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Laute in Blute stand. So brustete sich etwa 
Vincentio Galileo (urn 1520-1591), nicht 
weniger als 14000 Satze intavoliert zu haben. 

Anweisungen zurn Anfertigen solcher Inta- 
volierungen, also der Ubertragung von 
rnensural notierten Texten in Tabulatur nach 
rnitunter erschutternd handfesten Regeln, 
sind in vielen Lautenbuchern zu finden. Die 
Notation der Lautenrnusik, die Tabulatur, karn 
ebenso dern ,,anfahenden Schuler" wie dern 
Drucker entgegen, benutzte sie doch anstelle 
der ublichen Notenzeichen ein System von 

Zeichen und Ziffern, das scheinbar leichter 
zu erlernen, auf jeden Fall aber problemloser 
zu drucken war als die konventionelle Noten- 
schrift. Wenn Newsidler verspricht, der 
Schuler werde es auch ,,one einichen 
Meyster" auf der Laute zu etwas bringen, fuhlt 
man sich stark an die heute weitverbreiteten 
Gitarrenschulen zurn Selbststudium erinnert. 



Newsidlers Buch, dessen zweiter Teil ,,vil 
aul3erleOner kunstreicher stuck / von Fanta- 
seyen / Preambeln 1 Psalmen und Mutetten ... 
fur die geubten und erfarnen" bietet, war 
nicht das einzige, das auch padagogische 
Ziele verfolgte. Luys Milan (geb. urn 1500) 
etwa nannte seinen Druck ,,Libro de musica 
de vihuela de rnano. lntitulado El maestro ..." 
(Musizierbuch fur die Vihuela, genannt 'Der 
Lehrer'). Irn selben Jahr wie Newsidlers erstes 
Buch, 1536, in Valencia erschienen, erMfnete 
,,El maestro" eine bedeutende Reihe spani- 
scher Drucke fur die Vihuela - ein heute 
geheirnnisumwittertes Instrument, das in etwa 
zwischen der Laute (doppelchorige Besai- 
tung) und der Gitarre (flacher Korpusboden) 
steht. In diesen Zusamrnenhang gehoren 
auch die Bucher von Diego Pisador (,,Libra 
de Musica de Vihuela.. .", Salamanca 1552), 
Enriquez de Valderrabano (,,Libra de Musica 
de vihuela, intitulado Silva de Sirenas...", 
Valladolid 1547) und Alonso Mudarra (,,Tres 
libros de musica en cifras para vihuela", 
Sevilla 1546). Mudarras ,,Fantasia que contra- 
haze la harpa ..." (Fantasie in Nachahmung 
der Harfe) ist eines der wirkungsvollsten 
Stiicke des spanischen Vihuela-Repertoires 
und standig auf den Prograrnrnen moderner 
Gitarristen zu finden. 

Wie die fruheren deutschen, italienischen 
und franzosischen Lautendrucke, rechnen 
auch die spanischen Vihuelabucher rnit 
einern sechkchorigen Instrument, dessen 
relative Stimrnung rnit der der modernen 
Gitarre nahezu identisch war. Spater wurde in 
der Lautenliteratur ein siebter Chor Standard. 
So sind z. B. die Werke der entlischen Meister 
des elisabethanischen Zeitalters nicht rnehr 

ohne weiteres auf der Gitarre zu spielen: Zur 
Verrneidung groOerer Eingriffe in den Text 
kann man sich mit der Aufteilung auf zwei 
lnstrurnente helfen. Irn Gegensatz zum 
Kontinent sind in England nur wenige 
Lautenbucher gedruckt erschienen, Thomas 
Robinsons ,,School of Musicke" (abermals 
ein Schulwerk), erschienen 1603 in London, 
gehort zu diesen Raritaten. Der Lowenanteil 
des englischen Repertoires ist lediglich in 
handschriftlicher Form uberliefert. Selbst die 
Werke eines so uberragenden Lautenisten 
wie John Dowland bilden da keine Aus- 
nahme. 

Zur Zeit der Lautenblute in England, also in 
den Jahrzehnten urn die Wende zum 17. 
Jahrhundert, war es rnit der ,,gut altdeut- 
schen" Art im Lautendruck ubrigens vorbei. 
Die deutschen Lautenisten benutzten die 
~talienische oder franzosische Tabulatur, und 
was an Drucken erschien, schrnuckte Titel 
wie Adrian Denss' ,,Florilegiurn omnis fere 
generis cantionurn suaviss. ad testudinis 
tabulaturam" (Blutenlese fast aller Arten 
hochst lieblicher Lieder fur die Laute tabuliert, 
Koln 1594.) Ausgerechnet des Franzosen 
Jean Baptiste Besards 1617 in Augsburg 
erschienene ,,ls?goge in artern 
testudinariam . . . wartet noch rnit einern 
kumpfverdachtigen Untertitel auf: ,, . .. Das ist 

, Grundtlicher Underricht uber das Kunstliche 
Saitenspil der Lauten." 

