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JACQUES HOTTETERRE'S L'ART DE PRELUDER 

A TRANSLATION AND COMMENTARY 

Margareth Anne Boyer, Master of Music 

University of Missouri-Kansas City, 1979 

ABSTRACT 

Jacques Hotteterre (c. l680-176l) is probably best known today 

for his Princines de la Flute Traversiere, ou Flute d'Allemagne, De la 

Flute a Bee, ou Flute Douce, et du Haut-bois (Paris, 1707), but he was 

also the author of a Me'thode pour la musette (Paris, 1737) and of 

L'Art de Preluder Sur la Flute Traversiere, Sur la Flute-a-Bec, Sur le 

Haubois, et autres Instrumens de Dessus, Avec des Preludes tous fait 

sur tous les Tons dans differ? mouvem? et differens caracteres, 

acconrnagne's de leurs agre^m? et de vl\isr.s difficulties oroores a exercer 

et a. fortifier. Ensemble des Principes de modulation et de transposition; 

En outre une Dissertation instructive sur toutes les differentes especes 

de Mesures« &c. (Paris, 1719), the subject of the present work. 

This thesis presents a translation of the L'Art de Preluder 

together with an introduction discussing preludes for wind instruments 

in the early eighteenth century, and commentary in the form of footnotes 

to the text. Of particular interest are nearly 70 examples from the works 

of major composers which Hotteterre used to illustrate his discussion of 

meter, tempo, and rhythmic alteration and which have been identified by 

the translator. 
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The translation includes a transcription of the preludes and 

traits given by Hotteterre in his book. Other preludes by Hotteterre 

(from his M/thode pour la musette) are given as an appendix. A 

photocopy of the entire L'Art de Preluder is also given to facilitate 

study. 

This abstract of 237 "words is approved as to form and content 
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INTRODUCTION 

Jacques Hotteterre (c. l680-c. 176l), court musician to Louis XIV 

and Louis XV, is probably best known today for his treatise on the flute, 

Principes de la Flute Traversiere. ou Flute d'Allemagne. De la Flute a 

Bee, ou Flute Douce, et du Haut-bois (Paris, 1707). He was also the 

author of a Methode pour la musette (Paris, 1737) and L'Art de Preluder 

sur la Flute Traversiere. Sur la Flute-a-bec. Sur le Haubois, et autres 

Instrumens de Dessus, the subject of the present translation. In the 

Principes and the Methode, Hotteterre gave instructions for playing 

particular instruments. 

In L'Art de Preluder, on the other hand, he discussed a particu-

lar sorb of music, the improvised prelude. He also treated other 

subjects, including meter, tempo, and the French practice of rhythmic 

alteration; the various clefs and their use; and cadences and modulation. 

His discussion of meter is particularly valuable because he illustrated 

it with examples drawn from the works of Lully, Corelli, Clerambault, and 

Francois Couperin and others. 

Preludes and Preluding 

The improvised prelude of which Hotteterre wrote is in the 

tradition of improvised or improvisatory-sounding compositions associated 

particularly with the keyboard instruments. Eighteenth century sources 

treat "prelude," "capricio," "fantasy," "flourish," "ricercare," 

"toccata," and "voluntary" as synonymous, or nearly synonymous terms. 

1 
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Most sources distinguish, as does Hotteterre, between two sorts of 

preludes, which are the improvised prelude and the composed prelude such 

as the overture to an opera or other large work. Two functions of the 

improvised prelude are often mentioned—to introduce a piece of music 

which follows, by establishing the key and gaining the listeners' 

attention, and to allow the player to try out his instrument and perhaps 

check its tuning. 

Boyer's dictionary of 1700 defines the French Prelude simply as 

a "prelude, flourish, forerunner."1 Brossard discusses the improvisatory 

prelude under the word "capricio." 

CAFRICIO, veut dire CAPRICE. Ce font de certaines pieces, 
ou le compositeur, sans s'assujitter a un certain nombre ou un 
certaine espece de mesure, ou a aucun dessein premedite, donne 
l'effort au seu de son genie, ce qu'on nomme autrement Phantasia, 
Preludio, Ricercata, &c.^ 

This passage is translated by Grassineau in A Musical Dictionary 

as follows. 

CAPRICIO means Caprice, the term is applied to certain 
pieces wherein the composer gives a loose to his fancy, and 
not being confined either to particular measures or keys, runs 
divisions according to his mind, without any premeditation; 
this is also called Phantasia.3 

^-Abel Boyer, The Royal Dictionary Abridged (London, 1700; 
reprint ed., Menston, England: The Scolar Press, Limited, English 
Linguistics 1500-1800 [A Collection of Facsimile ReprintsJ, selected 
and edited by R. C. Alston, no. 285, 1971), s.v. "Prelude." 

p 
Sebastien de Brossard, Dietionaire de musique, contenant une 

explication des termes grecs, italiens, & franpois les plus usitez dans 
la musique (Paris: Christophe Ballard, 1703), s.v. "Capricio." 

3James Grassineau, A Musical Dictionary (London, 17^0; reprint 
ed., New York: Broude Brothers, Monuments of Music and Music Literature 
in Facsimile, vol. Uo, 1966), p. 21. 
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Of the prelude itself, Brossard writes: 

PRELUDIO, veut dire PRELUDE. C'est^une Symphonie qui sfert 
£sicj d'introduction ou de Preparation a ce qui suit. Ainsi 
les Ouvertures des Operas sont des especes de Preludes; comme 
aussi des Ritournelles qui sont au commencement des Scenes, &c. 
Souvent on fait preluder tous les Instrumens d'un Orchestre 
pour donner le Ton, &c.^ 

Grassineau expanded this somewhat in his adaptation and trans

lation. 

Prelude, in Italian Preludio, is a flourish or an irregular 
air, which a musician plays off-hand, to try if his instrument 
is in tune, and to lead him into the piece to be played. 
Overtures of Operas are a sort of Preludes fsic]; very often the ^ 
whole band in the orchestra run a few divisions to give the tone. 

Grassineau described the voluntary, a type of composition like 

the prelude which was known particularly in England. 

VOLUNTARY, that which a musician plays extempore according 
to his fancy, before he begins to set himself to play any 
particular piece, to try the instrument, and to lead him into 
the piece so to be played.3 

The toccata and ricercare are regarded as sorts of preludes which 

are associated almost exclusively with keyboard instruments. 

The features of the prelude which we have 'noted are also 

mentioned in Diderot's Encyclopedic. 

PRELUDE, f.m. (Musique) est un morceau de symphonie qui 
sert dfintroduction ou de preparation a une piece de musique. 
Ainsi les ouvertures d'opera sont des especes de preludes, comme 
aussi les ritournelles qui sont au commencement de scenes. 
Prelude est encore un trait de chant qui passe par les principales 
cordes, du ton, ou une piece irreguliere que le musicien joue 

^Brossard, s.v. "Preludio." 

^Grassineau, p. 183. 

^Grassineau, p. 336. 
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d'abord pour donner le ̂ton, pour voir si son instrument est 
d'accord, & pour se preparer de commencer. 

PRELUDE . . . (music) is a piece which serves as an intro
duction or preparation to a piece of music. In this way, the 
overtures of operas are types of preludes, as also the 
ritornellos which are at the beginnings of scenes. Prelude is 
also a passage of music which goes by the principal cordes of 
the key [i.e. the notes of the tonic triadj, or an irregular 
piece which the musician plays at first to give the key, to see 
if his instrument is in tune, and to prepare himself to begin. 

The following is also from the Encyclopedic. 

PR^LUDER, v.n. (Musique) C'est chanter ou jouer quelque 
morceau de fantasie irregulier & assez court, pour^donner le 
ton, ou bien pour poser sa main sur un instrument. 

TO PRELUDE . . . (music) That is to sing or to play some 
irregular and rather short piece of fancy to give the key, or 
else to get the feel of an instrument. 

Discussion of preluding in books on wind playing is rather 

limited, but the sources are very consistent. Hotteterre's book offers 

the most extensive discussion of the subject, and is the only wor^, so 

far as I know, which is (at least ostensibly) devoted entirely to the 

subject. 

Freillon-Poncein, in 1700, and Michel Corrette, c. 1733, also 

described the practice of preluding and included some examples of 

preludes in their treatises. The pertinent passages are quoted at length 

below so that comparison may be made with Hotteterre's work. The first 

excerpt is from Freillon-Poncein's work. 

Ibe PreludeJ . . . n'est^ autre chose qu'une disposition pour 
prendre le ton du mode par ou l'on veut jouer. Cela se fait 
ordinairement suivant la force de 1*imagination des Joueurs, dans 

^-Diderot and D'Alembert, Encyclopedic ou Dietionnaire Raisonne des 
sciences, des art, et des metiersTVar un soci^te^de gens de lettres, 
(Paris: 1751-1780; reprint ed., Stuttgart & Bad Cannstatt, Friedrich 
Frommann Verlag, 1966), vol. 13 (17&5), P* 287. 

^Diderot, Vol. 13 (17&5), P* 287. 
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le moment meme qu'ils veulent jouer sans les avoir eprit 
auparavant. 

II n'y a point de regie particuliere pour le mouvement 
ny pour la longueur des Preludes; on les fait differenment 
selon la fantaisie, comme tendre, brusque, long, ou court, & 
a mesure interrompue*; on peur m£me passer sur toute sorte de 
Modes, pourveu que l'on y entre & que l'on en sorte k propos, 
cfest a dire d'une maniere que 1*oreille n'en souffre point; 
il faut cependant que chaque Prelude commence sur une^des 
trois cordes principales du Mode par ou l'on veut jouer, 
& qu'il finisse sur l'une des trois indifferement, cependant 
il est tourjours mieux de s'arreter sur la finale . . . 

[The prelude] is nothing but a way to take the key in 
which one wishes to play. That is ordinarily composed 
according to the force of the imagination of the players at 
the very moment they wish to play, without having written them 
in advance. 

There is no particular rule at all for the tempo nor for 
the length of preludes. One plays them differently according 
to fancy, as [for example]] tenderly, brusquely, long or short, 
and in interrupted meters. One can even pass through all sorts 
of keys, provided he enters and leaves them properly, which is 
to say in a way which does not offend the ear. Nevertheless, 
it is necessary that each prelude begin with one of the three 
principal cordes of the key [i»e« one notes of the 
tonic triad] in which one wishes to play, and that it finish 
on any one of the three {^principal cordes J . Nevertheless, it 
is always best to end on the tonic. 

Corrette's treatise includes the following passage. 

Le Prelude est un espece de Caprice qui se compose 
ordinairement sur le champ avant que de jouer une piece: on 
peut meme exprimer quelques mesures du commencement de la 
piece. Pour bien preluder, il faut observer si le Mode de la 
Musique que l'on va fa ire est Majeur ou Mineur, et preluder 
du m£me ton. Quand on joiie seul sans accompagnement, on peut 
composer un grand Prelude. 

Pour lors on peut moduler sur tel ton que l'on voudra faire 
des passages vites ou lents, par degrez conjoint ou disjoint, 
selon que cela se presente a 1'imagination. 

The prelude is a type of caprice which is ordinarily composed 
extempore before playing a piece. One can even state some measures 
of the beginning of the piece. In order to prelude well, it is 

^Jean-Pierre Freillon-Poncein, La veritable maniere d'aporendre 
a jouer en perfection du haut-bois, de la flute et du flageolet, avec 
des principes de la musique pour la yoix et. pour toutes sortes d'instru-
mens (Paris: Jacques Collonbat, 1700), p. 28« 

Michel Corrette, Methode pour apprendre aisement a jouer de la 
Flute traversiere (Paris: Boivin, c.1735), p. 
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necessary to observe "whether the key of the music which one 
is going to play is major or minor, and to prelude in the same 
key. When one plays alone, without accompaniment, he can 
compose a lengthy prelude. 

One can then modulate in whatever key he wishes, to make 
passages fast or slow, by step or by leap, according to what 
presents itself to the imagination. 

Preludes for single-line instruments appear in several other 

publications. Humphry Salter's recorder book of 1683 includes two 

pieces which are each called a "fancy," and one piece called an 

"overture."1 Two rather lengthy collections of preludes are Select 

Preludes and Vollentarys for the Violin, Being Made and Contrived for 

the Improvement of the Hand, with Variety of Compositions by all the 

Great Masters in Europe for that Instrument (London: J. Walsh and 

J. Hare 1705 ), and a similar publication for flute, Select Preludes 

and Volluntarvs for the Flute Being Made and Contriv'd for ye Improvement 

of ye Hand with Variety of Corn-positions by all the Eminent Masters of 

Europe (London: J. Walsh & Randall & J. Hare, [l708]). The former 

publication includes 35 works, all called preludes, by Corelli, Torelli, 

2 
Biber, Pepusch, Henry Purcell, and others. 

•^Humphry Salter, The Genteel Companion: Being exact Directions 
for the Recorder: With a Collection of the Best and Newest Tunes and 
Grounds Extant (London: printed for Richard Hunt and Humphry Salter, 16H3J 

^1 have not been able to examine the Select Preludes and Vollun-
tarvs for the Flute, but it is only about half as long as the other 
collection (it has only 16, as compared to 35 pages.) At least one woru, 
the prelude by Purcell (see Thurston Dart, ed. The Works of Henry Purcell, 
32 vols. London: Novello and Company, Limited, 1959 » vol. 31' Fantazias 
and Other Instrumental Works, p. 93.), appears in both publications, in 
G minor in the collection for violin, and in D minor in the other. 
Presumably there are other preludes which appear in both collections, but 
many of the preludes for the violin include arpeggiated figures which are 
not particularly suited to the flute or recorder. 
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The Second Part of the Division Flute. Containing the Newest 

Divisions upon the Choicest Grounds for the Flute as also Several 

Excellent Preludes, Chacons, and Cibells by the Best Masters (London: 

J. Walsh, J. Hare, & P. Randall, [1708]) includes four preludes, as veil 

as two "chacones," two "divisions," and six "cibells" which are like the 

preludes in that they have no supporting bass line given. 

The Bird Fancyer's Delight (London: Richard Meares, c.1717)1 

includes four "flourishes," each only one to three measures long, which 

are quite rudimentary compared to the preludes included in the other 

publications. 
2 • • 

Two other publications are mentioned by Edgar Hunt as containing 

"A Flourish or Prelude in every key on the Flute, which he described as 

amateurish in comparison to Hbtteterre's preludes. These publications 

are The New Flute Master for the Year 1725 - Containing the Most Compleat 

Rules and Directions for Learners or. the Flute (London: [walsh & Hare] , 

1725) and Wright's The Second Book of the Flute Master improv'd Containing 

the Plainest Instructions for Learners, with Variety of Easy Lessons by 

the Best Masters (c.17^5). 

Hotteterre's own Methode pour la musette includes some preludes 

which I include in AppendixDof this volume. 

Notes on the Translation 

In preparing this translation, three copies of Hotteterre's L'Art 

^A publication of the same title was also brought out by Walsh 
and Hare at the same time. 

%dgar Hint, The Recorder and Its Music (New York: W. W. Norton 
and Company, Inc., 1962), p. 7^« 



8 

de Preluder, which to my knowledge are the only three copies extant,1 

were consulted. I was able to examine personally the copy belonging to 

the Library of Congress, and I worked primarily from a photocopy of this 

edition. The other two copies, one in the Bibliotheque Nationale, Paris, 

and the other in the collection of the Gemeente Museum, the Hague, were 

available to me on microfilm. 

These three copies represent three different printings, although 

they were evidently made from the same plates. The dates of these 

printings may be established by examining the list of Hotteterre's works 
2 

which appears on the second page in each copy. The copy in the Library 

of Congress is the earliest, probably representing the original publica

tion in 1719. The last three pages are lacking in this copy. It is 

bound together with other works by Hotteterre, the Premier Livre de 

Pieces -pour la Flute-traversiere et autres instruments, Avec la Basse . . . 

Oeuvre Second, Nouvelle Edition (Paris, 1715), the Deuxieme Livre de 

Pieces pour la Flute-Traversiere Et Autres Instruments, Avec la Basse . . . 

Oeuvre V9 (Paris, 1715), and the Premiere Suite de Pieces a deux Dessus, 

sans Basse Continue. Pour les Flutes-Traversieres, Flutes a Bee, violes, 

& c. . . Oeuvre quatrieme (Paris, 1712). This volume, recently rebound, 

measures approximately 20 x 27 centimeters. 

The cony belonging to the Bibliothepue Nationale includes 

^See Thomas E. Warner, An Annotated Bibliography of Woodwind 
Instruction Books, 1600-1830, Detroit Studies in Music Bibliography, 
no. 11 (Detroit: Information Coordinators, Inc., 19&7), P• 11• 

2See the photocopy of the Library of Congress copy, Appendix A 
herein, and the title page and Cooie du Privilege from the other editions 
reproduced in Appendix B and Appendix C. 
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Hotteterre1s III? Suitte de Pieces a 2 Dessus. Oeuvre 8, in the list of 

his works, and thus represents a printing from no earlier than 1722. 

The Gemeente Museum copy lists the Methode pour la musette, Oeuvre 10, 

and thus dates from no earlier than 1737* In this last edition, the 

title page and the second page, which gives the Copie du Privilege and 

the list of Hotteterre's works, are printed from new plates. Here 

Hotteterre is listed on the title page as "Ordinaire de la Musicue de la 

Chambre du Roy," rather than as "Flute de la Chambre du Roy," as in the 

earlier two editions. The bookseller is Boivin rather than Foucault, and 

Hotteterre fs address is different. 

There are corrections in the text which confirm the fact that 

these represent three separate printings rather than one printing with a 

new title page and second page supplied at different times. Most of 

these corrections are within the musical examples; they are noted in the 

footnotes as they appear throughout the text. 

L'Art de Preluder has appeared in a modern French edition edited 

by Michel Sanvoisin (Paris: Editions Aug. Zurfluh, 1966), and has also 

recently been issued in facsimile by Minkoff. Some of the preludes have 

been published separately in Freillon-Poncein and Hotteterre le Roma in, 

Preludes for Solo Treble Recorder, edited by Betty Bang Mather and David 

Lasocki (London: Faber Music, Ltd., 1968). 

Terms 

Certain terms used by Hotteterre, and the problems they posed in 

translating the work, merit discussion. 

Beat. The French "temps" has been translated throughout as 
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"beat.""*" Hotteterre speaks of measures comprised of four "unequal beats" 

or "temps inegaux," and also describes the measure of simple 2 time as 

being beaten in two equal beats or "deux temps egaux." 

Key. Hotteterre uses the terms "mode" and "ton" synonymously, 

and both have been translated as "key." The phrases "le ton mineure" and 

"le ton majeure" designate minor and major keys. Keys are also 

distinguished according to the third, as for example, "en 3c.e mineure," 

"en 3c.e majeure," and "3c.e naturel." "Naturel" has been translated as 

either "major" or "minor" as appropriate. 

Key Signature. The French "clef" may mean either "clef sign" or 

"key signature," and Hotteterre uses it in both ways. The meaning in any 

particular instance has been clear from the context, however. 

Meter. The French "mesure" expresses those concepts expressed 

in English by the words "meter," "measure," "time," or even "time signa

ture." "Meter," rather than "measure," has been used most frequently in 

the translation, since it seems to express the concept of regularly 

reoccurring units of beats better than does "measure," which could suggest 

the more limited notion of a single one of these units. Hotteterre also 

uses "mesure" in the sense of "time," as, for example, in "Mesure du 
o 

Triple Simple" or "Mesure de g" which have been translated as "simple 

triple time" and "three-eight time." 

Modulate. Modulation. For Hotteterre, "modulation" and "moduler" 

suggest more than a change of key. He uses "module" also as we might use 

^"For the use of "temps" to indicate both of the somewhat different 
concepts of "pulse" and "true beat," see Newman Wilson Powell, "Rhythmic 
Freedom in the Performance of French Music from 1650 to 1735," (Ph.D. 
dissertation, Stanford University, 1959)» P- 158. 
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the term "centered," for example, in the phrase "a piece centered (or 

modulated) in a particular key." Brossard's discussion of modulation 

will help to clarify Hotteterre's use of the word. 

