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The pedagogy of learning to play musical instruments embodies rechniques,
inrelbecrual systems, and values thae reveal a grear deal abour the cultural con-
text in which instruction takes place. The advent of printing in the sixteenth
century provided the opportunity for a new kind of music book and 2 new
system of learning instrumental performanice. Early in the history of music
printing, the pedagogical possibilities of the new medium were recognized
by the Valencian courrier Luis Milin and applied by him to El maestro (The
teacher], his 1536 anthology of music for vibuela, the Spanish guitar-shaped
lute.” In advertising that his book would follow “the same manner and order
thar a reacher would bring o a beginning student: showing him progressively
from the beginning everything of which he might need to know,” Mildn estab-
lished the role thar tablarure books came to play in musical selCinstraction—
not in the intellectual comprehension and appreciation of music, but in the
mechanical dimension of music performance. From a contemporary poine
of view, manuals of this kind thus rell us a grear deal about the otherwise
undocumented pracrices of music reaching and music veachers in the Barly

Twenty years after El maestro, the Franciscan friar Juan Bermudo pub-
lished a much more extensive trearise on musical instruments and instru-
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mental music, his Declaracion de instrumentos musicales (i555).> This was the
first sixteenth-century Spanish book concerning instrumental music whose
primary objective was not to transmit a performance repertoire but to educate
nstrumentalists in matters beyond musical practice. It was not an anthology
of tablature, but a treatise on many aspects of the history, science, and art
of music, formulated with a clear educative aim for instrumentalist readers
of diverse backgrounds, both amateurs and professionals.? In contrast to El
maestro, selfinstruction using Bermudo's text leads principally to instrumen-
talists’ deepening of their musical understanding, At the same time, Bermudo
ives very practical advice on many matters that help us connect his theo-
tical concerns to the commonplace reality from which we construct music’s
cial history. My interest in this study is to focus on Bermudo’s contribution
to-our understanding of learning to play musical instruments as one of the
day-to-day musical experiences of Renaissance-urban life. Intertwined with
his practicality, of course; is Bermudo’s unequivocal intention of offering
he inserumentalist a pedagogical pathway toward achxevmg the status of the
oethian musicus.*

‘The essence of Bermudo's advice for instrumentalists is that they should
learn by assimilating techniques derived from vocal music.-This reinforces
he undeniable centrality of vocal polyphony in sixteenth-century musical
thmkmg and the close interconnection between vocal and instrumental mu-
c.. Bermudo views the appropriation of vocal polyphony by vihuelists and
keyboard players asa natural and normal part of an integrated musical world.
‘wish to emphasize this point in an attempt to neutralize the propensity-to
see instrumental and vocal miusic as'distinet branches-—as part of the ongeing
process of restoring the balance that existed between inistrumental and vocal
music in:Renaissance musical experience. Regarding instrumental music as
either-peripheral or subsidiary is.a legacy of modern historiographyand does

not:accord, atleastin quantitative terms, with what T understand to have been

the soundscape of Renaissance cities-and.towns..
- Italso helps us toundetstand what Bermudo is talkmg aboutif weidonot
cens1der;1nst1;umentahsts tobe a,completely distinct categoryof musician: No-
doubtsome of Bermudo’s readers would-have included clerics who frequently
heard or participated in the singing of vocal polyphony, but whose ‘domesﬁc
recreation included playing the clavichord or vibuela. - William Byrd Tikewise
epitomizes:the professional Renaissance musician who traversed both areas.
We:thus need to keep-in mind:-that many -master polyphemsts were also Ju-
tenists ot keyboard players, that many musicians primarily known to-us as -
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lutenists were composers.of fine vocal polyphony, and that in-urban societies, '
many people’s experience of vocal polyphony was principally through the solo
instrumental medinm.” . v «

With neatly everynew;document that surfaces in my archival investiga:
tions in Spain and Italy, the place of instrumental music-moves closer-into
vocal territory, and the old line separating the center from the periphety.
becomes increasingly blurred. The ever—sharpemng picture reinforces the
centrality of instrumental music and practice in sixteenth-century musical
culture, and the breadth of its social perietration: whether used at court o
domestically, for recreation or entertainment, or as a pedagogical or ;oniposi
tional tool, the lute and other plucked instruments were a central part.of the
sixteenth-century soundscape. This radiated outward from the very center of
mainstream musical activity, assisted by the lute’s multiple roles as a trans
mitter of vocal polyphony, a vehicle for spiritual and moral education and s0
for sel£improvement, and as.a personal symbol of cultural achievement. No
only did many nobles throughout Europe aspire to the model of Castiglione’s
lute-playing courtier, but the combination of class interaction and the print

same models from a few rungs further down the social ladder..

