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Introduction	

	 Thomas	de	Sancta	Maria’s	(or	Tomás	de	Santa	Maria)	Arte	de	tañer	fantasia	is	a	particularly	
relevant	addition	to	this	anthology	of	important	excerpts	related	to	performance	practice.		Chapters	13	
through	19	of	Part	1,	those	translated	here,	represent	sources	for	two	major	techniques	in	historical	
performance.		In	regard	to	the	first	it	could	not	be	better	said	than	by	the	authors	of	the	article	on	Santa	
Maria	in	Grove:	

“Chapters	13	to	19	constitute	the	earliest	detailed	treatment	of	keyboard	technique,	
including	hand	position,	touch,	articulation,	fingering	(a	surprisingly	progressive	approach	
using	all	five	fingers),	the	two	ornaments,	redoble	and	quiebro,	and	the	use	of	‘pointed’,	or	
dotted	style.”	

The	reader	of	the	passage	may	easily	pass	over	the	second	reason	for	Sancta	Maria’s	inclusion	here,	
which	the	authors	call	“the	use	of	the	‘pointed’	or	dotted	style.”		Sancta	Maria	presents	the	second	
earliest	description	of	the	technique	known	as	notes	inégales,	and	it	is	a	very	interesting	description,	
giving	three	different	manners	of	execution	for	what	is	usually	presented	in	modern	texts	as	simplified	
to	the	one	“swing”	rhythm.		

	 The	authors	of	the	Grove	article	also	point	out	a	rather	amazing	quality	of	Sancta	Maria’s	text,	a	
quality	quite	rare	at	this	time.		His	prose	is	almost	exclusively	meticulously	intelligible	at	a	time	when	no	
vernacular	had	yet	developed	a	significant	ability	for	“self-reflection”	on	its	own	potential	clarity.		It	is	
far	more	common	to	find	authors’	explanations	assuming	in	the	reader	an	understanding	of	the	
phenomenon	explained	in	order	to	understand	the	explanation!		Speaking	as	one	unfamiliar	with	more	
than	undergraduate	keyboard	technique—and	that	decades	ago—I	cannot	entirely	agree	with	the	Grove	
authors’	slightly	tainted	praise	of	Sancta	Maria,	“[His]	text	is	filled	with	pedantic	repetition	and	
elaboration	on	the	obvious	–	doubtless	the	product	of	a	scholastic	education	–	but	the	work	is	masterful	
for	its	clarity	and	systematic	organization	and	seems	wholly	original.”		After	laboring	through	so	many	
inarticulate	and	incomprehensible	passages	in	the	course	of	producing	the	translations	in	this	series,	I	
found	Sancta	Maria’s	compulsiveness	refreshing.		I	believe	that	even	I	could	follow	his	instructions	in	
practice.		I	do,	however,	admit	the	danger	for	a	translator	that	lies	in	the	text,	its	sheer	repetitiveness	
easily	causes	a	tendency	to	“glaze	over”	and	lose	track	of	which	hands	and	which	fingers	this	time,	or	
“didn’t	I	already	translate	that?”	

	 I	should	alert	the	reader	at	this	time	to	the	fact	that	there	are	actually	two	chapters	19,	which	I	
have	labeled	accordingly.		In	addition	to	chapters	13	through	both	19’s,	I	have	included	a	partial	
translation	of	chapter	five,	specifically	the	portion	on	the	compas,	the	tactus.		I	found	that	his	discussion	
aided	my	own	understanding	and	so	included	it	for	the	reader.		As	a	further	aid	to	the	reader	I	have	
identified	all	the	musical	examples	in	the	text	alphabetically,	making	it	much	easier	to	find	them	for	
consultation.	

	 In	the	preparation	of	this	translation	I	have	utilized	Denis	Stevens’	facsimile	edition	published	by	
Gregg	International	(1972)	for	the	text.		I	have	also	occasionally	consulted	the	translation	by	Almonte	
Howell	and	Warren	Hultberg,	The	Art	of	Playing	the	Fantasia	(Latin	American	Literary	Review	Press,	
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1991).		As	is	my	practice,	though,	my	translation	was	produced	entirely	independently.		On	those	
occasions	when	I	compared	the	Howell/Hultberg	text	to	my	own	I	always	found	that	them	satisfactorily	
similar.		The	Howell/Hultberg	text	is,	however,	a	smoother	English	translation	without	any	loss	of	
fidelity.		Again	this	is	because	I	consciously	choose	to	leave	more	of	the	original	perceptible	in	my	own.	

	 It	is	a	curious	evidence	of	the	small	world	that	I	actually	played	a	miniscule	role	in	the	
production	of	the	Howell/Hultberg	translation	by	virtue	of	the	fact	that	as	then	head	of	rare	books	at	
Sibley	Music	Library	I	facilitated	the	late	professor	Hultberg	in	obtaining	a	microfilm	copy	of	the	Library’s	
original	of	Sancta	Maria,	one	of	only	four	copies	in	the	United	States	as	reported	in	RISM.	

	 Last	but	not	at	all	least,	I	would	like	to	thank	Kangwa	Mundende	who	in	fall	2014	kindly	
produced	for	me	the	entire	set	of	musical	examples	necessary	for	this	excerpt.		Unfortunately	I	was	
unable	to	get	back	to	my	revision	of	the	text	until	summer	2016,	by	which	time	I	had—in	a	way	
absolutely	mystifying	to	me—lost	about	one-third	of	the	examples.		My	labor	in	having	to	reproduce	
them	anew	renders	me	all	the	more	grateful	for	Kangwa’s	efforts.		Should	the	examples	incorporate	any	
errors,	the	reader	may	safely	attribute	them	to	me.	
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Thomas	de	Sancta	Maria,	Libro	llamado	Arte	de	Tañer	fantasia	(1565)	

Book	Called	Art	of	Playing	Fantasia:	

As	well	for	keyed	instruments	as	for	Viheula	and	every	instrument	

On	which	one	may	play	in	three	or	four	parts	and	more.	

Part	One	

Chapter	5:		On	Two	Instructions	for	Singing	Polyphony	in	a	Brief	Time	

	 [Part	1,	7r]1	It	is	a	definite	and	established	thing	that	polyphony	is	as	important	and	necessary	

for	the	player,	even	for	understanding	what	he	plays,	as	for	composing	works	and	making	the	most	of	

them,	without	which	it	is	impossible	for	anyone	to	be	perfect	in	this	art,	because	just	as	for	a	lawyer	to	

be	proficient	in	his	ability	it	is	proper	and	necessary	for	him	to	read	many	learned	authors	in	order	daily	

to	increase	and	know	new	things,	so	for	the	player	it	is	important	and	necessary	in	order	to	be	perfect	in	

this	ability	that	he	practice	composing	polyphonic	works	after	[7v]	select	composers	so	that	daily	he	is	

going	to	be	enriched	by	knowing	new	and	excellent	things	when	it	transpires	that	he	composes	

polyphonic	works.		It	is	like	a	fount	and	spring	from	which	arises	and	proceeds	all	the	perfections	that	it	

is	possible	to	have	in	a	consummate	player,	and	because	up	till	now	for	lack	of	fundamentals	one	keeps	

spending	much	time	in	learning	polyphony,	we	will	give	here	two	very	brief	and	compendious	rules	by	

means	of	which	in	a	very	short	time	and	quite	easily	one	can	know	and	understand	[polyphony]	

completely,	of	which	the	first	will	treat	of	the	tactus2	and	the	second	of	the	notes	of	the	polyphony.	

	 As	to	the	tactus,	which	is	a	kind	of	foundation	for	polyphony	because	it	[polyphony]	always	

depends	on	it	[tactus],3	it	is	important	to	note	that	the	key	and	regulation	of	all	music—singing	as	well	as	

																																																													
1	The	book	is	foliated	not	paginated,	so	the	numbers	refer	to	the	particular	folio	and	r	=	recto,	v	=	verso.	
2	I	have	chosen	to	translate	Sancta	Maria’s	term,	compas,	as	the	standard	term	used	at	the	time,	tactus.		Sancta	
Maria	seems	occasionally	to	use	compas	additionally	in	one	of	its	other	meanings,	rhythm,	beat,	measure,	pulse,	
etc.,	for	which	reason	it	is	even	more	desirable	to	have	a	specific	term	for	the	present	purpose.	
3	The	tactus,	as	S.M.	will	explain,	establishes	the	regularity	of	rhythmic	movement,	which	is	obviously	vital	for	
polyphony.	
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playing—is	the	tactus	and	the	half-tactus,4	concerning	which	he	who	would	know	how	to	make	use	of	

them	well	will	obtain5	a	good	foundation	for	singing	and	playing	well,	because	the	tactus	is	a	sure	guide	

in	all	mensurable	music,	which	because	of	its	certainty	we	say	it	is	the	“bit”6	[i.e.,	the	controlling	factor]	

of	music	because	it	restrains	us	from	singing	or	playing	foolishly	and	without	order	but	rather	

conforming	to	reason,	by	weight	and	measure,7	and	by	precepts	and	rules	of	music.		Thus,	the	tactus	is	

with	just	title	called	the	governor	by	which	all	music	is	arranged	and	ruled,	singing	as	well	as	playing,	

providing	it	with	all	grace	and	being.		For	this	reason	it	seems	reasonable	and	convenient	to	treat	this	

subject	here	at	the	beginning	before	entering	upon	[the	subject	of]	polyphony,	for	which	knowledge	it	

must	be	understood	that	the	tactus	is	the	measure	of	time	adopted	in	the	choir	with	the	intention	that	

the	voices	join	together	in	consonance	at	the	same	time.		Or	the	tactus	is	the	quantity	in	the	duration	of	

time	that	there	is	from	the	beat	that	strikes	down	to	the	next	following	downward	[stroke].8		It	must	be	

noted	that	in	each	tactus	no	more	than	one	beat	is	struck	down,	on	which	[downward]	beat	the	tactus	

begins,	in	such	a	way	that	each	time	that	a	beat	is	struck	downward	there	begins	a	new	tactus.	

	 The	tactus	with	which	all	practical	music	is	measured,	both	for	singing	and	playing,	was	derived	

from	the	measure	(compas)	with	which	one	measures	and	defines9	the	quantity	to	whose	similarity	the	

																																																													
4	At	this	time	as	the	basic	“beat”	or	tactus	has	gradually	slowed	it	has	become	common	for	authors	to	subdivide	
the	tactus	into	two	units,	which	also	facilitates	discussion	of	conducting.		Dowland’s	(1609)	translation	of	
Ornithoparchus’	Micrologus,	actually	provides	the	English	term	semitactus	for	this	rhythmic	unit.		After	some	
deliberation	I	have	chosen	the	simple	English	over	the	fully	Latinate.	
5	Conjecture	tiendra	for	terna.		
6	The	part	of	the	bridle	in	the	horse’s	mouth.	
7	The	metaphor	is	clear,	=	with	precision.	
8	S.M.	here	refers	to	the	conductor’s	beat,	in	which	each	downward	stroke	indicates	the	beginning	of	a	tactus.		The	
usual	descriptions	are	that	the	tactus	is	beaten	with	an	up-down	motion,	the	completion	of	which	two	parts	makes	
one	complete	tactus.		This	rather	confusing	circumlocution	may	be	because	S.M.	writes	at	a	time	when	the	
standard	tactus	of	a	semibreve	is	slowing	still	further	so	as	to	be	beginning	to	be	perceived	as	a	measure	
comprising	several	individual	beats.	
9	This	is	a	conjecture,	but	a	reasonably	safe	one	for	iniuelà,	from	inhibir,	in	origin	Latin	inhibere.	The	common	loss	
of	h	provides	considerable	confusion	with	the	older	orthographic	use	of	u	as	v,	pronounced	as	b,	thus	yielding	
inhibe	(third	person	singular	present).		The	là	is	the	feminine	pronoun	“it”	in	reference	to	feminine	musica.		Earlier	
Spanish,	like	Italian,	unlike	today,	could	attach	the	conjunctive	pronoun	to	finite	verbs	when	in	initial	position.		It	
can	also	be	observed	in	any	circumstance	in	which	the	author	felt	the	verb	was	emphatic	for	some	reason,	as	is	
arguably	the	case	here.	
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tactus	(compas)	of	the	practical	music	measures	the	time	that	is	spent	in	the	notes	of	polyphony,	and	for	

this	reason	polyphony	is	called	mensural	song,	which	means	song	that	is	measured	or	can	be	measured	

[i.e.,	quantified]	for	whose	measurement	the	tactus	(compas)	was	invented,	upon	which	all	practical	

music	is	founded.10		From	this	it	follows	that	all	music,	both	sung	and	played,	is	subject	and	bound	to	the	

tactus	and	not	the	tactus	to	music,	by	reason	of	being	ruled	and	governed	[8r]	by	it,	and	of	this	

beginners	who	profess	this	art	ought	to	be	very	aware.11	

	 The	tactus	is	divided	and	split	into	two	equal	parts,	it	must	be	known,	into	two	half-tactus,12	

which	are	its	integral	parts	of	which	it	is	composed,	which	division	and	split	makes	the	beat	that	strikes	

upward,	just	like	one	divides	a	continuous	quantity	into	two	equal	parts,	one	divides	and	splits	at	a	point	

in	the	middle,	so	also	in	music	for	dividing	and	splitting	the	tactus	into	two	half-tactus	one	divides	and	

splits	with	a	beat	that	strikes	up,	so	that	the	tactus	always	strikes	down	and	the	half-tactus	up.		So	the	

half-tactus	is	the	quantity	or	measure	or	duration	of	time	that	there	is	from	the	downward	beat	to	the	

upward,	or	from	the	upward	to	the	downward.		Take	note	that	no	more	time	is	spent	in	the	downward	

stroke	to	the	upward,	which	is	the	half-tactus,	than	from	the	upward	to	the	downward,	which	is	the	

other	half-tactus,	of	which	demonstration	is	make	by	marking	two	points	with	a	measure	on	a	wall	from	

high	to	low,	in	which	one	sees	clearly	that	it	has	no	more	quantity	or	distance	from	the	low	point	to	the	

high	than	from	the	high	to	the	low.	

