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ABSTRACT 

The manuscript entitled "Pieces de Guitarre de 

differende Autheure recuellis par Henry Francois de Gallot" 

(GB:Ob Ms. Hus. Sch. C94) is one of the largest single 

collections of music for the Baroque guitar. The source 

contains over 600 pieces by various composers, including 

Gallot and Corbetta. An overview of the physical 

characteristics, organization, and stylistic features of 

this important source is intended to provide a basis for 

further study and concordance search. 

•6 
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CHAPTER 1 

The manuscript entitled Pieces de differende 

Autheure recueillis oar Henrv Francois de Gallot1 

contains almost 600 pieces for the Baroque guitar. One of 

the largest single collections of music for that 

instrument, it is the only known source of guitar music 

attributed to members of the de Gallot family and has 

proved an important alternate source for the music of 

Francesco Corbetta.2 Other attributions are scarce, but 

include Dufault, Batiste [Lully], Mr. Talbot, A. M., 

Clement, Arkangelo, Gm. Reymes, and Mr. Manoke. Over 

two-thirds of the pieces have no attribution and remain 

unidentified. In addition to music for the Baroque guitar, 

the manuscript contains compositions for the mandore and 

the "guitarre theorbee". Only one other source of music 

for the "guitarre theorbee" (or "chitarra tiorbata") 

•^Oxford, Bodleian Library, Ms. Music School C94, 
hereafter referred to as Ms. C94. Throughout this study, 
spellings taken from primary sources have been retained. 
Accents have been added according to modern practice. 

2Richard T. Pinnell, "Alternate Sources for the 
Printed Guitar Music of Francesco Corbetta (1615-1681)", 
Journal of the Lute Society of America. Vol. IX (1976), 
p. 72. 
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exists, Giovanni Battista Granata's Soavi concenti di 

sonate musicali per la chitarra spaanuola (Bologna, 

1659) .3 

The title page states that the guitar pieces 

presented in the manuscript were collected by Henry 

Francois de Gallot, "Escuyer S* de franlieu, l'un des 

fameux et tres-excellants de se siecle". (Figure 1) Aside 

from providing his title, this description does little but 

raise questions. Whether Henry Francois was known as "one 

of the famous and excellent" guitarists, composers, or 

patrons "of this century" remains unclear. Only one 

reference to his role as a guitarist/composer can be found 

in the manuscript: on folio 34 (verso), a courante is 

followed by the words "mise par moy Gallot d'lrlande". 

Assuming that the word "moy" refers to Henry Francois, this 

statement provides the only link between the Gallots 

included in the collection and Henry Francois. None of the 

pieces attributed to various Gallots bears specific 

reference to Henry Frangois. Forty-three pieces are 

attributed to "Gallot d'lrlande" (or "Gallot d'l"), 

3Richard T. Pinnell, "The Theorboed Guitar: Its 
Repertoire in the Guitar Books of Granata and Gallot", 
Earlv Music. Vol. VII, p. 323. Both sources contain music 
for an instrument with five regular courses and seven 
unstopped basses attached to an extension at the side of 
the pegbox in the manner of the lute. Neither source 
indicates the tuning or stringing of the instrument. 
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thirteen to "Gallot d•Angleterre", thirteen to "Gallot V", 

two to "Gallot le juene", two to "Gallot", and one to 

"Gallot Cadet". 

Gallot Lute Sources 

To date, no evidence has been discovered regarding 

the relationship between the Gallots included in this 

source and the Gallot family of lutenists active during the 

same period. While a complete concordance search between 

Ms. C94 and all extant Gallot lute sources is beyond the 

scope of the present study, an examination of these sources 

reveals the complexity of Gallot family relationships and 

provides a basis for further study. 

Twenty-two manuscripts containing music attributed 

to various Gallots have been identified. Only one print 

survives, entitled Pifeces de Luth/Composees sur differens 

Modes/Par Jacques De Gallot/Avec Les Folies d'Espaane 

Enrichies deplusiers beaux couplets (Paris, Bonneuil, 

n.d.). This print contains fifteen pieces in F#-minor and 

sixteen pieces in A-minor, and includes brief "M&thode 

qu*il faut observer pour jouer proprement du luth". In his 

dissertation on the manuscript sources of seventeenth 

century French lute music, Wallace Rave identifies eight 



13 

manuscript sources which hava concordances with the 

Pieces.4 These are marked with an asterisk on the 

Chronological List of Sources (Table 1). in her study of 

the £iisss, Clare Callahan lists only five such sources — 

Saizenay I, Saizenay II, Brossard, Milleran, and 

Kremsmunster Ms. L.79.5 The Saizenay manuscripts contain 

a complete copy of the Pifeces. Both specify "vieux Gallot" 

as the composer and refer to the published source. 