. . Moduler . . . c'est non seulement faire passer un chant par 
les cordes essentielles & naturelles d'un mode plus souvent que 
par les autres; mais aussi se servir des memes ̂cordes dans les 
parties qui font harmonie, plus souvent & preferablement a d'autres 
qu'il faut eviter; non qu'elles ne fussent bonnes, mais parce 
qu'elles seroient sortir souvent mal a propos du mode. Moduler 
est aussi sortir quelques fois hors du mode, mais pour y rentrer/a/ 
propos naturellement. C'est encore donner £ son chant une variete 
de mouvemens & de figures differentes qui le rendent expressif sans etre 
ennuyeux ny trop affecte. Enfin c'est donner a sa composition ce 
certain je ne sqay quoy de doux & de gratieux, qu*un long & frequent 
exercise peut donner quelques fois, qu'un heureux genie foumit 
souvent naturellement & sans peine, & qu'on nomme Beau-Chant.L 

. . .  T o  m o d u l a t e  . . .  i s  n o t  o n l y  t o  c a u s e  a  t u n e  t o  m o v e  b y  m e a n s  
of the essential and natural tones of a key more often than by the 
others; but also to use the same tones in the parts which form the 
harmony more often and in preference to the others which it is 
necessary to avoid, not that they are not good, but because they may 
often leave the key improperly. To modulate is also sometimes to go 
outside the key, but [.only]] in order to return to it appropriately, 
of course. It is also to give to the tune a variety of motion and 
different figures which make it expressive without being boring or 
too affected. Finally, it is to give to the composition that certain 
,je ne sais quoi of sweetness and grace which a long and frequent 
practice may sometimes give, and which a fortunate genius frequently 
supplies naturally and without difficulty, and which is called 
Beau-Chant. 

Tonic. Hotteterre uses the terms "note du ton," "note finale," 

and "la finale," all of which have been translated as "tonic." In one 

instance,2 "note finale" is used in the sense of "last note." "Tonic is 

also sometimes expressed by the word "ton," which in other instances has 

been translated as "key." 

Pitch names. Individual pitches are named by the French terms 

^•Brossard, s.v. "Moduler." 

p 
Page 15^ this translation; original page 50. 
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"rut," "le Re." "le Mi." etc., which have been translated as "C," 

"D," "E," etc. 

In reference to keys, pitch names are most often given as 

"C, sol, ut," "D, la, re," etc., which retain allusions to the 

hexachord system. It is interesting to note that Hotteterre refers to 

cadences in this manner, as for example, "Cadence en D, la, re," 

implying perhaps that cadence is always thought of in terms of a 

particular key area and not in terms of an individual pitch. Keys are 

also referred to more simply, as for example, "Sol, 3c.e mineure." 

Both this and the more lengthy "G, re, sol, 3c.e mineure," for example, 

have been translated as "G minor." 

Both ways of indicating pitch appear in conjunction with clef 

names. For example, Hotteterre calls the G clef "le clef de G, re, 

sol," and also "le clef de Sol." 

Notes on the Transcription of the 

Musical Examples 

Clefs. With certain exceptions, most of the music which 

appears in Hotteterre*s original in the G clef on the first line has 

been transcribed in the G clef on the second line. The exceptions are 

the examples in Chapter X (Hotteterre»s discussion of clefs and 

transposition) which necessarily have been given as they appear in the 

original, and the examples in Chapter XI which have been given as in 

Hotteterrefs book to facilitate comparison of them with their original 

sources. 

Accidentals. , and^ within the staff are those accidentals 

which appear in one or another edition of the original, whether they 



13 

appear there within or above the staff. 

^ , fc, and^ above the staff are editorial suggestions. These 

are used to add a sign demanded by modern practice to indicate the 

alteration of a pitch which would have been made by an eighteenth-

century performer according to rules of the day, or to correct what 

are viewed as errors or omissions on the part of the composer or 

engraver. 

,b , and -jfc in brackets are used in instances where a symbol 

in conformity with modern usage has been substituted for a different 

symbol used by Hotteterre; e.g.,tfcj3 will appear where Hotteterre used a 

sharp to cancel a flat, or vice-versa. I have not felt it necessary to 

cite the original in those instances, since the substance of Hotteterre*s 

work is not changed, and the original is available in Appendix A for 

comparison. 

Key Signatures. The key signatures of the original have been 

retained even where they differ from modern usage; passages in C minor, 

for example, appear with either two or three flats in the key signature. 

Key signatures have been edited, however, insofar as any particular sharp 

of flat appears in the key signature only once in transcription, whereas 

Hotteterre frequently, although not consistently, repeats certain 

accidentals in his key signature, as in the following. 

? •_! A-
A— n~ 2 A—^ v£ 

—ft— 
Z_ 
9—1 A 

*— 2 iU V * 

~W~ 

[ , . . .  V-

The shape of the sharp has been changed to follow modern usage; 

rather than^ . 

Time Signatures. Time signatures appear in all instances as 
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in the original. 

Bar Lines. Two sorts of bar lines are used in the original. 

and what Hotteterre calls These are the full bar line: 

"les petits traits de burin," or lines through only the lower line of 

the staff:- —.This distinction has been maintained in the 
F 

transcription. 

Slurs. Slurs are shown only when they occur in the original. 

Beaming, Flags. Hotteterre's usage in the original has been 

followed in the transcription, even where it is contrary to modern 

conventions, as for example in beaming together notes separated by a 

bar line or in allowing a single l6th note to stand apart from other 

notes which make up the quarter-note beat. 

Notes which appear in brackets, are those which 

were shown in the original by dotting a note across a bar line, or 

those which were shown by a dot representing less than half the value 

of the note to which it was added. For example, \o J J J ) \ • f* 

becomes \ C i ) J ) 1^3^^»| , and \ 5 )» ^ ̂  \ becomes ) tji J ^ \ 

Once again, I have not felt it necessary to cite the original in all 

these instances, since it is available in Appendix A. 

A problematic rhythmic figure which appears several times is 
rnEB 

J / )  w h i c h  o c c u p i e s  a  q u a r t e r - n o t e  b e a t .  I n  m o s t  i n s t a n c e s  t h e  

suggested reading is 

Ornaments. The following, excerpted from Hotteterre's 

Premier Livre de Pieces Pour la Flute-traversiere, explains the 

performance of the ornaments which are encountered in L'Art de 

Preluder. 
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Signs for the Agrements 

Demi 
Cadence Tour de Double 

Coulement Apuiee gosier 
A i 

Double 
Cadence Port de 

Cadence coupee Battement voix 
+ l V ¥ 

i *-X-

Demonstration. 

\ fy\\ l h) ^ > ' > i1^1 1Q> re 
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AN ENGLISH TRANSLATION AND COMMENTARY 
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THE ART OF PRELUDING ON THE TRANSVERSE FLUTE, ON THE RECORDER 

ON THE OBOE, AND OTHER TREBLE INSTRUMENTS. WITH PRELUDES 

ALREADY COMPOSED IN ALL OF THE KEYS IN VARIOUS TEMPOS 

AND OF VARIOUS CHARACTERS ALONG WITH THEIR AGREMENTS. 

AND OF MANY DIFFICULTIES SUITABLE TO PRACTICE AND TO 

IMPROVE ONE'S SELF. TOGETHER WITH THE PRINCIPLES 

OF MODULATION AND OF TRANSPOSITION; IN ADDITION 

AN INSTRUCTIVE DISSERTATION ON ALL THE 

VARIOUS SORTS OF METERS, ETC. 

By Mr. Hotteterre le Romain, 

Flutist in the Chambre du Roy. 

Oeuvre VII. 

Sold at Paris 

( The author, Rue dauphine, at the corner of the Rue contres 
( in the household of MonsP le Commissaire chaud. 

at ^ 
( Mr. Foucault, Merchant, Rue St. Honore, at the Regie d'Or 

With the Permission of the King 

1719.1 

*The style of the title page in the Library of Congress copy 
has been followed. Cf. facsimiles of the title pages of the other 
editions in Appendixes B and C. 

17 
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COPY OF PRIVILEGE 

Louis, by the grace of God, king of France and of Navarre, to 

our beloved and trusty counsellors, the men holding our Cours de Parle* 

ment, Masters of ordinary requests for our city hall, the Grand Conseil. 

the Prevost of Paris, bailiffs, seneschals, their civil lieutenants, and 

others of our justices to whom it shall appertain. Greetings. 

Our well-beloved Jacques Hotteterre, one of the musicians of our 

chambre for the transverse flute has set before us that he desires to 

publish various works of music, vocal as well as instrumental, and for 

the transverse flute in two or several parts, of his own composition. 

That it pleases us to grant him our letters of privilege for the city of 

Paris exclusively. We have permitted and do permit the said Jacques 

Hotteterre le Roma in, by these presents, to have the said work printed 

and engraved in such form, margin, and character, together or separately, 

and as many times as will seem good to him, and to sell it, to cause it 

to be sold and to distribute it throughout our realm for twelve consecu

tive years, reckoned from the date of these presents. It is forbidden to 

all persons, of whatever quality or condition whatsoever to introduce 

another printed copy of it1 into any place of our dominions, and to all 

printer-booksellers and other in the said city of Paris to print, have 

printed, to engrave or have engraved, sell or cause to be sold, or to 

counterfeit the said work, in whole or in part, and to cause these to be 

•^•d'en introduire d impression etrangere. 
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offered for sale, or to distribute any other impression than that which 

shall be engraved or printed for the said petitioner on pain of confis

cation of the counterfeited copies, of a fine of 1,000 livres for each 

violation—of which a third to us, a third to the Paris hospital, and 

the other third to the said petitioner—and of all costs, damages, and 

interest. Upon the condition that these presents shall be entered in 

their entirety on the register of the company of printers and booksellers 

of Paris, and that within three months of the date of this that the 

engraving and printing of the work shall be done, within our realm and 

not in another place, on good paper and in fine print conforming to the 

regulations of the library, and before offering it for sale, he shall 

place two copies in our public library'*"—one in that of our palace of the 

Louvre, and one in that of our very dear and trusty Chevalier Chancelier 

de France, Sieur Phelipeaux, Comte de Pontchartrain CommandT de nos ordres, 

all upon penalty of nullifying these presents, the contents of which 

commands and enjoins you to allow the petitioner and his [as signs] to 

enjoy the rights and privileges—having just and peaceable cause-

without permitting there to be any trouble or hindrance to them. Let it 

please us that the copy of these presents which shall be printed or 

engraved at the beginning or the end of the said work shall be observed 

for the specified duration, and that one of our beloved and trusty 
2 counsellors or secretaries shall add his certification to the donated 

copies as to the original. 

We command the first of our Huissiers or sergeants to prepare all 

^-notre biblioteque oublique. The word "publique" appears only in 
the Gemeeten Museum copy. 

2 / collationee. 
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requisite and necessary deeds for execution, without asking any other 

permission and without giving heed to any clameur de haro, chartre 

normande,^ or letters to the contrary. Because this is our pleasure. 

Given at Versailles, the twelfth of December, the year of grace 

1711, and of our reign, the sixty-ninth. By the king and his council. 

Signed, Bellavoine. 

Entered on the register of the company of booksellers and printers 

of Paris, page 297. Conforming to the regulations and noted, according 

to the decision of the 13th of August, 1703. Done at Paris this l^th of 

January, 1712. 

Signed, Josse Syndic. 

The copies have been furnished. 

4 am indebted to Mr. Benjamin F. Boyer of Hastings College of 
the Law of the University of California for the following explanation 
of clameur de ha.ro and chartre normande. Clameur de haro was "a means 
whereby one who believed himself wronged by acts of violence, inter
ferences with property or other injustice could . . . require the adverse 
party to stop the action of which complaint was made in order to give the 
aggrieved party time within the next 2k hours to appear before court 
officials or judges and register with the clerk the appeal for relief." 
Chartre normande was probably a document giving the holder the right "to 
take certain actions free of interference by officials." Neither of 
these devices could be used "against an officer of the Crown in the 
exercise of his function or against an order of the King." 



PREFACE 

The word "prelude" well enough explains itself and is well enough 

generally known that it is not necessary to give any definition of it 

here. I will simply say that in speaking of music, one can consider two 

different sorts of preludes. One is the composed prelude, which is 

usually the first movement^of what is called a suite or sonata, and which 

is truly a piece of music in those forms. Also of this type are the 

preludes which are put in operas and cantatas, and which precede and 

sometimes foretell what will be sung. The other sort of prelude is the 

prelude of caprice^ which is properly the true prelude, and it is this 

that I will discuss in this work. I shall endeavor to reduce it to rules 

and to give its plain and certain principles which I believe no one has 

yet attempted, either because this research has been neglected or because 

it has been judged [too] ungrateful and difficult to discuss. And indeed, 

since the prelude must be composed extempore without any preparation and 

moreover encompasses an infinite variety, it seems that it cannot be 

susceptible to rules or method. Nevertheless, having considered that 

these caprices are not composed entirely by chance, and that they must even 

be founded on a very regular modulation, I have conceived the outline of 

this work, and have flattered myself at the same time that it would seem 

to be of great benefit to those who wish to inform themselves and to 

Apiece. 

^le Prelude de Caprice. 

PI 
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perfect themselves in this science. 

Therefore, instructions will be found here concerning the form 

which must be given to a prelude according to the rules for true 

modulation. I shall also give some preludes, already composed, in all 

the keys^which will serve as models for making some of the £samej sort. 
2 I shall even give many of them in each key, in various tempos and in 

o 
various characters. And also some passages like those which would be 

produced by someone accomplished in this art. Here one will see an 

explanation of what is called the leading tone of the key, an important 

thing for recognizing a modulation. Likewise, one will be found of 

cadences and of the distribution one must make of them in a prelude. In 

addition, I shall show how to discern^the key of a piece or other musical 

work upon examining only its opening, and also what is the minor and 

major third. Moreover, a method for transposing in all the clefs and in 

all the keys. In addition, a dissertation on the various kinds of meters 

and the manner of playing eighth notes in each one. And to conclude, two 

lengthy and elaborate preludes, one in a major key and the other in a 

minor key^with cadences on all the degrees of the octave, to which I 

^Tons. 

^mouvements. 

•^traits detachees. 

^la note sensible. 

^connoitre. 

^mesures. 

?Ton Majeur . . . Ton Mini. 
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have even added the bass for the satisfaction of those who like harmony. 

Finally, those who are not acquainted with the G clefHn the first line 
p 

will find one of them on the second line at the end of each set of 

preludes contained in this book. 

Ha Clef de Sol. 

^Suitte. 



TABLE OF MATERIAL CONTAINED IN THIS BOOK1 

OF THE KNOWLEDGE OF THE DEGREES OF THE OCTAVE, ETC 2 

OF THE ELEMENTS OF THE PRELUDE, WITH SOME VARIATIONS, ETC 2 

CANEVAS IN SOME KEYS 3 

PRELUDES IN ALL THE KEYS FOR THE TRANSVERSE FLUTE, ETC. 

Order of the Preludes 

In the G Clef on the 1st Line. In the G Clef on the 2nd Line. 

/*•  
'  A  I F .  _ o B o G. 
« C  a  A .  

t E  t c "  \F VD. 

PASSAGES FOR THE TRANSVERSE FLUTE. 

Same Order. 

f t  : : : : : : : : : : :  ( I  
OB . o G, 
« C  J ®  A .  

a ?  I ® '  
i E  i c '  
\F  V»D,  

^"Page numbers given here refer to those in this translation. 

2k 



PRELUDES FOR THE RECORDER, ETC. 

Canevas in All the Keys 

Order of the Preludes. 

In the G Clef on the 1st Line. In the G Clef on the 2nd Line. 

25 

88 

n-

*"• A oA 
w  B .  . . . . .  ,  

f ® '  
LE V.C. 

90 
9U 
98 
101 
106 
110 
113 

PASSAGES FOR THE RECORDER. 

Same Order. 

/F /"D 118 
{ G | E 119 
£ A i* F 121 
° B ° G 1?1* 

&C £A 128 
w D . . . . .  . . . . . . .  i S  B .  .  .  .  1 3 0  
[E I C 132 
\F# V*D, Minor 136 

OF THE LEADING TONE, AND THE RULES FOR MODULATION .137 

EXPLANATION OF CADENCES, ETC lb3 

MET HDD FOR DISCERNING THE KEY OF A PIECE, WITH 
AN EXPLANATION CONCERNING THE MINOR THIRD AND THE MAJOR THIRD 150 

METHOD FOR LEARNING TO TRANSPOSE, ETC 156 

OF THE VARIOUS SORTS OF METERS, WITH 
EXPLANATIONS OF THE EIGHTH ROTES, ETC 171 

PRELUDE IN D MAJOR WITH CADENCES ON ALL THE DEGREES OF THE OCTAVE. . . . 189 

PRELUDE IN G MINOR WITH CADENCES ON ALL THE DEGREES OF THE OCTAVE. . . . 195 

End of the Table. 



CHAPTER I 

OF THE KNOWLEDGE OF THE DEGREES OF THE OCTAVE 

AND THE CORDES BY WHICH ONE MUST 

BEGIN OR END THE PRELUDE 

It will be well, first of all to understand the proportions and 

the names of the degrees of the octave; this is where I am going to begin, 

1st Example, in the Key of D. 8va 
It is a minor key. or 6th 

Tonic 2nd 3rd Uth 5th 6th 7th Tonic 2nd 3rd Uth 5th 

7th 8va 

*• 

2nd Example, in the Key of G. 
It is a major key. 

Tonic 2nd 3rd Uth 5th 6th 7th Tonic ° / 

8va Uth 5th 
or 2nd 3rd 

I r f  f  f  & *-Pr 1  J # ! £==? 
/ / '> '/ 

zz: <v̂  

These degrees, as one sees, are distinguished first by the tonic^" 

then the second, the third, the fourth, the fifth, the sixth, the seventh, 

the octave, etc. One also sees what are the proportions which are found 

"la note du ton. 

26 
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between each of them. I have put a sharp^on the seventh of the key 

because this degree must always be major in any key whatsoever. I shall 

explain this in chapter seven, in speaking of the leading tone. 

The most essential rule of the prelude is that it be modulated in 

the key which one proposes for himself, especially in beginning and in 

ending. In order to understand what modulation is, it is necessary to 

know that every musical composition, whether an air, symphony, cantata, 

2 sonata, etc., is in a certain key and must end on the tonic of that key. 

3 The first note itself must be the tonic or one of the cordes of its 

perfect consonances, which are the third, the fifth, and the octave. Now, 

these same rules must be observed equally in regard to the prelude. 

Therefore, having begun my prelude with one of the cordes of the 

key which I have set for myself, I run over the notes which are familiar 

to it for some space of time. I hear those which, in the different tunes*4 

which I produce, maintain the modulation of this same key, after which I 

come to fall on the final cadence. And if the prelude is long, I pass 

before ending through several of the cadences which are appropriate;^ 

we shall see examples of this in the following chapter. 

^Hotteterre uses the sign in his text. 

p 
Mode (ou Ton). 

q 
•^The "chordes," "chordes essentielles," or "chordes principalles 

are the notes of the tonic triad, either collectively, or any one of them 
individually. I have retained the French in preference to a more clumsy 
English construction. See Sebastien de Brossard, Dietionnaire de 
Musique. contenant une explication des termes Grecs, Latins. Italiens. & 
Franpois, les plus usitez dans la musique, s.v. "Modo," and Diderot and 
D'Alembert, Encyclopedic ou Dictionnaire des art et des metiers, par un 
soci de gens de lettres, sTv^ "Mode." 

^chants. 

'That is, one may modulate to several different keys. See 
Hotteterre's discussion, pages 1h5-14o. 



CHAPTER II 

OF THE ELEMENTS OF THE PRELUDE, WITH SOME 

VARIATIONS IN THE KEY OF G 

Although the first example of this chapter is in a major key, one 

may, if he wishes, make it and also its three variations minor by adding 

flats on B and observing those which I have put beneath some notes. It 
I „ 

will be in this way . F is always sharp. 

1st Example. 
Tonic 3rd 5th 8va * 

4  1 1 1 '  t  f  f  >  i  i j  
This example shows the principal cordes of the key of G, and may 

be considered a canevas "^on which nearly all the preludes in this key are 

built. In effect, it suffices to know how to place vocal ornaments and 

Hotteterre's use of the word "canevas" is apparently unique. He 
does not define it but he uses it almost exclusively in reference to an 
arpeggiated figure based on a triad. (See pages 28, 33, and 88-90.) He 
also uses it to designate a motive or passage on which a prelude can be 
based. (See page 30.) In his Royal Dictionary Abridged. Boyer defines 
"Canevas (pro.jet de quelque ouvrage d*esprit) as "the rough draft," and 
it is somewhat in this sense that Hotteterre uses it. "Canevas" can also 
be a canvas for printing or needlework or a process of parody in French 
opera (cf. Diderot, s.v. "Canevas . . . (Comm.)" and "Canevas."). but it 
is obvious that it is in neither of these ways that Hotteterre uses the 
term. 

28 
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passages^- between these notes, and one will make a great many preludes from 

it. Let us turn to the demonstration. 

1st Variation, Major and Minor Final Cadence 

3rd Variation, Major and Minor 

Final 

'-U 

+ 
K 
% ^4)—Lid H-r ar w—\—r~ 

^ — -t-J—i U sl 
Uth Variation, Major and Minor 
With Vocal Passages and Other Agrements v + • • rm rn i"' " 
' Moderement 

^traits chantans et varies. 
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5th Variation 

-*• 

£ |1 CI I-1' fiU' [TtJ f g 17 © 
Marqû  

• o * —ĵ -r- -j A 
&— \ 

T > \ 
i.i 

There are some variations built on the first canevas. Let us see 

a second one varied in another way. 