	 We	have	two	different	types	of	tactus	in	practical	music.		In	the	one	type	the	tactus,	as	I	say,	is	

divided	and	split	into	two	equal	parts,	and	in	the	other	type	into	three	parts	also	equal.		This	is	the	

																																																													
10	Again,	the	(extreme?)	circumlocutious	nature	of	this	passage	results	from	the	facts	that	(1)	S.M.	is	being	
commendably	specific	in	trying	to	reduce	musical	phenomena	to	concepts	expressed	by	specific	terms,	but	(2)	has	
no	good	choice	but	to	use	the	term	compas	in	both	a	general	and	specific	way	as	rhythm/beat	and	tactus	
respectively.		Music	terminology	still	possesses	many	of	these	ambiguous	terms,	such	as	the	related	English	
“measure,”	and	the	ambiguous	German	“Takt,”	as	well	as	French	“clef”	and	English	“key.”	
11	It	seems	rather	more	likely	that	S.M.	means	only	to	communicate	that	rhythm	is	not	idiosyncratically	flexible	
rather	than	that	he	refers	to	the	fact	that	the	tactus	itself	is	no	longer	always	invariable	in	speed.		In	Italy	at	about	
this	time	the	tactus	of	c	for	madrigals	was	taken	more	slowly	than	that	of	C	for	motets.		(Houle,	Meter	in	Music	
1600-1800,	15-16).	
12	The	plural	of	tactŭs,	a	fourth	declension	noun,	is	tactūs.		The	distinction	is	almost	always	clear	from	context.	
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tactus	of	the	proportion	that	they	call	by	other	name	the	ternary,	in	which	of	the	three	parts	that	it	

contains,	two	are	spent	in	the	downward	stroke	and	the	other	in	the	upward	stroke.		This	is	made	by	

singing	two	semibreves	in	the	stroke	that	strikes	downward	and	one	in	that	which	strikes	upward,	or	

[there	are]	two	minims	in	the	downward	stroke	and	one	in	the	upward	stroke.13	

	 Four	things	are	required	in	order	perfectly	to	comprehend	the	tactus.		First	is	to	strike	with	the	

hand	a	downward	stroke	and	another	upward,	not	take,	as	I	say,	more	time	in	the	downward	stroke	to	

the	upward	than	from	the	upward	to	the	downward.		Although	the	upward	beat	has	nothing	to	strike	

on,	as	does	the	one	that	strikes	down,14	even	so	all	the	same	it	must	be	struck	as	if	it	were	striking	on	

somethings,	as	we	many	times	see	the	tactus	taken	silently15	without	tapping	the	hand	either	downward	

or	upward,	and	all	the	same	to	strike	with	the	hand	as	if	one	tapped	downward	and	upward;	these	two	

strokes	compose	each	tactus.	

	 The	second	thing	is	that	when	the	hand	strikes	downward	it	remains	still	all	the	time	that	the	

half-tactus	lasts	without	rising	until	that	point	that	it	would	have	to	strike	upward,	and	in	the	same	way	

when	it	strikes	upward	it	remains	still	all	the	time	that	the	half-tactus	lasts	without	dropping	until	the	

point	that	it	would	have	to	strike	downward,	and	because	of	this	it	is	necessary	to	raise	and	lower	the	

hand	with	the	same	equality,	namely	that	there	is	no	more	speed	of	movement	in	raising	it	than	in	

lowering	it.	

	 The	third	[8v]	thing	is	that	the	stroke	down	or	up	and	the	point	[in	the	tactus]	that	would	occur	

with	it	should	strike	jointly	at	one	and	the	same	time,	in	such	a	way	that	the	stroke	should	strike	neither	

before	nor	after	the	point,	nor	the	point	neither	before	nor	after	the	stroke,	until	all	together	at	the	
																																																													
13	There	are	a	couple	of	peculiar	things	about	S.M.’s	discussion	of	the	tactus	in	regard	to	duple	and	triple	
mensuration.		It	is	as	though	he	is	uncomfortable	talking	about	anything	but	a	duple	subdivision	of	the	breve,	the	
tempus	level.		One	looks	in	vain	in	his	book	for	any	mensuration	sign	beyond	c	and	C,	both,	tempus	imperfectum	
prolatio	imperfecta.		His	mention	of	tripla	is	perfunctory.		Finally	there	is	the	unexplained	and	offhand	mention	of	a	
tactus	that	is	measured	in	minims	not	semibreves.		After	this	virtually	dismissive	mention	of	triple	he	returns	to	
duple.	
14	Clearly	S.M.	assumes	the	presence	of	a	lectern	that	is	to	be	struck	in	the	thesis	of	the	tactus.	
15	The	phrase	is	en	vago.		No	current	meaning	of	vago	supplies	a	good	sense,	but	S.M.	uses	it	in	chapter	18	to	refer	
to	an	initial	rest,	from	this	I	conjecture	“silently.”	
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same	time,	for	which	it	is	necessary	that	each	stroke,	the	downward	as	well	as	the	upward	be	struck	a	

little	forcefully	with	energy,	and	further,	both	should	be	struck	equally,	that	is	that	the	downward	beat	

not	be	struck	more	forcefully	than	the	upward	stroke,	nor	the	upward	than	the	downward.16	

	 The	fourth	thing	is	that	all	the	tactus	should	proceed	measured	and	even	by	the	measure	of	the	

first	tactus,	that	is	that	the	measure	of	time	that	the	first	tactus	takes,	each	one	of	the	others	that	

follows	takes	the	same,	for	the	reason	that	one	takes	no	more	time	in	one	than	in	the	other.	

	 We	offer	this	advice	to	beginning	players,	that	they	keep	the	main	count	by	the	half-tactus,	

which	as	I	say	it	is,	always	strikes	upward	,	and	in	this	way	they	cannot	go	wrong	in	playing	in	rhythm	

with	all	exactness	that	it	requires	because	from	experience	we	see	that	all	those	who	do	not	keep	the	

rhythm	err	in	the	half-tactus.17	

	 It	is	much	to	the	point	for	one	wishing	to	keep	the	tactus	and	half-tactus	well	in	singing	and	

playing	to	train	much	in	keeping	it	silently18	with	the	hand	or	foot	according	to	the	conditions	and	

circumstances	already	noted,	and	in	this	way,	then,	easily	may	one	keep	it	in	singing	and	playing	and	

especially		in	the	case	of	beginning	players	is	it	very	important	and	necessary	to	maintain	the	tactus	and	

half-tactus	with	the	foot,	since	in	playing	one	cannot	keep	it	with	the	hand.	

	

	 	

																																																													
16	The	point	seems	to	be	that	the	movement	of	the	hand	should	precisely	conform	to	the	division	of	the	tactus.		
Anyone	who	has	performed	under	a	conductor	with	a	“lazy	ictus”	knows	how	unsettling	this	defect	can	be.	
17	S.M.’s	point	appears	to	be	one	still	valid	today,	especially	among	young	players.		It	is	relatively	easy	to	keep	a	
steady	succession	of	downbeats	compared	with	placing	correctly	the	subdivision	within	the	beat.	
18	Once	again	I	find	no	satisfying	modern	sense	of	“en	seco”	“drily”	and	conjecture,	rather	unsatisfyingly	given	the	
above	interpretation	of	“en	vago,”	as	silently.	
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[36v]	Chapter	13:		On	the	Conditions	that	are	Required	for	Playing	

With	all	Perfection	and	Refinement	

	 In	order	for	all	music	to	possess	that	grace	and	essence	that	out	to	be	in	it,	it	is	necessary	for	

one	to	play	with	all	the	refinement	that	is	required	for	it,	which	raises	it	by	many	factors,19		which	gives	

it	a	fresh	essence	and	grace,	but,	when	lacking	this,	all	that	one	would	play,	however	good	it	may	be,	will	

possess20	neither	grace	nor	elegance.		It	clearly	consists	in	the	difference	that	there	is	in	the	very	same	

work	played	by	a	perfect	and	interesting	or	another	imperfect	and	crude	player,	because	when	played	

by	the	perfect	one	it	seems	a	thing	very	intense	and	first-rate,	but	played	by	the	imperfect	one	it	seems	

a	thing	low	and	crude,	as	if	they	were	different	works.	

	 The	conditions	that	thus	adorn	music	are	reduced	to	eight.		The	first	is	to	play	in	time	

(compas).21		The	second	is	to	place	the	hands	well.		The	third	is	to	strike	the	keys	well,	the	fourth	to	play	

with	clarity	and	precision.		The	fifth	is	to	move	the	hands	well	in	either	direction,	that	is	in	ascending	to	

the	upper	side	and	descending	to	the	lower	side.22		The	sixth	is	to	strike	the	fingers	appropriately.		The	

seventh	is	to	play	with	good	style.23		The	eighth	is	to	make	good	turns	and	trills.24	

	 As	to	playing	in	time,	which	is	the	first	condition,	we	have	no	more	to	advise	the	reader	than	to	

take	heed	of	everything	we	said	above	about	the	tactus	and	half-tactus.	

	

	

																																																													
19	The	word	is	quilates,	whose	modern	meaning	is	“carat.”		If	this	is	not	a	metaphor,	then	its	other	sense	is	
unknown	to	me.	
20	The	word	terna	here	seems	to	be	a	misprint	for	tiendra	or	possibly	a	dialectical	form	with	retention	of	the	e-
grade	vowel	and	assimilation	of	the	dental	nasal	“n”	to	the	voiced	dental	“d,”	with	metathesis	of	consonants.	
21	See	Chapter	5	on	the	compas.		On	this	occasion	the	term	is	translated	as	an	aid	to	understanding	the	particular	
context.		It	usually	translates	as	tactus	but	occasionally	other	of	its	meanings	seem	more	appropriate.		
22	Given	the	entire	context	and	its	many	spatial	references,	it	seems	most	likely	that	S.M.	is	discussing	proper	
movement	of	the	hands	over	the	keyboard,	not	within	a	single	“part,”	the	upper	(right	hand)	and	lower	(left	hand).	
23	The	word	is	ayre,	modern	aire	and	would	seem	natural	to	translate	as	“melodic	style,”	but	the	first	(of	two)	
Chapter	19	deals	rather	with	rhythmic	style,	especially	it	seems	as	that	quality	would	affect	the	overall	
interpretation.		Thus,	it	seems	best	to	use	the	broader	term.	
24	The	terms	are	redobles	and	quiebros	respectively.	
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Chapter	14:		On	the	Manner	of	Placing	the	Hands	well	

	 [37r]	Before	we	enter	into	this	subject	matter,	we	must	know	the	enumeration	of	the	fingers,	

which	begins	with	the	thumb	and	ends	with	the	little	finger,	counting	successively	from	one	to	five.		In	

this	way	we	call	the	thumb	first	and	the	one	next	to	it	second,	the	middle	one	third,	and	the	next	that	

follows	immediately	fourth	and	the	last	one	fifth.	