Saizenay I contains the 15 pieces in F-sharp minor, 

introduced as "Pieces de luth en Fut fa#, ton de la chevre, 

telles qui elles sont gravies dans son livre".6 Saizenay 

II contains the 16 pieces in A-minor, where they are 

referred to as "Pieces de luth du vieux Gallot telles 

qu'elles sont dans son livre grav6 par Bonneuil".7 The 

Milleran manuscript has only two concordances with the 

Pieces, but specifies "vieux Gallot de Paris" as the 

composer. All other sources list only "Gallot", and give 

4Wallace Rave, Manuscripts of French Lute 
Music. 1630-1700! An Introductory Study (Unpublished 
Ph?DT Dissertation, university of Illinois, 1972), pp. 
247-248. 

^Clare Callahan, Jacques Gallot's "Pieces de 
T.uth": A stvle Study and Critical Edition (Unpublished 
Master's Thesis, Ohio State University, 1963), p. 11-17. 

6Callahan, p. 16. 

7Hans Radke, "Bemerkungen zur Lautenisten-Familie 
Gallot", Die Musikforschunq. XIII (1960), p. 52. 



Table 1. Chronological List of Gallot Lute Sources 

RISW » RISK DATE RAVE-DATE TITU 

GB:Ob G616 C. 1660-80 c. 1690-1700 

G8:0b G617 e. 1660-80 c. 1690-1700 •aaaw 

GB:Belcarras 
Private Library 

C. 1660-75 not listed 

F:Pn Ms.Ms.VM7 370* C. 1672-73 c. 1672-82 Brossard 

D:LEa II.6.14 C. 1670-80 c. 1685-1700 

D-brd:B Mus.Ms.40600 lata 1600's c. 1670 

F:Pn Ms.RAs. 823* C. 1690-1700 C.1682-87 Milleran 

F:B Ms. 279X52* c. 1699 C. 1710-20 Saizanay 

7:B MS. 2791S3* c. 1699 C. 1700-10 Saizanay 

A:KR Ms. L.79* c. 1690-1710 C. 1690 

A:XR Ms. L.83 lata 1600's -
C. 1705 

C. 1690 

F:Pn Ms.Ms.VSb.as.7* aarly 1700's c. 1685-95 Barb* 

A:KR MS. L.78 last third of 
17th cantury 

c. 1700-10 

D:LEa II.6.24* last third of 
17th cantury 

c. 1700-10 

S:L Ms.LittsraG.No.34* aarly 1700's c. 1690 

A:Wn 17706 aarly 1700's c. 1690-1700 

CS:PU Ms. II.Xk.73 aarly 1700"s c. 1700-10 

CS:Pu MS. II.Xk.83 aarly 1700's c. 1690-1700 

D:R0u Ms.Mus.sasc.XVII 
18.53.1.B 

c. 1720 not listed 

D:R0u Ms.Mus.sasc.XVII 
18.52.2 

2nd dacada of 
18th cantury 

c. 1720 

A:GO Ms. Lautsntab.l 1735-38 not listed 

GB:HAdolmtsch Ms.II.B.2 c. 1750-1770 not listed 
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no further information.8 Based on the evidence above, 

Rave, Radke, and Callahan agree that the Jacques Gallot of 

the Pieces and the "v[ieux] Gallot de Paris" of the 

manuscript sources are the same individual. 

Previously, scholars had assigned authorship of the 

Pieces to Gallot le jeune based on the relatively late 

publication date suggested by the dedication. Jacques de 

Gallot dedicated his lute book to "Monseigneur le Comte 

Destr£e/viceadmiral de france" and congratulated him on his 

recent appointment to that position.9 Most secondary 

sources assume that the dedication refers to Jean, Comte 

d'Estrdes, who was awarded the post of Vice-Admiral in 

1670.10 Francois Lesure, however, in his introduction to 

the reprint of the Pieces, assumes that the dedication 

refers to the son of Jean d'Estr£es, Marechal Victor-Marie 

d'Estr^es, who received the Vice-Admiralship in 1684. 

Lesure then states that "this late date also appears to 

®Rave, p. 249. 

9In addition to the title page, we read on page 
3: "Si le choix que sa Majeste vient de faire de votre 
personne pour remplir une des premieres charges du Royaume, 
fait connoitre & toute la France la justice qui estoit deue 
a votre merite ..." (If the choice which his Majesty 
has just made, that you should fill one of the most 
important posts in the realm, makes all of France aware of 
how deserving you are. . .) 

10Callahan, p. 18. 
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confirm that the Pieces are the work of the young 

Jacques. 11 To my knowledge, the first name Jacques 

does not appear in connection with "Gallot le jeune" in any 

manuscript or contemporary literary source, but has been 

applied solely as a result of the attribution of the Pifeces 

to "Gallot le jeune". Although it is impossible to set a 

precise publication date for the Pifeces. it is evident that 

the work can have appeared no earlier than 1670, the date 

of the first Estrees appointment to the post of Vice-

Admiral. In addition, all manuscript sources support the 

ascription of the source to "vieux Gallot" or "v[ieux] 

Gallot de Paris". 