2nd Example or Canevas 
In the form of a passage. 

1st Variation. 
Reduction of the quarter notes to eightĥ notes. 

3rd Variation. 

One can finish 
in this way. 

Uth Variation. 

V n [ i> •_ ( 77 

3 3 
'ft >Tt I 

7Z 
(jj [jj 0 i f^1 "fe 2 
One can finish 

3 3̂̂  in this way. 

V it iTrr 7f^ O \ 
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You see that many notes which are not the cordes of the key 

appear here by disjunct motion^without, however, leaving the key. That 
p 

is because they occur in a sequence and come finally to strike the major 

seventh which determines the key. This second canavas and its variations 

are nothing else but the eight degrees of the octave as one may see by 

following the notes beneath which I have put the small zeros. I am going 

to give an example by which one may see how one sometimes may leave the 

key almost without realizing it. 

Example. 

The modulation in the first measure may be equivocal, but that 

which follows is absolutely in C. 

This example, which begins and ends like the preceding, is not at 

all, however, in the same key, and what makes the difference is that from 

the second measure up to the end, it is centered-^in C because although the 

last note is a G, it is not at all in the key of G. Also, it is not the 

tonic, since to complete this prelude, it is necessary that it finish 

with a C. 

"^par degres disjoint. 

2 + elle y retombent toujours sucessivemY 

^module7. 
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Example. Prelude in C. 

rf\ 
— 

t— —f-fH 1 f ^ *T—f — f —  

* l j  0  -J -t—L- i— E= LLi H-

It is necessary then, to accustom the ear to true modulation in 

order never to stray while preluding. Let us see some other variations 

on our second eanevas. 

5th Variation on the 2nd Canevas. 

One can descend in this way. 

6th Variation. 

"fl .-sTr rH ̂  p t t  i - r ^  
•"  u^n  Ji 

L ^ 

1 1 

One can descend in this way. 
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These examples may suffice to give an idea of the principles of 

the prelude, not only in these keys, but in them all. I shall give here 

the canevas in some £keysj, and "the others will be found on page(s3 88-89. 

D Minor and Major. E Minor and Major. 

B Major and Minor. C# Minor and Major. 

See on page[S;j 88-90 the keys which are missing here. In the 

following chapter, I am going to give models of preludes by means of 

which one may begin to make some of this sort. 



CHAPTER III 

PRELUDES IN ALL THE KEYS, IN DIFFERENT TEMPOS 

AND OF DIFFERENT CHARACTERS FOR THE 

TRANSVERSE FLUTE, THE RECORDER 

THE OBOE, ETC. 

I have informed you that eighth notes will be pointed, that is to 

say, unequal, in all these preludes unless a notice to the contrary is 

found. I will put this mark, , at the beginning of those which may be 

played on the recorder, and when there will be any changes to be made on 

its account, I shall mark them, like a return, with the sign 

These same preludes may also be played on the oboe, except those which 

prevail a great deal on the high notes. Finally, although I have measured 

the majority of these preludes, one need not subject himself to beating 

time,*" however, when he wishes to play them from memory. 

G Major 

1st Prelude. Simple Modulation. 

d  'ji , i  ' i , 1 l e I , f T 7 O r  ( J , j  
Modere 

la mesure. 

3^ 
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i $ } $  t f  >  Q  ̂  1 1  

3rd Prelude, with a Cadence on the Fifth. V 

^ i , » - a f . B r w r a r . i f f Q ' . ' i a < i « i .  

" Modere 
Cadence on 
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Uth Prelu de, vj ith a C 

rr^?Tt 

a dene e on 3=; the 5th and 

T-

the i 

ffl 

>th. 

F f t FFf= 
Cadence 

the 5t 
on 
h 

3# 

-4 
+ 

— ^ - 1 1 1 :  LMLmwLNJ 

'-#Y t± 

-tJ4-

ff# 

'—-k—i-J 

Tj' p 

frr 
0 

~f 
-rn 

* f 
t 

IJLi 

-f-
f 

-1 
—f 

~r~ 

_ 

-t=-

V 

^ r 

dU ̂ sl # 0~ 
-4 - 4-

Clef on the Second Line 
for the Preceding Set 

G Minor 
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2nd Prelude, Simple Modulation. 

Gay 

+ + a* t"-h 
* / ±1 

3rd Prelude. Simple Modulation. 

+ ' + . V f \ f  L T t ' l  [ ?  7?̂  i» 

4 l f (4 \j$J  ̂1 =j ^=f 
Affectueusement 

-

= T l i ,  t r  f) f ,tir y' 1 Pi) 1 [ / '• t | C-^ j 

Uth Prelude, 

* a f [H/) | J1 
V ' ' 

f—t £%»j J2L 

Gay 
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Cadence on 
the 3rd 

Cadence on 
the 5th 

=M#fl — f -- f - f  
-pEj p tff 

rv-0  p 1 > f T" rm 
t o r  1 1  ̂  "L: =L 

k: 
:^y= 

h *  -  $ * * *  to 

Clef on the 2nd Line 
for the Preceding Set 

+ 

fe 
nijj)n v  4  ©-

J 

:he key is E minor. 

Ordinarily one does note put a C77" in the key signature in this key as I 

have done to reconcile the two positions. 

A Minor 

1st Prelude. Simple Modulation. 

I I'i 

I <1 J Tf f~i 
T f r  T ' r ;  

1 -s 7?>.. J t!tf f tte£= 
ft*3 

-r 
0 0  JP> *sl 

1 
— 

1— 1-

£ 
r f r i T r  T T  7-pf 

s 

2nd Prelude. Simple Modulation. 

7 —f  * t  U  
Tuf.ft f P 

• " 1 k*' 

t '  s t  

Tendrement, sans lenteur 



39 

p r . f r f l  r >r~? ^-TTfrrf 'rTT-f 9>' 7i{ij i f tf < fj iU i u 

U r f f T T  J " f J 
Lcr̂ rf/ EB 

fr77= f ~  FFft 
fr 
*#= -FT 

1 n <1 ft \ f A r 1 
H  
5— 

(u* 7^ 'J 
^ 

' r #-3 
t- ^ ic: :_=y=^=I 3 

Cadence on 
the 5th 

/ T / ,j.rnT[^ frJffJtTU7|^,tIf^f.|fftfUi 

ft it f f t . r 4 £$4- f— # y «•» 3 T—# — " ") J1 
Uth Prelude, with a Cadence on the 3rd. 

4^ f — —  [ •  f f .  > >  w  < f f  rf^n —-_u_< i 



h o  

Clef on the Second Line 

A Major 

1st Prelude. Simple Modulation. 

fQ §§ 
2nd Prelude, with a Cadence on the 5th. 

T  .t  ! \  f / C  r .  fl  A  -*• d } rf [f, V f'j i +—+ 
+ + 

-r 
f i s t  

± 0  7  

Modere 
Cadence on 
the 5th 

0 '  ̂  

— 
f Iy ( f ,TT> • >,- , • : 
1 ( i r  i z  1 [1^1 H t g k f  



Ul 

Anirae 

i ft <11(^ r 

1+th Prelude, with a Cadence on the 5th. 

K/ a 1/T\ ( f fr; f i r Frf 
*~g—r^~ 
— f f—f— Fftt 9~Th ffl 1 M\ -=L=±J-U J-I J =tH \ 7—I 

Gay. And{with} equal eighth notes. 
Cadence on 

i** nt i 
+ 

- 4 -£ Frf f=#f f (p ttU IY > '  J 
J—1 <t 

=rd i1 



* 

b? 

Clef on the 2nd Line. 

Bb Major 

2nd Prelude. 

J r  „ ? ' i  i  J .  fr ' ft 
-7̂  0 r [ ft ft i aft f 

t  \} " - " I  
y 

4+jtlf^fr 
"I 0~ 
—r 

> 
' P r r l l l  i  Q T  f j |  tfrm 

to" d ^-<=r - —^ 

-'-Uj-. * ' v *"'!/ W N 
0 

1 

^ • • r l f j f t i j i r T n  f  , . h  



^3 

3rd Prelude, with a Cadence on the 5th. 

'Moderement 
Cadence on 

Clef on the 2nd Line. 

Keytofj G Major 

B Minor 

1st Prelude, with an Imps^fect Cadence on the 5th. 

^ 1 f i ** "p 1 r ̂  i ̂  ̂ ̂ /1 ̂  
Tendrement 

Imperfect 
4. Cadence ... u +^—^ 

P I  r r .  P . , , .  
+ T -̂-
—..v i UL;^ 

- + V 
f  # •  #• ^ # f f f . f— u-

y  1  •  i ' J  *, " i" ' U 
r 1  f  \  

4 U: j 
_E: 

h 

(L-^ • 
-tw-— -= -w r sr p-W-

^ 1 [ U—— 
-V o 

-—i——" 



' 

hk 

£3 
2nd Prelude. 

#:2 I 
Anime, et detache 

p 
*A 3 3 ̂

 

GracieusemY 

•+• _ JL 

3rd Prelude. + 

f ifttr t 

m i / 
TJZ-ZtJ^ ,u. f t -4 J # f—^ 

£3 fc M 

5" tfTfff'ttf r S 
X̂ t m h It—£ 

Uth Prelude. 

/ * f—3—+ 

f ̂  J =£ 

Gay 



U5 

Clef on the 2nd Line. m  ̂ f ' Q_ 
ss r+T 

G Minor 

B Major 

1st Prelude. 
. .  *  +  

Tendrement 

t m 
2nd Prelude. 

« + © ^ 
6IS ?Vi it Ur s * .--1 

f  m r n i f i  
Gay 

-rft-" ̂  —^ f ftp* \ =-Xz -iff P y % L^==j —  — — i — p —  X—J_ 
< > r  

v_£ 
j ^A~ t=l 



1 

I1 

U6 

v 

0  ^ ' - f r r r fnf  \  f 3  1 M" pi 4 
Clef on the 2nd Line. 

G Major 

Bb Minor 

f  f t  r r  /  ~~f  \  t  i f  ( i f t  1 FfW C ( T f  

-) ft f 
=4 *  I t  • '  4  }  

\  t  LJ ^ J u=^—r-

MH4= - i — H 

-^A cautionary flat on D appears in the Library of Congress and the 
Bibliotheque Nationale copies, but is deleted from the Gemeente Museum 
copy. 



1 

bl 

2nd Prelude. 

+ . jfc/5 ; (J ft? Ttf &- £l. 
h fcfe 

Clef on the ?nd Line 

P "HXT T *7?  ̂<" fr~ 
\ 

*— 

-) ̂  fry-> /-3=^ —rr̂ — w— 

C Major 

1st Prelude 

fo?| fto.itf#f, ?(Smt, d Sil ± 
Un peu anime. And Eighth Notes Equal. 

jf—r fe='7\ v-,, ..,to r  r r r ,  

=s+ y 1 u= ' 1 * t 1 L̂ -i 

-#—r 

•+* 

y f .  f T :  

<r 
""1 + 

-pes 
$• 

1 / 
# -

•: 
F̂= 

•• i i J. 
1 

•̂ Original: £2 

Ôriginal: J j=̂  

-"Original: 



hQ 

2nd Prelude. 

Tendrement 

$ * \. fTTT^. v .'77t r?7T>. ». " (ft 
f ^ ̂ i [J\i \> ̂  

3rd Prelude. 

9 .([f;VI —P *77—rf r1* 11r r 1 r~*i 
"**  ̂ +• 

r T T  f fy w ̂Ci 4=U i.——-4 

Clef on the 2nd Line. 

j>^fi*tfjf 11 yAift)'" 
A Major 



U9 

C Minor 

1st Prelude. « () n {f*\ r.. * t (?. f Tfr pun d f FWf f til | f y fJ^ I W ^=E= 

2nd Prelude. 

* j'" ?ilfn-til,TTf|l'rJ f,fT(|| 
Un peu gay. And Eighth Notes Equal 

LmlJ TV>t ^ 
^-Sharps appear on the two sixteenth note C's in measure one in the 

Library of Congress cony, but are deleted from the other two editions. 

2The natural on A is added to the Bibliotheque Nationale and the 
Gemeente Museum copies. 
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Clef on the 2nd Line. 

D Minor 

One rarely puts a flat in 

the key signature in this 

key. 



51 

2nd Prelude. 

-

-f— 
V ̂  -" J  ^ v f  f  f  J  '  

Y*m 

d 0 7 s L U *— 
0—1— 1 {s 

^=i= 

Modere 

3rd Prelude. 

& 
Majestueusement 

. +T> 
/_ 

\ A  

4? + 

*\Uij,  M  f t ,  p f \ \  

4r 

•*"A sharp is added on the dotted quarter note F only in the Biblio-
techque Nationaie and the Gemeente Museum copies. 
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Clef on the 2nd Line. 

Key [of J B Minor or B*5 Minor 

D Major 

2nd Prelude 

y»s ,4 Uic l r J i j l ill? Qi? l SS ftfi |t ff 
Gay 

-r^~r 

T 

frfn 0— r— k-p -4- 1 
?- J 0 U-

.j — 
j — 

m v_ , 
d> 

J 
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& The two preceding preludes and the two following £ones 3 can 

be played in this key £with the clef J on the second line. 

3rd Prelude. 

ft<t. Tit,  \J ill y—T-t at *̂5 t+r 

=WM ,V  i r- '-V i 
J r>— % -4---

l J P 
j * / -A rfl 

1 

jtjfi? y '—r—^— 
=f=« f" 

V/ J 
U 

y-* LtrftST^ 
(\p t*1 J r * r ri rj ' —I 1 

Gravement 

& . h r ffi i (%i 
t v 

f  
i  J  r j ' i  ;• u r £2=2 £Z2 

3 2 A =»er ' 
3 2 ^ 

rf f?f f-1 

^Original: 



Clef on the 2nd Line. 

HMr r-£ ^ ^ rr ^—^irz—=F ft 

i 

(bw J|) ; J 
Key Lofl Bb Majo 

] Minor 

U 
r or B Major 

1st Prelude. 

=p=f f t i f f  O f .  ffil f *  - t i p  ri 1 +" 5: • • ^ ' 
1]. | J..v. J Yt 

e. 
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3rd Prelude. 

y *f y  ̂ "jpT flty ilj ̂  t  f •c, ff , i>0 (Elf&jtfL 
Badinez 

fu PT^ 

Clef on the 2nd Line. 

lyjJIfW] { j_l [! || cyy , : 

Key iofj C Minor 

E Major 

1st Prelude. 

Tendrement sans lenteur 

m.jt tjfrf -*—p -f fW ̂  £>>• i ftffi w= 

Co* f
r , 4Hi ** 

-i ^ ̂ f; ^4-y 1-



The preceding preludes and the two following ones 

can be played in this key. 

2nd Prelude. 

I £ £ 

e3 

V- 4-

u. j S 
j?— 
-~rh 

V + 
-

—f-2— 
f— ) fT [}p 1 "VtM" * 

Mi JJ-
_ ,—. 

' ^ 

Gay. And Eighth Notes Equal. 

V V ^ + A 

N r HI 

a 
a 

* 4v 

1# v 
3rd Prelude. 

?» y r *0 i y i y f' lp ini i t t <if (7t J'J^ f ffft 
p  '  U  j ' ;  P J  i i  &  ( )  r j  |  f  1  
?endrement 

-̂A cautionary sharp appears on D in the Library of Congress and 
the Bibliothkque Nationale copies, but is deleted from the Gemeente 
Museum copy. 
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.ef on the 2nd line 
for the preceding set 
and for the following 

• + 
/ • r / 

!>- £ 
C Major 

Major 

ttf ^7 -r^— 

/—> 

f  •  f— --rTEr Ttft lift. <>• rrrm-Cp^ ^ ^ \  V  '  * •  y j / 
b*>:—1 1 \ t 

^ , 'r ,  l -J  S4  y J' ,  1  

The preceding preludes and the two following ones 

can be played in this key. \LJ — 



2nd Prelude. 

t s  fr fr r? TffJt"'- 4-
*r 1 / & 

to'"" 
Gay 

P b*t f P f ' ivrt- ^#y -7^ • y fr ' > tj -

•) ub fr ft 

—f—11 

f%F 

i-J 

rri—f" 

I* 

3r 

s\ 4-

=fci= 
d Prelu< 

\> f 
ie. 

4-
T^TT" "~ r 

i—^A—J-——#—1—o 11 

+_ -t— 
9' J t f f ' f pn ## y -vf?" 

J G 

0 V, ' 
X V1 » 

L 

r w i 

ay 

4-p |— 

' M i  

 ̂O fr 1  ̂

d* C> 

 ̂ r* f ' TTff" 
V 

pf 
4* 

rij 
p-1 1 :=£ I *>• \ Y 

F Major 

i 



2nd Prelude. 

^ , /-> . ri ' ' rUl f  TT T W  
w ivy'' a. v 

Ûn peu anime1 

K f ) ; - .  , T f  

^—L+Li 

P#±fc 

L«-)J f • C. 

#=; 

;2-i=yL 

V T S " I ' | I  = F  
 ̂ jrCEJ --

, (_ 

f t  @  @  \M  | S t t i i i ( , p ) i  \ $  r  i s  =  

3rd Prelude. 

Modere 



F# Minor 

1st Prelude* 

*£ 
Ut ^Tfi1 rti 

1 f/ wen+ * 

/ t 
w + ZZL 

Moderement 

i "J f T fh r# fc 
J 7 v 

•frjr f' 
gEE£ 

2nd Prelude. 

t^ 3  ; f f  ~7i~ 
Hi— t •*• f 

* F^tl 
it 

) * ' J pi  ̂ S,' J *— I 1 .1 L£= 

p 

+ 
3EZ , , f  A t /f) 

if L.f I 
13. 

0 p-•^r— -333= —f— 
m *  j • •  hr- i ^ y-i , J > ^p ,/— 

Clef on the 2nd Line. 

E3 $=& 
D Minor 



6l 

F Minor 

1st Prelude. 

J? J'. •» v tl X Vf LUfT\ „ r? MY '</*/= 

Tendrement 

2nd Prelude. 

Gay 

-) ^ IX JlTi j 1 
+ 

b* 1 —— ! o 9 -rHi 
f t  -r̂  

/ 
A-i 
/ Ft^ 

jw>i> i P i - > J ^ • f, i J *- f ' l ' —i- 4-

End of the preludes for the transverse flute. 



CHAPTER IV 

v 

CONTAINING MANY PASSAGES1̂  ALL THE KEYS 

I have given the name "passages" to the fragments which will be 

found in this chapter. My intention was to give them the character of 

the caprices which one plays when he is just doing what is called 

"badiner." As these are only excerpts,̂ one may begin them with cordes 

other than those of the key. I shall give some difficult ones which will 

be suitable only for study. 

G Major 

1st Passage 

l.Vf 
F̂ierement 

2nd. 

T̂raits. 

d̂es morceaux detach/es. 

62 



1 

63 

3rd* -O 

Modere 

Ut.h. 

r.rrar rfr .3 ̂  zz 
* 

ct|3 J fr (f ; f— 
-frM'—^ , U '• 
• Rondement • ' llLla L Ui»-ut 1  



6k 
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Clef on the 2nd Line 

1" 'ft-If t<{ fi —/ *^> 

Key tofi E Major 

G Minor 

1st Passage. & ^ 

EE* $ <* -©-

,b . One rarely puts an E in the key signature in this key. 

2nd. 

f' 
==t=^ 

(y\v ^ ] ——-t!^ "—J—ft / / 

9 ^ 1 — * *-

•" Oil &\,  QU $1 J p i i  M 

>Vi J', .1 n, LilOT 

3rd. 

0 , 7  .  r  f f 
f— _ 
hn 

M 
R~ji,=3 

^ 
Br * n , ^ i L ŷ f t u f . U t J J  

4 * 

4^ rj t 

Rondement 



66 

W»1= T y2 QJj 
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=̂ T 
-fY -rt-

i 

#-4. —t -44-

8th. 

3̂ =5 
*5 

Si 
i V"' i [y ' ' ' i 

A + 

Etude 

hrr -4—*-
!*• -i 
' 7- / 

f if f~ 
i 
\
 

. L
 

,f 1 
—t— 7—f~ ^ 

1 
=̂L\--

1 f— 

1 3 

i UJ i i Lii; 

<1 f̂] ̂  

C4' \r 
T#4 t—' H> 

9th. 

Another [.Etude} 

Clef on the 2ncLLine 

E Minor 

•̂ he bar lines are editorial, 
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A Minor 

1st Passage. 

p^ps t • ^—* * 
Gravement 

/—/ • * f f-

•47 
A 

3 3 V  
>-r-A 4Q 

£ SI it £ 

2nd. 

Modere 

trr tSxTf itrrf f TTf i tTTTt; v 1 s» 
3rd. —V '—V 

n £ e \} 1  2  
*"\ —  ̂

w / s 

f 4* 

»ay 



* 

69 

Uth. 

