance than to the way one notates the paper [on keyboards the fingers are lifted 
before striking the next note] and this interval is necessarily a silence, for if one pays close attention, it 
will be found between all the notes, these intervals more or less long, without which the performance 
would necessarily be bad. . . . which I call silences of articulation in music, from which no note is exempt 
. . . no less than the articulation of the consonants in a word, without which all the syllables would have 
no other distinction than the sound articulated by the vowels. 
 ¶2[Strict translation] A little attention in the pronunciation of the syllables will make easily 
perceptible that, in order to produce the effect of nearly all the consonants, the sound of the vowels are 
found separated and interrupted, whether in compressing the lips against each other, or by pressing the 
tongue against the palate, teeth, etc.  All these suspensions or interruptions of the vowel sounds are so 
many little silences that separate the syllables from each other in order to form the articulation of the 
word.  It is the same for the articulation of music, with the slight difference, that the sound of the 
instrument being always the same, and being able to produce, so to speak, only one vowel, it is 
necessary that silences of articulation be more varied than in the word, if one wants the music to 
produce an intelligible and interesting kind of articulation. 
 
§ 3 On Tenues and Tactées, Page 600 
 
 The distinction that I made in §1 between tenues and tactées indicates that in these notes, even 
of equal value, it is the case that the sounds are more or less prolonged, some having a sound more 
prolonged and others expressing only the beginning of the note for the purpose of indicating only that 
attack. 
 The tenues and tactées succeed each other alternately, ordinarily, in quarter-notes and always 
in eighths in meters in 2 and 4 beats.120  In regard to 2/4, the eighths ought to be considered like 
quarters and the sixteenths like eighths. 
 This is the general rule for meters in 2 and 4 beats, [Page 601] to alternate the tenues and 
tactées in the eighths, just the same after a dotted quarter when there is an eighth, it is tactée, in that 

                                                            
118 I can only guess that module refers to the “beat” of a trill (cadence) and is the estimated value of that individual 
beat or alternation of notes. 
119 This alludes to the kind of exception to tactées he mentioned on p. 598, §1, n.113. 
120 He probably means only the meter signs of χ , 2, and Χ , while his “2.4” that follows probably refers to 2/4. 
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the dot by making part of this note and holding the place of the first eighth, the one that follows must 
be a second.121 
 On the contrary, in melodies where the eighths are beaten in threes, as in 6/4 and 6/8,122 etc., 
they are indeed all tactées, or only the first of the three is tenue and the other two are tactée. 
 As to triplet eighths, they are nearly always tactées, unless they are marked as connected, in 
which case the first two are tenues and the last is tactée. 
 The sixteenths are most often tactées, unless the melody is so slow as to distinguish them as 
first and second, in which case one governs them like eighths with the requisite proportions.  But, in 
pieces with an ordinary movement, one makes them all tactées in order to separate them more, and 
often one employs them only at cadence points. 
 It is easy to conclude from this that the different extent of the dots are not in relation to the 
different values of the notes but only to the value of their tenue.  Thus, the same dot can serve for the 
tenue of an eighth or sixteenth, while it will produce only a tactée for quarter-notes or for other more 
considerable notes. 
 
Page 601, §4:  On the Distinction of First and Second Eighth-notes and Sometimes of Quarter-notes 
 
[This section is preliminary to the consideration of actual duration of notes.] 
 
 In all meters in 2, 3, and 4 beats the eighth-notes are articulated by twos, and are distinguished 
as first and second.  This distinction sometimes applies to quarter-notes.  It is essential for Notage as for 
performance. 
 The two eighths together are the value of one quarter.  The one that is supposed to hold the 
place of the first half of the quarter is called the first eighth and the one that holds the place of the 
second half is called the second eighth.  The first is usually tenue and the second is usually tactée.  There 
is only one circumstance where the first ceases to be tenue; it is when it is found on the same pitch as 
the second, in order to be able to separate them more perceptibly. 
 This distinction between first and second can also take place in [Page 602] sixteenth-notes in 
moderate 2- or 4-beat meters, for the reason that I have given in §3.  The quarters are also sometimes 
susceptible of this distinction.  It is very rare that those that are tactées not be seconds, unless the firsts 
be on the same line as their second.123 
 
§5:  On the Inequality of Eighths 
 
[This section now considers the actual duration of notes.] 
 
 According to the distinction that has just been made concerning first and second eighths, it is 
essential to make some observations as to their inequality in the majority of meters. 
 The firsts are nearly always longer and the seconds shorter.  I except, however, meters where 
they are indicated in triplets, as in 6/4 and 6/8, but in meters where they are indicated by twos, it is rare 
that they are equal. 

                                                            
121 Following Engramelle, Bedos de Celles gives further confirmation of what Bordet said about the so-called even 
and uneven successions of eighth notes and how to perform them.  It is not the number of notes involved but 
where the succession starts.  If it starts on an upbeat that note is always short, on a down beat and that note is 
long. 
122 He repeats the same apparent confusion about 6/4 and 6/8, mostly likely following Engramelle, cf. n.107. 
123 Cf. §3 ¶2, pp. 600-601. 
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 This inequality ought to vary according to the type of expression of the melody; in gay melodies 
it ought to be more strict (marquée) than in melodies of graceful and tender expression, in marches than 
in menuets.  Nevertheless, there are even found menuets of a character in which inequality is as strict as 
in marches.  Taste, or especially the usage of the Notage, will make this difference perceptible.  In 
general, this inequality of firsts and seconds is that the firsts are longer and the seconds shorter, in such 
a way, however, that the two together do not exceed the value of the quarter-note that they represent. 
 To be sure, there are also circumstances where the quarter-notes are unequal, as well as 
sixteenths, the firsts then become longer and the seconds shorter, but as this degree of inequality varies 
according to the type of expression that is appropriate to the pieces of music, the notator will make of 
this his special study, especially when it is a question of grasping the type of the composer.  One will see 
hereafter several examples examined in the Romance of M. Balbastre [not included]. 
 
 
Antoine Bailleux, Méthode Raisonnée pour Apprendre a Jouer du Violon [1798] 
p. 9 
 
Antoine Bailleux (c1720-c1798) was a teacher, composer and publisher, whom Oxford Music Online 
describes as having probably exerted his greatest influence on French music as a publisher.  A wide 
range of possible dates for the present Méthode appears in the reference sources.  The same Oxford 
Music Online article accepts 1798 as most likely.  This seems well supported by Cecil Hopkinson, who 
proposes the origin of the method’s publisher, the Magasin de Musique, as in the early 1790’s, though 
he does not know of the particular address at Rue d’Orleans.  Fortuitously, this brings the history of 
improvised rhythmic inequality and notes inégales down to the eve of 1800, for a tidy history of almost 
exactly 250 years in the texts.  The ornament described is the one that Hefling (page 14) links to short-
long alternation through Couperin’s enigmatic coulé, which was described by Fouquet and Bedos de 
Celles, for which see above.   
 
Page 9:  The coulé is an ornament that softens the melody and renders it unctuous by means of the 
connection of the pitches.  It is performed in different situations, particularly when the notes descend by 
thirds.   
 

 
 
 

Final Remark 
 
Bailleux provides a rather feeble conclusion to the history of improvised inequality, but, as I mentioned 
in the preface, beginning about mid-century the authors seem less certain and less exact in their 
discussions.  An author like Duval is clearly confused and far out of his depth in his discussion.  Even the 
“catalogs” of Lacassagne and Raparlier with their precise rules can be interpreted as evidence that the 
practice is no longer a living but a dying one, requiring specific and rigid rules.   
 
 
 



68 
 

  