The earliest reference to a lutenist named Gallot 

appears in a court document dated December 30, 1617: 

Accord entre Mathurin Daniel, marchand et bourgeois 
de Paris, demeurant rue Saint-Denis, & l'enseigne du 
Renard, et Madeleine Dufeu, femme d'Antoine Gallot, 
maitre jouer de luth et musicien, demeurant & 
Boulogne-sur-Mer, au service de Daniel depuis deux 
ans. Les parties conviennent que les meubles et 
hardes dergbes par ladite Dufeu lui tiendront lieu 
de gages.12 

11Jacques Gallot, Pieces de Luth (Paris: Bonneuil, 
n.d.; Geneve: Hinkoff Reprint, 1972), Preface, n.p. 

12Documents du Minutier Central Concernant 
L'Histoire de la Musicrue 1600-1650. ed. Madeleine Jurgens 
(Paris, 1969), Vol. 1, p. 627. (Agreement between Mathurin 
Daniel, merchant and bourgeois of Paris, residing on Rue 
Saint-Denis at the sign of the Fox, and Madeleine Dufue, 
wife of Antoine Gallot, master lutenist and musician, 
residing in Boulogne-sur-Mer, in Daniel's service for two 
years. The parties agree that the furniture and rags stolen 
by the said Dufeu will be kept by her instead of wages.) 
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This somewhat unpleasant incident shows Antoine Gallot to 

have been active in France as a musician, most likely 

before his appointment to the Polish court, where he served 

Kings Sigismund III and Wladislaw IV. He died in Wilna, 

Poland in 1647. A vocal canon of his composition appears 

in Marco Scacchi's Cribrum Musicum (Venice, 1643).13 No 

lute compositions are known to survive, however two of the 

four pieces attributed to "v. Gallot d'Angers" in the 

Milleran manuscript are entitled "Balet polonois". Most 

secondary sources identify Antoine Gallot as "v. Gallot 

d1Angers" based on these two pieces. Hans Radke objects to 

this association, stating that: 

Wenn "vieux Gallot d'Angers", wie M. Brenet annimmt, 
mit dem polnischen Hoflautenisten Antoine Gallot 
identisch ist, der schon in den Diensten Konig 
Sigmunds III ( 1632) stand und 1647 in Wilna starb, 
so wird er wohl die neufranzdsische Lautenmusik 
nicht sehr beeinflusst haben. Nach Thomas Mace ist 
die neufranzosische D-moll-Stimmung um 1635 
angekommen.14 

Whatever the outcome of this debate, Antoine Gallot is the 

only member of the Gallot family known to be active during 

13Radke, p. 55. 

14Radke, p. 54. (If "vieux Gallot dangers", as 
M. Brenet suggests, is identified with the Polish court 
lutenist Antoine Gallot, who served King Sigmund III (d. 
1632) and died in Wilna in 1647, it is unlikely that he 
would have been influenced to a great degree by the new 
French lute school. After Thomas Mace, the new French 
D-minor tuning was introduced after 1635.) 
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the first half of the seventeenth century. All other 

Gallot lute sources date from approximately 1660 through 

the early 1700's (see Table I). 

An examination of secondary sources reveals three 

manuscripts of particular importance in the study of the 

Gallots: Milleran, Leipzig 14, and Prague 83. The 

Milleran manuscript is the only source to distinguish 

between two older Gallots, containing four pieces 

attributed to "v. Gallot d'Angers" and three to "vieux 

Gallot de Paris". The list of "maitres de luth" on the 

title page includes "Messrs. Gallots les deux frferes" and 

"Gallot le jeune, fils de Mr. le v. Gallot d'Angers". Not 

all of the lutenists on this list are represented in the 

source, "Gallot le jeune" among them. The two brothers 

referred to may be the two older Gallots since they are the 

only Gallots specified within the source. 

Unfortunately, no other sources exist which 

corroborate the Gallot family relationships outlined in 

Milleran. The Leipzig manuscript contains 56 pieces 

attributed to "vieux Gallot" and four pieces attributed to 

"Gallot". Forty of the "vieux Gallot" attributions are 

unica and have character titles in the manner of the 
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Pieces.15 Callahan states that while there are no 

concordances with the Pieces, one piece also appears in 

Milleran, where it is attributed to "vieux Gallot de 

Paris".16 Assuming that the Pifeces were compiled by 

"vieux Galloot de Paris", this concordance, in combination 

with the use of character titles, suggests an association 

with Jacques Gallot, the author of the Pifeces. The 

compositions in Leipzig 14 may have been intended as the 

second book promised on the last page of the Pieces. "sy 

dieu me laisse vivre". 