Rondement 

Clef on the 2nd Line 

ffi= rry-f *—— f JOz n 
rf4 ft ptPf •" 

4̂  % w -i-*- \J ^ =4 —1 tp*". 
Key \,of3 P̂ . 

A Major 

1st Passage. 

m Tft titr t n 
e 

mdement. And Eighth Notes Equal, 

Otj} [fj fr • '—!-'.! ; • .—rrrf- A 

f o *  r U j  i, i- i j j - 1 ,  '<! M l 
i-u ^ 

-t- 11 

2nd. 

-̂ 1 T* T\—1 |— n~jr / > i 
t-
t *7 t-

*+L ,> r 0 . * 
r 

4-

4 y 
bid * 

Leger. "An 

£— 

d Eighth Notes Equa i. 
u_i. 

3rd. 

Hi frn 

jent. 
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.it 

$ si / o 

Uth 

#4 
a iff gruff. 
"  U  ' . J  "  ' J v  I  U  i 

f=5 

Clef on the 2nd Line. 

J - T U J  t o  "aa/ 

F Major 

B Major 

1st Passage. 

rLr'r f , t ffj  f tm ftp tfft  t i t? f,- rY 

1 
Jay. And Eighth Notes Equal. 

One arpeggiates as long and as quickly as he wishes. 
£ saa m 5 

f  
/  t  

* / *• / / / / i  f /  
SLJ 

2nd. 

^ r \  f r  ( f  u  f t  -*> i  11  J  * A ,  
A 

d M i J  A T*TVO £T CT "1 r\ U-—  ̂ lT I U-A-Arpeggio 
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1 

3rd. 

•/> 

V  <Uh7l*) j , 1 ]̂ W E= m 
Gay. And Eighth Notes Equal. 

Uth 

Etude 

f ittif tliiifTif tftr \ ttTf 
Clef on the 2nd Line, 

fc f-T—f $ •€r 3 Ed 
G Major 

B Minor 

-t 
— 

* 

ftT) 1 . =t4=fe 
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Clef on the 2nd Line. 

t 
"G Minor 

B Major 

1st Passage. 

d J> *Al , ~ 1 ' /  . >  / ^ 
f—M U fki1  L l  

- 4 p '  * J  1  =  y_L Hi i' Jtj I 
2nd. 

t &*h f >3 7 U 1 'f f 4 f t 
t=tt 3t ta 

Gravement 

44 jt 

3E b-r̂ 3 2 5 |3-



3rd. 

B*5 Minor 

1st Passage. 

t? *—#- L/_i 

Gravement 
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Clef on the 2nd Line. 

s: 

f' p U J ~7Kf 

G Minor 

C Major 

1st Passage. 

P . Q t l i  t ,  . r  ,  .  ,  - h=T I1" i l l  H— 
Rapidement 

2nd. 

3 ̂  C r[J"tJ txTLu^yj~i_iT g;~u 
Gay et Sautille 

-y-^f -% \X - -
— > / 

4-̂
 

'•b-r-
^4 *=h: i 9 f~ 1 J i y \1 9 =H 1 
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Uth. 

:#=: -I1 f r f f f 
f f 

Arpeggi 

• I 
\ * j + \  
^—w ^7 ' i / ' ̂

 ) 
' — 

it .jS 
i. L t L 

t -ft fT t̂ >  f  f  i  Q&ryitij.riJTn 
Clef on the 2nd Line. 

a tiff tti 
f AA/ 

<£L-

t 
tey tofJ A Major 

C Minor 

1st Passage. 

j?vU" \f\\ ' £ f f l»? 1 

t: &3 
*5 
~ / > 

g 1 ( r t [ T. ' i 
-X? 

2nd. 

t 

Rondement 

tti ffi @ tr^dfyj ft *tf-t sgi 
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3rd. 
C33 3 

»• t'7pj ^ it' f(J t S n i f f u  ftn>f j'-yh 

.endrement 

k> <i> 

| I1 '? fc'  ̂v"̂  J H 
Uth. 

1^ 1  1 r i,i  > o  f // . ' rb3 , 1 —f7" P 7 / 
N 

7 (ichlt 
(Vv ^ . ) (i i - r f ) U u5 -

* -ft "7*7 

s 
5th. 

i11> -i ;Tff —pfr f ' f /O/ -—f f-
-y 

f f-
-/ n—>—y~f '—>- -

Arpeggio 

Vi . . r. . r 

=yt 

—/— 

-U^-
-y- y 

4^ 
-y- y ft 

yJ-

f' / 

J ' tr 

S3 2 N 

Clef on the 2nd Line 

S 4 
^ey tof J A Minor 



78 

D Minor 

1st Passage. 

* ft| 
Rondement 

2nd. 

d 1 

,A-
rN 

3rd. 

/tfl /J £ f ff Jfy f?7 fIV eh] Hi -H 

Anime. And Eighth Notes Equal. 

' it it Jl 

E?p3 

Uth. 

r b ^ f FFfr 
*>. i Prr-i \ 

1 IK 1 —i-^J 4-H —vj] S—L-^— 

Rondement 

-tr̂ j*rrf 

4 1' f f—^—f— 
^frM ', ft p K-e— L-rs J h 

1 L-

^Original: , £ T Y (STf' t» 
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6th. 

| M frffl —t— 
—f~ --tit 

f-
f f 

-f 
f 

u 
f > 

/ 

-f 
—fitr-fcl f ^ 

f 
—f—f-

f "TTT 
f 
t-jpy— -j— i_yj 3^ U -y= 

-fh-r'- / / r-rF f / ft f 
L4i =U: """f J i 4 t 

/ 

Clef on the 2nd Line. 

P L -
==H # -H-<5p" F J1 —4-
J 

4 fc) ^ ' -

B Minor 

vf 

D Major 

1st Passage. 

1) <(:r y '' * ^ s 

+ - / *. 
<• ^  t  f r H=l 

y V JL {^3J 
Modere 

rJ" LL i frW ^ A. l J ' 
2nd. 

3rd. Modulation to the 5th. v 

d Lhi.T ft i f % I fTfTtftitff 
Legerement. And Eighth Notes Equal. 



80 

# 

Uth. 

"ft  I f  1  \ i  i f  r , i  0^1 ^ 1 r v if i in J 
Not 

/7-ty-
•ger. And Eighth Notes Equal. 



1 
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9th. 

=$FfT T*  r -  f  
— t —  f t  ^ frfft  -rf- / / 

• f  
f  -7T"" 

- >—*~ 

/ 

lyr-' M 4 — —  LM - —  
- . tit 4Ji j u= B tL ̂  

f ' oil oil fi=S 
Clef on the 2nd Line 

% H51 j jfr 'h rP,/^ £ 
W-4 —4 

B*5 MajTJror B Ma,5or 

E Minor 

1st Passage. 

IH„ -tff ,g1 E n F f i ;  t ( f  f l j  v % fc) 7 1  7 m  
1 \ 

ravement 

^f- V —1 f  =F=^FF 
-h  V » 

r/ 7 li 
2nd. 
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Clef on the 2nd Line. 

n altf t t Crf 

Minor 

E Major 

1st Passage. 



1 

814 

? V p I I  

7^ 
gF^t 

4^ 

m !t± 
x. 

2nd. 

v  , iTf 1 4 1 f r  u n ' , . |  \  T 11n Irf>T4.J^LLlX 

Gay 

a 
^ ±_ 

•4? 

Clef on the 2nd Line 
for the preceding set 
and for the following, 

£ m 
Sf V m 

C Major 

A*/ 
zi. 

E Major 

1st Passage. 
\ L ( =£— r t f  *  
y A. ? ?* y* ^ f. 71- P Ij r 
S3 " r/ , 

ii / • r 

-f-

W 9 M 

' yj f > 
- \ 

a. 

s n u r  a 

2nd. 

i^rrfr trF(, r  ? F ija=fef=afj  
Gay 

Original: f- ^ U f?7'^ 
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F Major 

2nd. 
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3rd. 

/ U o «. J * q-n 1*1 N i f h  * r f - nfffl 
CO * 1  i* * y-, , >j'J 'i !i-V i 
^ ui tixjou 
Uth. 

F Minor 

1st Passage. 

Gravement 

The preceding passage and the 
following Cone J, can be played 
in this key. 

*4 
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End of the passages for the transverse flute. 

/ 



CHAPTER V 

PRELUDES FOR THE RECORDER 

Many of these preludes may be played on the transverse flute as 

they are notated here, that is to say, with the clef on the first line, 

but they all, without exception, are suited to being played with the clef 

on the second line. It will be found at the end of each set as before. 

Many will also be suitable for the oboe in one clef or the other. I am 

going to begin with some canevas^in all the keys. 

Minor and Major 

G Minor and Major . 

.fr.t V , < t ' t f P==a: 
y (j) 11 11 °a 

^-des Canevas. 

88 
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A Minor and Major 

,y 

A Major and Minor 

it A" 1 f < T?f f T § f zz 
A-t 

B Minor and Major 

4 04*: n'tff 1 41 
r—i—©+ 
I ^ i 

u 1-

B*3 Major and Minor fff {i i 1 ( f > 
f i. O i 1 £ * I A t± N!|r 4 *-

C Major and Minor 

ft \,— 
i I f —£ 

Pp 
1—I—f-ty f 

J2. 

7 

c# Minor and Major 

Q. 4̂  . 'I' f 
IVY tV) f 1:L—g 

'fff r f \ f > ! 3 
=++ 

7 



1 
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E Minor and Major . 

E*3 Major and Minor 

D i bi7 t ( f T f" f f ft»i| =r 1 1 ; r II 

Preludes 1 

F Major 

!i 3 
1st Prelude. 1 

J) %]r^t['Vr(U LlLf fiHrttfpgg; 
Modere ! 

f 
• | 



^ 
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ftfta- Ttrcn M=d "N -h 
H^Trv 1 <pr " ' , LLLLJ, 

— 

2nd Prelude.  ̂ *+* 

Gay 

Clef on the 2nd Line for the Preceding Set. 

F Minor 



9? 

,pj. ffdicfl ftTf 11 u ''f i'Hi i <=£&= 

Clef on the ?nd Line. 

—n ' r, f V/ 
j rj-f— ' 

CO J V 1/ , 

Minor 
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F# Minor 

1st Prelude. 

* - tf=N 
W '' -—pf— mLaJ (J1 JJ i t r wu i (,, 
Tendrement 

 ̂i F11 

2nd Prelude. 

5 z i tz 
Rondement 

*fffiT. *• Z==fcfe #< 

•V *?• '17 (iriifJft/f ̂[ITTte ̂ fffrti 6 

5/ T tT f • y—i—e-E 

Clef on the 2nd Line, 

± 

13 ~FT 

D Minor 

/ 



1 

9U I 

!:' 

G Minor 
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3rd Prelude. 

JI tJ v y+f . f Tflf ffJf i 
T 

Gay 

J> WS Tf 

I J L-> 

1~tr H ff" I# t i t n t r  1  
—\-

\ii-4-5-

;  . i . f f t t  

J 1 -"* '' ' 

pf f f tB | 
{Jq " —L—1 1— 

$ ? Ttfltri tf* 

— 
• 

r f c t f n f ( j i  l\A V *""1 
-i 

iff J tlfr i f t,f tf U  i 

\r~r 

y  ^  i  

v  u f r i i  

U-A-" '"N L> 

\—! L 
— o I 

"*"B natural is indicated (with a sharp) in the Bibliotheque 
Nationale and the Gemeente Museum copies. 



G Major 

1st Prelude. 

f t,';ri ,rn̂ Q w-hMfUTtfn. 
*Kondement 

r\ i 

II 
2nd Prelude. 

/ 
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3rd Prelude. 

p 4 t t t i  z± 
/ Q  j £ . - ^  filTfflTiTTfTly m xz 

r f  „ r t  * 4f  ttTf i ±± +-

^-Hotteterre uses the sign r—^ to indicate that the articulation 
"tu, ru" should be used if the passage is played on the recorder. See 
page 111. He discusses articulation in Chapter 8 of his Princines de la 
Flute Traversiere . • . (Paris: Christophe Ballard, 1707). In simple 
2 time, as in this example, he says there that "tu, ru" should be used 
for eights which move by step, but that only "tu" should be used for 
eighths which move by leap. (Page ?7.) See this same passage in 
Principles of the Flute, Recorder and Oboe, trans. David Lasocki (New 
York: Praeger Publishers, 1969), p. 59-60, and also Mr. Lasocki's 
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Clef on the 2nd Line. 

P f / y-£ * *—zr 

E Magor or E*3 

A Minor 

1st Prelude. 

<13f Tyiffff tTil̂ 'c-fQ +: 

mt 
fodere 

2nd Prelude. 
+ y V + 

l [ f fJ  
_± v 

r/ r? & 
-M 

Gay 

SB 
•--» + 

FRF ^3 •W 

discussion of pronunciation and articulation in his introduction to the 
translation, pp. 19-?3. The use of "tu, ru" bears some relationship to 
the practice of rhythmic alteration, but Hotteterre does not make this 
clear. 
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J) TP r f i K + r < 
' r( J • ^ g) ;; 111) 

3rd Prelude. 

9 Iff |TT 

' M 4  

f * f | T n / r l  

3 

' flrff/frt fl^"tipr^=l 
^Gay 

j? T f£j 'f fU ̂ tr; |trg ittf ititl —y=L 

•«r
 

r 

—
 \-s
 

i 

Clef on the 2nd Line. 

D Lfo„ hH/f1/  Vr b £ ~-j~> ' A^> 

F Minor or Minor 

A Major 

1st Prelude. 

Modere 

/ 
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Uth Prelude, 

ft* MJi'•'I J 
Gay 

4# + fit ff rtf. M 4^ 77 

fjji dtf Udj-li^ur ^=±±f 
Clef on the 2nd Line, 

ft u ^ 

J -̂1 g J ^ — —--

V m/ — 

P Major 

B Minor 
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2nd Prelude. 

f i ib z fI M- -4 \ 1 -
Gay-

->h \ux '44^ f  f  f  f  =-3= T ,  f v i r t l T (  \* ff f 1 f / 

M. ff 
:!=!= 

1 

j—L 

, r 

_U-" I ' M 1  =  

( f  f  u t f f  i  

—y 

f^±==f 
0 f v \-4r-i —H= J-l—J A-L 

—h 
Clef on the 2nd Line. 

P J>i •: —,< H AV 

G Minor 

^n the Library of Congress copr, the sign for a trill (+) 
appears on the F# rather than on the A& as it does in the other two 
editions. 
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B*5 Major 

1st Prelude. 

v  "i i  U l _  lii/^ f ftlt ^f) j. t, sm=ks 
Modere 

r t i T' j) fT?^ r77 v \ ^-<4 1 

)  /  f  J  /  _ •  L £  f  f  m 1  f  ^  —£ —-4: r  
f I ' / * • ^ 

T ' ^ 
T-=-*, V ^ 

1 ! 1—k_, L 

2nd Prelude. 

fc i. lin,iiiii 'M lii f f tiniii,iTf| 'ii1iin' 
^Gay 



10l+ 

£ 
Clef on the 2nd Line for the Two 
Preceding Preludes and the Two 
Following [.Ones} 

5 W 

B Major 

1st Prelude. 

^ 7 f' P 
.  t  / '  3 

P7̂  £ 
Gracieusement 

'-ft 1 7 

H=* i 
-f 

/ <_!_ ̂  £ f - f -

\ jU Jjf V S? Pvy. f .yr = | * + ± 
/  ̂  k *  r  (  \  f  f  f  f t *  -O 

i\l 1 { ̂  '£V '.r f Uxj r, TtdJ u f..kF=i 
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Minor 

U r?^i f - r . i f i i  
2nd Prelude. 



1 
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Ju r~f. 1 ° II tli'"! 
G Minor 

C Major 

1st Prelude. 

Modere 



1 

It f f ,  t l  +rTf 3==v r- <ff / • t' f — f -fe—! 1 

t ,.t tft 

)  ̂

c V / r j \ f*(*t Tf^r^f 1 

UJ 

y fjX11x1 . F-= -̂[=1= = 1 f •*tM—J—M 

)V~ v r -1  f 
fS 

A Major 
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C Minor 

1st Prelude. 

ft bV :i ft r ?.rf> Af T>f . Iff  if  f tp i ' U-—2— 
Tendrement 

f * 

fA fit  r  II 

|A liir i 11 A A'\\Jll  
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i 

Clef on the 2nd Line for the Two 
Preceding Preludes and the Two 
Following tOnes3 

ZJ 

f 1^">" zz :z 
A Major 

C# Minor 

1st Prelude. 
—» 

t  ' i  i f ,  f t )  \  U —  
V 

• \  f t  i  
=¥= 

ien 

-Mr 

drement 

A  J f t f j  f r , # ^  
V 

V 1 N \ 

, + V. 
rfH-r*r 

h— 

Fff= iV) " / b=±=±d 1 -? 1 
-rTr * \r 

LXuJ i-i t Uif -L14—\— 
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,»•. itTi«ii,Tin,,i.:i iirnfiirffi 

'tit.' 111 || 

D Minor 

{, t Jsmt tt D ,  



Ill 

2nd Prelude. 

p t, titi r(ltrl*f? fVifJl rr f f Jl T^ 

ttrf 

u.u r ̂-4g w i i 

i f ff Tut itf]' ftft i f (f 1  titl 

T 1 

-to* \ k 1  ̂ LJ-U 

fTfT rV^u;]-trfu?r'? ,f rhiV^ (UP _ 

b ( ( f 

\J-J ^ n uj \ u]f 

tf | 

(p* 1 

A 
/ U 

-t J f / J *—L-i \ —^-i-i 

ft* 11X1 1 

Clef on the 2nd 

h*3 p l-.-

| Li S J L-L> j M ^ 

Line. 

fV 

-d 

-LLLk—r 

•^B Minor 

This mark, / * signifies that it is necessary to pronounce "tu, ru" 

on the two notes which it embraces if one is playing the recorder. 



~ 

112 

D Major 

i 
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Clef on the 2nd Line. 

B Major 

E Minor 

jir ri'; iV I j1, J ,  ( * « " i  r  

tny ii : 



llU 

lK>(r r" [H'-fv if"7 t?1 \Prf 4 f 
-Ag—c S 4--Li 1 f [ I \ f f LLL-444rd J 

Clef on the 2nd Line. 

C Minor 

E Major 

1st Prelude. 

^ f (J f.Q, J i' 
2nd Prelude 

4-4 
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r\ ri 

* 
r r r | (u ftfi | .-1 T o u; , 

^r, 

PA lyfr^ifrftCfitttrf 
Clef on the 2nd Line for 
the Preceding Set and 
for the Following \,One"I 

/v/ 

m 

E*5 Major 

1st Prelude. 

ft I +l 
y > o v f *, , r 

•V 
1—:r1 rtrfi rtH- T j 

* 
> 

L 
; H*-' 

if O 1 
-1 

H:—  ̂— ^— r— — 
-H ^~r 

Gracieusement 
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Minor 

^Les U. Preludes -precedent neuvent se .joiier indifferement dans le 
meme Mode. 
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•fr—% r, <0 ̂  7f ii 
4-

£ 

Clef on the 2nd Line. 

 ̂U' fli 
\>-N£ 

Minor 

End of the preludes for the recorder, 



CHAPTER VI 

PASSAGES FOR THE RECORDER 

F Major 
1st Passage. 

'Marque leger 

2nd. 

tondement 

f t  n t  t t t  f * (  f f / .  

TW P-1 y1
' 

rpeggio 
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£ 
Clef on the 2nd Line 

ft k h J" Wmf 
AQ L_ 

'Key D Major 

G Minor 

1st Passage. 

jfvK TT 3̂ P \ \ f 1 

=fc fedi UL $f{ / f 

£ fe \ 
P~P t~t -#+ t S 

2nd. 

Rapide 
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Clef on the 2nd Line. 

E Minor 

G Major , 

1st Passa 

—Mf 1 Vv >1 V 
" ' f y  P ~ ; tr f P r C- ^ P w ^ f f f~ 

y * i 
Modere 

<nr f T tff ft, f 

' \ u U)—M-
C31 t 

Tm T T'p fjV 

pLztJ. 

> , » 

V 

^ 

2nd. 



1?1 

3rd. 

* Fg=Eg 3 4 
>autille 

l»th. 

rtgii uii gjj \usi uti id i uti' uti utJ 
irpeggio 

4 
Clef on the ?nd Line 

j .  x~ v/  
<  r - t  ?*iw v 

E Major 

A Minor 

Gravement 



"4?he bar lines are editorial. 
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Clef on the 2nd Line. 

A Major 

1st Passage. 

7^ mj {KJ t 
Kapide 

f uli uuM,' 



Clef on the 2nd Line 

12U 

t> Uf ff ^ 
F-faajor 

1st Passage. 