	 The	second	condition,	which	is	to	place	the	hands	well,	consists	of	three	things.		The	first	is	that	

the	hands	be	placed	curved,25	like	the	paws	of	a	cat,26	in	such	a	way	that	between	the	hand	and	fingers	

there	is	not	any	hump,	but	before	the	base	of	the	fingers	it	has	to	be	very	sunken	in	such	a	way	that	the	

fingers	may	be	higher	than	the	hand	and	positioned	in	an	arch,	and	so	the	fingers	are	drawn	more	taut	

in	order	to	strike	a	better	stroke,	because	just	as	to	the	degree	that	the	bow	is	drawn	more	taut,	so	does	

it	strike	a	greater	stroke,	so	also	the	fingers	to	the	degree	that	they	are	more	taut	do	strike	a	greater	

stroke	on	the	keys,	and	then	the	notes	sound	more	robust	and	more	full	and	with	greater	life.		This	

perfection	is	so	great	and	of	such	value	for	music	that	apart	from	the	beauty	and	grace	that	such	

position	produces	in	the	hands,	it	imparts	great	essence	and	splendor	to	all	that	one	plays,	making	it	

different	and	distinctive	from	what	is	played	without	this	position	of	the	hands.		The	second	things	is	to	

keep	the	hands	very	compacted,	which	one	does	by	keeping	the	four	fingers	of	both	hands	close	

together,	which	are	the	second,	third,	fourth	and	fifth,	each	to	the	other,	especially	pressing	the	second	

finger	to	the	third,	which	one	can	do	better	with	the	right	hand	than	with	the	left,	and	this	contributes	

much	in	the	case	of	playing	with	elegance	and	sweetness.		Likewise	the	thumb	must	go	very	low,	even	

much	lower	than	the	other	four.		Further,	it	must	go	bent	inward	in	such	a	way	that	the	middle	of	the	

finger	from	the	joint	forward	goes	below	the	palm.		The	little,	which	is	the	fifth,	must	be	contracted	

more	than	all	the	others	in	such	a	way	that	almost	reaches	to	the	palm.		It	is	impossible	to	position	the	

																																																													
25	This	is	a	conjecture	for	the	obscure	engaravatadas.	
26	At	the	moment	of	translating	this	passage	I	have	the	benefit	of	two	cats	lying	asleep	within	arm’s	reach	and	find	
absolutely	no	help	in	the	image.		A	cat’s	paw	when	simply	relaxed	is	straight	and	curved	outward	tensely	when	the	
claws	are	extruded.	Howell	and	Hultberg	translate	this	passage	almost	identically	and	offer	no	further	explantion.	
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hands	well	without	keeping	the	aforesaid	two	fingers	of	both	hands	contracted	in	this	manner,	namely	

the	thumb	and	little	finger,	because	on	those	depends	the	compactness	of	the	hands,	and	from	here	it	

results	that	keeping	the	fingers	spread	each	from	the	other,	especially	the	thumb	and	little	finger,	one	

cannot	play	well	because	the	hands	are	hindered,	and	they	are	without	force	and	power	as	if	they	were	

tied.	

	 The	third	thing	is	that	the	hands	are	positioned	in	such	a	manner	that	the	three	[37v]	fingers	of	

each	hand	,	which	are	the	second,	third	and	fourth,	always	go	over	the	keys,	as	well	when	it	were	

necessary	to	strike	them	as	when	not,	and	beyond	this	the	second	finger,	especially	that	of	the	right	

hand,	must	go	a	little	bit	more	raised	or	higher	than	the	other	three,	which	are	the	third,	fourth	and	

fifth.	

	 For	the	good	position	of	the	hands,	and	even	for	playing	well,	it	is	necessary	for	the	arms	from	

the	elbows	go	inward	extended	toward	the	body	but	without	any	strain,	although	for	long	ascending	

passages	of	eighth-notes	and	sixteenth-notes	with	the	left	hand,	it	is	necessary	to	move	the	left	elbow	

away	from	the	body,	and	likewise	for	long	descending	passages	of	eighth-notes	and	sixteenth-notes	with	

the	right	hand	it	is	also	necessary	to	move	the	right	elbow	away	from	the	body.	

Chapter	15:		On	the	Method	of	Striking	the	Keys	

	 The	third	condition,	which	is	to	strike	the	keys	well,	consists	of	six	things.		The	first	is	to	strike	

the	keys	with	the	pads	of	the	fingers	in	such	a	way	that	the	nails	do	not	come	near	or	easily	make	

contact	with	the	keys,	which	happens27	when	lowering	the	wrists	and	one	has	extended	the	fingers	from	

the	middle	of	the	finger	forward,	because	when	striking	in	this	manner	they	sound	the	notes	full,	sweet	

and	gentle.		The	reason	for	this	is	because	as	the	flesh	is	something	tender,	it	strikes	with	tenderness	

and	gentleness.			Furthermore,	one	plays	with	clarity	because	as	the	fingers	make	a	seat	on	the	keys,	

they	are	not	able	either	to	slip	or	escape	in	any	direction.		On	the	contrary,	when	one	strikes	with	the	

																																																													
27	Namely,	the	proper	position	happens	when	doing	the	following.		The	position	of	the	clause	may	easily	mislead	
the	reader	into	thinking	that	S.M.	is	describing	the	wrong	position.	
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nails	one	commits	two	great	defects.		The	first	is	that	it	sounds	loud	on	the	wood	of	the	keys	but	the	

notes	little	and	also	faint	and	spiritless.		The	second	defect	is	that	one	plays	without	clearness	and	

clumsily	and	consequently	unpleasant	for	the	ears	because	as	the	fingers	do	not	make	a	seat	on	the	

keys,	they	slip	away28	then,	and	so	there	is	made	a	great	noise	on	the	keys,	and	also	as	the	nails	are	

bony—and	bones	and	the	keys	are	hard	things—in	striking	the	one	with	the	other,	they	cannot	sound	

with	sweetness	and	gentleness	but	rather	with	much	distaste	and	unpleasantness,	as	already	noted.	

	 The	second	thing	is	to	strike	the	keys	with	a	strong	impetus,	which	by	other	name	is	firmly,	and	

then	the	notes	possess	great	essence	and	spirit.			

	 The	third	thing	is	that	both	the	hands	should	strike	the	keys	equally,	that	is	that	the	one	hand	

does	not	strike	more	forcefully	nor	more	gently	than	the	other,	but	rather	both	equally.		Likewise	both	

hands	must	strike	so	jointly	at	the	same	time	that	even	if	they	should	strike	[38r]	many	notes	at	the	

same	time,	as	when	there	is	a	chord	of	three	or	four	notes	or	more,	all	seem	like	a	single	sound.		

Likewise	beware	that	even	if	the	hands	strike	the	keys	gently,	for	all	that,	they	must	strike	them	with	a	

little	impetus.		As	said	above	about	striking,	it	is	one	of	the	most	essential	things	that	there	is	for	playing	

anything	whatever	with	perfection.	

	 The	fourth	thing	is	not	to	strike	the	keys	from	above,29	for	which	it	is	necessary	to	keep	the	

fingers	close	to	the	keys30	and	after	each	finger	has	struck	the	key	to	raise	it	a	very	little,	and	further,	the	

fingers	must	strike	by	falling	straight	down	and	in	the	same	way	rising	straight	up	in	such	a	way	that	they	

hasten	to	return	to	the	same	position	and	disposition	that	they	were	in	before.		All	of	which	produces	

great	sweetness	and	gentleness	in	the	music;	and	further,	the	notes	sound	much	but	the	keys	little	or	

																																																													
28	Luego	deslizan	hazia	fuera—a	particularly	confusing	looking	phrase	because	the	last	three	words	could	all	be	
finite	verb	forms,	though	the	last	two	are	actually	adverbs	modifying	deslizan.		Apparently	it	was	also	confusing	to	
Spanish	readers,	for	the	Gregg	reprint,	from	which	this	translation	is	prepared,	reproduced,	though	unfortunately	
only	partially,	what	appears	to	be	a	Spanish	marginal	gloss	in	a	hand	probably	of	the	eighteenth	century.	
29	As	will	become	clear,	by	this	S.M.	can	only	mean	not	to	strike	the	keys	from	a	significant	distance	above	but	to	
keep	the	fingers	close	over	the	keys.	
30	Once	again,	S.M.	is	not	describing	the	fault	but	the	proper	practice.		He	seems	by	“from	above”	to	mean	that	one	
should	not	keep	the	fingers	lifted	far	off	the	keys.	
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none.		On	the	contrary,	when	one	strikes	from	above,	it	produces	a	great	lack	of	grace	and	disgust	in	the	

music	for	the	ears.		Further,	the	keys	sound	much	and	the	notes	little.		One	commits	this	defect	by	

raising	the	fingers	much	after	having	struck	the	keys.		Likewise	the	time	that	one	spends	in	raising	the	

fingers	much	and	in	lowering	them	steals	part	of	the	time	that	the	notes	ought	to	be	sounding,	by	

keeping	the	fingers	over	the	keys.31		Likewise	for	striking	the	keys	well	it	is	necessary	not	to	raise	the	

palms	but	rather	only	the	fingers	that	must	strike	the	keys,	while	the	palms	remain	still.		Beyond	this,	

the	keys	both	white	and	black	must	be	struck	at	their	tip	or	end.		This	is	understood	as	outwards.32		

Striking	the	keys	well	is	also	one	of	the	things	most	essential	and	foremost	that	there	is	in	playing.	

	 The	fifth	thing	is	to	depress	the	keys	all	that	they	can	well	be	lowered,	in	such	a	way	that	if	the	

instrument	were	a	monochord33	the	strokes34	would	raise	the	cords	well,	but	in	such	a	way	that	the	

notes	do	not	leap	from	their	pitch	by	raising	the	note,	which	is	caused	by	pressing	the	fingers	

excessively.35		If	it	should	be	some	other	instrument,	the	keys	must	be	lowered	until	they	meet	with	the	

lining	that	is	below	them.		It	must	be	understood,	if	the	keys	can	be	lowered	until	they	join	the	lining.36	

	 The	sixth	thing	is	that	once	the	keys	are	struck,	the	fingers	should	not	be	tensed	so	much	upon	

them—because	apart	from	the	notes	leaping	from	the	pitch	by	raising	the	note,	the	hands	are	hindered	

as	if	they	were	jammed—nor	the	fingers	be	relaxed	in	such	a	way	that	the	notes	grow	faint,	but	rather	

that	the	fingers	remain	on	them	[the	keys]	without	tensing	too	much	or	relaxing	or	raising	them	until	

																																																													
31	This	sense	of	this	is	quite	obvious	to	the	translator,	a	horn	player,	who	has	spent	many	a	lesson	trying	to	keep	
the	fingers	of	beginning	students	in	contact	with	the	instrument’s	keys	for	the	very	reason	S.M.	described	450	
years	ago.		The	travel	time	between	the	finger	and	the	key,	when	the	fingers	are	off	the	keys,	however	minute	is	
still	sufficient	to	disrupt	the	synchronicity	of	the	action	and	the	sound	production,	which	particularly	disrupts	
passages	of	faster	notes.	
32	The	outside	edge	of	the	key.	
33	The	monochord	alluded	to	is	a	multi-stringed	keyboard	instrument	and	ancestor	of	the	clavichord,	not	Guido’s	
non-string	instrument.	
34	“Toques”	may	well	be	a	technical	term	for	the	striking	mechanism,	but	the	representation	of	the	action	itself	
communicates	the	sense	as	well.	
35	Excessive	pressure	on	the	mechanism	presses	it	against	the	string,	stretching	the	latter	and	causing	it	to	go	off	
pitch.	
36	Presumably	some	instruments	had	such	a	lining	and	other	did	not.	
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the	point	that	they	must	strike	other	keys,	in	such	a	way	that	the	notes	remain	always	the	same	essence	

of	sound.37	

[38v]	Chapter	16:		On	the	Manner	of	Playing	with	Clarity	and	Definition	of	the	Notes	

	 In	regard	to	playing	with	clarity	and	definition	of	notes,	which	is	the	fourth	condition,	let	it	be	

noted	that	two	things	are	required	for	it.		The	first	and	principal	is	that	in	striking	the	fingers	on	the	keys,	

always	the	finger	that	would	strike	first	rises	before	the	other	[finger]	that	immediately	follows	after	it	

may	strike,	for	both	ascending	and	descending	alike,	always	proceeding	in	this	way	because	in	any	other	

way	one	finger	would	be	overtaken	by	the	other.		When	one	finger	overtakes	the	other,	it	follows	that	

one	note	overtakes	and	obscures	the	other,	which	is	like	striking	[harmonic]	seconds,	and	when	one	

note	overtakes	and	obscures	another	it	follows	that	it	goes	sloppy	and	unclear,	whatever	one	plays,	and	

the	notes	maintain	neither	clarity	nor	definition.	

	 The	second	thing	that	is	required	is	to	raise	up	each	finger	a	very	little	after	having	struck	the	

key,	but	in	no	way	to	withdraw	it	away	from	the	keys	nor	contract	it	nor	double	it,	which	would	cause	a	

great	noise	on	the	keys,	except	in	the	case	of	turns	and	trills	as	will	be	treated	in	its	own	place.	

Chapter	17:		On	the	Method	of	Running	the	Hands	over	the	Upper	and	Lower	Parts	

	 As	to	running	the	hands	over	the	upper	and	lower	parts	[of	the	keyboard],	which	is	the	fifth	

condition,	let	it	be	noted	that	for	this	four	things	are	required.		The	first	is	to	compact	the	hands	well	in	

the	manner	that	was	noted	before.	

	 The	second	thing	is	to	turn	the	hands	away	a	very	little	toward	the	part	that	they	would	mainly	

move	when	they	play	eighth-notes	or	sixteenth-notes.	