The Prague manuscript may prove to be a Gallot 

autograph, as the same hand which entered the music wrote 

on page 159, "commence le 16 may par Gallot a Paris". At 

the bottom of that same page is an address: "Gallot, a 

Paris au bas de la rue de tournon cul de sac de la rue des 

4 vents". Rave states that "the obvious conclusion is that 

one of the Gallots, probably the younger, was the hand 

responsible for the entries in Prague 83".17 The same 

address appears in Prague 73, but in a different hand. 

15Rave, p. 309. 

16Callahan, p. 12. 

17Rave, p. 307. 
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The remaining manuscript sources provide little 

additional biographical information. Secondary sources 

disagree on the number of Gallot compositions included in 

each source, but the frequency of their inclusion indicates 

the importance of the Gallots and their music. Their 

reputation is also documented in literary sources of the 

period. An article in the January, 1683 issue of the 

Mercure galant includes the following passage: 

Comme je sgay que vous estimez beaucoup Mr. Gallot, 
vous envoye une de ses pieces de luth, qui m'est 
tombe entre les mains, et que j'ay fait graver. Cet 
habile maistre est revenu du long voyage qu'il 
estoit alle faire et qui a priv6 Paris des concerts 
qu'il donnoit tous les Samedis au public. II les 
doit recommencer dans peu de temps, et l'on aura le 
laisir d'entendre cet excellent homme qui reussit si 
bien, tant pour la finesse du jeu, gue pour la 
position des doigts et la propr6te. 8 

Marcelle Benoit assigns the first name Jacques to this "Mr. 

Gallot", but does not provide documentation.19 Other 

references to the Gallots are equally general. Titon du 

Tillet mentions the name Gallot in connection with the 

18Mercure galant (January, 1683), p. 248. (As I 
know that you admire Mr. Gallot a great deal, I am sending 
you one of his lute pieces, which fell into my hands and 
which I have had printed. This capable master has returned 
from a long trip which deprived Paris of the concerts which 
he gave every Saturday to the public. He will begin to 
give these again shortly and one will have the pleasure of 
hearing this excellent man who has succeeded as much for 
the finesse of his playing as for his technical ability.) 

19Marcelle Benoit, Versailles et les musiciens du 
roi. 1661-1733 (Paris, 1971), p. 12. 
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Gaultier school of lutenists: "Les Gaultiers ont eu de 

tres-bons £lfeves, tels que GALLOT, DU FAU, DU BUT, MOUTON 

et quelques autres."20 In describing the influence of 

French lutenists on the development of keyboard music, 

Mattheson wrote that Froberger "die frantzdsische 

Lautenmanier von Galot und Gautier auf den Clavier annahm, 

die damahls hoch gehalten wurde."21 

Within the context presented above, Ms. C94 may be 

seen as a relatively early source of music attributed to 

the Gallot family. Unfortunately, only the names "Gallot 

vieux" and "Gallot le jeune" are found in common between 

the lute sources and Ms. C94. The first name "Jacques" 

does not appear in Ms. C94, while "Henry Francois" does not 

appear in any of the lute sources. While French influence 

is evident in Ms. C94, the geographic areas of Great 

Britain and Ireland seem to have no significance for the 

Gallot lute sources. No musical concordances have been 

discovered thus far. Lacking such concrete evidence, the 

connection between the guitar anthology of Henry Francois 

de Gallot and the music of the lutenists of the same name 

remains pure conjecture at the present time. 

20Titon du Tillet, Le Parnasse francois (Paris, 
1732; Reprint, Geneva, 1971), p. 405. 

21Johann Mattheson, Grundlaoe einer Ehren-Pforte 
(Hamburg, 1740), p. 88. 
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CHAPTER 2 

The title page states that Ms. C94 was begun in 

Nantes on September 18, 1661 by Monnier, the Htr6s humble 

et affectionn6 serviteur" of Henry Francois de Gallot. 

Monnier"s name appears only on the title page and no 

further information is available regarding his association 

with Gallot. Whatever their relationship, it appears that 

both men dedicated a great deal of time to the manuscript. 

Dates found within the collection range from 1661 to 1684, 

while datable pieces include an excerpt from Corbetta's 

book of 1639 and a transcription of a minuet from Lully's 

opera, Phaeton. of 1683. Assuming that the title page date 

of 1661 indicates the initiation of the project, and using 

the Lully example as a closing date, the manuscript 

represents over twenty years of work. 

Provenance 

In his article on the de Gallot manuscript, Donald Gill 

states that the "de Gallot volume is of French origin but 

has obvious connections with the Restoration court".22 

22Donald Gill, "The de Gallot Guitar Books", Earlv 
Music. Vol. VI (January, 1978), p. 80. 
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Despite the tempting date of 1661, no evidence exists to 

support an association with the court of Charles II. 