1 
s 

B £ Major j 

S fiKi lit? 
Rondement 

Mr 
2nd. 

/ / HE 
Arpeggio 

^Original: y y ma mm 



1*5 

for the Following tOne\ 

0 # / \ T T7-771 ' -y i p  ^  \  \ x F / 
i i T  U j  

- 1 

B Major 

1st Passage. 

2nd. ^ 

11 faiiinii'ii, 11'111'"/11,1 
Gay 

w-1, m 
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3rd. 

B Minor 

1st Passage. 

AH? ut(|11 nn tfii ai.1 1 
' Rondement 

2nd. 

^rd* / +• ttf*f t tTffffo |? * *' ' I I > t ==i 
Gay 



127 

Clef on the 2nd Line. 

Bb Minor 

1st Passage. 

f 
1—tf" 

-V 

V 
f—± 1 ) f ' f f , / ' 

» 

—yV J J _ •n 'V 
Tendrement 

1 2 

2nd. 

Gay 

Clef on the 2nd Line. 

I b *f 
j 

-f— ,n ffr=> j) u* 1 U^lU f (m 1 fj 
G Minor 

natural sign is added above the A in the Bibliotheque Nationale 
and the Gemeente Museum copies. 

o 
A cautionary flat apoears on the A in the Bibliotheque Nationale 

and the Gemeente Museum copies. 
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C Major 

1st Passage. 

[iff ft riff i / i-£- fJJJ fit f 
Rondement 

& t-*4 f H lU< W ± 
I 4-

2nd. 

2, .y... f f+f 
/ -r-y in iLU *—rf ê t m 

Rapide 

3rd.  ̂

I #44 tT3 f (f? 
m 

+ 
Anime 

Clef on the 2nd Line. 

P4# pip 
A Major 

C Minor 
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|§3 m J3L 
d. " J  I f f  

girt 

Ordinarily, one does not put an A in the key signature in 

this key at all. 

2nd. 

Gay w M 
s\Q on =35 

L L* 

fc=£ / 
/• ~ f - - z' r 

f l f T f f f i  i T i T  
r, r. 

HEE p 
/ / 

'V> [ M ,1 r ' I (,npj 
$ •f 

2£ 

The arpeggio which is in C minor, page 77, can be joined to 

the preceding passages. It can be played in major and in minor. 

C# cMinorj 

1st Passage. ^ 

** Z ft I 7 
t4 

iodere 
i 1-
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' f ±t> f i ^7—cr_" =4£=-l •R r 

Rondement 

&  t f t s  t Z j  m us P'f/ J 7 
7T 

/ O  

1 
Clef on the 2nd Line for 
the Two Preceding Sets 

C3T c i  a 

A*/" 

D Minor 

1st Passage. 
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3rd. 

+ Clef on the 2nd Line. 

B Minor 

D Major 



13? 

2nd. 

J' Ot [)[(>'( (?( 1,'. f l̂ i lit/tilf, r zm s \ w i iu \ 
Badinez 

3rd. 

\*r 

Gay. And Eighth Notes Equal. 
Clef on 

the 2nd Line. 

p-I ip„w;:; m 
iMajorl 

E Minor 

1st Passage. 

2nd. ^ . 

ft f fa ;&J ili ifl, & tofr 
Rondement 



133 



* 

13h 

Clef on the 2nd Line. 

E Major 

1st Passage. m ^4# • > o 
£ 

Rondement 

2nd. 

f r f  * r* 

Gay 

)*'** fj tifr tfi t—t ( i/ f c 

i £ 

3rd. 

4̂ 
Leger 

J Yi"u <b y* L_t  ̂e ĵ, q 1 
^-+-
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Clef on the 2nd Line. 

±± 

C Major 
m 

The three preceding passages 

can be played in this key 

ges 

• 9 
T"̂  

E Minor 

1st Passage. 

^ If' fcl ,y fJ ( ft )• jlpl 
Tendrement 

fcE=5 / f—t t S 5? UjJik t. 

2nd. 

r~iO. r, ,u,«(TtjW fgjg 
L * i l 

i. 3 ^bt, & 5 
Gay 

& tifj ffTi ftfi f fi fTflifil 

-̂ 5-

Clef on the 2nd Line 
+ 

s i 2 
a 

C Minor 



F Minor 
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1st Passage. 

Modere 

f  - r f  (  
I f s t tytfif ?*T s XT ± 

W (ft* fiii-i (S ,i f'Mf, 0n 
2nd. 

j|7)P Li'fg 
Gay 

 ̂̂ f f # *• r.T* Clef on the 2nd Line. 

+ 
t*r f'tJ 

D Minor 

End of the passages for the recorder. 



CHAPTER VII 

OF THE LEADING TONE AND THE RULES WHICH 

ONE MUST OBSERVE IN THE PRELUDE 

That which is called the leading tone of the key is the major 

seventh, as I began to relate in the first chapter. But as it is not 

naturally major in all keys, a sharp is put here in those [keys} where 

it is naturally minor. For example, in the key of D, the C, which is 

the seventh, must be sharped; in the key of E, the D must be sharped; 

in the key of F, it is naturally major; in the key of G, the F must be 

sharped; in the key of C, it is naturally major. These notes are sharped 

by means of an accidental, except for F in the key of G, which is 

ordinarily sharped in the key signature.^" 

-Now let us see what the others are and how they are treated. I begin 
2 again, then, with the seven scales of the octave in their most usual 

transpositions, which I find comes to eleven. I shall give an example 

of each in particular. 
Examples. 
D Major. 

These keys of which I have just spoken are the natural modes. 

One sees that the 7th is sharped 
in the key signature. 

1. la clef. 

2 les 7 Modes de 1 Octave. 

137 
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E Major. 

.1 > r c 

'The 7th is sharped in the 
key signature. 

This key, as well as that of B, has 

four variations, or transpositions. 

E Major. E Minor. This key is little used. 

mm £ m 5 J i he 7th is naturally major. One puts a ̂  on the 7th to cancel 
the |p which is in the key signature, 

F Minor. 

M 
G Minor. 

4 m 7—+ 

9"1' (f 
^M A MU M M 4« 1M M 

t 5 
One puts a ty to cancel the One sharps the 7th in this key, 

A Major. B Major. 

•A—k- m ± TT 
-U-

["he 7th is sharped in the 
key signature. 

It is naturally major. 

B Major. m B Minor 

-a ¥ 
It is sharped in the 
key signature. 

7 Here one puts a 

C Minor. 

dm s f Here one puts a 
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By these examples, one sees that in any key whatsoever, the 

seventh must always be major, especially in ascending to the tonic. 

We observe simply that in minor keys^the seventh is more frequently 

minor than major in descending, as is the sixth, also. 

Example. D Minor 

i j Mr r r r "p 
7th 7th 6ti 7th 7th 6th 

Another Example. G Minor 

•# 

P p 
7EE" 7th 6th 

Nevertheless, if one doesn't go beyond the sixth, A, in descending, 

or even the fifth, B, and if he must ascend again immediately after that, 

then the sixth, and sometimes also the seventh, D, may be major. Further

more, if one stops on the seventh, C, in descending, it must always be 

made major. 

1st Example. D Minor 

t £ -o-

6th 
A 

5th 
B 

2nd Example. 

\ f f 

5-th 7th 
C 

"ST 

7th 

1 OP 
les tons dont la 3 . est mineure, 
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3rd Example. G Minor 

' • ' 1" f Tf i flo EE 
7th 6th 

A 
7th 
C 

Another Example. Taken from the 3rd Variation in Minor, page 29 • 

m 
r*l f—. 

'JJ\ L-L-1 i 1 1 

The seventh is also sometimes minor in descending in major keys 

as one can see in the following. 

Example. G Minor 

m± [FTF f-̂ 4 

J u 
Minor 
7th 
D E 

7th 

Although the 7th, D, seems to ascend, it descends nevertheless to the 6th, E 

Another Example. C Major 

± 11/1 TTN IT „ £ 
7th 

But it is essential to make it major in ascending in any key 

whatsoever, because if one were to make it the opposite, he would fall 

into a completely different modulation although the notes are in the same 

order. 
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Examples. 

G Major 

t i' f T Crl f 
C Major 

f „ r f ffi f ID " M-
/ 7th f " V111 

1st Proof, G Major 2nd Proof, C Major 

j > „ f  r r  ( ,  i  + 

ftf 
11 ijf ^ v r r rf \ + 

(D t —— b 1 [ *' * 1 Q t) & t ' 1 Mr <D 

I am going to continue this same project with some observations 

and some remarks. I shall make it modulate1̂  the key of G major, I shall 

introduce a cadence on D which is the fifth of the key, [and] then I shall 

make it return to its key in order to finish. 

These four measures are in the key of G; to change the key it is necessary 

to bring in a leading tone from another key. 

This C#—D—causes me to enter the 

key of D because it is the leading 

tone of it. Let us follow the same 

prelude up to the cadence in this key. 

Example. 

ĵe le feray moduler. 



Ik2  

The cadence on D is made here; now it is necessary to return to 

the key of G in order to finish. 

j t A J f f l  J . J ' j j f 1 0 r r  l I l J  
J Maior 

+• 

$ *• 

Major 
7th in G 

TCf I T V  T  
E 

-t.Final Cadence 
_S2_ 

I  * 

7th 

I returned to my key and my final cadence without hardly turning 

aside, yet I touch upon an F natural—E—which could have taken me to the 

key of C if I had wished to prolong my prelude and to vary it some more, 

as one sees by the following example, where I once again take this same 

F natural—E—and close with a cadence in C. 

Example. 
Jt 

Cadence on C. It is the Hh of the Key, 

rrtrtn fj i iiii |s§ -n ^ * f  F  "•si { 1 ~H 
Minor 7th of G 
or Uth of C 

E 

Major 7th 
of G 

* i n  n  f  
One will notice by this example, then, that the minor seventh can 

lead to a cadence on the fourth of the key. 

The cadence on C is in the key of G, although it does not fall on 

one of the cordes of the key; I shall explain this further in the following 

chanter. 



But as I have established that one cannot move from one key to 

another without a leading tone, and yet there seems to be none in the 

last example at the place where I introduced the cadence on C, I will say, 

to explain this problem, that this leading tone which does not appear is 

nevertheless in the harmony, and that if one were to compose a bass 

beneath the F natural—E—which precedes this cadence, a B would 

necessarily occur in its accompaniment, or even in the bass itself. 

Example. 

^ i —f-

£ E f  

Bass 

Si E 
b 7 
3^. 

£ ¥ 
3  -o-

It is the 3rd which is the 
leading tone. 

It is [inj the bass itself. 

One will perhaps be pleased to see the same idea worked out^in C. 

I shall introduce a cadence on G, which is the fifth of the key. 

Examole. . Prelude in C + -Y , •. 

• )  . • • r i r , i r f i f i . f t f f | T f T f r , t f T f  

Cadence on G 

f r f i * ! '  r  f ' f i  ( * { t  £ 
Major 

7th of G 
7ti 

of C 

^module'. 
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m PL £ 9-T—f~ 



CHAPTER VIII 

EXPLANATION OF CADENCES AND OF THE DISTRIBUTION 

WHICH ONE MUST MAKE OF THEM IN 

MAJOR AND MINOR KEYS 

As it seems to have happened that many persons were not instructed 

in what are called cadences, I shall say that in reference to composition, 

or modulation, this term means "falling," that is to say that the 

modulation, having for some space of time run over the cordes of a certain 

key, comes to fall on its tonic and finishes. Then, again taking another, 

it proceeds in this manner, from cadence to cadence, to that which at last 

forms the final cadence of the piece^of music. Here are several examples 

of some of them. 

Cadence on G. On C. On D. 

y*f-g (l  >'i o 11 r i ' f M - n  T f ' n ; r  1 1  
On A. On F. On E. On B. 

y 1 1  ^1 li£p f I M itty) * CjTfli 

These cadences are called perfect or final £cadencesj , and there 

are a certain number of them within the extent of a prelude or piece. Each 

key has its appropriate cadences. For example, in minor keys, cadences are 

^raorceau. 

IU5 
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made on the 3rd, on the 5th, on the Uth, and sometimes on the 7th, [andJ 

then the final. There is hardly any piece, unless it be a long one, 

which contains this number of cadences. In major keys, cadences are made 

on the fifth, on the sixth, on the second, and on the fourth, [andJ then 

the final. The cadence on the fourth is put in place of that on the 

third, which is only very rarely made in major keys. 

There is yet another sort of cadence which is called [an} imperfect 

[cadence]]. Some of them can be seen in the following example from an 

opera overture by Mr. Lully. It is from Thes^e.1 

Example. 

f o y J O r f l  1  f '  f —f '  f — • i 
+ + 

A] . ^ V+-K-

k j  r  1  — ) & p' f  f  

J—h 
c 

O  
f  c .  !—!aj — —r a  

Jean-Baptiste Lully, Thes^e. Tragedie Mise en Musique . . .. 
Seconde Edition (Paris: Ballard, 1720), prologue, overture, treble part, 
measures 1-16. Hotteterre's example varies in some details of ornamenta
tion. Modem edition in Les chef d>oeuvres classiques de 1'opera fran^ais, 
ho vols., Jean B. Weckerlin, et. al., eds. (Leipzig: Breitkopf & Hartel, 
U-88cf]; reprint ed., New York: Broude Brothers, 1971), vol. 26, p. 1. 
(Les chefs d'oeuvre classiques is hereafter cited as CF.) The example is 
transcribed here as it appears in Hbtteterre*s book, with the treble part 
in the G clef on the first line, so that this example, like the examples 
in Chapter XI, may more readily be compared with its original source. 
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Imperfect 
Cadence 

4-

r r r l f l r p  f M  f  r f ] r r r =  O w t 
fi 

f i r  f - p . r  —& z 
3 

£ S 

Perfect 
4-

Imperfect 
4-

T 
>—4-*-+ 

+ 

B 

p  £ 32 

What will help in distinguishing between imperfect and perfect 

cadences is that the latter ones always fall on the tonic—or sometimes, 

but rarely, on the third—of the modulation which precedes them, whereas 

the imperfect ones are treated in a different way, as one can see above. 

For example, the cadence—A—ends on E, but it is not preceded by a 

modulation to that key since the D, which is the seventh, is not sharped. 

Therefore, it is imperfect. In the same manner, the cadence—B—falls on 

D, but the C natural which precedes it proves that it is not in the key of 

D. The bass is also treated differently in one and the other because in 

the perfect cadences, the note which precedes the tonic^bsolutely must be 

^That is, the note which precedes the tonic in the bass. 
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the fifth of the key, and in the imperfect {cadence] , it is not the 

same. 

We will note two things here. First, that one sometimes finds 

cadences of a type which are not placed in the class of true cadences, 

as for example, the one which may be seen in the preceding example at 

C, which according to the modulation of the treble has completely the 

form of an imperfect cadence, and according to the bass could not pass 

for such at all. But these examples are rare, and it even seems that 

in this excerpt the celebrated composer has affected a unique turn of 

modulation for which the work indeed deserves admiration because of the 

variety contained within such a limited extent. 

The second remark which we have to make is that perfect cadences 

which end on the third seem to suspend the tune more than to bring it to 

a perfect conclusion. Also, one sees hardly any of these endings^except 

in Airs de Tromoettes. Here are some examples. 

The key of the piece is C. 
This cadence is on G. Li-n3 G. [inJ C. 

I shall not speak here at all of the third sort of cadence which 

is called "broken cadence," because the difference is only in the bass. 

There is an explanation of all the types of cadences which 

ordinarily are introduced into the prelude or other type of music. In 

^"finales. 

^Cadence rompue. 
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practice, then, one can distribute the perfect JcadencesJ according to 

the order which I followed in the list of them which I made above.As 

for the imperfect £cadences|J , they place themselves as they are 

introduced by the tune. Both sorts of them will be found in the preludes 

contained in this book, by which one can be guided; in addition, one will 

consult the works of the best composers. At the end of this book, I shall 
2 give two lengthy preludes in which I shall introduce cadences on all the 

degrees of the octave, which is something out of the ordinary. 

^See p. il+5-iU6. 
o ̂grands. 



CHAPTER IX 

METHOD FOR DISCERNING AT THE BEGINNING OF A PIECE 

IN WHAT KEY IT IS, WITH AN EXPLANATION 

CONCERNING THE MINOR THIRD 

AND THE MAJOR THIRD 

It is not easy for those who are not accomplished in music to know 

at the beginning of a piece what key it is in; this requires much practice, 

or even a smattering of composition. Here I shall explain this subject as 

clearly as I can,^and I shall say that the first note of a piece (as I have 

already said) must be the tonic or one of the cordes of the key, which are 

the third and the fifth. But since the cordes of one key may also be those 

of another, one can often misinterpret these signs; for example, D may be 

the tonic of D. It may also be the third of B, or even the fifth of G. 

Thus, of all these, it is any one in particular. Therefore, the first note 

is not enough to determine the key of a piece. In addition, it is 

necessary to run over the first several measures and to observe the 

intervals which are found there, which usually must be the cordes of the 

key. The leading tone is also found here often enough, which is why it is 

necessary to notice if there is a sharped note— JshownJ either in the key 

signature or with an accidental—because it is almost certain to be this 

note. But it is not easy to discover it in the key of C and in that of F, 

where (as I have observed elsewhere) it is natural and has no sharp which 

•^.je donneray icy les explications les plus cl.aire que ,je pourray 
sur ce su.jet. 

150 



151 

could make it noticeable. This same difficulty will exist also in the 
b b keys of B , E , and some others; that is why in these keys one will judge 

only by the intervals. Here I shall give simply these two examples. 

Air. Air. 

Therefore if one finds an air which modulates at the beginning as 

this first{example does] , it will not be difficult to know that it is in 

C, seeing that it begins with G, which is the fifth of C, then falls^ on 

the third, then on the tonic, rises again to the fifth, then to the octave, 

strikes the leading tone, falls to the fifth, etc. The key of C is found 

to be established without question. 

As for the second ^example], it begins on D, then strikes all the 

cordes of the key, comes to fall on C#, which is the leading tone, and 

returns to the tonic, which is sufficient to establish the key. 

One will also apply one's self to notice what is in the key 
p 

signature, and he will be able to read a good indication of it, because 

if there is a single flat, it can only be G minor or F natural, £orJ some

times, but rarely, D. If there are two of them, meaning one on B and the 

other on E, it can only be B*5 major, C minor, [or] sometimes, but rarely, 

also G minor. If there is a sharp on F, it can only be G major or E minor, 

[orj sometimes A major. And in the same manner, other keys of which some 

examples can be seen in the chapter on the leading tone, page 137, and in 

^tombe. 

ce qui accompagne la clef. 
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the preludes, page 3^ and following. There one will also notice that 

when there are neither sharps nor flats in the key signature, it can only 

be C major, D minor, or A minor. It is true that not all airs indicate 

their key as clearly as these of which I have given exanroles above; T find, 

for example, that those of which the beginning goes by the intervals of 

the second or the fourth and [which] form chutes of the sixth on the 

notes—which are not at all the cordes of the key—will not puzzle those 

who have experience, but for the others, they will go over it further 

until they will have discovered what they are searching, and as it is use^" 

which gives this experience, they will in this way acquire the most of it 

they can. I shall also say that these types of airs are not the most 

numerous. One will perhaps be well pleased to see some examples of them. 

/ 2 Overture from the Opera Bellerophon 
In the Key of C. 

^1'habitude. 

^Lully. Belleronhon. Tragedie Mise en Musique . . , (Paris: 
Christophe Ballard, 1679)> prologue, overture, treble part, measures 1-5. 
Rhythm in measure b occurs as JTTO . Differs also in a few details of 
ornamentation from H6tteterre*s example. Modern edition in CF, vol. 19, 
p. 1. 

IE 
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Air from Cadmus1 From the Same Opera2 

Same Key. Same Key. 

Air from the Opera Proserpine^ 
3 .  .  4 - 2 -m £ £ s 

* • / 

Air from Le Temple de la Pair1* 
Same Key. " ————————-

J t  <  i  
Overture from the Opera Roland 

3  I  u i .  *  

•^Lully, Cadmus et Kermione, Tragedie Mise en Musique . . . (Paris: 
J-P Christophe Ballard, 1719> set 1, sc. 3, duo, 'Serons-nous dans le 
silence," part for la Nourrice, measures 1-2. The melody is also that of 
the following gavotte which is played before the second verse is sung. 
Modern edition in Oeuvres completes de J-B Lullv. ed. Henry Prunihres, 
vol. 1, Cadmus et Hermione. pp. 191 & 192. 