	 The	third	thing	is	when	one	would	run	toward	the	upper	part	and	would	go	with	the	right	hand,	

which	commonly	ascends	with	the	two	fingers,	which	are	the	third	and	fourth,	to	raise	the	third	finger	

each	time	that	it	would	have	to	strike	the	key	more	than	[one	would	raise]	the	fourth,	but	not	to	raise	

																																																													
37	Too	much	pressure	on	the	key	can	stretch	the	string	out	of	tune,	whereas	too	little	makes	the	sound	faint.	
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the	fourth	more	than	as	much	as	one	separates	or	detaches	from	the	key	so	as	to	seem	that	it	goes	

brushing	over	the	keys;	and	furthermore,	this	fourth	finger	must	continue	striking	at	the	edge	of	the	

keys,	and	the	third	finger	further	inside.		The	second	finger	must	go	a	little	contracted	and	higher	than	

the	third,	and	positioned	in	this	way	this	second	finger	must	go	fixed	with	the	third	finger	and	in	this	way	

the	hand	is	very	forceful,	without	which	it	is	entirely	impossible	to	ascend	the	passages	with	perfection.		

Therefore,	it	is	necessary	to	take	very	seriously	what	has	been	said	above	about	the	second	finger	

because	it	is	very	important.		If	in	ascending	on	runs	with	the	[39r]	left	hand,	it	is	necessary	for	the	

fourth	finger	to	rise	each	time	that	it	would	have	struck	the	key	much	more	than	the	third	finger,	which	

is	the	one	in	the	middle.		When	one	would	ascend	with	the	first	and	second	finger	it	is	necessary	for	the	

second	to	rise	each	time	that	it	would	have	struck	the	key	much	more	than	does	the	first.		The	first	must	

not	rise	more	than	as	much	as	separates	or	detaches	it	from	the	keys,	so	that	it	seems	that	it	is	brushing	

them.		When	the	hands	run	toward	the	lower	part,	if	it	were	to	go	by	the	right	hand,	which	usually	

descends	with	two	fingers,	namely	the	second	and	third,	the	third	finger	must	rise	each	time	that	it	

would	have	struck	the	key	more	than	does	the	second	finger,	and	the	second	finger	must	not	rise	from	

the	keys	more	than	as	much	as	it	separates	or	detaches	from	them	in	such	a	way	that	it	seems	that	it	is	

brushing	over	them.		Further,	this	second	finger	must	keep	striking	at	the	tip	of	the	keys	and	the	third	

finger	more	forward.		If	in	descending	one	were	to	run	with	the	left	hand,	which	usually	descends	with	

two	fingers,	namely	the	third	and	fourth,	the	third	must	rise	each	time	that	it	would	have	struck	the	key	

much	more	than	the	fourth	does.		The	fourth	must	not	rise	from	the	keys	more	than	so	much	as	

separates	and	detaches	from	them	in	such	a	way	that	it	seems	to	be	brushing	over	them.		Further,	this	

fourth	finger	must	keep	striking	the	tip	of	the	keys	and	the	third	finger	more	forward.		Likewise,	the	

second	finger	must	draw	near	the	third	finger,	namely	the	middle	one,	as	much	as	may	be	possible.	
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	 The	fourth	thing	is	that	in	running	the	hands	both	to	the	upper	part	as	well	as	to	the	lower,	the	

three	fingers	of	both	hands—which	I	say	are	the	second,	third	and	fourth—always	must	be	going	over	

the	keys	and	never	draw	away	from	them.	

Chapter	18:		On	the	Method	of	Striking	with	the	Appropriate	Fingers	

	 In	regard	to	striking	with	the	appropriate	fingers,	which	is	the	sixth	condition,	it	must	be	

observed	that	the	right	hand	possesses	one	principal	finger	but	the	left	hand	has	two.		The	one	of	the	

right	hand	is	the	third	finger,	which	is	the	middle	one,	and	the	two	of	the	left	hand	are	the	second	and	

third.		They	are	called	principal	because	with	them	one	begins	and	ends	turns	and	trills,	by	means	of	

which	one	furnishes	music	with	elegance.	

	 The	black	keys	must	never	be	struck	with	the	thumb	except	when	an	octave	is	played	in	

whichever	of	the	two	hands,	or	when	some	necessity	presents	itself	and	nothing	else	can	be	done.	

	 When	quarter-notes	or	eighth-notes	are	played,	one	must	never	strike	two	times	successively38	

with	the	same	finger,	except	if	some	necessity	presents	itself	so	that	one	can	do	nothing	else.		One	must	

take	care	of	this	with	great	strictness	in	the	case	of	eighth-notes	and	quarter-notes.	

	 [39v]	When	whole-notes39	would	be	played	with	the	right	hand	all	must	be	struck	with	the	

middle	finger,	except	when	another	note	would	prevent.		When	they	would	be	played	with	the	left	hand	

they	can	be	struck	one	with	the	second	finger	and	the	other	with	the	third,	and	proceeding	in	this	

manner	either	all	with	the	second	finger	or	with	the	third	finger,	according	to	how	it	would	turn	out	

better,	conforming	to	the	opinion	of	a	good	judge,	and	it	is	understood	[that	this	is]	when	another	note	

does	not	prevent	it.	
																																																													
38	The	word	arreo	in	any	possible	sense	appropriate	here	has	completely	fallen	out	of	modern	dictionaries.		
Fortunately,	S.M.	gives	a	superb	definition	with	illustrations	in	Part	2,	Chapter	11,	where	it	means	“stepwise.”		On	
this	occasion	that	meaning	is	not	quite	evident	and	is	more	likely	“successively”	a	word	also	appropriate	to	notes	
that	move	stepwise.	
39	The	translation	of	note	values	into	modern	terms	should	not	mislead	the	reader	into	thinking	that	they	possess	
the	durations	we	would	assume	today.		Authorities	differ	as	to	when	in	the	sixteenth	century	the	tactus,	the	basic	
pulse,	changed	from	the	semibreve	(whole-note)	to	the	minim	(half-note).		Sancta	Maria	in	this	work	uses	only	two	
mensuration	signs:		c	and	C	.		It	would	seem	safe	to	assume	that	the	value	of	the	whole-note	here	is	no	slower	
than	two	beats	at	modern	60	bpm.	
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	 With	these	aforementioned	fingers	of	both	hands	by	means	of	which	the	whole-notes	would	be	

struck,	also	half-notes	must	be	struck,	although	in	playing	them	with	the	right	hand	in	descending	one	

can	strike	one	with	the	third	finger	and	the	other	with	the	second	finger	and	proceeding	in	this	way	

when	one	has	many,	or	all	with	the	middle	finger	according	to	what	is	more	appropriate.	

	 When	there	should	be	played	two,	three,	four	or	more	quarter-notes	or	eighth-notes	on	the	

same	sign40	or	key,	which	is	the	same	thing,	it	is	necessary	to	strike	all	with	two	fingers,	withdrawing	

them	the	times	that	it	were	necessary.41		If	they	were	to	be	played	with	the	right	hand,	they	must	be	

struck	with	two	fingers,	namely	the	second	and	third,	and	if	to	be	played	with	the	left	hand	they	must	be	

struck	with	the	two	fingers	that	are	first	and	second,	or	with	the	two	that	are	second	and	third.		In	order	

to	do	this	perfectly	it	is	necessary	to	place	the	hand	turned	over	the	keys	in	such	a	way	that	the	arm	

from	the	elbow	to	the	fingers	is	over	the	keyboard	of	the	monochord.	

	 Likewise	when,	following	a	dotted	half-note,	two	notes	would	be	played	on	a	single	pitch,	such	

as	fa,	fa,	they	must	be	struck	also	with	two	fingers,	which	must	be	the	

same	as	we	said	above,	of	the	right	or	left,	with	which	half-notes	and	

eighth-notes	would	be	struck,	when	there	are	many	on	the	same	pitch.	

	 When	by	whichever	of	the	two	hands	there	either	ascend	or	descend	successively	long	passages	

of	quarter-notes	or	eighth-notes,	the	fingers	with	which	they	would	ascend	or	descend	also	must	go	in	

succession,	one	following	after	the	other	without	leaving	any	out,	for	which	one	must	take	care	that	on	

infrequent	occasions	[40r]	all	five	fingers	ascend	or	descend	successively,	but	rather	more	often	four	

which	are	the	first,	second,	third	and	fourth.42	

																																																													
40	S.M.	apparently	means	the	visual	symbol	representation	of	the	pitch,	i.e.,	a	note.	
41	This	is	a	rather	awkward	way	of	saying	to	alternate	the	fingers.	
42	This	is	another	awkward	expression.		S.M.’s	statement	is	actually	positive,	in	effect	“one	rarely	uses	all	five	
fingers,”	but	the	“rarely”	acts	as	a	kind	of	negative	in	the	author’s	mind,	which	conditions	his	use	of	“ni	baxan”	and	
subsequently	of	“si	no,”	“but	rather.”	
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	 When	quarter-notes	would	ascend	or	descend	stepwise	with	the	left	hand,	they	must	ascend	

with	two	fingers,	the	second	and	first	beginning	with	the	second	and	descend	with	the	other	two	

fingers,	the	third	and	fourth	beginning	with	the	third,	although	sometimes	when	ascending		the	first	

note	is	struck	with	the	third	finger	and	other	times	the	two	first	notes	ascend	with	the	fourth	and	third	

beginning	with	the	fourth.		Likewise	in	descending	sometimes	the	first	note	is	struck	with	the	second	

finger	and	other	times	the	first	two	notes	descend	with	the	first	and	second.	

	 When	long	passages	of	eighth-notes	or	sixteenth-notes	would	ascend	or	descend	stepwise	with	

the	same	left	hand,	they	must	ascend	or	descend	with	four	fingers,	which	are	first,	second,	third	and	

fourth,	repeating	them	as	many	times	as	necessary,	beginning	with	the	fourth	finger	when	ascending	

and	following	successively	with	the	third,	second	and	first,	then	when	descending	beginning	with	the	

first	finger,	following	after	it	successively	with	the	second,	third	and	fourth,	so	that	in	ascending	after	

the	first	finger	the	fourth	follows,	and	in	descending	after	the	fourth	finger	the	first	follows.		Place	great	

importance	on	the	rule	because	it	is	very	good	and	necessary.	

	

	 When	the	right	hand	would	ascend	stepwise	in	quarter-notes	or	eighth-notes,	it	must	ascend	

with	two	fingers,	the	third	and	fourth	beginning	with	the	third,	although	sometimes	the	first	note	must	

be	struck	with	the	second	finger,	and	other	times	the	first	two	notes	ascend	with	the	first	and	second	

fingers.		Take	care	that	this	rule	is	universal	without	exception	
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	 It	must	be	observed	as	a	universal	rule	that	seldom	fails,	that	when	in	descending	[40v]	with	the	

right	hand	playing	quarter-notes	or	eighth-notes,	one	strikes	with	the	thumb,	then	after	it	the	middle	

finger	must	follow	immediately.		This	presupposes,	it	must	be	understood,	that	when	one	descends	in	

stepwise	quarter-notes	or	eighth-notes	with	the	same	right	hand,	they	must	descend	with	three	

different	fingerings.		The	first	is	with	two	fingers,	second	and	third	beginning	with	the	third,	although	

sometimes	the	first	note	is	struck	with	the	fourth	finger.		This	different	fingering	serves	for	the	most	part	

for	quarter-notes.		The	second	different	fingering	is	made	in	descending	stepwise	with	three	fingers—

first,	second	and	third,	beginning	with	the	third	and	following	after	successively	the	second	and	first,	

repeating	them	in	this	same	order	as	many	times	as	necessary,	although	sometimes	the	first	note	is	

struck	with	the	fourth	finger.		Finally,	as	to	the	second	different	fingering,	after	the	first	finger,	namely	

the	thumb,	the	third,	the	middle	one,	follows,	although	sometimes	after	the	first	the	second	follows.		

This	second	different	fingering	for	the	most	part	serves	for	eighth-notes.	

	

	 The	third	different	fingering	is	used	when	descending	stepwise	with	the	four	fingers,	which	are	

first,	second,	third	and	fourth,	beginning	with	the	fourth	and	following	after	successively	with	the	third,	

second	and	first,	repeating	them	in	the	same	order	as	many	times	as	needed,	in	such	a	way	that	after	

the	first	finger	the	fourth	follows,	although	sometimes	the	second	or	third	follows.		This	third	different	
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fingering	serves	for	playing	eighth-notes,	especially	when	there	is	an	odd	number,	such	as	five,	nine	or	

thirteen.		Sometimes	it	happens	that	in	these	second	and	third	different	fingerings	one	descends	part	of		

	

the	passage	with	two	fingers,	second	and	third.	

	 [41r]	Often	the	fingers	combine	in	many	other	ways,	concerning	which	rules	cannot	be	posited	

because	there	are	so	many,	which	is	in	the	judgment	of	each	one	according	to	the	necessity	presented	

and	the	better	skill	one	exercises.	