French origin is supported by the statement on the title 

page, "faict 4 Nantes". An earlier seventeenth century map 

describes English presence in Nantes, stating that the 

inhabitants "speake the Brittish and French tongues 

commixed together.1,23 The majority of the manuscript is 

written in French, with English phrases becoming more 

frequent after folio 93. Three pages of instructional 

material written entirely in English appear near the end of 

the collection. 

Nantes, however, did not supply the only British 

influence. That certain members of the Gallot family felt 

a close association with the British Isles is evident in 

the frequent use of the titles "Gallot d'lrlande" and 

"Gallot d'Angleterre". The forty-three pieces attributed 

to "Gallot d'lrlande" far outnumber the thirteen pieces 

attributed to "Gallot d'Angleterre". The use of these 

titles alone, however, does not imply that "the collection 

was assembled in the British Isles", as Richard Pinnell 

23Mercator - Hondius - Janssonius, Atlas or a 
Geoaraphicke Description of the World. Amsterdam, 1636 
(Reprint, 1968, Theatrum Orbio Terrarum, Series of Atlases 
in Facsimile, Fourth Series, Volume III, Rand McNally & 
Co.), p. 289. 
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states.24 On the contrary, it seems clear that work on 

the manuscript took place at some point in Nantes, while 

no further 

evidence regarding the Gallot manuscript's connection to 

the British Isles is known to this author. 

Inside the front cover of the manuscript, the name 

Monsr. Gallot is written in the upper right hand corner, 

in what appears to be the principal hand. Other markings 

refer to Bodleian catalog numbers: MS LXIV, A. 5. 82, and 

Ms. Mus. Sch. C 94. No other indications of private or 

institutional ownership are visible. Robert Hake's 

manuscript catalog of music in the Bodleian Library 

contains the earliest listing of the de Gallot manuscript, 

but provides no information regarding its acquisition.25 

In her New Grove article, "Gallot", Monique Rollin 

incorrectly lists the Paris Biblioth&que Nationale as the 

location of this manuscript. The source, however, does 

not appear in the catalogs of the Biblioth&que 

24Pinnell, "Alternate Sources", p. 72. 

25Robert Hake, Catalogue of Music Belonging to 
[•Oxford Bodleian Library! the Music School (Oxford, 
Bodleian Library, Ms. Mus. Sch. A.86, 1854), p. 135. 
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Nationale.26 At this point, the only certainty in the 

history of the manuscript is that it was acquired by the 

Bodleian before the compilation of the Hake catalog in 

1854. 

Watermarks 

Hake describes Ms. C94 as "one large folio volume in 

rusty black leather binding. It has two labels on the 

back, one illegible, the other bearing the number 86."27 

These labels are no longer visible. A detailed physical 

description was prepared for Donald Gill's article by 

Margaret Crum, Assistant Librarian, the Bodleian Library, 

Oxford: 

Large upright folio: x + 150 leaves. Originally 
probably 18 gatherings (1-138, 14-156, 16-188), W.M. 
grapes (not found in Heawood), regularly ruled with 
12 5-line staves, the first indented. In front was 
a quire of 6 (fol. 1 pasted to cover, fols. 4 and 6 
missing), and at the end one bifolium of the same 
paper, w.m. fleur-de-lys plus countermark IHS, 
resembling Heawood 1785, not ruled. Inserted at the 
beginning is a quire of 6, w.m. fool's cap and 
initials H.G., resembling Heawood 2012, countermark 
PB. Inserted at the end is a quire of 6, w.m. 
fool's cap, somewhat resembling Heawood 1997, no 
countermark, plus 2 additional leaves of the same 

26New Grove Dictionary of Music and Musicians 
(London: MacMillan, 1980), Vol. VII, p. 131. I am 
grateful to Mme. Catherine Massip, Conservateur at the 
Bibliotheque Nationale, Departement de la Musique, who 
confirmed that the manuscript is not part of their 
collection. 

27Hake, p. 135. 



paper as the first inserted quire, all ruled with 10 
5-line staves, red marginal ruling; plus one leaf, 
[countermark] I.P., ruled with 8 6-line staves, red 
marginal ruling. Brown calf binding. Paper label 
on spine is much blackened, but seems to include the 
word "luth".28 

The watermarks described above are easily visible, 

and are centered on the page in typical folio format. 

Folios i to iii measure 14 inches by 9 inches. The 

fleur-de-lys resembles Heawood 1785, dated 1670 

(Figure 2a).29 Folios v to x are smaller, lighter-weight 

sheets, measuring about 13 1/4 inches by 8 inches. As Crum 

indicates, the fool's cap with initials H.G. closely 

resembles Heawood 2012, taken from a churchwarden's account 

at Stoke-on-Trent dated 1683 (Figure 2b).30 This date 

supports the date of 1684 found on folio viii (recto and 

verso). Folios 1 to 139 form the body of the manuscript 

and return to the larger paper size of 14 inches by 9 

inches. The scribe made an error, numbering folio 81 

twice, so that there are actually 140 folios. The 

gatherings identified above refer to this main section. 