2 Apparently from Lully's Cadmus et Hermione. I have been unable 
to identify this exactly, however. 

o 
^Lully, Proserpine (18th-century MS copy, Library of Congress, 

M1500/.L95), p. *+15, act 5, sc. 6, "Premier Air," treble part, measures 1-3. 
Modern edition in CF, vol. 2k, p. 355. 

k  
Bully, Ballet du Temple de la paix . . . (Paris: Ballard, 1685), 

prologue, "Preparons-nous pour la Feste nouvelle," voice part, measures 
1-2. 

c 
Lully, Roland, Tragedie Mise en Musique . . . (Paris: Christophe 

Ballard, 1685), p. j, prologue, overture, treble part, measures 1-U. Has 
additional signs for trills (t, tr) not given by Hotteterre. 
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It frequently happens, as one can see by these examples, that the 

second measure modulates to the fourth. This is vhy we make note of it. 

Sometimes one begins an air with a note which is not one of the chordes 

of the key; but these are [artisticj licenses and are rarely found. One 

£examplej of this type can be seen on pagers] 169-170. 

I will be told, perhaps, that in order to discern the key of a 

piece without giving one's self so much trouble, one has only to look at 

the last note^and he will see it at once. I agree with that, although the 

rule is, nevertheless, not without some exceptions; but I shall answer 

that among those people who apply themselves to the sciences, there are 

some who content themselves to run over the surface of them, and others 

who cannot examine them thoroughly enough to satisfy their taste. But 

it is for these latter ones that I have written this, and not for the 

others. 

1 shall end this chapter with an explanation of what is £aj minor 

third and £aj major third within a key. In order to prepare one's self to 

do this, it is first necessary to know that between one tone and another 

there is a more or less considerable interval. As for example, from D 

to E there is a whole-step, and from E to F there is only a half-step, 

etc., in the same way as is demonstrated in the first example, page ?6 . 

Thus once one knows how to calculate it, it will be easy to know the third 

of any key whatsoever; he will bear in mind only that the minor third is 

made up of a |whole] -step and a half-step, and the major third, of two 

•*-la note finale. 
2 / et autres qui ne peuvent a leur gre assez les approfondir. 
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whole-steps. I wish to know, for example, of what sort is the third 

of D."*" For that, I begin to count from D, which is my tonic, going up 

to E, and I find a whole-step; I continue my calculation to F, which is 

the third of D, and find only a half-step; this tells me, therefore, that 

the key of D has a minor third because it is made up of only a [whole^J step 

and a half-step. In the same manner, I wish to know the third of C; I find 

that from C to D, it is a whole-step, and from D to E, a whole-step, which 

makes two [whole-] steps; so the key of C has a major third. 

One may apply this observation to all sorts of music, assuring 

himself first of the key. He will also pay attention to the sharps and 

flats which are often found in the key signature [and] which change the 

third according to the lines or spaces on which they are placed, since as 

one must know, the sharp raises by a half-step, and the flat lowers by as 

much. The preludes which I have given in this book will be particularly 

suitable to put these principles into practice. 

la, re, naturel. 



CHAPTER X 

METHOD FOR LEARNING TO TRANSPOSE IN ALL THE 

CLEFS AND ALL THE KEYS 

The most commonly used clef for instruments which play the treble 

is the G clef; it has two positions, one on the first line, and the other 

on the second. It is the former position which is the most usual in 

French Simphonies. It is also the most suitable for flutes and oboes, 

seeing that it divides the range equally enough, and that one is not 

obliged to draw a great many lines above the usual five as is done in 

some foreign countries where this clef is used only on the second line, 

and where the pieces which are played on these instruments—and principally 

on the recorder—are sometimes so high that they cannot be notated without 

drawing three and four lines above the staff while those on the bottom are 

never used. I am not attempting here to condemn nor to reform this 

practice, but rather to give some instructions for learning to play in all 

the clefs in their various positions. 

Therefore, I will begin with that of G on the second line, taking 

for granted that one has complete mastery of it on the first line. And 

I will say that this clef, being thus transposed two degrees, likewise 

transposes all the notes which it governs, so that the G which one was 

accustomed to find on the first line will be henceforth on the second. 

156 
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Example. G Clef on the 1st Line, 

First Line p I  U  ,  (  I  (  '  t T  

Sol La Si Ut Re Mi Fa Sol La Si Ut 

Same Clef on the 2nd Line. 

j  r  f  
Sol La Si Ut Re Mi Fa Sol La Si Ut 

Therefore, one will endeavor to imagine that the line from above 

is moved below the others. 

Example on the 1st Line. The Same Notes on the 2nd Line. 

t)-#z 

i  .  / i .  

ft rtj 

n t [  * ' i  
i w 3 w * w LJ 4 

Or else one will suppose for a while that it is not there at all. 

Example. The Same Notes as Before. 

This is nearly all that one can say—[and said], I believe, in the 

most intelligible and concise ^manner]—concerning this position, but one 

cannot become familiar with it without much use, which is why one will 

practice sufficiently. To this end, one can make use of the preludes from 

this same book by playing them in this clef, as one will find at the end of 

each set. 
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We shall go on now to the C clef. We shall direct our attention 

first of all to its most usual position, which is on the first line, and 

we shall make two observations. The first is that one can play in this 

clef making the notes precisely what they are in relation to the clef, 

which the following demonstrates. 

iEn'i i n  n I 
t re ni ft sol la si ut re mi fa sol la 
re mi fa sol 3a si ut re ni ft ecfl. la 

One can put this demonstration into practice with the following 

examples in the C clef. 

One must therefore assume that the G clef is on the third line-

as above, placed before the C clef—and he must endeavor to imagine that 

the two top lines, written with small dots, are moved below—where one 

sees two others, also written with dots, and marked "first," and "second." 

These assumptions, together with practice, can soon make this transposition 

familiar. 

As for the second observation which we have to make, it is that 

one can play in this clef as in that of G on the first line, provided that 

he follows the following remarks exactly. That will transpose [itj a fifth 

higher. 

First remark. When the key is without flats or sharps in the 

C clef, one must imagine a sharp on F in the G clef. 
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Second. When there is a flat on the fourth line in the C clef, 

one must make all the notes natural. 

Example. C Clef G Clef 

-f T"*- - m m wj| 

=tt 

Third. If there are two flats, one makes only one of them, on B. 

Example. C Clef G Clef 

F 
-f—s-

i 

Fourth. If there are three flats, one makes them on B and on E, 

etc.^" 

It is not particularly clear what Hotteterre intends by his w&c," 
but it is obvious that he does not mean that any more than two flats should 
be used in the transposition. 
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Example. C Clef G Clef 

1? b » I rY-~J~t~Tn—f U *  i M \ 

-W ** 

y— —64—6-J L-J j f1 

Fifth. When there is a sharp, one imagines [one ofj them on F 

and jone] on C. 

Example. C Clef G Clef 

r rSs 1- f-
ft7~ A &——y-5 

—f-

•ft* 

r / 1 S —z
— 

V 
f— 
r 44̂  

HW-

Sixth. If there are two of them, one sharps F, C, and G. 

Example. C Clef G Clef 

4PU n 
l-i-
-tn 

/ 
/ —r~ • I • — A ( 

-¥ 

And in the same manner, the others which may occur. 

This last operation presents no difficulty in comparison to that 

which precedes it, to which one must apply himself quite a lot because it 

leads to the ability to play airs at their true pitch and in unison with 

the voice. 

We still have three positions of the same clef, which are firstly, 

on the second line; secondly, on the third; and thirdly, on the fourth. The 

first of these three is but little used except for the violas'!' Nevertheless, 

l̂es tailles de Violon. 
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I shall not neglect to give the rules for it after I have spoken of the 

other two. 

As concerns the position on the third line, with which I am going 

to begin, it will be well to make one's self better acquainted with it. 

Here is the computation that must be made: the C clef is set on the third 

line; as a result, the note which is on this line will be a C; in this way, 

this C, as well as all the other notes, will be found a degree higher than 

in the G clef on the first line. Therefore, in my head, I must imagine 

all of them a degree lower than they are in this clef until I have become 

used to this transposition. 

Example. C Clef. The Same Notes in the G Clef. 

Sol La Si Ut Re Mi Fa Sol La Si Ut Sol La Si Ut 

One can practice this rule on the following examples notated in 

the C clef. 

One can also play in this clef as if it were that of G by observing 

the changes which will be seen demonstrated here. That will be found a 

second higher according to our plan.^* 

C Clef. G Clef. 
• - • 

r~P f  f t , —  (HBfc—1 FFfH i 
£ —i 

Y'- -f-v — j 
* 

w — c==.— Y  1 i P|l|i ill 

C Clef. 
T m G Clef. 

laffi 1 f 
3$ J 2=5 

Slere, and throughout the rest of the chapter, Hotteterre 
discounts the octave transpositions which result from his comparisons of 
the C and G clefs. Here, for example, the notes will be found a ninth, 
rather than a second, higher in the G clef. 
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C Clef. 

m. 

G Clef. 

§1 
C Clef. G Clef. 

-j> 4 ri| rfl 
*4 t > 

*- f— f i P' i 0 
0- f 

—1 tHS s f U—(• 

C Clef. G Clef. 

tt- ^ rr JTri ^ ffr Jftl 

C Clef. 

9K 

G Clef. 
+• m , t ( f f hS 

T W 
In order to follow the outline which I set myself, I will now 

discuss the position on the fourth line, and I will say that the note 

which is found on this line—following the rule established—becomes a C, 

and that transposes C, and as a result all the other notes, four degrees 

higher1 than in the G clef on the first line. 

The Same Notes in the G Clef. 
Example. 

7=1 

He Mi Fa Sol La Si Ut Re Mi Fa Sol Re Mi Fa Sol La Si 

Hotteterre is mistaken. He should say "three," rather than 
"four degrees higher." He is correct, however, in the next paragraph 
when he says that the notes will be transposed a fourth higher (again 
discounting the octave transposition). 
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If one wishes to play in this clef as in that of G, here are the 

changes it will be necessary to make. That will transpose the notes a 

fourth higher. 

Examples. 
C Clef. IH=i rfr i">f + 

, 

G Clef. 

-0 
J—— —  

j-±4— 
O 

C Clef. 

'4r, 

tz WfJl'lCT 
G Clef. C Clef. 

m 
C Clef. I G Clef. 

G Clef. ipfp 
4 p 

C Clef. G Clef. 

" fe  f  f  y y / "  V o r t 
13 

G Clef. 

I return to the position of this clef on the second line as I 

promised. Here, then, are the comparisons which one will make with the G 

clef on the first line. 
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Example. 

m 
The Same Notes in the G Clef. 

Sol La Si Ut Re Mi Fa Sol La Si Ut m 1 Sc Sol La Si Ut 

Here also is the manner of playing in this clef as in that of G, 

That will lower all the notes by a whole-step. 

Examples. 

C Clef. G Clef. 

C Clef. G Clef. 
+ 

7̂ 9 j-f—/ f f _ 
A \ 0 + t— f~\— f \ — — x-f—f-

M Y W ft' 
C Clef. G Clef. 

m ± 
' p \ o 

-7-I 
C Clef. G Clef. 

C Clef. G Clef. 

There is the plan which to me seems the simplest and the most 

intelligible for the various positions £of the C clef J ; it is only 

necessary to use them and to practice a great deal on these transpo

sitions if one wishes to become familiar with them. 
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So as not to omit anything, I shall give some information 

concerning the F clef. Although this clef is never used for the trans

verse flute, one may, nevertheless, find it of some use, as in playing 

basses which do not have too great a range, and also pleasing vocal airs.^" 

The operation is simple enough, as one will see. It will be necessary, 

then, to play in the F clef on the fourth line in the same manner as in 

the G clef on the first, with this difference, that one always puts the 

notes an octave lower than they are,?as long as that can be done without 
3 making a poor melody. One will also take care to play only aboveomiddle 

D, except in rare instances. Here I shall give some examples. 

Examples. 
• k Bass of an Air from the Prologue to the Ooera Persee 

s m i V-
f-t-

¥ 
rrani a z 

La Grandeur brillante 

Apolication of the Rules Above, 
Or the Manner of Playing the Same Bass on the Flute 

wm-
i t ZZ 

^"d'un chant gracieux. 
2.  i.e. an octave lower than they appear to be. In this way, 

passages will be played generally an octave, rather than two octaves, 
higher than the original. 

-^faire de mauvais chant. That is, this octave transposition may 
be used so long as it does not require awkward skips to accommodate the 
range of the instrument. 

l4Lully, Persee. Tragedie Mise en Musique . . . (Paris: Christophe 
Ballard, 1682), pp. xij-xiij, prologue, duet for Megathyme and Pronime, 
bass line, measures 1-31. Measure 31 is ( )| , rather than as in 
Hotteterre's example. Modern edition in CF, vol. 2?, p. 13-15 (some 
variants). 
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<frf •f —ft F#j I
'
T
 

— y-
J i / 

—̂  

/ 
—v—J 

/ #= i ̂  i 

i-JL 

ft i V-T* * 
'"jf) 1̂ /11 ^  

Ij-j? 1 I  ̂

. 1 Bass of an Air from the Prologue to the Opera Amadis 

o:ir,i nfi 
ft 

O / i t tr-f [ -A—^—i—i _J_J— — ) } 1) i, =i= 
Aoolication of the Pules to the Same Air 

$ jJJlj 1^ lp /-/ 

Lully, Amadis, Tragedie Mise en Musique . . . (Paris: Christophe 
Ballard, 168U), pp. xxxix-ix, prologue, chorus for "une des suivantes 
dUrgande & le Choeur." Modem edition in Oeuvres completes de J-B Lully. 
vol. 3, Amadis, p. 3*+. 
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rH— r r t" -JJ-
-/— MH-tH —^— 

CSic3 

ipFFf 
r  r  i 1 1  f  i  j j i ^ i f f e s  

Air from the Prologue to the Ooera Roland 
< / ?—w , /—r . f f ~r~t t- P SJ 

Anolication of the Rules to the Same Air 

f  ^  1 J J J  J  | b i  j  j j  1  j  j  j  
rr £-> 

of t r  j  ] . |  —^—K ^— 4-hrr" > 
f  1 

f '  f  \  \  r  *  
^ be f ! f —f l '—— \Hlt -  r  

/ i i j ' i l  [ ^ f l  — f .  , 

— —  y —  t 
f f-

/ / > )  

zr? 
/ r/ 

•^Lully, Poland, pp. xxxix-xlj, prologue, second entree, "CTest 
1'Amour qui nous menace," vocal bass line, beginning measure 1. Varies 
slightly from Hotteterre's example. 
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If one wishes to play a vocal air which is in this clef and which 

descends below D on the third line, it will be necessary, in order to put 

it in an appropriate range, to suppose it {to bej in the C clef on the 

first line, or in that of G on the second line. 

This excerpt descends to B. 
It is from the opera Roland. 

rr 

1 

tt* -Hfc 
-M-

Triophez charmante Reyne 

In the C Clef In the G Clef on the Second Line 

£ & Y *  f f  r 
With regard to this last clef, one will be guided for the various 

keys by the preludes of this book, at the end of each one of which I have 
2 put one of them. 

The F clef is sometimes found on the third line, which moves all 

the notes two degrees lower. Thus, one will make a special study of this 

which consists of setting the F on the third line and all the notes in 

proportion [to it] as follows. 

Example. The Same Notes. The Same Notes 

—7VT~ • •  .  ,  f t '  (  r v  .  p - Z - ^=F i ~ 7 )  
- t ~ <  • * \ / r . i 

f o i l .  \— 4  1—J 
Re Mi Fa Sol La Si Ut Re 

^•Lully, Roland, p. 35, act 1, sc. 6. "Triomphez charmante Reyne," 
voice part, measures 1-U. 

2  Hotteterre should say that he has put one at the end of each set 
of preludes, not at the end of each prelude. Cf. p. 157. 
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I am going to demonstrate that by means of the various positions 

of the clefs, the same note can be placed on all the lines and on all the 

spaces, vhich will give an idea of the variety of transpositions. 

8va 8va 

All these G's correspond to that in the lowest octave of the 

transverse flute with the exception of the two which I have marked "8va" 

which correspond to that in the next octave according to our plan. 

It yet remains for me to discuss the manner in which one can 

transpose an air in one key to another because there is not a one which 

cannot be played in all the keys in the manner which I am going to 

demonstrate. For that, I shall choose that old brunette which everyone 

knows. It is in a minor key. 

Air, or Brunette 1 
In the Key of G. 

P 11 11 1 1 i—ri—i—i ' 1 '-i r~ —- „-1 1 , 1 -» I I '< 1 < 1 '« i r*M— —s—— 1 
* <1 1 J * J 4J t J * 1 

J Le beau berger Tircis. 
J yj ~r~r~ ' JI \ ' V J t 

[ ! 

"The name for simple, popular French songs of this type, "brunette," 
is thought to come from this particular example in which the text runs, 
"Le beau berger Tircis. . /chantait dessus sa Musette:/ Ah.' petite 
Brunete,/ Ah tu me fa is mou^r.'" A setting of this song is found in 
Brunetes, ou netits airs tendres avec les doubles et la Basse Continue, 
published by Ballard in 1703, and in Michel Pinolet de Mont^clair's 
Brunetes anciennes et modernes, Ier Receuil. . . (Paris, n.d.), both of 
which are found in Carol MacClintock, ed. The Solo Song 1580-1730 
(New York: W. W. Norton & Company, Inc., 1973), pp. 215-219. 
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ft ^ J \D ̂ -J^j J Jl •' ^ I J'I^J J /L^l •^I-J,l J il 
Note that the 3rd does not change at all. 
1ft A In B Minor In C Minor 

One sees that this air is transposed to [each ofj the seven 

degrees [of the octave} , always moving up by a whole-step. Thus, one can 

follow this method to transpose all sorts of music providing that he 

observes that the notes are all in the same interval as the original 

subject. One can also transpose by half-steps, but as this leads to 

extremely odd and rarely used modulations,1! will not give a method for 

it. Nevertheless, one will be able to do it according to the same 

principles which I have just discussed if he has much inclination. 

1i.e. Keys. 



CHAPTER XI 

OF THE VARIOUS SORTS OF METERS,VlTH EXPLANATIONS 

OF THE EIGHTH NOTES, ETC. 

What is most problematical when one begins to beat time is the 

number of signs which distinguish the different sorts of ^meters] . There 

are eleven sorts of them of which I am going to give examples and 

explanations. 

Meter of Four Slow Beats 

This meter is marked by a G • It is made up of four quarter notes 

or the equivalent; it is beaten in four beats, and ordinarily very slowly. 

Eighth notes are equal and Tare J as long as quarter notes in other meters; 

sixteenth notes are pointed, that is, one long and one short. It is used 

in vocal and instrumental £musicj alike, as are nearly all the other 

meters. For example, in this first sort, it is much used in recitative 

in general, as also in many airs, whether from motets or cantatas, rarely 

in French opera, but frequently in Italian opera. In instrumental £worksJ, 

it is suitable for preludes or first movements of sonatas, for allemands, 

adagios, fugues, etc., but little for Airs de Ballet. 

"^Mesures. See the discussion of meter in the Introduction, 
page 10. 
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Examples. 

Recitative from the Opera Roland ̂  

... c T * f t>f t (; f.. 11 p r "  b b v  v  v  V  i i !i 

 ̂ Ah! que mon coeur est agite! 

2 Recitative from a Cantata « 
Air from ta] Motet by Mr. Campra, Book 2 by Mr. Clerambault, Book 2 

Prelude from a Sonata » 
by.Sign? Corelli, Op. 5 Allemande by the Same 

"̂Lully, Roland, p. 2, act 1, sc. 1, recitative for Angelique, 
"Ah! que mon coeur est agite," measures 1-2. Rhythm varies slightly. 

A * 

Andre Campra, "II. Motet a voix seule, et deux dessus de violons," 
from Motets A I, II, et III, voix, et instruments avec la basse continue. . 
Livre Second (Paris: Christophe Ballard, 1700), included in Recueil des 
Motets Mis en Musique par Monsieur Campra (Paris: Christophe Ballard, 1703), 
book 2, p. 23, Florete parata, voice part, measures 5-6. This is marked 
"Gravement." Beaming and slurring differ slightly in Hotteterre's example. 

L̂ouis Nicholas Clerambault, "L̂ andre et Hero, Cantate II. A voix 
seule et simphonie," from Cantates Francoises Mell̂ es de Simphonies. . . 
Livre II? (Paris: l'Autheur et Foucault, 1713), p. 19> voice part, 
measures 22-23. 

U / \ Archangelo Corelli, Parte prima (seconds) sonata a violino e 
violone o cimbalp, Op. 5 (Rome, 1700), Sonata 9, first movement, Preludio, 
Largo,' violin part, measure 1. Modern edition in Les Oeuvres de Archangelo 
Corelli, ed. by J. Joachim and F. Chrysander (London: Augener, Ltd., 
[1888-91]), hereafter cited as Les Oeuvres, vol. 3, p. 80. 

Ĉorelli, Op. 5« p. 76, Sonata 10, second movement, "Allemande. 
Allegre," violin part, measure 1. Modem edition in Les Oeuvres, vol. 3, 
p. 86. 
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It will be quite apropos in all the meters to give notice of the 

tempo as almost always practiced by the Italians where the same sort is 

sometimes very lively and sometimes very slow. 