	 When	quarter-notes	or	eighth-notes	or	sixteenth-notes	ascend	or	descend	by	leap,	third,	fourth,	

or	fifth	or	whatever	other	leap,	in	such	cases	the	aforementioned	leaps	also	must	ascend	or	descend	

with	alternate	fingers,	that	is	by	fingers	between	which	may	be	one	or	two	in	between,	according	to	

how	the	leap	proceeds,	because	just	as	in	the	aforementioned	leaps	notes	are	left	out	in	between,	so	

also	between	the	fingers	with	which	one	ascends	or	descends	these	leaps	must	one	leave	out	one	or	

two	or	three	intermediate	ones	[fingers],	even	if	often	it	happens	that	the	thirds	or	even	the	fourths	

ascend	or	descend	with	adjacent	fingers,	that	is	with	successive	fingers.	
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In	regard	to	octaves	that	ascend	or	descend	stepwise	in	quarter-notes	or	eighth-notes,	it	must	be	noted	

that	the	scale	can	ascend	or	descend	in	two	ways.		The	one	is	by	striking	the	first	note	on	the	tactus	or	

on	the	half-tactus,	and	in	such	case	the	first	note	must	be	a	quarter-note	and	all	the	others	remain	

eighth-notes.		The	other	way	is	when	the	first	note	does	not	strike	on	the	tactus	or	on	the	half-tactus,	

but	rather	on	the	off-beat,43	and	then	at	the	beginning	one	obscures	an	eighth-rest,	which	has	to	fall	on	

the	tactus	or	on	the	half-tactus.	

	

	 [41v]		Of	those	contracted	octaves,44	the	first	ascends	

in	this	order	of	fingers	as	follows:		fourth,	third,	second,	

fourth,	third,	second,	first,	second.	

	 When	the	aforementioned	first	octave	in	ascending	would	strike	this	following	scale:		ut,	re,	mi,	

fa,	sol,	re,	mi,	fa,	mi,	fa,	mi,	fa,	mi,	re,	mi,	fa,	one	can	ascend	with	two	different	fingerings.		The	one	is	by	

this	order	of	fingers	as	follows:		fourth,	third,	second,	third,	second,	first,	second	and	first	and	the	other	

notes	remaining	with	the	immediate	fingers	that	follow,	as	conforms	to	the	notes	of	the	scale.	

																																																													
43	S.	M.’s	term	is	en	vago,	for	which	there	is	no	good	English	translation.		Unlike	today,	S.M.	thinks	in	rhythmic	units	
of	only	the	tactus	and	half-tactus,	with	no	way	to	express	any	further,	smaller	abstract	subdivisions,	hence	en	
vago.		I	have	chosen	“on	the	off-beat,”	which	is,	of	course,	an	anachronism.		Later	S.M.	will	use	the	precise	term	
for	a	quarter-rest,	pausa	semiminima.	
44	The	“contracted	octaves”	are	covered	in	Chapter	12.		It	is	sufficient	here	to	say	that	the	name	results	from	the	
particular	construction	of	the	monochord’s	keyboard,	which	is	a	technical	matter	beyond	my	expertise.		The	
interested	reader	is	directed	to	the	article	“Clavichord”	in	the	New	Grove	Dictionary	of	Musical	Instruments	and	
the	particularly	avid	one	to	Henri-Arnaut	de	Zwolle,	Traités:	(Paris:		Bibliothèque	nationale,	ms.	latin	7295),	Kassel:		
Bärenreiter,	1972.		
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	 The	other	fingering	is	by	the	following	order:		fourth,	third,	second,	fifth,	fourth,	third,	second	

and	first	and	the	other	notes	remaining	with	the	fingers	that	would	follow	immediately	in	succession,	as	

conforms	to	the	notes	of	the	scale.		This	is	the	

better	order	of	fingers	because	with	these	the	

notes	ascend	more	easily.	

	 The	second	contracted	octave	must	ascend	with	this	following	order	of	fingers:		fourth,	third,	

fourth,	third,	second,	first,	second	and	first.	

	

	 The	third	contracted	octave	can	ascend	with	two	different	fingerings.		The	one	is	by	this	

following	order:		fourth,	fifth,	fourth,	third,	second,	first,	second	and	first.	

	 The	other	different	fingering	ascends	by	this	following	order:		third,	fourth,	third,	second,	first,	

third,	second	and	first.		[42r]	

	

	 These	aforesaid	three	contracted	octaves	ascend	in	eighth-notes	for	the	most	part.	

	 When	the	aforesaid	three	contracted	octaves	descend	in	quarter-notes,	the	first	note	must	be	

struck	with	the	first	finger	or	second,	and	sometimes,	although	seldom,	with	the	third	and	all	the	

remaining	notes	must	descend	with	two	fingers,	which	are	the	third	and	fourth,	finishing	the	last	note	of	

the	first	octave	with	the	fifth	finger,	although	sometimes	the	last	three	notes	of	the	first	octave	descend	

with	the	three	fingers	that	are	second,	third	and	fourth.	
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	 With	these	aforesaid	fingers	that	descend	the	three	contracted	octaves	one	can	make	trills	on	

all	the	notes	that	are	played	with	the	third	finger,	which	is	the	one	in	the	middle.	

	 When	the	aforesaid	three	contracted	octaves	descend	in	eighth-notes,	the	first	of	them—

whenever	the	first	note	falls	on	the	tactus	or	on	the	half-tactus,	just	as	whenever	it	falls	on	the	off-beat,	

that	is	holding	a	rest	of	a	quarter-note	or	eighth-notes	[in	these	cases]—one	can	descend	by	two	

different	fingerings.		The	one	is	by	striking	two	notes	in	succession	with	the	first	finger	and	following	it	

successively	with	the	second,	third,	fourth,	third,	fourth	and	fifth,	or	descending	the	last	three	notes	

with	the	second,	third	and	fourth	fingers.		Let	it	be	noted	that	this	is	the	best	order	of	fingers	for	

descending	this	first	octave.	

	 The	other	fingering	is	

by	this	following	order:		first,	

second,	third,	fourth,	third,	

second,	third,	fourth.	

	 [42v]	The	second	contracted	octave	can	descend	with	two	different	fingerings.		The	one	and	

more	important	is	in	this	following	order:		two	times	in	succession	with	the	first	finger	following	after	it	

successively	the	second,	third,	fourth,	third,	second	and	third.	

	 The	other	fingering	is	in	this	following	order:		first,	second,	third,	fourth,	third,	fourth,	third,	

fourth.	
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	 The	third	contracted	octave	can	descend	by	two	different	fingerings.		The	first	and	more	

important	is	in	this	following	order:		two	times	in	succession	with	the	first	finger	following	after	it	

successively	second,	third,	fourth,	third,	fourth,	third.	

	 The	other	fingering	is	in	this	following	order:		second,	first,	second,	third,	fourth,	third,	fourth,	

third.	

	

	 As	to	the	extended45	octaves	that	ascend	or	descend	with	the	left	hand,	it	should	be	noted	that	

when	they	would	ascend	or	descend	in	quarter-notes	they	can	ascend	or	descend	with	two	different	

fingerings.		In	the	one,	if	it	were	in	ascent,	it	must	ascend	with	the	two	fingers	that	are	second	and	first,	

although	sometimes	the	first	note	would	be	struck	with	the	third	finger	and	sometimes		the	two	first	

notes	should	ascend	with	the	two	fingers	that	are	fourth	and	third.		But,	if	it	were	in	descent,	it	must	

descend	with	the	two	fingers	that	are	third	and	fourth,	although	sometimes	the	first	note	would	be	

struck	with	the	second	finger	and	other	times	the	first	two	notes	descend	with	the	two	fingers	that	are	

first	and	second.		With	these	aforesaid	fingers	in	ascent	one	can	make	trills	on	notes	that	are	struck	with	

the	second	finger	and	in	descent	on	notes	that	are	struck	with	the	middle	finger.	

																																																													
45	S.M.	uses	the	term	“extended”	to	refer	to	those	octaves	on	the	keyboard	that	have	the	full	chromatic	range	
covered.		The	current	use	of	the	word	would	mislead	the	reader	to	assume	that	he	is	speaking	of	scales	that	cover	
more	than	an	octave	or	more	than	one	octave.	
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	 In	the	other	fingering,	it	must	

ascend	or	descend	with	four	fingers,	

which	are	the	first,	second,	third	and	

fourth,	beginning	in	ascent	[43r]	with	

the	fourth	finger	and	following	after	

successively	the	third	second	and	first,	

repeating	them	in	the	same	order.		But	in	descent	beginning	with	the	first	finger	and	following	after	

successively	second,	third,	fourth	and	repeating	them	in	the	same	order,	although	this	fingering	is	more	

appropriate	for	eighth-notes	than	for	quarter-notes,	especially	when	ascending.	

	 When	these	same	aforesaid	extended	octaves	would	ascend	in	eighth-notes	with	the	same	left	

hand,	they	may	ascend	with	two	different	fingerings.		The	one	and	more	important	is	with	four	fingers,	

namely	fourth,	third,	second	and	first	beginning	with	the	fourth	and	

following	after	the	third,	second	and	first	repeating	them	in	the	same	

order	in	such	a	way	that	when	they	repeat	after	the	first	finger	the	

fourth	follows.	

	 The	other	fingering	is	by	this	following	order:		fifth,	fourth,	third,	second,	first,	following	then	

the	second	time	third,	second,	first.	
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	 When	these	extended	octaves	descend	in	eighth-notes	with	the	same	left	hand,	they	can	

descend	with	two	fingerings.		The	first	and	more	important	is	in	the	following	order:		the	first	finger	

twice	in	succession	following	after	successively	the	second,	third,	fourth,	third,	fourth	and	fifth	or	third.	

	 The	second	fingering	is	in	the	following	order:		first	[43v]	second,	third,	fourth,	third,	fourth,	

third,	fourth.		

	

	

	 When	these	extended	octaves	would	ascend	in	quarter-notes	or	eighth-notes	in	the	right	hand,	

they	must	ascend	with	two	fingers,	third	and	fourth,	although	some	times	the	first	note	would	be	struck	

with	the	second	finger	and	

other	times	the	first	two	

notes	ascend	with	the	first	

finger	and	second.		Further	

let	it	be	noted	that	this	rule	

is	universal	without	

exception.		

	

	 When	these	extended	octaves	descend	in	quarter-notes	with	the	right	hand	they	must	descend	

with	two	fingers,	second	and	third,	beginning	

with	the	third,	although	many	times	the	first	

note	would	be	struck	with	the	fourth	finger	

and	all	the	other	remaining	notes	with	the	

aforesaid	two	fingers,	third	and	fourth.	
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	 When	these	extended	octaves	descend	in	eighth-notes	with	the	right	hand,	they	can	descend	in	

two	different	fingerings.		The	one	is	by	this	following	order:		fourth,	third,	second,	first,	third,	second,	

first,	third.	

	 The	other	fingering	is	by	this	following	order:		fifth,	fourth,	third,	second,	first,	third,	second,	first	

or	third,	although	 sometimes	the	

first	note	would	be	 struck	with	the	

third	finger	and	 other	[44r]	times	

the	first	two	notes	 may	descend	with	

the	fourth	finger,	but	this	fingering	with	its	exceptions	is	more	appropriate	when	the	first	note	is	a	

quarter-note	and	all	the	other	notes	are	eighth-notes	than	for	when	all	are	eighth-notes.			

	 When	one	would	ascend	the	following	scale	with	the	left	hand:		re,	mi,	sol,	fa,	re,	mi,	fa,	mi,	fa,	

sol,	la,	sol,	which	begins	from	A-re	upwards,	one	must	ascend	with	the	four	fingers	fourth,	third,	second,	

first	beginning	with	the	fourth	and	following	after	

successively	third,	second	first,	repeating	by	this	same	

order	for	the	times	required.	

	 Likewise,	when	this	scale	would	descend	with	the	left	hand	as	follows:		sol,	fa,	la,	sol,	la,	sol,	fa,	

mi,	fa,	mi,	re,	ut,	re,	which	begins	from	G-solreut	downward	from	above,	it	must	descend	with	the	

aforesaid	four	fingers	first,	second,	third,	

fourth,	repeating	them	in	the	same	order	for	

the	times	required.	

	 Likewise,	when	the	left	hand	would	play	this	following	scale:		re,	ut,	re,	mi,	re,	mi,	fa,	sol,	la,	

which	begins	from	D-solre,	one	can	play	with	two	different	

fingerings.		The	one	is	in	this	following	order:		second,	third,	

second,	first,	fourth,	third,	second	first.		The	other	fingering	is	by	



28	
	

the	following	order:		third,	fourth,	third,	second,	fourth,	third,	second,	first,	second.	[44v]	

	 When	the	right	hand	would	descend	in	the	following	scale:		fa,	la,	sol,	fa,	mi,	la,	sol,	fa,	mi,	re,	fa,	

la,	sol,	fa,	mi,	re,	which	begins	from	a	sign	higher	than	E-la	[i.e.,	a	note	on	a	ledger	line],	one	must	

descend	in	this	fingering	as	follows:		fourth,	third,	

second,	third,	second,	first,	third,	second,	third,	second,	

fourth,	third,	second,	third,	second,	first.		[NB:		The	

treble	clef	in	Example	Z	is	placed	on	the	middle	line,	

this	making	sense	out	of	the	needed	ledger	line.]			