The watermarks are grapes, with the letters SG visible with 

28Gill, p. 80. 

29Edward Heawood, Watermarks. Mainly of the 17th 
and 18th Centuries (Hilversum: The Paper Publication 
Society, 1950), p. 104. 

30Ibid., p. 110. 
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the grapes on folio 51. Heawood includes only one such 

watermark, 2182, taken from the endpapers of a book 

published in 1679 (Figure 2c).31 He gives no further 

information regarding the source. Folios 140 to 148 return 

to the smaller paper size, again 13 1/4 inches by 8 inches, 

with a different fool's cap appearing on folios 140, 142, 

and 144. No countermark is visible on alternate folios 

141, 143, and 145. Heawood 1997, listed by Crum as 

somewhat resembling this fool's cap, has the countermark LR 

(Figure 2d).32 Folio 148 has the countermark IP, which 

appears nowhere else in the manuscript. This single sheet 

also contains the only lute music included in Ms. C94. 

Only two examples of the countermark IP are found in 

Heawood. Both appear with plain fleur-de-lys and are 

taken from the same source, dated 1712 (Figure 2e).33 

Table 2 provides a listing of the watermarks present in Ms. 

C94 with corresponding Heawood numbers and dates as 

discussed above. 

Because of the contrast in paper size between the 

main body of the manuscript and the folios inserted at 

beginning and end, Ms. C94 has been described as "two 

31Ibid., p. 109. 

32Ibid., p. 109. 

33Ibid., p. 125. 
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Table 2. Watermarks in Ms. C94 Listed by Folio Number 

Paper Size 

14" X 9" 

13 1/4" X 8' 

Folio * Wafce rnarle Heawood </Date 

14" X 9" 

13 1/4" X 8" 

i fleur-de-lys 1785/c. 1670 
ii IHS 1785 [countermark] 
iii IHS 1785 [countermark] 
iv ? ? 
V fools' cap 2012/C. 1683 
vi PB 2012 [countermark] 
vii fools' cap 2012 
viii PB 

cap 
2012 [countermark] 

ix fools1 cap 2012 
X PB 

cap 
2012 [countermark] 

1-8 grapes None 
9-16 
17-24 
25-32 
33-40 
41-48 
49-56 grapes, , SG 2182/C. 1679 

(f. 51 only) 
57-64 grapes None 
65-72 
73-80 
81 (a « b) - 87 
88-95 
96-103 
104-109 
110-115 
116-123 
124-131 
132-139 (140) 
140 

(140) 
fools1 cap 1997/C. 1665 

141 — — 

142 fools' cap 1997 
143 — 

144 fools' cap 1997 
145 — — 

146 fools * cap 2012/C. 1683 
147 PB 2012 [countermark] 
148 IP 1700/C. 1712 
149 IHS 1785/C. 1670 
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entities, a large MS book which has been bound with a much 

smaller MS book".34 This description implies two 

separate collections, each with a distinct character. The 

inserts, however, are written in the same hand as the body 

of the manuscript and foliation numbers are not disturbed. 

The inserts also contain music attributed to Gallot 

d'Irlande and Gallot le jeune. Furthermore, the inclusion 

of these smaller folios after the title page indicates that 

they were intended as part of one large collection. These 

seventeen added folios should therefore be viewed as an 

integral part of Ms. C94 and not as a smaller manuscript 

book. 

Scribe 

The scribe ruled the larger folios with twelve 

staves, the first indented. Marginal rulings are not 

visible. The smaller folios were ruled with ten staves, 

the first not indented. Light red marginal rulings are 

visible. Bar lines throughout were not ruled, but were 

apparently entered with the music. Rhythmic notation is 

clear, with rarely an error or omission. Right hand 

fingerings are provided below tablature letters 

sporadically, apparently included only where the scribe 

34Gill, p. 81. 
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thought necessary. A vertical line indicates the thumb, 

one dot indicates the index finger, and two dots indicate 

the middle finger.35 Ornaments are applied sparingly, 

using the following three symbols: [,]; [x]; [ ]. No 

realization of these symbols is provided. Arpeggiated 

patterns are not indicated with a symbol, as in some 

Italian sources, but are written out. Notes intended to be 

played simultaneously are connected with a vertical line, a 

common practice in lute and guitar tablatures. In general, 

the tablature appears to have been entered with a concern 

for accuracy. 

