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SUMMARY

This thesis examines the 219 known fantasias

composed for the Spanish vihuela de mano, included

in eight sources dated between 1536 and 1593. The
principal aims of the research are to delineate the
style of each of the nine composers represented, and
to demonstrate the manner in which the fantasia
developed from free improvisatory beginnings to
become a sophisticated contrapuntal art. Individual
idiosyncrasies are only partly separable from this
general trend.

Chapter One introduces the repertory, surveys
relevant sources and musicological literature, and
sets out the methodology of the study. A
statistically based comparative aparatus has been
constructed to compare each fantasia to the nominal
notion of the 'instrumental motet.' The 'Concept'
parameter quantifies the conformity of each fantasia
to principles of vocal counterpoint, while the
'Idiom' parameter assesses the influence of purely
instrumental ideas.

Chapter Two examines forty-four fantasias and
tentos by Luis Mil&n (1536). These are primarily
polythematic, and strongly suggestive of an
improvisatory tradition. They are locsely assembled
conglomerate structures which rely on a common stock

xvi
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of formulae and devices.

Fourteen fantasias by Luis de Narvdez (1538)
discussed in Chapter Three sé{ a new cosmopolitan
trend in Spanish instrumental music through their
incorporation of more vocally-based counterpoint.
Narviez's fantasias achieve a unique balance between
their structural and contrapuntal design, and the
use of striking instrumental resources.

The twenty-seven fantasias of Alonso Mudarra
(1546) discussed in Chapter Four are similar to
those of Narvdez. Mudarra's are less dependent on
imitative procedures and substitute free
counterpoint for the sequences and other
prolongation devices used by Narviez.

Enriquez de Valderrébano's thirty-three
fantasias (1547) investigated in Chapter Five are
characterized by the extensive use of parody

’ technique, and a substantial avoidance of imitation.
Of all vihuelists, his idiosyncratic style is the
most independent of the main trends of his age.

Twenty~-six fantasias by Diego Pisador (1552)
examined in Chapter Six show this least accomplished
vihuelist as the composer of many monothematic
fantasias. The weaknesses of his étyle reveal
facets of compositional procedure not otherwise
discernible.

Chapter Seven examines fifty-one fantasias by
Miguel de Fuenllana (1554), the largest individual
contribution to the genre. They are the most
grandiose in achievement, monuments of involved

xvii
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contrapuntal splendour.
Twenty~two fantasias by gsteban Daza (1576)
N discussed in Chapter Eight'gre a more modest
contribution, but reflect a certain polyphonic
mastery. Their dense imitation is placed deftly
within the scope of the vihuela.

Chapter Nine examines two fantasias from

Ramillete de Flores (1593). One by Lopez recalls

Narv8ez, while that by Fabricio appears contemporary
with the manuscript, and expands technical and
artistic dimensions beyond any previous boundaries.
The conclusions of Chapter Ten are
substantially drawn from the statistical comparision
of the repertory. Appendix One is an index of the
thematic material of the entire fantasia repertory,
intended as a resource for further scholarship.
Previously unavailable Magnificat fragments by
! Morales are transcribed in Appendix Two. The
fantasias of Daza are appended as a publication in

support of the research.
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This thesis contains"no material which has been
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text of the thesis.
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CHAPTER 1.°

INTRODUCTION

The emergence of a written tradition of solo
instrumental music was one of the major musical
developments of the sixteenth century. The prints
and manuscripts of instrumental music which appeared
at the beginning of the century represent the first
full flowering of a tradition which had been
gathering impetus for perhaps a century. 1Its rise
was the natural consequence of a gradual shift in
musical thinking., Composition style changed. The
decades either side of 1500 saw music become
increasingly flexible., Composers were forging a new
musical language which would allow them greater
individuality and personal expression. The cultural
climate of the renaissance proved a receptive
environment for nurturing the incipient solo
tradition. Polyphony performed on a solo instrument
offered a pathway towards an individualistic musical
expression, without inhibiting the development of
central musical concepts and styles. It was a
response to changing values, From the earliest
offerings, a strong and infectious sense of
enthusiasm and vitality pervades the repertory.

Solo instrumental music stepped into the world with
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confidence and certainty.
At the same time, Spanish culture rose to one
" of its highest pinnacles. Tﬁe marriage of the
Catholic Monarchs Ferdinand ;nd Isabella in 1469
produced a hitherto unknown political unity and
stability. The reconquest of southern Spain was
completed with the capture of Granada in 1492,
ending almost eight hundred years of Moorish
occupation. The infamous Inquisition was
. established in 1481, and the expulsion of the Jews
in 1492 was also undertaken with the aim of uniting
Spain under a single faith. To further imperial
aspirations, Columbus' exploratory expedition to the
Americas in 1498 was financed by Ferdinand and
Isabella. Under their rule, Spain emerged as a
modern European state.