Manfred Joh. Bohlen 
(Copyright 1987) 



"Good, in the old German fashion, without 
any great cover-up or hypocrisy". Whoever, 
like Thomas Mann's immortal Ehrenfried 
Kumpf (in Doktor Faustus), has chosen this 
principle as his personal maxim will find una- 
dulterated pleasure in German books of lute 
music from the sixteenth century. Herr Kumpf 
might have gone into fits of ecstasy simply 
reading the titles of the respectable number 
of printings that began to appear in the 
1520's. Hans Newsidler (who was born before 
1510 and died in 1563) had his first book 

printed in Nuremberg in 1536. It carried the 
title "A newly ordered book of artistic works 
for the lute / In two sections. The first for 
begining students / Who on the basis of pro- 
per studies of the art of playing from the 
tablature / Can play from this book without 
the guidance of a master ..." 

One should not be misled by the homey 
atmosphere evoked by the "staunch Ger- 



man" of this and other such inscriptions. The 
publishers andlor authors of books of lute 
music in the sixteenth century were in no way 
less astute businessmen than those of our 
times. By far the greatest part of the repertoire 
consists of transcriptions of songs, chansons, 
motets, and even entire cycles of masses 
which then enjoyed general popularity. Adap- 
ptions of pieces such as "Das Elselein" or 
1 Entlaubet ist der Walde" are to be found in 
the publications of Hans Gerle (who lived 
from before 1500 until 1554), in the com- 
pendium (Munich, 1546) of an anonymous 
author titled "Lieder und Tanze auf die Lau- 
ten" ("Songs and Dances on the Lute") and in 
many others as well. These all-time-favorites 
were part and parcel of every lutanist's reper- 
toire. Their inclusion in such books amounted 
to something of a guarantee for good sales. 
That applies to all of the countries where the 
lute flourisched. Vincentio Galileo (approx. 
1520-1591), for instance, once boasted that 
he had committed no fewer than fourteen 
thousand pieces to tablature. 

Several books of lute music include 
instructions for the creation of tablatures - 
the transferring of scores in mensural nota- 
tion to tablature according to rules that at 
times are disquietingly ironclad. Tablature, 
the special notation for lute music, served 
well the needs of both the "learning student" 
and the printer. Instead of customary musical 
notes it employed a system of symbols and 
numbers that was apparently simpler to learn 
and in any event easier to print than conven- 
tional notation. When Newsidler promises 
that the student will achieve proficiency even 
"without the guidance of a master", this 

strongly reminds us of today's widespread 
self-teaching methods for the guitar. 

Newsidler's book, the second part of which 
offers "many selected and highly artistic 
pieces / Fantasies / Preambels I Psalms and 
Motets ... for the well-practiced and the 
accomplished", was not the only one meant 
to serve partly instructional purposes. Luys 
Milan (born around 1500), for instance, 
named his publication "Libro de rnusica de 
vihuela de mano. lntitulado El maestro.. ." 
("Book of Music for the Vihuela, Titled 'The 
Teacher"'). In 1536, the same year in which 
Newsidler's first book was published, "El 
maestro" began an important series of Spa- 
nish printings for the vihuela - an instrument 
which is today shrouded in mystery, some- 
thing between the lute (with its double sets of 
strings) and the guitar (with its flat base). 
Other such books include Diego Pisador's 
Libro de Musica de Vihuela ..." (Salmanca, 

1552), Enriquez de Valderrabano's "Libro de 
Mljsica de vihuela, intitulado Silva de 
Sirenas. .." (Valladolid, 1547) and Alonso 
Mudarra's "Tres libros de rnusica en cifras 
para vihuela" (Seville, 1546). Mudarra's "Fan- 
tasia que contrahaze la harpa ..." ("Fantasy in 
Imitation of the Harp") is one of the most 
effective pieces in Spanish vihuela literature 
and is constantly found on the recital pro- 
grams of modern guitarists. 

Like the earlier German, Italian and French 
books for the lute, the Spanish vihuela books 



assume an instrument with six sets of strings 
tuned relative to one another in a manner 
almost identical to that of the modern guitar. 
In later times a seventh set of strings became 
standard in lute literature. As a result, the 
works of English masters of the Elizabethan 
age, for example, cannot simply be transfer- 
red to the guitar. So as to avoid making major 
changes in the music a solution can be found 
by playing these pieces on two guitars. Unlike 
the continent, England produced only a few 
printed books of lute music; Thomas Robin- 
son's "School of Musicke" (yet another 
instructional work), published in London in 
1603, is one such rariiy. The lion's share of 
the English repertoire is found only in hand- 
written copies. Even the works of such a 
prominent lutanist as John Dowland are no 
exception. 

In the decades around the turn of the 
seventeenth century, when lute literature was 
at its greatest flowering in England, the "good 
old German" tradition of lute publication had 
died out. German lutanists used Italian or 
French tablatures, and those works which 
were printed in Germany carried titles such 
as in Adrian Denss' "Florilegium ornnis fere 
generis cantionurn suaviss. ad testudinis 
tabulaturam" ("Selected Flowers of Almost 
Every Type of Lovely Song Set to Lute Tabla- 
ture", Cologne, 1594.) And even the French- 
man Jean Baptiste Besard added a subtitle to 
his "lsagoge in artem testudinariam.. ." 
(Augsburg, 1617) th:t Kumpf would have 
been pleased with: . . .that is a Thorough 
Course of Study in the Artistic Playing of the 
Strings of the Lute". 

translated by Rick Fulker 
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