The table of alfabeto symbols on folio 1 (recto) 

provides a convenient sampling of the scribe's lettering 

style (Figure 3). Uppercase letters used for the alfabeto 

symbols are realized in tablature, using lower case letters 

to represent the frets. Letter formation is generally 

rounded and slants toward the right. The title takes up 

eight of the twelve staves in florid calligraphy. In 

contrast to this elegant style, the alfabeto symbols and 

tablature are squeezed onto two staves with several 

corrections marked in. The phrase written on the last 

staff, "Tournez po[ur] les differens tons de la Guittarre", 

35Similar systems are discussed in James Tyler, 
The Early Guitar (London): Oxford University Press, 1980), 
p. 101. 
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f 

Figure 3. Facsimile, Table of Alfabeto Symbols, f. ir. 
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provides an example of another feature of the scribe's 

hand, the use of a different form of the letter "e", 

usually found in the last syllable or letter of a word. 

The hand of Ms. C94 is remarkably consistent for so 

large a source. The hand which entered the music also 

entered attributions, numbered the folios, and made 

marginal notes where necessary. Names and dates written in 

at the ends of pieces of in the margins are in the 

principal hand, with one exception. On folio 95 (recto), 

the name "Ann Wall" is written across the lower right hand 

corner.36 The lettering style is extremely difficult to 

read and could be deciphered differently should a similar 

signature be discovered for comparison. This name appears 

only once and no other signatures are found in the 

manuscript. All Gallot attributions are given in the 

principal hand. If the title page is correct in naming 

Honnier as the scribe, then no Gallot autograph exists in 

the source. Although the possibility remains that the 

source was actually copied by Gallot, no further evidence 

exists to support such a claim. 

Apart from the "Ann Wall" signature, only one 

contrasting hand may be found in the manuscript, on the 

last two folios of the main section (folios 138 verso and 

36This interpretation of the signature is given by 
Margaret Crum in Gill, p. 86. 
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139 recto). This second hand has a more ruled and careful 

appearance than that of the principal scribe. Both hands 

appear on folio 138 (verso), as the principal scribe made 

an entry at the bottom of the folio (Figure 4). The 

contrast between the two may be seen most clearly in the 

tablature letters "b", "c", "d", and "e". The "c" of the 

second hand is squared rather than rounded, while the "b" 

and "d" are flatter with shorter tails. • The "e" has a 

larger loop. In entering text, both hands make use of the 

variant form of the letter "e" discussed previously. Note 

the words "Alphabets" and "letters" of the second hand and 

the consistent use of this variant "e" by the principal 

scribe in the phrase "Nottez que les lettres quy suivent le 

P sont [quelque]fois celles icy". It is possible that the 

variant hand found only on these two folios represents a 

different lettering style of the principal scribe, since 

"many scribes over periods from the fourteenth century 

to the eighteenth regularly maintained more than one 

hand".37 In any case, it is interesting to note that 

this contrasting hand or lettering style appears only 

once, at the very end of the main section, on folios 

written primarily in English. 

37Stanley Boorman, "Sources, Manuscript", The New 
Grove Dictionary of Music and Musicians (London: 
MacMillan, 1980), Vol. XVII, p. 607. 
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CHAPTER 3 

The organization of the manuscript resembles the 

overall plan of many printed lute and guitar collections of 

the period. The title page is followed by two folios 

containing poetry in Gallot's honor, written in elaborate 

calligraphy. The poet's name is not indicated and the 

poems provide little information regarding Gallot: 

A Monsieur 
Monsieur De Gallot 

Sonnet 

Que n'ay-ie des neuf soeurs le stile incomparable 
Ou de docte Apollon le celeste s<?avoir 
De quels puissante efforte ne serois-ie pas voir 
Ce qu'en le bien touchant le Luth a d'admirable 

Sans tes doigts, De Gallot, II passeroit pour fable 
C'est ta sqiavante main qui seule a le pouvoir 
De faire ce qu'on peut a peine concevoir 
Et de justifier mon dire veritable 

C'est pour toy seul aussi que je loiie ce corps 
Duquel tu fais sortir de si rares accorde 
Que tout ce pu'on nous dit d'Orphee et ses merveilles 

N'avoient rien de pareil a ces charmes puissante 
Qui sont que tu ravis par tes divins accente 
De quiconque t'entende le couer par les oreille 

A Mondit Sieur 
De Gallot 

Quand tu pinces une Guittarre, 
Ou le Luth de ta doct main 
On dit hautement sur la terre 
De Gallot surpasse l'humain. 
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Au Mesme 

Mornes e'sprite n'escoutant pas 
De Gallot tes douces mervielles 
Je souhaitte que vos oreilles 
Deviennent celles de Midace.38 

These poems, with their references to mythology, typify 

both the literary style of the period and the poetic 

38I do not have the incomparable style of the nine 
sisters 
Nor the celestial knowledge of learned Apollo 
Whose powerful efforts I would not see, 
Playing the lute so admirably and well. 