Meter of Barred C 

This meter, indicated by the sign is made up in the same way 

as the preceding, of four quarter notes, etc. Eighth notes must be strictly 

equal unless the composer has put dots there. Its tempo is usually 

four light and easy or two slow beats. The Italians use it but little 

except for what they call Tempo di Gavotta and Tempo di Capella, or Tempo 

alia breve. In this last, it is beaten in two light and easy beats. 

Examples. 

By SignT StukCsicj, Book 1 

£ £3 

By Sign? Corelli, Op. 5 

r£-7Z. 

£ I Tempo di Capella 
Chantons, chant? les doux transports 

Tempo di Gavotta 

Jean-Baptiste Stuck, "Cantate III avec deux Violons," from 
Cantates Francoises a voix seule, avec Symphonies . . . (Paris: Christophe 
Ballard, 1706), pp. Uo-Ul, fourth air, marked "air guay," measures 15-18. 

Corelli, On. 5, p. 7*4. Sonata 9» third movement, "Tempo di 
Gavotta, Allegro," violin part, measures 1-3. Modern edition in Les Oeuvres, 
vol. 3, p. 83. 
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By the Same, in Op. 3 

Another QTempo di Gavotta) 

By Mr. Clerambault, Book 2 

Vous qui craignez une ardent inquiete 

Mr. Lully used it in his operas somewhat indifferently with that of 

simple 2. One finds there much unevenness, as in [the works of] many 

others. It seems to me enough in its true character in the Tempo di Gavotta 

of the Italians and in the two following examples. 

1st Example. 
From the Opera Alceste 3 
2 Slow Beats 

2nd Example. 
From Armide ^ 
4 Light Beats 

(1 1 , - 1  I ' i  1  1 ;  1 1 — \ W  $  t  f  f . ,  1  r t  .  h  v  !  )UY r J JL b-4 Ill1:,, 'v—-*-1—r P 1 V P \>—1 r Viste 1 L fcO ou 
Poursuivons, poursuivt jusqu'au renas 

One may conclude that this meter occupies the middle between the 

four beats marked with a C and the two beats marked with a simple 2, as 

we are going to see. 

^orelli, Sonate a tre due violini e violone o Arcileuto col Basso 
per l'organo . . . Op, 3, (Bologna: Pier-Maria Monti, 1695), Violin I part, 
p. 14, Sonata 4, fourth movement, "Presto," measures 1-2. Modern edition in 
Les Oeuvres. vol. 1-3, p. 146. 

^Clerambault, "La Musette, Cantate III® a voix seule et avec une 
Musette," from Cantates Francoises . . . Livre IIS, p. 50, "Air gav." voice 
part, measures 6-8 (also measures 14-16). 

3 Lully, Alceste. Tragedie Mise en Musique .... Premier Edition 
(Paris: H. de Baussen, 1708), p. 121, act 3, sc. 5, "ft>mpe Wbre," treble 
part, measure 1-4. Modern edition in Oeuvres completes, vol. 2, p. 197. 

4 
Lully, Armide, Tragedie Mise en Musioue . . . Seconde Edition 

(Paris: Ballard, 1713)>pi59> &ct 1, sc. 4, measures 24-25, duo for Hiraot 
and Armide, Hiraot's part. Modern edition in Robert Eitner, ed., Publika-
tionen aelterer praktischer und theoretischer Musikwerke (Leipzig: Breitkof 
& Hartel, 1885; reprint ed., New York: Brode Brothers, 1966), vol. 14, p. 68. 
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Meter of Two Beats 

This meter is marked vith a simple 2. It is made up of two half 

notes or the equivalent; it is beaten in two equal beats. It is 

ordinarily lively and staccato. It is used in the beginnings of ooera 

overtures, in entries of ballets, marches, boure'es, gavottes, rigaudons, 

branles, cotillons, etc. Eighth notes are pointed. It is unknown in 

Italian music. 

Examples. 

Overture from the Opera Phaeton Entree from the Same Opera 

y  w - ( < : : " •  . f ,  i i  i J - i , .  i p  ; l , M  i  f w i i r ,  

3 U March from the Same Bouree from the Same 

r ^ j f  f r ' [ •  n  { • '  n  J  | -  f  1 1  j >  j  f  j v f j i  

•^Lully, Phaeton. Tragedie Mise en Musioue . . . Troisieme Edition 
(Amsterdam: Pierre Mortier, 1711), p. 1, prologue, overture, measures 1-3. 
The rhythm in measure 2 appears as P rather than as in Hotteterre's 
example. Modern edition in CF, vol. 23, p. 1. 

2 •• Lully, Phaeton, p. U7, prologue, "Air pour les suivants de 
Satume," treble part, measures 1-2. Modern edition in CF, vol. 23, p. 33. 

Lully, Phaeton, p. 193, act 3, sc. U, "Marche, ou dansent les 
Peuples qui portent des presens a Isis," treble part, measures 1-3. 
Modern edition in CF, vol. 23, p. 1$5. (Some variants.) 

^Lully, Phaeton, p. U9, prologue, "Boure'e pour les Suivants de 
Satume, & les Suivantes d'Astree," treble part, measures 1-2. Modern 
edition in CF, vol. 23, p. 3^. 
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Gavotte from the Opera Roland Rigaudon from L'Europa Galante 

P  "  -  ( \  p  p r  -'-TTlh frfrl [) ~t-H—7— k-—-j t o "  I ' l l  1 1  •2 1 1  H " l  1(0^' f 1 f t 4 H  h 

If one uses it for slow pieces, he must give a notice. One can 

say, besides, that this meter is properly that of C divided in two, and 

[with] the eighth notes changed to quarters. 

Major Triple, or Double Triple Time 

This meter is marked with the sign " It is made up of three 

half notes, etc. It is usually beaten in three slow beats; the quarter 

notes are pointed, like eighth notes in the others. It is used in pathetic 

and tender excerpts, like sommeils, plaintes, cantatas, graves in sonatas, 

and for courantes for dancing. 

Examples. 

'Sommeil de Protee," in Phaeton 

^Lully, Roland, p. xxxvij, prologue, second entree, "Gavotte," 
treble part, measures 1-3. 

2 Carapra, L*Europa Galante . . . (Paris: Jean-Baptiste Christophe 
Ballard, 172k; facsimile reprint ed., Farnborough, Hants., England: Gregg 
Press Ltd., 1967), p. 93, second entree, sc. 3, "Premier Rigaudon," treble 
part, measures 1-2. 

*2 

Lully, Phaeton, p. 96, act 1, sc. 5, air, "Heureux qui peut voir 
du rivage," treble part, measures 118-120. Not included in CF. 
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' 1 Another, from the Opera Persee Duo in Phaeton 

M f n  >  r  n t t  73 32. 3  p  A  
1—t-

He las J une chaine si belle 

Air from the 1st Cantata of Mr. Bernier 

It is also notated 

in this way. ? 
i i  

Vous par qui tant de miserables 

L 5 Passacaille From the Opera Armide Chaconne From Phaeton 

< p f r , i r r h f r r u * . n f [ i i  i  M f  
J The temoo of it is slow. J The tempo of it is gay. 

Lully, Persee. act 3> sc. 3, treble of interlude before entrance of 
M e d u s e  w i t h  w o r d s  " 0  t r a n q u i l e  s o m m e i l , "  m e a s u r e s  1 - U .  M e a s u r e  h  i s  ) ) )  
rather than as in Hotteterre's examole. Modern edition in CF, vol. 22, 
p. 181. ' — 

2 
Lully Phaeton, act 5, sc. 3, air for Lybie and Epaphons beginning 

"0 rigoureux martyre.'," Lybie's part, measures 68-71. Does not indlude the 
trill on the first beat of measure 1 shown by Hotteterre. Modern edition, 
CF, vol. 23, p. 289. This same example is cited by Saint-Lambert in his 
Les orincipes du clavecin (1702) as a situation in which quarter notes in 
three-two time would be performed unequal. For the passage by Saint-Lambert 
and a discussion of it, see Powell, pp. 113-115, 

Probably Nicholas Bernier, from whose works Hotteterre cites other 
examples. I have been unable to identify this passage, however. 

k  Lully, Armide. p. 161, act 5, sc. 1, Passacaille, treble part, 
measures 1-3 (also measures 5-7). Measure 3 (7) has a trill marked on the 
first note. Modern edition, CF, vol. 17, p. 277. 

^Lully, Phaeton, p. 160, act 2, sc. 5> "Chaconne, ou dansent une 
troupe d'Egyptiens et Egyptiennes. Une troupe d'Ethiopens et d'Ethiopiennes. 
Une troupe d'Indiens et d'Indiennes," treble part, measures 1-3. The first 
beat of measure 1 and of measure 2 each has marked above it. Modern 
edition in CF, vol. 23, p. 151. Michel Corrette cites this passage in his 
Methode. theorioue et pratique, -pour apprendre en peu de terns le violencelie 
dans sa perfection (Paris: l'autheur, 17^1). P. 5. For the passage by 
Corrette and a discussion of it, see Powell, pp. 165-66. 
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Sarabande From Isse '1 Air de Ballet. It is from Persee. ̂  

Gracieux The tempo of it is slow. 

Air de Demons. It is from Thesee 3 Menuet. It is from Roland.1^ 

iLi \ ] -ft-f—f 
' KK/ 

-Hn M~h Hrm f— -j , J t—J M -1 
' 1 IJ 

4- r=4=B 
Vivement Gay-

Example of this same type of meter with equal eighth notes. 

Couplet of the Passacaille from Armide ̂  

Andr^-Cardinal Destouches, Isse"*, Pastorale Heroioue . . . Nouvelle 
Edition, augmented de deux Actes (Paris: Christophe Ballard, 1708), act U, 
sc. 2, Sarabande. marked Lentement," treble part, measures 1-3. This 
edition gives this passage the rhythm ;wii.H I P. Another 
edition published by Ballard [l697?3 gives the rhythm as ) ) +J\i.fJ |+).p) 
Modern edition in CF, vol. 10, p. 191 (variants). 

2 s 
Lully, Persee, act 5, sc. 3, "Air pour les sacrificateurs," treble 

part, measures 1-3. Varies slightly from Hotteterre's example. Modern 
edition in CF, vol. 22, p. 291. 

^Lully, Thesee, p. 155, act 3, sc. 7, "Seconde Air," listed in the 
"Table—Airs a jouer" as "Deuxieme Air, pour les mi&mes |~i.e. pour les 
Demons}", treble part, measures 1-2. 

I4 
Lully, Roland, p. 236, act U, sc. 2, treble part, measures 1-3 

of p. 236. 

^Lully, Armide, pp. 162-163, act 5, sc. 1, "Passacaille," treble 
part, measures 61-65. Michel Corrette cites this passage as an example of 
one in which eighth notes are played equal. For this passage by Corrette 
and a discussion of it, see Powell, pp. 16U-165; 167. Modem edition in 
CF, vol. 17, p. 279. 
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What makes the eighth notes equal in this instance is first that 

they leap by intervals and more importantly, that they are mixed with 

sixteenth notes. 

Other examples in Italian music, 
with equal eighth notes. 

Courante by Sigi Corelli 

=• 4- *4--H -rti 4 —4 IT)  Ml , 4-LM 4 
Allegro 

Basses of sarabandes of the 
Italians when they are all eighths 

Sarabande by the Same 

.  1 1  uUil , r T r mll r U.'  
Largo 

3 n Time, Called Minor Triple 

This meter is made up of a dotted quarter note, etc. It is beaten 

in one beat when it is in its true tempo, which must be lively. Some 

composers have used it, nevertheless, in very slow airs; then it is beaten 

in three beats, like simple triple or even major triple. It is suitable 

for light airs like canaries, passepieds, etc. Eighth notes are equal, and 

sixteenth notes, pointed. 

^Corelli, On. 5, p. 6U, Sonata 7, second movement, "Corrente. 
Allegro," violin oart, measures 1-3. The passage begins with an eighth 
note, rather than with a sixteenth note, as in Hotteterre's example. 
Modern edition in Les Oeuvres, vol. 3. p. 71. 

^Corelli, Op. 5, p. Vf, Sonata 8, third movement, bass line, 
measures 1-3. The last note of this example is an E in the edition of 1700, 
which corresponds to what Hotteterre has given; in later editions, the note 
is D. Modern edition in Les Oeuvres, vol. 3, p. 73. 
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1 p Air de Forgerons. In Isis Canaries. From the Same Opera 

5 By the Same, in Op. 3 

jj 7 1 T £( f' \ 7 

Adagio 

Q 
Q Time o 

This meter is made up of three dotted quarter notes, etc. It is 

beaten in three beats; eighth notes are equal, and sixteenth notes, pointed. 

^"Lully, Isis (Paris: J-B Christophe Ballard, 1719), p. 228, act U, 
sc. 3, "Entree des Forgerons," treble part, measures 1-3. Modern edition 
in CF, vol. 21, p. 301. 

2 N Lully, Isis, p. 228, act 5, sc. 3, "Deuxieme et Dernier Air," 
treble part, measures 1-3. Modern edition in CF, vol. 21, p. 377. 

^Lully, Ballet du Temple de la paix, p. 125, "Entree de Bretons et 
Bretonnes, Passapied, treble part, measures 1-3. 

^Corelli, Op. 5, P. 82, Sonata 11, fourth movement, violin part, 
measures 1-3. Modem edition in Les Oeuvres, vol. 3, p. 9^. 

^Corelli, OP. 3, Violin I part, p. 13, Sonata U, third movement, 
"Adagio," measures 1-3. Modern edition in Les Oeuvres, vol. 1-2, p. 1U5. 
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It is sometimes used in cantatas, but more often in sonatas, and especially 

in gigues. It has been commonly used in France for only a short time. 

Examples. 
1 2 In the 1st Cantata by Mr. Bernier Gigue by SigT Masciti 

Sometimes one puts three eighth notes for a beat in simple triple 

time, which amounts to the same thing. 

Example. 
From the 3rd Cantata by Mr. Clerambault 

Nicholas Bernier, Cantate, Diane," from Cantates Francoises 
ou Musicue de Chambre a voix seule, Avec Simohonie et Sans Simphonie. Avec 
Basse Continue . . .Premier Livre (Paris: Foucault. n.d.K p. 11, Rrd airj 

Respectons lfAmour, voice part, measures U-5. 
2 
Michele Masciti, Sonata da Camera A Violino Solo col Violone o 

Cembalo . . . Opera Terza (Amsterdam: Estienne Roger, n.d.), Sonata 11, 
fourth movement, Allegro," violin part, measure 1. Has additional slurs 
marked not shown by Hbtteterre. 

o 
Clerambault, "Orphee, Cantate III®," from Cantates Francoises 

A I. et II. voix. Avec Sirrrphonie et sans Simphonie . . . Livre Premier 
(Paris: L'Autheur and Foucault, 1710), p. 42, "Air gay," "Chantes la 
victoire," violin part, measures 1-2. 
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Time 

This meter is made up of two dotted half notes, etc. It is most 

commonly beaten in two beats, that is, three quarters on beating, and 

three on raising. Some call it a meter of six slow beats; nevertheless, 

one sees few slow airs composed in this meter, and one sees, on the 

contrary, many lively and light ones. Eighth notes are pointed. It is 

used in the reprises of opera overtures, in loures, gigues, forlanes, and 

in some Airs de Ballet de caracteres. etc. It is rarely seen in Italian 

music. 

Examples. 
l r T ? 

Reprise of the Overture to Armide Another (Overture! From Proserpine 

• 3 U Loure. It is from Thetis. Gigue. From Roland 

if u ! .  .  1 1 P !  !  S  '1 J. h! 11 V <P, M 111 h j •$=£=} 
V  *  i  j .  M - i  H I  *  f  1  *  ^  

The loure is slow. • 

M f  

It can be beaten in k unequal beats. 

Lully, Armide. p. 2, prologue, overture, treble part, measures 
11-12. A trill is indicated on the downbeat of measure 12. Modem edition 
in Publikation aelterer praktischer und theoretischer Musikwerke, vol. lH, p.? 

2 Lully, Proserpine, p. 2, prologue, overture, treble part, measures 
13-lU. Modem edition in CF, vol. 2k, p. 1-2, reduced to six-eight. 

Pascal Colasse, Thetis et Pellee (Library of Congress, ML1500/.C69T^) 
p. 96, act 1, sc. U, "Danse de Divinigex de la Mer," marked "Loure," treble 
part, measures 1-2. Modem edition in CF, vol. 9, P- 63. 

^Lully, Roland, p. xxxv, prologue, second entree, "Gigue," treble 
part, measure 1. 
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"Air des Vents" 
Forlane from L'Eurooa Galante From Le Triomphe de 1'Amour 

D b> i 
_7_ 

& J ' ' ' i 
11 

* ^ 

8 Time 

This meter is made up of two dotted quarter notes, etc. It is 

beaten in two beats. Eighth notes are equal, and sixteenth notes, pointed. 

It is used generally enough, but principally in cantatas and in sonatas; 

it is particularly suitable for gigues, etc. 

Examoles. 

Air from the 
1st Cantata by Mr. Clerambault r ^ Gigue by Sig. Corelli, Op. 5 

o 
Sous les loix de la jeune Flore * Allegro 

^-Campra, L'Eurooa Galante, fourth entree, sc. 2, "La Forlana," 
treble part, measure 1. 

2 Lully, Le Triomphe de 1'Amour. Ballet Royal . . . (Paris: Ballard, 
l68l), p. 65, "Air pour l'entre de bor^e et des quatres vents," treble part, 
measure 1. 

^Clerambault, "L'Amour pique'par une arbeille, Cantate I®," from 
Cantates Francoises . . . Livre Premier, p. 2, "Air," marked "Grasieusement 
et loure, voice part, measures 5-7. 

^Corelli, Op. 5, Sonata 7, third movement, violin part, measures 
1-3. Modern edition in Les Oeuvres, vol. 3, p. 7^. 
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Gigue from the Opera Pergee 

M  1 1&" wm It returns in 
shapes of the 
different. 

lj. It is only the 
notes which are 

Time o 

This meter is made up of four dotted quarter notes, etc. It is 
2 beaten in four beats; eighth notes are equal, etc. It is more commonly 

used in instrumental music than in vocal £music]; it is especially suitable 

for gigues. The use of it is somewhat new in France. 

In the 6th Cantata by Mr. Bemier ^ Gigue by SigT Corelli, Op.^Jt-^ 

, A ^ r  [ i h f  ) .  
I Fiers vainqueurs de la terre ' Allegro 

Sometimes one puts three eighth notes on a beat in C or barred 

time, which amounts to the same thing. 

^Lully, Pers^e, act U, sc. 6, "Gigue," treble part, measures 1-2. 
Modern edition in CF» vol. 22, p. 260. 

o i.e., and sixteenth notes are pointed. 

^Bemier,"6? Cantate, Les Forges de Lemnos," from Cantates 
Francoises . . . Premier Livre, p. 91, "Air Gracieus," voice part, 
measures 9*" 10. 

^Corelli, Op. 5, p. 32, Sonata 5, fifth movement, "Giga. Allegro," 
violin part, measure 1. Modern edition in Les Oeuvres, vol. 3, p. 56. 
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Example. ^ 
Fragment in the Same Work 

Jjf 
f  f f r  f  l=f "77/T 

Allegro 

2 m. £ Time 

This meter is made up of two quarter notes, etc. It is beaten in 

two light and easy beats; eighth notes are usually equal, and sixteenth 

notes, pointed. It is suitable for light and staccato airs. It is used in 

cantatas and sonatas more than in motets or operas. Considered strictly, 

it is properly nothing but a meter of four beats cut in two. 

Examples. 

2 
In the 1st Cantata by Mr. Clerambault 

4 ^ 
S v b f. & 1 mrllmf Uu ij i  ̂ Y "-Cj L̂ - f-Z" i  ̂ Vw| 

Qu'a votre gloi - - - - re tout conspire 

^Corelli, Op. 5* p. 26, Sonata fifth movement, "Allegro," violin 
part, measures 5-6. Modem edition in Les Oeuvres, vol. 3, p. *+6. 

^Clerambault, "LfAmour pique/ par une arbeille," p. 91» "Air gay," 
voice part, measures 8-11. 
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In the 3rd {.Cantata3 by the Same 
With the Eighth Notes Pointed 

w J ̂  h 1 1 h f/ 3 1 J J [Mi l 
Allez Orph&e, allez allez 

2 From a Sonata by S. Masciti 

Some composers have, marked it in this manner. 

"Air de Pastres" 3 "3® Air de Matelote" u 

Mr. Lully, in Roland Mr. Marais, in Alcionne 

^511 [ttnLUf 'i' 

One can still multiply the sorts of meters according to the style 

he invents. For example, a famous composer of our time introduces one of 

12 It is composed of four dotted eighth notes, fand^ by consequence, of 

twelve sixteenth notes, and it is beaten in four beats. Sixteenth notes 

are equal. 