The ascent to the throne in 1516 of Charles V,
the first Spanish Habsburg, consolidated earlier
advances. The Spanish economy was boosted by wealth
from the American territories, although this wealth
was largely dissipated in wars caused by Charles'
religious fervour. Internal stability was
maintained, however, and the extension of Spanish
sovereignty beyond her national frontiers into
Italy, the Low Countries and Africa resulted from
Charles' role as Holy Roman Emperor. Spain was a
politically dynamic and artistically fertile
environment. Charles supported two musical chapels,

one of Flemish musicians and another, established
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later, of Spanish musicians.l Members of the
chapels accompanied him on his journeys abroad, even
to the battlefield. 1In 1556.%harles abdicated in
favour of his son Philip II. During Philip's reign
to 1598, Spain remained at the forefront of European
politics and art. Philip maintained his father's
musical establishment, and several outstanding
Franco-Flemish composers served him. Among those
who held prominent positions in the chapels of the
two rulers were Thomas Crecquillon, Nicolas Gombert
and Pierre de Manchicourt.

At no other time in history does Spain appear
to have occupied such a prominent position in
European political and cultural life. The Spanish
'golden age' produced poets, writers, painters, and
musicians of the highest calibre. The vihuelists to
whose music this thesis is devoted may be ranked on
the same plane as the blind organist Antonio de
Cabezén (15108-66) and the vocal polyphonists
Cristébal de Morales (c.1500-53), Juan Vizquez
(c.1500~-c.15608), Francisco Guerrero (1527/8-99) and
Tomés Luis de Victoria (c.1548-1611). Their
environment was also the world of the poets
Garcilaso de la Vega (1501-36), Santa Teresa de
Jesus (1515-82), Fray Luis de Ledén (1528-91) and

Lope de Vega (1562-1635), the writer Miguel de

lpor a detailed account, see Higinio 7.gliés,
La Misica en la Corte de Carlos V, 2 vols., Monumen-
tos de la M(Gsica Espahola, 2 (1944; rpt. Barcelona :
Instituto Espadol de Musicologfa, 1965).
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Cervantes (1547-1616) and the painter Domenico
Theotocopuli "El Greco" (?21542~-1614).

The music under investiga%ion in this thesis is
a single genre of sixteenth—céntury Spanish music
for a solo instrument: the fantasia repéertory of the

vihuela de mano. The genre is examined as an entire

corpus of works and in terms of the individual
contributions of a small number of composers. The
thesis assesses their personal solutions to general
aesthetic, formal, and technical problems. It is an
historical and analytical study of part of the first
phase of development of solo instrumental music.

More music survives for the vihuela de mano

than for any other solo instrument played in Spain
during the sixteenth century. The vihuela is a
guitar—-shaped instrument normally strung with six
double courses, each tuned in unison, and to the
ascending intervals of two fourths, a major third,
and another two fourths. The instrument appears
usually to have been tuned above the note G, giving
the tuning G,C,f,a,d',g', and was referred to as the

common vihuela, the vihuela comin.2 Its playing

technique, as well as 1its tuning, was virtually

25ee Juan Bermudo, Comienga el libro llamado
declaracion de instrumentos musicales (Ossuna, 1555;
rpt. Kassel: Béarenreiter, 1957), fol. 91. Hereafter
cited as Declaracidn.
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identical to the contemporary European lute.3 the
similarity between the repertory and social function
of the two instruments has rgsulted in frequent
descriptions of the vihuela as khe 'Spanish lute', a
denial of the organological and timbral differences
between them. It can be said, however, that the.
vihuela is the lute's Spanish counterpart.

The origins and early development of the
vihuela are difficult to trace. The earliest
references date from the thirteenth century,
although more frequent mention occurs from the
second half of the fifteenth.4 The appellation
de mano qualifies the generic term vihuela, and
serves to distinguish the instrument plucked with
the fingers from that played with a plectrum
(de_pénola) or with a bow (de_arco). The only

surviving instrument is in the collection of the

3Minor differences in technique are (a) the
Spanish dedillo stroke, and (b) the difference
between that which Venegas de Henestrosa called
figueta castellana and figueta extranjera in his
Libro de Cifra Nueva, (Alcald de Henares, 1557),
reprinted in Anglés, op.cit. See Joan Myers,
"Vihuela Technique," JLSA, 1(1968), 17.