	 Likewise,	when	the	right	hand	would	descend	in	the	following	scale:		la,	sol,	fa,	mi,	fa,	mi,	la,	sol,	

la,	sol,	fa,	mi,	fa,	mi,	re,	ut,	re,	which	begins	from	the	note	for	E-la,	one	can	descend	with	two	different	

fingerings.		The	one	is	with	four	fingers:		fourth	third,	second,	first,	repeating	them	again	in	the	same	

order	for	the	times	required.	

	 The	other	fingering	is	with	three	fingers:		fourth,	third,	second,	taking	them	in	this	following	

order:		fourth,	third,	second,	third,	fourth,	

third,	second,	third,	returning	them	and	

repeating	in	the	same	order	for	the	times	

required.	

	 In	regard	to	the	consonances	that	are	produced	by	each	hand	on	its	own,	it	should	be	noted	that	

thirds	can	be	produced	by	whichever	of	the	two	hands	with	three	different	fingerings.		The	first	is	with	

the	first	finger	and	the	second,	which	is	used	more	in	the	left	hand	than	in	the	right.	

	 The	second	fingering	is	with	the	first	finger	and	the	third,	with	this	fingering	one	can	make	a	turn	

on	the	lower	note	of	the	[interval	of	a]	third	as	produced	in	the	left	hand	and	the	higher	note	of	the	

same	third	as	produced	in	the	right	hand.		The	right	hand	uses	this	fingering	more	than	the	other	two	

[fingerings]	because	it	produces	grace	on	the	higher	note	for	a	turn	or	a	trill.		
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	 [45r]	The	third	different	fingering	is	with	the	second	finger	and	the	fourth.		This	is	used	more	

with	the	left	hand	than	with	the	right.	

	 When	two	or	three	thirds	or	more	are	played	one	after	the	other,	struck	with	only	one	hand,	the	

one	third	must	be	played	with	the	second	fingering	and	the	other	with	the	third	fingering	and	

proceeding	in	this	way.	

	 Fifths	and	sixths	can	be	produced	with	either	of	the	two	hands	by	means	of	three	different	

fingerings.		The	first	is	with	the	second	finger	and	fifth.		With	the	aforesaid	fingers	one	can	make	a	turn	

or	trill	on	the	high	note	of	the	fifth	or	sixth	when	produced	in	the	left	hand	and	on	the	lower	note	of	the	

same	fifth	or	sixth	produced	in	the	right	hand.	

	 The	second	different	fingering	is	with	the	first	finger	and	fourth,	by	means	of	which	the	pitches	

may	remain	equal	in	sound.	

	 The	third	different	fingering	is	with	the	first	and	third	finger,	with	which	one	can	make	a	turn	or	

trill	on	the	lower	note	of	the	fifth	or	sixth	that	would	be	produced	in	the	left	hand	and	on	the	higher	

note	of	the	fifth	or	sixth	that	would	be	produced	in	the	right	hand.	

	 Octaves	must	be	produced	in	either	of	the	two	hands	with	the	first	finger	and	fifth,	except	in	the	

first	three	contracted	octaves,	which	must	be	played	by	the	left	hand	by	the	first	and	fourth	finger,	or	

with	the	second	and	fifth	finger,	but	it	is	

necessary	to	warn	that	when	[played]	jointly	

with	some	one	of	the	aforesaid	three	octaves	

one	would	produce	a	third	over	that	octave,	

necessarily	such	an	octave	must	be	produced	

with	the	second	and	fifth	finger,	as	may	be	

seen	in	the	following	examples.	
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	 In	playing	consonances	one	must	watch	what	notes	follow	after	them	because	one	must	know	

how	to	strike	each	consonance	with	those	fingers	that	are	free	and	in	position	to	be	able	easily	to	take	

the	notes	that	follow.	

Chapter	19:		On	the	Method	of	Playing	in	Good	Style46	

	 [45v]	As	to	playing	with	good	style,	which	is	the	seventh	condition,	one	should	be	advised	that	

for	this	it	is	necessary	to	play	quarter-notes	in	one	way	but	eighth-notes	in	three.		The	manner	that	must	

be	maintained	for	playing	quarter-notes	is	to	hold	on	the	first	and	hurry	the	second,	and	neither	more	

nor	less	to	hold	the	third	and	hurry	the	fourth,	and	in	this	way	all	the	quarter-notes	that	one	plays	as	if	

the	first	quarter-note	had	a	dot	and	the	second	were	an	eighth-note	and	similarly	the	third	had	a	dot	

and	the	fourth	were	an	eighth-note	and	in	this	manner	all	the	quarter-notes.		Further,	take	care	that	the	

quarter-note	that	hurries	must	not	go	very	

rushed	but	rather	a	little	moderately.	

	 So	that	one	may	see	clearly	and	

understand	the	difference	there	is	in	playing	

quarter-notes	in	the	one	manner	and	the	

other,	notes	are	printed	with	and	without	

dots.47		[Editorial	note:		The	example	bore	the	

original	mensuration	sign	of	tempus	

imperfectum	prolatio	imperfecta,	c,	which	

proves	extremely	awkward	to	achieve	in	

modern	music	writing	programs.		Thus	it	has	

																																																													
46	This	is	the	first	of	two	chapters	numbered	19.	
47	S.M.	here	gives	one	of	the	very	earliest	and	most	important	descriptions	of	notes	inégales.		It	is	particularly	
important	for	demonstrating	a	renaissance	provenance	for	what	is	usually	considered	a	later	baroque	practice	
primarily	French	and	primarily	eighteenth-century.		In	passing,	it	is	also	one	of	the	clearest	descriptions	of	a	
particular	performance	practice	in	the	early	primary	sources.	



31	
	

been	omitted	here,	especially	with	the	support	that	few	of	S.M.’s	music	examples	give	mensuration	

signs.]	

	 Of	the	three	manners	of	eighth-notes,	two	are	made	almost	in	the	same	way,	which	is	holding	

on	one	eighth-note	and	hurrying	the	next.		They	differ	one	from	the	other	in	that	in	one	manner	one	

begins	to	hold	on	the	first	eighth-note	and	hurries	the	next,	and	neither	more	nor	less	holding	the	third	

and	hurrying	the	fourth,	and	all	in	the	same	way,	which	is	done	as	if	the	first	eighth-note	had	a	dot	and	

the	second	eighth-note	were	a	sixteenth-note,	and	similarly	the	third	eighth-note	had	a	dot	and	the	

fourth	eighth-note	were	a	sixteenth-note,	and	all	after	this	form.		This	manner	serves	for	works	that	are	

all	contrapuntal,	and	for	extensive	and	short	passages	in	diminution	[Ex.	DD].	

	 The	second	manner	is	made	by	hurrying	the	first	eighth-note	and	holding	back	on	the	second,	

then	neither	more	nor	less	hurrying	the	third	and	holding	back	on	the	fourth,	and	the	rest	in	this	

manner,	which	is	done	as	if	the	first	eighth-note	were	a	sixteenth-note	and	the	second	eighth-note	had	

a	dot	[46r]	and	similarly	the	third	eighth-note	were	a	sixteenth-note	and	the	fourth	eighth-note	had	a	

dot	and	proceeding	in	such	a	way.		In	this	way	the	eighth-notes	that	had	a	dot	never	strike	on	a	beat	but	

rather	on	the	off-beat	[Ex.	EE].48	

	 The	third	manner	is	made	by	hurrying	three	eighth-notes	and	holding	on	the	fourth.		Further,	

one	is	advised	that	this	delay	must	be	all	the	time	that	would	be	necessary	so	that	the	fifth	eighth-note	

is	going	to	strike	in	its	[proper]	time	in	the	half-tactus,	and	the	rest	in	this	way.		In	such	a	way	they	go	

four	by	four,	which	makes	as	if	the	three	eighth-notes	were	sixteenth-notes	and	the	fourth	eighth-note	

had	a	dot.49		This	third	manner	is	the	very	smartest	of	all,	and	it	serves	for	diminutions50	both	short	and	

long.	

																																																													
48	Once	again	the	terminology	of	“beat”	and	“off-beat”	is	somewhat	anachronistic	but	gives	a	good	impression	of	
what	S.M.	means.	
49	This	is	a	superb	documentation	of	earlier	periods’	non-arithmetical	approach	to	the	representation	of	rhythm.		
Even	though	S.M.	describes	rhythms	in	terms	of	absolute	note	values,	such	as	sixteenth-notes	and	eighth-notes,	he	
then	explains	that	this	is	not	really	the	accurate	rhythm.		Rather,	the	precise	rhythm	is	at	the	level	of	tactus	and	
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	 Let	the	advice	be	taken	that	the	delaying	of	the	eighth-notes	must	not	be	much,	but	rather	only	

so	much	as	makes	them	stand	out,51	which	is	given	to	understand	“a	little,”	because	too	much	delay	

causes	a	great	lack	of	grace	and	ugliness	in	the	music	and	likewise	for	this	same	reason	the	three	eighth-

notes	that	hurry	must	not	hurry	excessively	but	rather	with	moderation	relative	to	the	delay	that	one	

plays	in	the	fourth	eighth-note.	

Both,	so	that	everything	may	be	understood	with	greater	clarity	and	just	as	easily	can	be	used	in	

a	composition,	are	printed	here	in	examples,	a	dot	on	the	head	of	each	eighth-note	and	sixteenth-note,	

which	would	be	played	on	the	half-tactus.		

[[DD	=	1st	manner.		EE	=	2nd	manner;	FF	=	3rd	

manner,	but	the	exact	rhythm	is	not	

indicated.		S.M.	merely	shows	by	means	of	

the	dot	above	the	notehead	where	each	

new	grouping	would	fall	on	the	tactus	or	

semi-tactus.]	

	

[46v]	

	

	

																																																																																																																																																																																																				
half-tactus,	on	which	the	first	of	each	group	must	fall.		The	other	values	are	relative	and	indicate	three	very	short	
notes	and	a	considerably	longer	one.		This	is	emphasized	by	the	fact	that	the	three	sixteenth-notes	plus	one	dotted	
eighth-note	do	not	equal	four	eighth-notes	in	arithmetical	terms.		This	more	flexible,	non-arithmetical	
representation	of	similar	rhythms	appears	at	least	as	late	as	the	early	nineteenth	century.	
50	I.e.,	improvised	reductions	of	longer	note	values	into	shorter	ones.	
51	The	note	on	this	phrase	in	the	Howell	and	Hultberg	translation	presents	an	oddity	here;	they	translate	“but	only	
as	much	as	indicated.”		Strangely,	in	their	note	they	remark	that	they	believe	this	is	a	mistranslation	found	in	an	
earlier	translation	and	offer	an	improvement	as	“only	enough	to	bring	it	out,”	but	do	not	use	it	in	the	main	text!		
My	own	translation,	arrived	at	independently,	seems	substantially	in	agreement	with	their	preferred	translation.		It	
seems	peculiar	that	they	did	not	use	the	translation	that	they	thought	correct.	
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Chapter	19:		On	the	Method	of	Making	Turns	and	Trills52	

	 As	to	turns	and	trills,	which	is	the	eighth	condition,	it	must	be	noted	that	“turn”	means	doubled	

or	repeated	notes,	which	only	are	

doubled	or	repeated	with	two	

neighboring	pitches,	such	as	mi-re-

mi-fa-mi-fa-mi-fa-mi.53	

	 Likewise	trill	means	notes	doubled	or	repeated	such	as	mi-fa-mi-fa-mi-fa-mi,	although	there	are	

many	trills	that	are	not	repeated,	but	single,	such	as	mi-fa-mi,	or	fa-mi-fa.		So	the	trills	are	divided	into	

two	kinds,	one	

should	know,	

repeated	and	

single.54	[47r]		

																																																													
52	This	is	the	second	chapter	19.		Neither	ornament	translated	here	respectively	as	turn	(redouble)	and	trill	
(quiebro)	is	exactly	what	we	mean	today	by	the	terms.		The	reader	should	not	be	troubled	by	this;	terminology	
remained	quite	fluid	through	the	seventeenth	century	and	even	into	the	eighteenth.		I	have	chosen	“turn”	because	
S.M.’s	redouble	begins	like	a	turn	though	it	can	end	like	a	trill,	and	trill	because	most	of	the	quiebros	are	trill-like.		
The	reader	may	want	to	consult	other	translations	in	this	series	such	as	Bovicelli,	F.	Rognoni,	and	Praetorius.	
53	This	is	clearly	what	today	would	be	called	a	turn	and	trill	combined.	
54	I.e.,	he	is	referring	to	the	number	of	“beats,”	repetitions	of	the	alternation	of	the	two	pitches,	in	each	trill.		Here	
S.M.	implies	that	all	trills	are	“unprepared”	but	later	will	give	a	description	of	a	prepared	trill	as	becoming	
fashionable.	
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	 The	repeated	trill	differs	from	the	turn	in	that	the	turn	has	one	more	note	lower,	whose	

succession	of	pitches	is	mi-re-mi-fa-mi-fa-mi-fa-mi	and	the	repeated	trill	doesn’t	sound	the	“re,”	whose	

succession	of	pitches	is	

mi-fa-mi-fa-mi-fa-mi.	