•^Clerambault, "Orphde," p. 32, "air gay," voice part, measures 11-13. 
A trill is indicated on the second eighth note of measure 12 which is not 
shown by Hotteterre. 

Masciti, Op. 3, p. 16, Sonata U, fourth movement, violin part, 
measures 1-U. Differs in some details of ornamentation from Hotteterre1s 
example. 

^Lully, Roland, p. 2^6, act U, sc. 3, "Entree de Pastres, de 
Pastourelles, de Bergers & de Bergeres," marked "fort gay," treble part, 
measures 1-2. This has the time signature eight-four rather than four-
eight as Hotteterre has it, correctly, in his example. 

Sterin Marais, Alcionne, Tragedie Mise en Musique . . . (Library 
Congress, M1500/.M25A5), p. 131, act 3, sc. 2, 3. Air des Matelots," 
treble part, measures 1-2. Differs in some details from Hotteterre*s 
example. 



187 

Example. 
Piece for Clavecin by Mr. Couoerin 

One can also make use of g time which would be made up of two equal 

eighth notes or four unequal sixteenth notes, and would be beaten in one 

very leisurely beat. This meter would be suitable for certain Airs de 

Tambourin. and others of the same character. 

One will no longer be frightened of all these signs when he knows 

that in practice, they are reduced to two types, that is to say, the four 

beats and the three beats. One will be able to convince himself of this by 

examining them with attention to the relations there are among them. One 

will find in my previous works and in this [work] all types of them except 

16 and 8 ' 

Some composers (and principally the Italians) put a C before all 

the signs of which I have spoken above, beginning with major triple. They 

even mark simple triple [3;ime] with j*. Here is how this addition must be 

understood: they suppose that there is only one true meter, which is that 

shown with a C, and [that] from it all the others are derived. They say 

then, for example, the meter of three beats is made up of only three 

quarter notes, but it derives from that of four beats which has four of them. 

Thus, it is three for four, £or] otherwise, three-quarters. 

^Fran^is Couperin, Pieces de Clavecin . . . premier livre (Paris: 
L'autheur and Foucault, 1713), p. 29, second ordre, "La Florentine," 
marked "D'une l^gerete tendre," treble part, measures 1-2. 
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Example. 

1\ * 
A U 1 ' I 
AV ^ 

g 
In the same way, the meter of g is made up of only six eighth 

notes, but it derives from that for four beats, which has eight of them. 

Thus, it is six for eight, tor] otherwise, six-eighths. 

Example. 

12 
I will add here to the subject of the meter of which I cited 

9 6 3 above, that three others may be made, which are-j^ >i6> an<*l6 * ®ne 

will find this first Cone] used on pages 83 and 132 of this work. One 

will also find the second and third on the same page 132. As for the 

rest, although the discussion which is the subject of this chapter is 

not at all of the essence of the prelude, I thought that for all that, 

one would not be displeased to find it here. One will be able to use it 

in the preludes of this book, all LofJ which I have measured, partly with 

this intention. Many are completely barred, and as for the others, one 

will notice the little lines of the engraver on the bottom line which 

divide the measures. 
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PRELUDE IN D MAJOR 

With Cadences on All the Degrees of the Octave 

fi. , rfji H f - t \  iffd| P '' ^ W (J/ M >• > Ljj1 UT cs 

<>%(> I f r _±_ 

n* Or 
?c£r * -f,-A we 

Cadence on 
> 

r— i ^ 1 r"fe^ 12TZTZH d. 

is i-

the 5th of the key 

n r> ,i njj 

s r  

1 m  f 22: 

^-Editorial additions or corrections of figures for the figured bass 
are all shown in brackets. 

? 
Original: if 
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444. 
C 3 a  ^  V  O j  

On the 2nd 
J-

" (#( f t —t  mfi t  f t  ¥ 

s 
i r m 

el l  

&/**('& jifin nifpp i 

t 4 **> £ z*- # £=s f! ITTI7 11 '3J T̂" i +-4-V. F ' v / • Tf =£ t-1-

ft ft. 

On the 6th 
- t  

•  - V »  <W( t ' t* \  I ,  j  1 1 1 )  W f -ifcfca r 7 p' 
i Y 

m 
i* ** . ^ 

tt* 
bv I ' fl '1 P 
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On the Hh r3;, 

| ift [i»i m | /gj nffl h  ̂ j 1ffl 

lbJ7 . , £ g_ * 

p  u  p  I I  b f  \ \ )  I  

i f Q f r j  r f ^ f r ? | r f h - ^  r ' § 4 r ?  1 f \jhQft? :CVvL^ ^fl [ fiflxi L^l L^1 M" ^ 

f . 1\ X4 Ct3 *_ t ^ 

p f  M f l Q  f  "  I t  n  r  1 1  

^"Original: rfu 
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On the 7th 

—Off f J J .  -y M jr I f / f ,  rr?f4^f| f. •' f 1'' (p r U!Uf  (  

1* is 
19 : '» f 'M I If i [•Hry ~f *f—! 

[ji Ir -O 

L> ^ is 
' i 

On the ?nd 
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On the Uth 

*The Glj in the bass is editorial. 
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On the 

[ffrn H i L-fca 
Hi 

-^-T-7 

' O1 

** 2-ys^ — 

J 
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PRELUDE IN G MINOR 
With Cadences on All the Degrees of the Octave 

m -#rt till'1 r'dii^ i summ 

'Sr 

* — 

4f* g m 
Cadence on 
the 5th of 

the key 

fexfe <fs # 

iiy n in 
Original: |p f t C^J 1 
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On the Uth 
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k h xL !o 
1 

b t 
b 4 # b mm r  ^3 f  I N '  1—r 

i; "tt rS p fcSri 

* ir i£ k. 

bj 

On the 3rd 
, f  *  

• [ f 7. . 
,.X 1  ] ] j 

V  4 -
1—T T 

V  y j  
/  , f  f  f  |  

iji— ^  ^  7 4-mW jji-i ^ 1 —/ ^ \x 

-Jr (fi ^3 b Jr" '—- * l , b  ̂. /  , f  n >  j f r .tMr m mm f tt yr*i 
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J  A V V "T*" 
•  P  J  » s U * t *  \  . . ^ r ? S  , i .  \  r T * t \ .  . > t t +  
f UiLll 'm 

•^tt^^-'f (T fr f f bfr 

l 'UiLU l"LLU-1 1 1  

t̂ fo , J, J  
I ' l  rTf.M r ;< 

4 b 
— • /  P / .  1. L-l VJ j ' l l  1" U 1 Lu 1 1 [J " '  M 

On the 2nd 
k 

? r 'T-ifff ' . ,Tfi ft r t 'fri 'Tf; r r , M'siS ? 1 i Tjj  j . .u i ;  i > i  \ i ; 

i£̂  
~ T  f  *  h 

( p  s r A  

t  m «- g. 

On the *4th 
1  ^ 4-

V "  p | [ | l " | .  | f  t ^  

( p  ^  
b  ,  S  »  b H * 

W I • ipF* 

Original:) \  1  Q  \ j \  
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J- ^=v 
1 & 

pnza §§1 
4- ii< *rf T fg? 

TL 

7 J. 
<f s 4l 6 x(> 

9S [ J 1 r g 35 
t 

On the 
tonic 

1=Z 
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End 

^Original: \ ) • fft \ 
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Lully, Jean Baptiste (continued) 
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ĉ : 

„ >» 
, 7 

E£ 
•ctf 

& 
rs/. 
zn 

K 
-r4 

[vj £ 

k  ̂

'•v 

cn 

>-/ 
n 

'•Su 

o 

•v. *- . -J 

~ i-v 

V  ̂ N 

*s *"*  ̂=s ~ 
r/~. 
M<̂  

o 
C 
;j 

CA 

3 — ."5 
^ =? 

~ '-X-

- s- • * 5 
>•# '̂ -i D ^ 
+** <J r- r*. 
? s 

3 
- r R 

O V 
t ^ 

U2 -

'&& »-H ~̂ 
rj 5 r—i ^ 

H-i^S 
H 
r-

M 

c 
Si 

\-

—1 l-J 
<• s< 1̂ 1 

O R 

> o 

'-J  ̂ s. 

t* 2:" ^ • r-

!> 
§ 
K 
£ 

°5. * 
•"sfl 

3^ 
_<R • 

3 R 
v: ^ 

"*?-< 

PH • 
<i -i 

>**> . *̂ N 
vx 

< > 

£ •: 
''•A S 

>4 

W S 
si 7-

N 
R 

_C 

v. 

f*j 
rr 

. -5£l£~ 

(Title page from the Gemeente Museum copy.) 



279 

(Copie du Privilege from the Gemeente Museum copy.) 



APPENDIX D 

PRELUDES FROM HOTTETERRE•S 

METHODE POUR LA MUSETTE 

(1737) 

280 



PRELUDES FROM HOTTETERRE'S 

METHODE POUR LA MUSETTE 

1st Prelude in C Major. 

-^Tl 
+ 

,  r ;  r  I  r  . [ K i f f f  7 V-' 
( h * y J  

Anime 

?=fff 

1= 

frfl 

—lit: 

ffp 

7 L-1-' U.1 

r . ,  r n l | , f f ( f  
+ 

-^Hn' 
LU =UJ 

+ 
^fff l i f f i  f f t i  \  7 1  (D ^ 

2nd. 

A 1 
/ n * Fff# 

=-- J  \  "  -

f i t  i —=*-y~ 
44a r que 

i) Ttrrt 

LL\JA-

Wff Tfr7-

U-̂ ' \ 

+ r, 1 , 
J- f M t f 

k——1 

frF— 
j— 

-V 

—->— 

—T—— 

T0 

i r ^ f u i ( j x i  L  _ i—>—y 

-V^;— 

281 





283 

2nd. 
» * t-r * b 

t> £ ( •  P 

Rondement 

tiilinuifl'r !.)\fffrl 
3rd. 

+ V „ + 

u g i ^ j "  ] ^ n u , f ( =  
J I  W W I I i  W i f /  

Rondement 

* 
# —£ ~ y ~ '  rbi s  f t  "  yft ̂pl :i=t^b#= 

1 u> .mujxq---UJ L. a— LL-U L-LXJ -| 

$ fe I 
1st Prelude in G Major 

* 
F 

Moder^f 



j> ^ r f r> TMTT 
+ =^5= " f —I-I -FE-4—K / -

' LlUU-l-1 • -

r i fp fi-111 * 
2nd. 

1st Prelude in G Minor. 

X u V/ 1 t Yr \ JTTi Wfl*f (f' (Tf-=M=h —u—^ lQ-1 ^ i \—J-—1 



1 

285 



SELECTED BIBLIOGRAPHY 

Books 

Boyer, Abel. The Royal Dictionary Abridged. London, 1700; reprint ed., 
Menston, England: The Scolar Press Limited, English Linguistics 
1500-1800 (A Collection of Facsimile Reprints) Selected and edited 
by R. C. Alston, No. 285, 1971. 

Brossard, Sebastien de. Dietionaire de musioue contenant une explication 
des termes grecs, italiens, & francois les plus usitez dans la 
musique. Paris: Christophe Ballard, 1703. 

Corrette, Michel. Methode oour a-pprendre aisement a ,jouer de la flute 
traversiere. Paris: Boivin, c. 1735. 

Cotgrave, Randle. A Dictionarie of the French and English Tongues. 
London: Adam fflip, 1611; reprint ed., Menston, England: The Scolar 
Press Limited, English Linguistics 1500-1800 (A Collection of 
Facsimile Reprints) Selected and edited by R. C. Alston, No. 82. 
1968. 9 

Diderot and D^lembert. Encyclopedic ou Dictionnaire Raisonne^ des 
sciences, des art et des metiers, par un soci^ti* de gens de 
lettres. Paris: 1751-1780; reprint ed., Stuttgart & Bad Cannstatt: 
Friedrich Frommann Verlag, 1966. 

Freillon-Poncein, Jean-Pierre. La veritable maniere d'aporendre a jouer 
en perfection du haut-bois de la flute et du flageolet, avec les 
princines de la musioue pour la voix et pour toutes sortes d'instru
ments. Paris: Jacques Collombat, 1700; reprint ed., Geneva: Minkoff, 197^ 

Grassineau, James. A Musical Dictionary. London: 17^0; reprint ed., 
New York: Broude Brothers, Monuments of Music and Music Literature 
in Facsimile, vol. IjO, 1966. 

Hbtteterre, Jacques. L'Art de Preluder Sur la Flute Traversiere Sur la 
Flute-a-Bec, Sur le Haubois, et autres Instrumens de Dessus. Avec 
des Preludes tous fa its sur tous les Tons dans differ? mouvenr?~et 
differens caracteres, accomoagnes de leurs agrem? et de olusr.s 

difficulties propres a exercer et a fortifier. Ensemble des Princiues 
de modulation et la transposition; En autre une Dissertation 
Instructive sur toutes les differentes esoeces de Mesures, &c. 
Paris: L'Autheur and Foucault, 1719. 

286 



287 

. Me^hode pour la musette^ Contenant de Princines, par le moyen 
desquels on peut anprendre a .jouer cet Instrument, de soy-meme au 
defaut de Maitre. Avec Un nouveau Plan pour la conduite du Souflet, 
& plusieurs Instructions pour le Toucher, &c. Plus un Recueil d'Airs, 
& quelgues Preludes, dans tous les Tons le plus convenables. Paris: 
J-B Christophe Ballard, 1737. 

. Principes de la Flute Traversiere. ou Flute d'Allemagne. De la 
Flute a Bee, ou Flute Douce. et du Haut-bois. Paris: Christophe 
Ballard, 1707. 

. Principles of the Flute, Recorder, and Oboe. Translated by-
David Lasocki. New York: Praeger Publishers, 1968. 

Hunt, Edgar. The Recorder and Its Music. New York: W. W. Norton & Company, 
Inc., 1962. 

Powell, Newman Wilson. "Rhythmic Freedom in the Performance of French Music 
from 1650 to 1735." Ph.D. dissertation, Stanford University, 1959* 

Salter, Humphry. The Genteel Companion: Being exact Directions for the 
Recorder: With a Collection of the Best and Newest Tunes and 
Grounds Extant. London: Printed for Richard Hunt and Humphry 
Salter, 1683. 

Warner, Thomas E. An Annotated Bibliography of Woodwind Instruction Books, 
1660-1830% Detroit Studies in Music Bibliography, no. 11. Detroit: 
Information Coordinators, Inc., 19&7. 

Music 

Bernier, Nicholas. Cantates Francoises ou Musique de Chambre a voix seule, 
Avec Simphonie et Sans Simnhonie. Avec Basse Continue . . • Premier 
Livre. Paris: Foucault, n.d. 

The Bird Fancyer's Delight, Or Choice Observations, and Directions 
Concerning ye Teaching of all Sorts of Singingbirds, after 
Flagelet & Flute, if rightly made as to Size & tone, with a 
Method of fixing y6 wett Air, in a Snung or Cotton, with Lessons, 
properly Composed, within ye Compass & faculty of each Bird, Viz"? 
fQr ye Wood-lark. Black-bird. Throustill. House-sparrow. Canary-bird. 
Black-thorn-Linnet, Garden-Bull-finch, and Starling. London: Richard 
Meares, c. 1717. 

Campra, Andrei L'Europa Galante. Paris: Jean-Baptiste Christophe Ballard, 
172U; reprint ed., Famborough, Hants., England: Gregg Press, 
Limited, 1967. 

. Recueil des Motets, Mis en Musique par Monsieur Campra. Paris: 
Christophe Ballard, 1703. 



?88 

Clerambault, Louis Nicholas. Cantates Francoises A I et II. voix. Avec 
Simphonie, et Sans Simphonie . . . Livre Premier. Paris: L'Autheur 
and Foucault, 1710. 

. Cantates Francoises Mellees de Simnhonies . . . Livre II?. 
Paris: L'Autheur and Foucault, 1713. 

Colasse, Pascal. Thetis et Pelee. (Library of Congress, M1500/.C69T^). 

Corelli, Archangelo. Les oeuvres de Archangelo Corelli. ed. by J. Joachim 
and F. Chrysander. London: Augener Ltd., £1888-18913. 

. Parte prima (seconda) sonata a violino e vionone o cimbalo. 
Op. 5. Rome: 1700. 

. Sonate a tre*^due Violini e Violone o Arcileuto col Basso per 
l'Organo. Bologne: Pier-Maria Monti. 1695. 

Couperin, Francois. Pieces de Clavecin composees par Monsieur Couperin. . . 
premier livre. Paris: L'Autheur and Foucault, 1713. 

Destouches, Andre-Cardinal. Isse^ Pastorale Heroique. Paris: Jean-Baptiste 
Christophe Ballard, fl697?J. 

. Isse. Pastorale Heroique. . . Nouvelle Edition, augmented de 
deux Actes. Paris: Christophe Ballard, 1708. 

Eitner, Robert, ed. Publikationen aelterer praktischer und theoretischer 
Musikwerke. Leipzig: Breitkopf & Hartel, 1885; reprint ed., 
New York: Broude Brothers, 1966. Vol. I k :  Die Oper, Vol. 3: 
Jean Baptiste Lully's Armide and Alessandro Scarlatti's La Rosaura. 

Lully, Jean-Baptiste. Alceste. Tragedie Mise en Musique . . . Premiere 
Edition. Paris: H. de Baussen, 1708. 

. Amadis, Tragedie Mise en Musique. Paris: Christophe Ballard, 
l58U. 

. Armide, Tragedie Mise en Musique. . . Seconde Edition. Paris: 
1713. 

. Ballet du Temple de la paix. Paris: Ballard, 1685. 

. Bellerophon, Tragedie Mise en Musique. Paris: Christophe 
Ballard, 1679. 

. Bellerophon, Tragedie Mise en Musique. . . Seconde Edition. 
Paris: Christophe Ballard, 171*+. 

. Cadmus et Hermione, tragedie mise en musique. Paris: 
J-B Christophe Ballard, 1719. 

. Isis. Paris: J-B Christophe Ballard, 1719. 



289 

. Oeuvres completes de J-B Lully. ed. by Henry Prunieres. 
New York: Broude Brothers, Ltd., 1966. 

. Persee, Tragedie mise en Musique. Paris: Christophe Ballard, 
1582. 

. Phaeton. Tragedie Mise en Musique . . , Troisieme Edition. 
Amsterdam: Pierre Mortier, 1711. 

. Proserpine. (18th-century MS copy, Library of Congress, 
M1500/.L95). 

. Roland. Tragedie Mise en Musique. Paris, Christophe Ballard, 
1585. 

. Thesee, Tragedie Mise en Musique. . , Seconde Edition. Oeuvre IV. 
Paris: Ballard, 1720. 

. Le Triomphe de l^mour, Ballet Royal. Paris: Ballard, l68l. 

Marais, Marin. Alcionne, Tragedie Mise en Musique. (Library of Congress, 
M15 50/.M25A5). 

Masciti, Michele. Sonate da Camera A Violino Solo col Violone o Cembalo . . 
Opera Terza. Amsterdam: Estienne Roger, n.d. 

Purcell, Henry. The Works of Henry Purcell. Edited by Thurston Dart. 
Vol. 31: Fantazias and Other Instrumental Music. London: Novello and 
Company, Limited, 1959* 

The Second Part of the Division Flute. Containing the Newest Divisions 
Upon the Choicest Grounds for the Flute, as Also Several Excellent 
Preludes. Chacons & Cibells by the Best Masters. London: J. Walsh, 
J. Hare, & P. Randall 1708 . 

Select Preludes and Vollentarys for the Violin, Being Made and Contrived 
for the Improvement of the Hand, with Variety of Compositions by 
all the Greatest Masters in Europe for that Instrument. London: 
J. Walsh and J. Hare, C17053. 

Stuck, Jean-Baptiste. Cantates Francoises a voix seule. avec symphonies. . . 
Paris: Christophe Ballard, 1706. 

Weckerlin, Jean B.; d'Indy, Vincent; and others, eds. Chefs d*oeuvres 
classiques de 1'opera francais. Leipzig: Breitkopf & Hartel, CI880J; 
reprint ed., New York: Broude Brothers, 1971. 


	BoyerBeginningtoCh3
	BoyerThesis1
	BoyerThesis1-2
	BoyerThesis2
	BoyerThesis3
	BoyerThesis4
	BoyerThesis5
	BoyerThesis13

	BoyerCh4-9
	BoyerThesis7
	BoyerThesis8
	BoyerThesis10Ch6
	BoyerThesis9Ch7
	BoyerThesis11
	BoyerThesis12

	BoyerEndThesis
	BoyerThesis14Ch10
	BoyerThesis15
	BoyerThesis16
	BoyerThesis22
	BoyerThesis17
	BoyerThesis19
	BoyerThesis18
	BoyerThesis21