My exploration and Bermudo's text, then, revolve around the: pedagogy
thatassisted the expansion of courtly missical practicesinto the urban sphere,
In the geographical areas that interest me most, the penetration of courtly art
music into urban society appears to-have been quite significant. I'estimate, _
for example, that Spanish violeros may have built over'a quarter of a mil-
lion instruments during the course of the sixteenth century,® and. we learn
from surviving printing contracts that instrumental music wasprinted, in
extraordinarily large editions of 1,200 to 1,500 copies—print runsthat Sutpass
any other known kind of Spanish book producnon. Both pieces of evidence
point to widespread instrumental practice in urban society, demonstrated
through a correspondingly high level of consumption of musical materials;
My contribution to the discussion of Renaissance musical pedagogy isithus
primarily concerned not with the training of a professional elite, but peda-
gogy directed at amateurs. And because this phenoménon~ coincides with the
advent of printing, it also:concerns self-instruction.

As implied above, Renaissance self-instruction literature is llkely to mir-
ror the real practice of master-to-student teachlng,~ but there are many avail-
able models and we cannot be sure. The absence of adequate documentation

of unwritten pedagogical practice is thus a severe limitation towatd achieving



_]uaﬁ Bermudo, Self-instruction, and the Amateur Instr talist - 129

anything like a holistic view of past instrumental pedagogy. We can but ac-
knowledge the role of unwritten pedagogical practice, even though we cannot
resuscitate the voices of the many teachers who gave one-to-one instruction
or who worked in the numerous privately operated music schools in cities
and large towns. We know very little about what they did, and the methods
they used. At the same time, there is probably a certain degree of congru-
ence between oral and print pedagogies, and we can only be reassured by the
.~ indications given by writers such as Luis Milin who confirm their desire to
replicate real-life practice in their published manuals.

Learning an instrument requires the acquisition of physical, mechanical
skills, as well as the assimilation of the key stylistic elements of the music that
is being learned, unless this can be taken for granted as a priori knowledge.
Sixteenth-century students of solo instruments who had not had the experi-
ence of singing vocal polyphony are likely to have needed some guidance with
musical style. In contrast to the dominant instrumental pedagogy of the last
- 250 years, Renaissance instrumental pedagogy in Spain and Italy focuses
substantially on musical style and assumes that good technique will follow
automatically. The printed vibuela books, although aimed at the beginner as
. well as the accomplished player, pay little more than lip service to mechanical
- matters.® None of them include specifically technical exercises, although brief
~ technical exercises are interpolated in numerous Italian lute manuscripts,
~generally working manuscripts that belonged to individual owners.”

. The development of tablature notation is intimately connected to the
~ proliferation of lute music and also, to a lesser degree, to the proliferation
~ of keyboard instruments. In effect, playing by numbers brought the perfor-
*mance of sophisticated polyphonic music within reach of the musically illic
- erare, and the pedagogical challenges that concern us were defined as much
- by the notation as the music itself. Tablature is not difficult to learn and in
* addition to its simplicity, it is graphically compact and an ideal way of writ-
~ ing music in score. Itis probably no accident that the invention of tablature
- coincided with the emergence of music printing, and authors:and publishers
. were quick to.exploit the enormous social potential: some three hundred tab-
. lature books were issued during the sixteenth century. For the first time, high
 quality music was within reach of the bourgeoisie: a broad sector of society
with limited musical expei‘iénce gained easy.access to art music in an easily
- intelligible format. No doubt, some of the great charmers of the era would
have known the odd piece of Josquin, Arcadelt, or Francesco, and with only
the flimsiest musical knowledge acquired through tablature editions, would
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have been able to:feign an-inflated level of cultural refinement in order to-ap-
proximate Castiglione’s'model courtier.. - . '
Returning now to Juan Bermudo, I wish to-consider. one short passage
from the Declaracion de instrumentos that is well known to instrumental schol-
ars, a pithy 460-word codi to his discussion of intabulation technique on fol.
99v, at the end of chapter 71: “Some concluding advice ‘on:intabulations.”* It
is-'worth-revisiting in the present context because of its pedagogical import. -