	

	 	

	 Turns	are	only	made	on	the	entire	tactus,	that	is	on	whole-notes,	while	trills	are	made	on	half-

notes	and	quarter-notes	and,	surprisingly,	on	eighth-notes.		Further,	take	care	that	turns	in	no	way	must	

be	made	very	long	because	they	cause	ugliness	in	the	music.55	

	 Repeated	trills	are	made	on	half	half-notes	and	singles	

(senzillos)	on	quarter-notes,56	except	for	one	that	is	not	repeated,	

which	is	only	made	on	a	half-note,	which	succession	of	pitches	is	sol-

fa-mi-fa.	

	 The	repeated	trills	are	made	on	all	half-notes,	which	are	struck	with	fingers	that	can	make	them,	

but	singles	cannot	be	made	on	all	quarter-notes	but	on	one	yes	and	another	no,	and	all	similarly.	

	 The	reason	why	the	trills	that	are	made	on	quarter-notes	are	singles	and	not	repeated	is	

because	of	the	small	extent	of	time	that	there	is	on	quarter-notes,	and	for	this	same	reason	trills	are	not	

made	on	eighth-notes	or	on	sixteenths.57	

																																																													
55	The	facts	that	the	tactus	is	clearly	described	as	two-part	and	that	S.M.	says	that	turns	are	only	on	a	whole-note	
but	must	never	be	very	long	would	both	seem	to	indicate	that	the	“beat”	of	the	music	in	the	modern	sense	is	the	
half-note,	so	that	turns	would	never	be	more	than	2	beats,	not	the	modern	whole-note	equal	to	four.	
56	The	senzillo	(single)	is	a	trill	of	a	single	“beat,”	alternation	of	the	pitches,	and,	as	the	illustration	[HH]	shows,	can	
be	to	either	the	upper	or	lower	neighbor.		Thus,	the	“single”	is	effectively	either	a	regular	or	an	inverted	mordent.			
57	He	has	already	indicated	that	exceptionally	they	can	be	made	on	eighth-notes,	but	are	unusual.		The	reason	for	
this	restriction	is,	as	indicated	above,	in	temporal	values	of	today	the	quarter-note	would	equal	an	eighth-note,	a	
very	short	time	to	make	a	trill.	
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	 There	is	only	one	kind	of	turn	but	six	of	trills.		The	turn	is	always	made	jointly	with	a	whole-	and	

a	half-step,	different	from	

trills,	which	only	are	made	on	

a	whole-step	or	on	a	half-

step,	except	the	aforesaid	trill	on	half-notes	[Example	JJ],	which	is	made	jointly	with	a	whole=step	and	a	

half-step,	whose	succession	of	pitches	is,	as	I	said,	sol-fa-mi-fa.		[47v]	

	 The	aforesaid	trill	on	half-notes,	which	is	made	jointly	with	a	whole-	and	half-step,	necessarily	

must	take	the	half-step	in	the	lower	part	and	the	whole-step	in	the	upper	because	another	way	would	

produce	great	lack	of	grace	and	harshness	for	the	ears,	and	for	this	reason	it	must	not	be	made	where	it	

finishes	on	“mi”	in	such	a	way	that	the	succession	of	pitches	would	make	fa-mi-re-mi	because	in	such	a	

case	the	whole-step	would	go	in	the	lower	and	the	half-step	in	the	upper	part,	but	it	can	finish	on	

whichever	of	the	other	five	

pitches,	which	are	ut,	re,	fa,	

sol,	la.58	

	 The	turn	sometimes	keeps	the	whole-step	in	the	upper	part	and	the	half-step	in	the	lower	part;	

and	on	the	contrary	other	times	it	keeps	the	whole-step	in	the	lower	part	and	the	half-step	in	the	upper	

part.		Further,	be	it	noted,	that	in	no	way	is	it	permitted	to	make	a	turn	that	joins	two	whole	steps,	one	

in	the	lower	part	and	

the	other	in	the	

upper,	because	such	a	

turn	is	very	lacking	in	

grace	and	harsh	to	the	ears.	

																																																													
58	Of	course,	S.M.	is	working	with	only	the	Guidonian	hexachord	system.	
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	 The	turn	and	the	aforesaid	trill	that	is	made	by	joining	a	whole-	and	half-step,	are	made	with	

three	fingers	and	all	the	other	five	trills	with	two	fingers.	

	 When	the	turn	is	made	with	the	right	hand,	it	is	made	with	three	fingers,	the	second,	third	and	

fourth,	beginning	and	ending	on	the	third.	

	 [48r]	When	it	is	made	with	the	left	hand	it	is	made	with	two	different	fingerings.		One	is	with	

three	fingers,	first,	second	and	third,	beginning	and	finishing	with	the	second.	

	 The	other	fingering	is	made	with	three	fingers,	second,	third,	and	fourth,	beginning	and	ending	

with	the	third.	

	 As	to	trills,	it	must	be	noted	that	of	six	that	there	are	of	trills,	two	are	made	on	half-notes	and	

four	on	quarter-notes.	

	 Of	the	two	that	are	made	on	half-notes	[Ex.	JJ	&	LL],	the	one	is	the	aforesaid	that	is	made	joining	

a	whole-	and	half-step;	this	trill	must	be	made	with	the	same	fingers	of	the	right	and	left	hand	with	

which	the	turn	is	made.	

	 The	other	trill	on	a	half-note	is	the	one	that	is	made	repeated,	which	succession	of	pitches	

produces	mi-fa-mi-fa-mi-fa-mi	or	

fa-sol-fa-sol-fa-sol-fa.	

	

	 This	trill,	when	it	is	made	with	the	right	hand,	is	made	with	two	fingers,	the	third	and	fourth,	

beginning	and	ending	with	the	third.		Sometimes	also	it	is	made	with	the	two	fingers	second	and	third,	

beginning	and	ending	with	the	second.	

	 When	it	is	made	with	the	left	hand	it	is	made	with	two	different	fingerings.		One	is	with	the	

second	and	first,	beginning	and	ending	with	the	second.	

	 The	other	fingering	is	with	the	third	and	second,	beginning	and	ending	with	the	third.	
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	 A	current	usage	that	must	receive	great	attention	for	its	great	elegance	is	to	begin	the	turn	or	

the	repeated	trill	on	half-notes	from	a	note	higher	than	that	on	which	it	finishes,	and	further,	the	first	

note	of	the	aforesaid	turn	or	trill	must	be	struck	alone	and	the	second	note	must	be	struck	on	the	

consonance	that	then	would	be	created.59	

	 Likewise,	the	aforesaid	first	note	must	be	struck	with	the	finger	that	is	next	to	the	finger	that	

ends	the	turn	or	trill,	in	the	upper	part;	that	is,	that	when	they	would	be	struck	with	the	right	hand	they	

must	begin	with	the	fourth	finger	and	finish	with	the	third	and	when	they	would	be	struck	in	the	left	

hand,	in	the	one	fingering	they	must	begin	with	[48v]	the	first	finger	and	finish	with	the	second	and	in	

the	other	fingering	they	must	begin	with	the	second	finger	and	finish	with	the	third.	

	 These	manners	of	turns	and	trills	and	the	other	manner	of	trill	on	half-notes,	which	is	made	

joining	a	whole-	and	a	half-step,	are	very	new	and	very	elegant,	and	they	produce	such	great	grace	and	

melodiousness	in	the	music	that	they	raise	it	to	such	a	level	and	to	such	pleasure	for	the	ears	that	it	

seems	another	thing	distinct	from	what	is	played	without	them,	and	therefore	there	is	great	reason	for	

one	always	to	make	use	of	them	and	not	of	others	because	they	[the	latter]	are	out-of-date	and	lack	

grace.	

	 Of	the	other	four	trills	on	[quarter-notes],60	which	are	singles	(senzillos),	that	is,	they	are	not	

repeated,	two	are	for	ascending	and	the	others	for	descending.	

	 Those	for	ascending	are	made	only	with	a	whole-step	or	with	a	

half-step	lower,	such	as	mi-re-mi	or	fa-mi-fa.	

	

	 Those	for	descending	are	also	made	only	on	a	whole-step	or	

on	a	half-step,	but	in	the	upper	part,	such	as	fa-sol-fa	or	mi-fa-mi.61	

																																																													
59	This	is	an	early	description	of	what	would	in	the	eighteenth	century	become	the	trill	prepared	by	the	upper	
neighbor.	
60	The	text	has	the	obvious	misprint	minim	for	semiminim,	or	half-note	for	the	requisite	quarter-note.	
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	 Of	these	four	trills	the	two	differ	from	the	other	two	in	that	the	first	are	made	with	three	notes,	

such	as	re-ut-re,	ascending	or	re-mi-re	descending,	and	the	other	two	are	made	with	two	notes,	such	as	

fa-mi	ascending	or	fa-sol	descending,	all	of	which	are	made	only	with	a	whole-	or	half-step.62	

	 Those	made	with	two	notes	and	those	made	with	three,	all	of	them,	begin	and	end	with	the	

same	note,	both	ascending	and	descending.	

	 When	these	aforesaid	four	trills	would	be	played	with	the	right	hand,	in	ascending	they	must	be	

made	with	two	fingers,	third	and	second,	beginning	and	ending	with	the	third.		In	descending	they	must	

be	struck	with	the	two	fingers	third	and	fourth,	beginning	and	ending	with	the	third.		When	they	are	

played	with	the	left	hand,	in	ascending	they	must	be	struck	with	the	two	fingers	second	and	third,	

beginning	and	ending	with	the	second,	and	in	descending	they	must	be	made	with	the	same	two	fingers,	

third	and	second,	beginning	and	ending	with	the	third.		Sometimes	it	happens	that	in	descending	they	

are	made	with	the	two	fingers	[49r]	first	and	second,	beginning	and	ending	with	second.	

	 Of	the	two	trills	on	quarter-notes	that	in	both	ascending	and	descending	are	made	with	two	

notes,	two	things	must	be	observed.63		The	first	is	that	the	finger	that	would	strike	the	first	note,	after	

having	struck	the	key	must	not	rise	from	it	but	rather	remain	always	fixed	on	it,	and	the	finger	that	

would	strike	the	second	note	must	draw	away	from	the	key,	sliding	it	[the	finger]	over	it	[the	key]	like	

one	who	scratches,	and	further	the	finger	that	would	strike	the	first	note	must	press	a	little	on	the	key,	

depressing	it	lower.		But,	pay	attention	that	the	first	note	of	these	two	trills	is	the	one	that	would	be	

struck	with	the	finger	that	ends	the	trill.	

	 The	second	thing	is	that	the	second	note	of	the	aforesaid	trills	must	be	struck	so	soon	after	the	

first	that	they	almost	even	strike	at	the	same	time,	in	such	a	way	that	it	seems	that	[the	interval	of	a]	

																																																																																																																																																																																																				
61	The	explanations	and	examples	for	these	two	“singles”	could	easily	be	confusing	since	the	ornaments	
themselves	would	seem	to	do	the	opposite	of	what	S.M.	says.		I	believe	that	what	S.M.	means	is	that	they	are	
respectively	appropriate	in	ascending	or	descending	lines.	
62	For	an	author	who	is	usually,	if	anything,	overly	meticulous	in	clarity,	this	is,	to	my	mind,	S.M.’s	most	bewildering	
statement,	which	he	attempts	to	clarify	below.	
63	The	following	passage	explains	the	enigmatic	two-note	trills	mentioned	above.	
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second	were	struck.		It	should	be	noted	that	of	these	aforesaid	two	trills,	the	one	for	ascending	is	not	so	

elegant	nor	sounds	so	good	to	the	ears	as	the	one	that	descends,	and	for	this	reason	one	ought	not	

make	use	of	it	[the	former]	very	often.		These	aforesaid	trills	cannot	be	printed	and	as	a	result	one	

cannot	provide	an	example	of	them.64	

	 Four	important	things	are	required	in	order	to	make	turns	and	repeated	trills	on	half-notes	with	

complete	perfection,	without	which	it	is	impossible	to	make	them	perfectly.		The	first	and	most	

important	is	to	extend	the	four	fingers,	second	,	third,	fourth	and	fifth,	along	each	other	as	much	as	

were	possible,	especially	to	press	flesh	against	flesh	of	the	finger	that	would	strike	the	lowest	note	of	

the	turn	along	with	the	finger	with	which	the	same	turn	or	trill	would	end,	and	still	more	by	contracting	

it	a	little	and	placing	it	higher	than	the	other	fingers	and	positioned	in	this	way	to	carry	it	a	little	over	the	

finger	that	would	finish	the	turn	or	trill.		This	will	be	understood	clearly65	when	the	turn	is	played	with	

the	right	hand,	which	is	usually	made	with	the	three	fingers,	second,	third	and	fourth,	ending	always	on	

the	third.		On	this	occasion	it	is	necessary	to	contract	the	second	finger	a	little	and	place	it	higher	than	

the	third	and	in	this	way	to	press	the	third	finger	[against	it],	mainly	at	the	end	of	the	turn	and	the	same	

for	all	trills	on	half-notes	and	also	for	those	on	quarter-notes	when	they	would	be	played	ascending	in	

the	melody.		This	greatly	helps	and	gives	power	to	the	two	fingers	that	repeat	the	two	notes	of	the	turn	

and	trills	so	that	they	are	made	with	more	perfection	and	spirit.		When	the	aforesaid	turns	and	trills	are	

played	with	the	left	hand	and	are	struck	with	the	three	fingers,	[49v]	first,	second	and	third,	it	is	

necessary	to	contract	the	third	a	little	and	to	place	it	higher	than	the	second	finger,	mainly	at	the	end	of	

the	turn	or	trills.		When	it	would	be	played	with	the	other	three	fingers	of	the	left	hand,	second,	third	

and	fourth,	the	fourth	must	be	contracted	a	little	and	placed	higher	than	the	third,	and	position	in	this	

way	to	press	it	against	the	third,	mainly	at	the	end	of	the	turn	or	trills,	which,	as	I	say	it	is,	greatly	helps	

																																																													
64	The	description	of	this	ornament,	which	sounds	something	like	the	later	acciaccatura,	demonstrates	the	breadth	
of	the	possible	spectrum	of	meanings	for	the	terminology	of	the	time.		I	believe	no	one	from	our	perspective	today	
would	dream	of	calling	this	a	“trill”	in	the	modern	sense.	
65	S.M.’s	usual	succinct	clarity	fails	him	in	this	description.	
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and	gives	power	to	the	two	fingers	that	repeat	the	two	notes	of	the	turn	and	trills,	so	that	they	are	

made	with	more	perfection	and	spirit.	