4pujol cites numerous examples in the
introduction to his edition of Mudarra's Tres libros
de musica(l1546). Monumentos de la Mdsica Espafola,
7 (Barcelona: Instituto Espafiol de Musicolog{a,
1949), pp.2-3. See also Diana Poulton, "Vihuela" in
The New Grove.
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Musée Jacquemart André in Paris.® several
sixteenth-century depictions are found, mainly as
woodcut prints. Most of thgﬁe are found in the
printed books of vihuela music described below.

During the sixteenth century, the vihuela was
highly esteemed in learned musical circles and was
the recipient of some of the most outstanding
instrumental music of its age.' A number of its
leading exponents were employed by some of Spain's
prominent musical patrons.

The fantasia éenre represents the largest body
of original music written for the vihuela. 'Nearly
one third of the ‘entire extant repertory is
dedicated to this genre, some 219 compositions of a
total exceeding 678. Fantasias by nine composers
survive in collections spanning a sixty-year period,
from 1536 to 1593. The remainder of the repertory
comprises intabulations, variation sets, dances, and
accompanied songs.,

The fantasia is as much a compositional process
as a musical form, This distinction was realized by
some sixteenth-century Spanish musicians. To a

theorist like Sancta Marfa, keyboard pieces of the

5A description and measurements are given by M.
Prynne, "One surviving Vihuela de Mano", GSJ,
16(1963),22-27. Outstanding photographs of this
instrument are in Guitares: Chefs-d'oeuvre des
collections de France (Paris: La Flute de Pan, 1980,
PP.32~39. Information about another possible vihuela
found in Quito, Ecuador, has been given by Frederick
Cook, "A Vihuela in Quito?", Guitar and Lute, No.9
(April 1979), 11-12, and by Paul Beler and Oscar
Ohlsen "The Quito Vihuela Revisited", LSA Newsletter,
16, No.l (1981), 12-13. 1It is uncertain whether this
instrument is a vihuela or a six~course guitar.
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fantasia type were called tiento, whereas the
process by which they were invented was called

. fantasfa.6 outside Spain, th?'terms fantasia and
ricercar were used synonymouély to describe that
which the Spanish called fantasia or tiento.’ Any
attempt at a succinct definition of the fantasia is
inevitably less than satisfactory: no structural
model can be defined, and the variety of optiohs
adopted by composers is great. Most general
historians of renaissance music appear deliberately
to avoid definitions, preferring instead to describe
a sample of works from the repertory.

As a process, the fantasia represents a code of
musical behaviour operating within certain
understood boundaries: an abstract discourse,
polyphonically expressed, proceeding through time.
It was essentially regarded as an improvisatory art,
a skill acquired through disciplined study and the
emulation of great masters. The fantasia was

intended to be performed as a spontaneous act of

6see Charles Jacobs, "The Performance Practice

of Spanish Renaissance Keyboard Music," 2 vols.,
Diss. New York University 1962, pp.l143-54.

Twhile no Spanish keyboard pieces survive
bearing the title fantasia, several tientos were
composed fcr vihuela. They are usually short pieces
of a more preludial kind than the fantasia or
keyboard tiento. A listing of uses of the terms
fantasia and ricercar in the first half of the
sixteenth century is found in H. Colin Slim, "The
Keyboard Ricercar and Fantasia in Italy, c¢.15060-
1550, with Reference to Parallel Forms in European
Lute Music of the Same Period,” Diss. Harvard 1960,
pPpP.392-429.
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musical invention and was regarded by
instrumentalists as the highest form of instrumental
art. Some of the extant notated{fantasias appear to
be closely related to this impfovisatory tradition.
Many others display the characteristics of careful
planning and composition, and seem quite removed
from improvisatory practice. A wide variety of
approaches is found. Frequently, the polyphonic
discourse of the fantasia was based on the
principles of imitative point writing found in vocal
music of composers of the generations of Josquin and
Gombert. This has lead to the fantasia sometimes
being described as an instrumental motet.8 gSuch a
description can serve a useful purpose as a point of
departure. John Ward has made the best attempt at
devising an empirical definition of the vihuela
fantasia, describing it as "a relatively free,
monothematic or polythematic, more or 1less
polyphonic, two or more voiced, sometimes highly
ornamented or toccata-like music of greatly varying
- - length occasionally based on borrowed music (parody)
9

but more often newly invented".