In one of his rare moments of succinctness, following chapters of Jaborious
and detailed explanation of intabulations, Bermudo cuts to the chase as if
tosay: “now if you really want to bea good vihuelist, here’s what you have
to do.” It is a simple and rational recipe, based on instrumental emulation
of vocal polyphony.-Mechanical skills-are completely ignored. Instead, Ber.
mudo advises his reader to learn through intabulating (rﬁoving progressively
from the simple to the complex); to absorb the compositional technique of
vocal composers, and to use this knowledge for creating one’s own works
(fantasia extemporization), the pinnacle of sixteenth-century instrumental -
achievement. : :

In preceding chapters on lntabulatlons, Bérmudo teaches how to copy
polyphony into score, how to place the music to achieve the best match be-
tween music and instrument, and how to translate the mensural notation
into tablature. He does not advocate simply playing by numbers, but stresses
implicitly that the process of self-instruction involves becoming intimately fa-
miliar with the music through copying and analysis. In this respect, he reveals
an affinity to Vincenzo Galilei in his concern for the integrity of the vocal
model and the use of intabulated polyphony for study possibly more than for
performance.”* Bermudo's insistence on first making a score, in order to-be
able to predict problems likely to arise in intabulating, differs from contempo-
raries such as Bartolomeo Lieto, who-recommends intabulating each contra-
puntal voice directly from the bass upward without the intermediary stage of
making a score.!> Other musicians, such as Cosimo-Bottegari, who were first
and foremost interested in producing intabulations to use as solo'songs—by
singing one of the original voices and converting the remaining voices into a
simple accompaniment-—do not operate with a pedagogical imperative and
are more pragmatic than fastidious.”® The alternative that became both easy
and common due to the explosive upsurge in tablature printing in the 1540s
was, of course, to buy a book of tablature prét a porter.

Bermudo first instructs players to seek out and intabulate music:com-
posed in two partsi
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~ 'The music with which you should begin to intabulate will be villancicos
-{first duos, then in three parts) of homophonic music in which all the voices
usually sound at once. Intabulating these requires little effort because, as
- the notes in each voice have the same value, the ciphers in each bar will
be equal in number. For those who n-ught wish to take my advice: these
' intabulations are not for performing because they are not artful music, so
* do use them to train your ear. Homophonic villancicos do not have strong
enough musical foundations to develop and cultivate good taste in inven-
tion. Use them, therefore for practice and for learning how to intabulate;

‘they are not worth more."*

Even if Bermudo is dismissive of these simple pieces, the student stands
to learn not only the mechanics of intabulation, but also the fundamentals
~of counterpoint. Although never mentioned explicitly, Bermudo takes for
granted the pedagogical benefit accruing from copying the music into score
and intabulating it: this part of the process is possibly the most important of
all in terms of the assimilation of compositional style and technique. What-
ever the musical quality of these two-voice works, theyare also good technical
exercises as they demand accurate finger placement, controlled pliucking, and
linear ﬂuldlty
Very few two-part villancicos of the kmd that Bermudo recommends
survive in polyphonic sources, and not a single example was included in‘any of
thevibuela books published during the sixteenth century® The closest piece
isa setting in Fuenllana’s Orphénica lyra of Si amores me han de matar, which is

attrlbuted to Mateo Flecha; but this dio turns out to be identical to the tenor
and bass voices of an anonymous ﬁve-part settmg inthe so-called Cancionero
de Uppsala.t® Tt is' 1mpos51ble to determine which of the versions might have
given rise to the other: the five-part version could have been createcl by adding
voices to. the dito; or Fuenllana could simply: have extracted the Iowest two
voices from the five-voice work, although this: scenano seems less hkely to me,
‘Not homophonlc (as Bermudo recommended), Si amores me han de matar is of
‘the same imitative style as most of the other two—part music conserved in the
, prmted vibuela tablatires, settmgs of the Benedictus, Pleni, and Et resurrexit

from masses by Josquin and Mouton, along with other hturg1ca1 fragments
'by Morales and Guerrero,

© 7 The’ three‘part homophonic villancicos to which Bermudo refers are
hkely to be works such as those in the old style by]uan del Encma and other
composers who' ﬁgure alongs1de "him in sources such as the Canctonero de

Palacio; as well as later pieces in the same style. Playmg intabulated three-
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part homophonic works taught playets to understand triadic harmony and
chordal progressions and cadential formulas long before t»he:developr‘nent of
a vocabulary to explain them. Triads were possibly understood as physical
hand—posmons as much as theoretic constructs of superlmposed 1ntervals,'
although it is hkely that by Bermudos time players of plucked instruments
practlced aform of basso, continuo, elther reading from the bass partor entlrely
by ear.”” : ey ! ‘
The second step in Bermudo S method refers to the new style of imicative
three-part villancicos that emerged in Spain during the second quarter of the
century:.