	 The	second	thing	is	to	draw	away	from	the	keys	the	two	fingers	that	would	strike	the	lower	note	

and	the	higher	note	of	the	turn	or	trill	on	half-notes	that	are	made	with	a	whole-	and	a	half-step,	and	

likewise	it	is	necessary	to	draw	away	from	the	keys	the	finger	that	would	strike	the	higher	note	of	the	

trills	on	half-notes	and	quarter-notes,	when	making	them	with	the	right	hand	just	as	when	with	the	left	

hand,	except	that	the	finger	that	strikes	the	lower	note	of	the	turn	and	the	trill	on	half-notes	made	with	

a	whole-	and	a	half-step,	which	strikes	only	once,	must	withdraw	a	little	away	from	the	key,	and	the	

finger	that	strikes	the	higher	note	of	the	turn	or	trills	must	withdraw	away	from	the	keys	much	more,	

but	only	at	the	end	of	the	turn	or	trills.		Further,	it	must	hang	a	little	downward	and	thereafter	bring	it	

back	and	raise	and	place	it	over	the	keys	as	it	was	before.	

	 The	third	thing	is	that	the	finger	that	strikes	the	higher	note	of	the	turn	or	trills	must	always	

strike	more	on	the	edge	of	the	key	than	the	finger	that	is	next	to	it,	with	which	the	turn	or	trills	end,	and	

still	further	,	after	the	beginning	of	the	turn	and	repeated	trills,	it	must	keep	withdrawing	gradually	

away,	until	drawing	it	completely	away	from	the	key	on	the	end	of	the	turn	and	trills,	which	is	the	

reason	that	the	finger	with	which	the	turn	and	trills	ends	remains	at	the	edge	of	the	key	at	the	end	of	

the	turn	and	trills,	although	at	the	beginning	it	begins	more	forward	on	the	key,	which	is	necessary	so	

that	the	turn	and	trills	finish	very	clean	and	precise.	

	 The	fourth	thing	is	to	turn	the	hand	that	plays	the	turn	and	trills	a	little	toward	the	upper	part,	

except	on	trills	on	quarter-notes	that	are	made	in	descending.	

	 These	aforesaid	four	important	things	are	required	also	for	making	all	the	trills	with	perfection,	

both	on	half-notes	as	well	as	on	quarter-notes,	except	that	on	repeated	trills	on	half-notes,	and	on	the	

[50r]	four	on	quarter-notes,	one	does	not	withdraw	from	the	keys	more	than	one	finger.	
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	 The	four	trills	on	quarter-notes,	both	those	that	ascend	as	well	as	those	that	descend,	

sometimes	are	made	on	quarter-notes	which	fall	on	the	tactus	or	the	half-tactus	and	other	times	on	

those	[quarter-notes]	that	do	not	fall	on	a	tactus	or	half-tactus,	and	this	latter	is	the	better	style	and	

more	elegant	because	it	gives	more	grace	to	what	one	plays.	

	 When	trills	would	be	made	on	quarter-notes	that	fall	on	the	tactus	or	the	half-tactus	and	would	

be	played	with	the	right	hand,	if	in	the	ascent,	it	must	ascend	with	two	fingers,	the	third	and	fourth,	and	

in	descending	with	the	other	two,	the	third	and	second,	beginning	both	ascending	and	descending	with	

the	third	finger,	except	when	the	first	quarter-note,	both	ascending	and	descending,	does	not	fall	on	the	

tactus	nor	on	the	half-tactus,	which	is	when	there	comes	before	it	a	quarter-rest,66	because	in	such	a	

case	the	first	quarter-note,	if	it	were	to	ascend,	must	be	struck	with	the	second	finger	and	to	descend	

with	the	fourth	finger,	and	because	this	may	be	understood	with	greater	clarity,	one	places	a	dot	at	the	

note-head	of	each	quarter-note	on	

which	one	would	have	to	make	a	

trill.	

	 When	quarter-notes	would	

be	played	with	the	left	hand	and	

the	trills	also	would	be	made	on	quarter-notes	that	fall	on	the	tactus	or	half-tactus,	if	in	ascent	they	

must	ascend	with	the	two	fingers	second	and	first	and	descend	with	the	other	two,	third	and	fourth,	

beginning	in	ascent	with	the	second	finger	and	in	descent	with	the	third,	except	when	the	first	quarter-

note,	both	ascending	and	

descending,	would	not	fall	on	the	

tactus	or	the	half-tactus,	which	is	

when	a	quarter-rest	comes	before	

																																																													
66	Previously	S.M.	has	used	the	more	ambiguous	phrase	en	vago.			
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it,	because	then	the	first	quarter-note,	if	it	were	to	ascend,	must	be	struck	with	the	third	finger	and	to	

descend	with	the	second	finger.		[50v]	

	 When	trills	would	be	made	on	quarter-notes	that	do	not	fall	on	the	tactus	or	half-tactus	and	

would	be	played	with	the	right	hand,	and	further,	when	the	first	quarter-notes	would	fall	on	the	tactus	

or	the	half-tactus,	if	it	were	to	ascend,	this	first	quarter-note	must	be	struck	with	the	second	finger	and	

all	the	remaining	others	must	ascend	with	the	two	fingers,	third	and	fourth,	and	if	to	descend,	the	first	

quarter-note	must	be	struck	with	the	fourth	finger	and	all	the	remaining	others	must	descend	with	the	

two	fingers	third	and	second,	but	when	the	first	quarter-note,	both	ascending	and	descending,	would	

not	fall	on	the	tactus	or	half-tactus,	which	is	when	a	quarter-rest	comes	before,	if	it	were	to	ascend	,	all	

must	ascend	with	the	two	fingers	third	and	fourth	and	in	descending	with	the	other	two	fingers,	third	

and	second,	beginning	both	ascending	and	descending	with	the	third	finger.	

	

	 When	the	quarter-notes	would	be	played	with	the	left	hand	and	the	trills	also	would	be	made	

on	quarter-notes	that	do	not	fall	on	the	tactus	or	half-tactus,	and	further	the	first	quarter-note	begins	

on	the	tactus	or	half-tactus,	if	to	ascend	this	first	quarter-note	must	be	struck	with	the	third	finger	and	

all	the	others	remaining	 must	ascend	with	the	

two	fingers	second	and	 first;	but	if	to	

descend,	the	first	 quarter-note	must	be	

struck	with	the	second	 finger	and	all	the	[51r]	
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others	remaining	must	descend	with	the	two	fingers,	third	and	fourth.		But,	when	the	first	quarter-note,	

both	ascending	and	descending,	does	not	fall	on	a	tactus	or	half	tactus,	which	is	when	a	quarter-rest	

comes	before	it,	it	would	ascend	with	two	fingers,	second	and	first,	and	descend	with	the	other	two	

fingers,	third	and	fourth,	beginning	in	ascent	with	the	second	and	in	descent	with	the	third	finger.	

	 Sometimes	it	happens	that	the	two	trills	on	half-notes	that	are	for	descending	are	made	in	the	

ascent,	which	is	done	with	this	restriction,	namely	that	there	be	a	sign	

that	maintains	the	half-step	in	the	upper	part.67		On	this	occasion	it	

follows	necessarily	that	it	must	be	on	a	note	that	can	stand	as	“mi,”	

which	will	be	understood	clearly	in	this	musical	figure	following	:		re-me-fa-re-mi.		The	figure	must	be	

played	with	this	order	of	fingers:		fourth,	third,	second,	fourth,	third.68	

	 Sometimes	it	happens	that	only	in	descending	trills	are	made	on	two	

successive	quarter-notes,	which	is	done	for	grace	and	elegance.		This	

happens	when	the	two	quarter-notes	descend	stepwise	after	a	whole-note	

that	is	higher	.	

	 When	quarter-notes	would	ascend	and	then	reverse	and	

descend,	always	on	the	higher	note	must	the	trill	be	made	that	is	

made	for	descent,	even	if	it	appears	that	by	going	in	ascent	one	

would	have	to	make	the	trill	that	is	made	for	ascending.	[51v]	

	 Likewise	when	quarter-notes	would	descend	and	then	

reverse	and	ascend	also	in	quarter-notes,	always	on	the	lowest	note	

																																																													
67	For	one	also	consulting	the	facsimile	text	it	may	be	helpful	to	note	that	examples	UU	through	YY	are	badly	
placed.		S.M.’s	examples	always	follow	the	text	they	refer	to,	but	these	have	been	placed	in	such	a	way	as	to	
appear,	erroneously,	to	precede	their	text.		I	have	tried	to	improve	the	positioning.	
68	It	is	not	clear	whether	S.M.	means	to	restrict	this	to	situations	created	by	a	key	signature	or	also	to	include	
accidentals,	but	presumably	the	latter.		The	note	in	question	“mi”	is	the	lower	member	of	the	half-step.		The	
fingering	sequence	indicates	that	this	must	be	in	the	left	hand.	
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is	the	trill	made	that	is	made	for	ascending,	even	if	it	appears	that	by	going	in	descent	one	would	have	to	

make	the	trill	that	is	made	for	descending.	

	 Likewise	for	giving	more	grace	to	the	music,	trills	must	always	be	made	on	all	the	quarter-notes	

that	would	follow	immediately	after	dotted	half-notes,	

which	must	only	be	done	in	the	descent	of	the	melody.	

	 In	order	for	the	music	to	possess	more	grace	and	so	

more	pleasure	to	the	ears,	it	is	necessary	that	the	turns	and	trills	on	half-notes	should	be	made	at	times	

with	both	hands,	that	is,	a	turn	with	one	hand	and	another	turn	with	the	other,	in	the	same	way	a	trill	

with	one	hand	and	another	trill	with	the	other,	answering	each	other	at	times	in	this	way.		This	is	

understood	when	both	hands	would	play	whole-notes	or	half-notes	on	which	turns	or	trills	can	be	made,	

both	playing	in	canon	or	without	it,	which	adorns	music	with	great	style	and	gives	it	grace,	mainly	when	

whole-notes	or	half-notes	go	in	canon.	

	 When	the	mode	would	avoid	any	keys	[on	the	keyboard],	white	or	black,	the	turns	and	trills	that	

then	would	be	played	must	also	avoid	them,	which	is	understood	on	the	lower	note	and	the	higher	note	

of	the	turns	and	trills.	

	 It	must	be	observed	that	among	all	the	aforesaid	eight	conditions	that	there	are	three	main	

ones.		The	first	and	most	important—without	which	it	is	impossible	to	play	with	perfection—is	to	draw	

the	hands	together	very	compactly,	that	is,	the	fingers	very	close	one	to	all	the	others	as	much	as	would	

be	possible,	for	which	it	is	necessary	to	draw	together	the	two	fingers	of	both	hands,	namely	first	and	

fifth	in	the	form	and	manner	that	is	treated	in	its	own	place,	because	on	these,	as	was	noted	before,	

depends	all	the	gathering	of	the	hands	

	 The	second	thing	is	not	to	strike	the	keys	from	above,	for	which	it	is	necessary	to	bring	the	

fingers	near	the	keys	and	further,	after	having	struck	them	[52r]	to	raise	the	fingers	a	very	little.		The	

third	thing	is	to	strike	the	keys,	both	white	and	black,	with	the	pads	of	the	fingers,	for	which	it	is	
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necessary	to	lower	the	wrists	and	further,	to	strike	the	keys	on	the	tip,	namely	the	outer	[end],	because	

in	this	way	the	pitches	sound	much	better	and	with	better	spirit	than	striking	them	to	the	inside.	