Further discussion of the fantasia and its

8For example, Grout describes the ricercar of
circa 1540 as "in effect, a textless imitative
motet"” in A History of Western Music, revised edn.
(London: Dent, 1973), p.227. Anthony Milner writes
of "the full motet-manner of the ricercare" in "The
Late Renaissance" in The Pelican History of Music,
vol.2 (Harmondsworth: Penguin, 1963), p.180.

9%The Vihuela de mano and its Music (1536-
1576)", Diss. New York U., 1953, p.211; hereafter
cited as Ward V.
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development, together with a summary of scholarly"

writing is given in the introductory chapter of

Slim's dissertation, and in art@cles by Caldwell and
"t

Field in The New Grove Dictionary of Music and

Musicians.l0

Sources and literature

The extant repertory of vihuela music comprises
seven books of tablature printed in Spain between
1536 and 1576, as well as several additional pieces
conserved in manuscripts. There is also a
substantial body of music primarily intended for
keyboard, but designated by its authors and editors
as also being suitable for the vihuela. The printed
books and manuscript fragments notate vihuela music
in so-called Italian lute tablature on a six line
staff, where each line represents a course of the
instrument, and numbers are used to indicate the
fret positions on each coursé. Mensural symbols
placed above the staff indicate rhythm. Another
similarly idiomatic system of tablature is used in
the keyboard collections. This system is quite
difficult to apply directly to the vihuela.ll

The printed vihuela books are 1listed in

l’Z’John Caldwell, 'Ricercare', and Christopher
Field, ‘Fantasia', The New Grove.

llphese tablatures are described in Willi Apel,
The Notation of Polyphonic Music, 900-1680, 4th ed.
(Cambridge Mass.: The Medieval Academy of America,
1953), pp.47-53, 56-63.
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chronological order:12

Luys Milan, El Maestro (Valencia: 1536)

Luys de Narbaez, Los seys ljibros del Delphin
[

(Valladolid: 1538)

Alonso Mudarra, Tres Libros de Musica

(Seville: 1546)

Enrriquez de Valderravano, Silva de sirenas

(Valladolid: 1547)

Diego Pisador, Libro de musica de Vihuela

(Salamanca: 1552)

Miguel de Fuenllana, Orphenica lyra

(Seville: 1554)

Estevan Daga, el Parnasso (Valladolid: 1576)

The location of copies of these works together with
inventories of their contents are given in Howard M.

Brown, Instrumental Music Printed before 1608: A

Bibliography.13

" Throughout this study, the vihuelists' names
are given in their usual modern spelling where this
differs from the original, for example, Luis de
Narvéez, Enriquez de Valderr&bano and Esteban Daza.

Four small manuscript collections complement
the printed sources. Three of these are found
appended to copies of the printed sources. The copy

of Mudarra's Tres Libros de Mdsica kept in the

Biblioteca Nacional, Madrid, contains seven pieces

bound into the end of the book. 8ix of them are

12py11 details are given in the Bibliography.

13(Cambridge Mass.: Harvard, 1967).

10
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from Fuenllana's Orphenica lyra, as are four pieces

copied into the end of one of the Madrid copies of

Valderribano's Silva de sirenasf(R.14ﬂ18). The copy

of Silva de sirenas held by the Osterreiches

Nationalbibliothek, Vienna, has three pieces added
by hand at the back. These appear to be unica.

Manuscript MS 6001, Ramillete de flores, held by the

Biblioteca Nacional, Madrid, dates from 1593 and
contains a further ten pieces. One is by Narvaez,

from Los seys libros del Delphin; the other nine are

unica.
Two printed books are designated as suitable
for any polyphonic instrument: keyboard, harp or

vihuela. These are the Libro de Cifra Nueva (Alcalé

de Henares: 1557) by Luys Venegas de Henestrosa,

and Antonio de Cabezén's, Obras de Musica (Madrid:

1578) .

Two theoretical works are sources of important
information about the wvihuela's physical
characteristics, performance practice, and musical

style. These are Juan Bermudo's Declaracion de

instrumentos musicales (Ossuna:1555), and the Libro

llamado Arte de tafier Fantasia (Valladolid: 1565) by

Fray Thomas de Sancta Marfa. The first book of
Sancta Maria's treatise is primarily concerned with
keyboard technique, while the second is a detailed
counterpoint manual aimed at teaching rules by which
fantasias could by improvised.

Descriptions and inventories of these sources,

except the Madrid MS 6001, are also found in Brown,

11

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.









































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