Having derived some kind of benefit from the above villaﬁcicos,ithe player .
should seek out the villancicos of Juan Visquez which are of high quality,

and works by an interesting author named Baltasar Tellez. The works of
this studious and wise composer possess four quahtles that warrant report- k
mg hete: firstly because they are attractive and each voice can be sung in its
own rlght ..asifit might have been written to be s sung alone, From thls 1
infer the second quality: that their attractiveness makes them éasy to sing
and play. Thirdly, they should have many well-placed suspensions as these
sound good on the vibuels. Thelast condition is that the music should have

a narrow range and the voices should not be far from one another when

- each homophony is sounded.*®

The prmted vibuela books include large number of this kind of v1llanc1co, in-
cluding many that embody exactly the qualities for which Bermudo pralsed
the works of Baltasar Téllez. The greatest number of surv1v1ng works of this
kind are the three~v01ced villancicos by Visquez, mcluded in his thlanczcos i
Canciones of 1551.%° i
From three—part music, Bermudo tnoves to works of ggeater SOPhlSthQ:
tion in four voices, music of greater length and complexity. He speaks of this
‘music with great reverence—of its inexplicable beauty, a soutce of WISdom
and spiritual edification. In this hght, as well as for their range of solutlons,
he also extols Morales, Josquin, and Gombert for the variety displayed in text
setting, The prominence he affords these three accords with the prevalence of
their works in the surviving instrumental sources, not only the Mass sectibqs
that he recommends, but also large numbers of motets, chansons, madrigals,
and SpaniSh secular works thar make upsucha high proportion of the repet-
toire. His closing remark about the music of Gombert no doubt arises from

the composer’s thicker textures and more pervaswe imitation:
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<Among the Masses of the eminent musician Cristébal de Morales you will -
find much music to intabulate, music of so many good qualities that T'am

k 1ncapable of describing it, He who lends himself to this music will not only
gain wisdom, but also contemplatlve devotlon. Only few COmMPpOSers possess
these qualities, and attam variety in text settmg And among these few, the
above-named author is one. Among the foreign music you might find, do

not forgét that of the great Josquin, who founded music. The most recent
that you should intabulate is the music of the excellent Gombert, Due to
the difficulty of intabulating it satisfactorily ori the vibuela, for being'so

i overflowing, I put it in last place.”® : :

k Having laid out this ground‘plan, Bermudo gives lrttle further guidance,
Makmg 1ntabulat1ons according to the methods he elucrdates in the preced—
g chapters produces arrangements that sit well under the fingers because

nﬁguratrons. His further advice deals only with a few secondary small-

scale matters, such as how to deal wrth unisons between polyphenic voices.
incenzo Galilei gives much ‘more pamstakmg detail in Il-Fronimo about
maintaining polyphomc integrity in 1ntabulatlons. Otherwrse, there is a high
evel of agreement between these two authors whose pedagogical principles
e closely aligned. They share the view, for example, thatitis advantageous
at lutenists be able to read and comprehend mensural music, In content,
wever, Gahlel addresses his treatise to more accomphshed players, perhaps
eflection of a more sophlstlcated Florentine readersh1p, unless thisis an jm-
ession that stems from his use of classical master—pupll d1alogue format.

.. The conclusmn of Bermudo’s chapter establishes the tight nexus between‘
ntabulatlon and mstrumental composition, and the need to have fully assimi-
ated all of the precedmg steps before attempting to create one’s own music.
This is one: of the most frequently quoted sentences from the entire treatise:

Beginners err'greatly in trying to impresswifh their own fantasies. Even i
~if they were to know counterpoint (at least as well as the aforementioned
'composers) they should notbe in such a hurry, soasnot:to do it w1th bad -

taste?t :

The po1nt is clear, vocal music is the mstrumentahsts model however,
ve mlght be equally cr1t1cal of Bermudo for not gomg  far enough It seems
as though his pedagogy is one ofi imitation by absorptlon. I—Ie g es no direct,
concrete guldance on:how to proceed from mtabulatlon to fantas1a. whether
itis by chrect imitation, by analogy, by osmosrs, or s1mply by drmkmg from

ey make good use of open strings and the standard vocabulary of chord

i
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the fountain of knowledge. As Philippe Canguilhem hasobserved, Galilei has
a similar difficulty explaining satisfactorily in Fronirio how amateur players
built the bridge between intabulation and fantasia.2 Thé most detailed at-
tempt to teach fantasia improvisation is, of course, Santa Maria's Arte de tafier
fantasia of 1565.23 Usmg highly systematlc pedagogy, Santa Manas offers the
most comprehenswe and effective method for Iearmng how to extemporize-

 imitative counterpoint. Despite its great excellence, the one vital element that
Santa Maria eschews along with every other sixteenth-century writer I have
consulted, is that of musical structure. While Santa Maria reveals very cleatly
how to make all variety of imitative entries, he did not go so far as to offera
strategy for composing a fantasia. Perhaps there did exist an unarticulated
belief that the only way for the instrumentalist to assimilate the rhetorical,
poetic, and narrative dimensions of contemporary musical discourse was, in
fact, through 1ntabulat10ns. : .

The congruence between Bermudo's writings and those of other authors
who ventured to discuss eatly instrumental music suggests him to be an accu-
rate reporter of established pedagogical practice. If we put him into a broader
context, he aims atthe curioso tai"iedbr or “inquisitive player,” and offers a more
intellectualized approach to playing than would have been the experience
of those who taught themselves by way of published tablature anthologies.
At the same time, Bermudo offers these players the opportunity to learn
skills that will help them move out51de the confines of what was available in
print.

Beyond Bermudo, however, and beyond the theoretical literature, there
is other evidence about the way that lutenists and keyboard players acquired
musical knowledge. Musical sources still contain a great deal of additional
information that can be interpreted within our discussion of pedagogical
practice. On the one hand, instrumental parodies of vocal works such as
Vincenzo Galilei’s Fantasia sopra Anchor che col partire—as one emblematic
example—offer a window onto the nexus-between intabulation and fantasy;
and at the same time, lute manuscripts in particular are full of brief, fragmen-
tary pieces that wetre probably intended to be memorized and incorporated
into improvised works during performance. Named clausula, final, tirata, and
so forth, they are highly suggestive of a practice of extemporized composition
that relied, at certain strategic points, on the ability to invoke preexisting
memorized materials, especially openings, cadential formulas, and codas.
Some Italian lute manuscripts from the late sixteenth century contribiite
significantly to a growing body of evidence that supports the notion of extem-
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orized fantasia involving the real-time assembly of works using certain pre-
abrlcated  components,’ **Some of these materials p0531b1y record the activity
of their compﬂers as either teachers or pupils, and are likely to help us further
Hluminate pedagogical practice, perhaps bringingus closer to understanding
nwritten practices relating both to composmonal process and the way that
rban amateurs became musicians.

o NOTES.
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Paris: CNRS, 1958) 171—78; Robert Stevenson,]uun Bermud (The Hague: Martinus Nij-
1960) Maria Teresa Annoni, “Tuning, Temperament, and | Pedagogy for the Vihuela
an Bermudos Declamcwn d instrumentos mustcales (1555)" (Ph D. dISS., Ohio State

a” (In praise
i ae, heav1ly dependent apon
thian lelSlonS of music,

ante$, muchos enq‘s‘ ntores, ypocos
there are 1nﬁn1te smgers, many good composers, and very few
L5V,
; Importance of Slxteenth
,ntury Intabulatlons inPr ceedmgs'of the. Internatmnal Lute Sympos' Utreckt 1986, ed.
uis Peter Gr1_]p and lelem Mook (Utrecht:

tt del XIV Cong’resso ella
Transmtsstone e 'rece on delle _forr e di.cul
, 1990) 3 50-67; and more

fichs, Lt ! tMuleall 31 (2.002) 71-90." " B
This ﬁgure estimated by assummg, conservatlvel

. he 170 woleros nown
ve been active.in Spain. dutmg the sixteenth century rmg 181

epresent only ohe tenth



Juan Bermudo, Self-instruction, and the Amateur Instrumentalist - 135

orized fantasia involving the real-time assembly of works using certain pre-
bricated components.** Some of these matetials possibly record the activicy
of their compllers aseither teachers or puplls, and are likely to help us further
lluminate pedagogical practice, perhaps bringing us closer to understanding
nwritten practices relating both to compositional process and the way that

surban amateurstbecame musicians.
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