Without your fingers, De Gallot, it would pass as 
fable 
It is your knowing hand alone which has the power 
To create what can scarcely be imagined 
And to justify my truthful words 

It is for you alone that I praise this instrument 
From which you coax such rare harmonies 
Like all that tells us of Orpheus and his marvels 

Nothing can compare with these powerful charms 
Which ravish with your divine accent 
Whomever understands the heart through sound. 

When you play a Guitar 
Or the Lute with your learned hand 
On earth it is highly said that 
De Gallot surpasses humanity. 

Dismal spirits, listening not, 
De Gallot, to your gentle wonders. 
I wish that your ears 
Would become those of Midas. 

(Translations mine.) 
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tributes found in other musical sources.39 Such poems, 

however, more commonly served to honor a musician's patron 

rather than the musician. Since the poems in Ms. C94 

praise Gallot with no mention of a patron, it is possible 

that Gallot funded the project. As a source of 

biographical information, the poems are disappointing. Not 

even a first name is given, although the Henry-Francois of 

the title page is most probably intended. The poems 

mention Gallot's prowess as a performer, but do not refer 

to specific events in his professional life. Lacking such 

information, it is impossible to determine whether Gallot 

made his living through music or was simply an amateur. 

The poems do suggest the interesting possibility that 

Gallot played both the lute and the guitar. The sonnet 

mentions only the lute, perhaps because of the greater 

suitability of the lute to the image of Apollo. The second 

poem mentions both lute and guitar in direct reference to 

Gallot. The scribe originally entered the word "Luth" on 

the first line, later replacing it with "Guittarre" to 

correct the rhyme scheme. The mediocre quality of the 

poetry suggests an amateur poet, possibly a friend or 

Monnier, the scribe mentioned on the title page. 

39Compare poems found in the publications of 
Corbetta, Foscarini, and Francois Martin. 
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Prefatory Material 

The first set of inserted folios follows the title 

page and poetry. Five pages of instructional material 

follow this insert and provide information helpful in 

playing the music presented in the main body of the 

source. The first of these, folio iv (recto), was ruled 

for a table of major and minor keys, but is incomplete. A 

completed version of this table was included with other 

general musical information at the end of the source, on 

folio 137 (verso). 

Alfabeto Table 

The second page contains the alfabeto table 

discussed above, entitled "L*Alphabet, Oe La Guitarre. La 

Methode Franqioise & Italienne" (see Figure 3). Below this 

title, Italian alfabeto symbols are realized in French 

tablature, the "French method" referred to in the title. 

The "Italian method" would have used Italian tablature for 

the realization, but was never completed.40 Perhaps, as 

Donald Gill suggests, the flourishes of the title are "so 

sweeping that there is simply no room for the Italian 

version as well".41 The date 1660 appears directly below 

40For an example of both methods, see Corbetta, 
Guitarre Rovale (1671). 

41Gill, p. 80. 
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the word "Italienne" in the title and is the only date 

found within Ms. C94 which predates the title page. For 

the most part, the alfabeto symbols on this page follow the 

norm. James Tyler provides a table of the most common 

alfabeto systems, but notes that "certain individual 

writers vary the system by changing one or two small 

details, so when working with any of the early guitar 

books, avoid unnecessary confusion by always studying the 

alfabeto diagram, which is usually printed at the beginning 

of each book, before proceeding to the music."42 An 

examination of the variations on the system found within 

Ms. C94 may provide the key to the eventual discovery of 

the source or sources used by Gallot. 

At the end of the main entry, variant realizations 

are given for the symbols L, S, T, and Y. This second 

version of L incorporates a 2-3 suspension and is also 

found in Foscarini's Li Cinoue Libri Delia Chitarra Alia 

Spaanola (1640) and Corbetta's Guitarre Rovale (1671). The 

second version of the symbol S corresponds to a chord 

marked M in Foscarini's Li Cinoue Libri Delia Chitarra Alia 

Spaanola. To this author's knowledge, the resultant 

Eb-minor chord is not found in any other source as a 

variant of the symbol S. The second version of the symbol 

42Tyler, p. 69. 
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T yields a dissonant chord, incorporating a 4-3 suspension. 

Such dissonant variants were usually given for the symbols 

A through P. Gallot does not include this entire set of 

dissonant alfabeto chords, called by various authors 

"alfabeto dissonante", "alfabeto falso", and "lettere 

tagliate". Only the variants of L and T listed above 

represent this practice. The second version of Y does not 

yield a dissonant chord, but is the same chord usually 

represented by the symbol &. Of these four variants, only 

one, L, may be readily identified in other sources. 

other variants are found within the main entry for 

the symbols N and Z. Both versions of N yield different 

voicings of the same chord, Ab-major. The second version 

doubles the fifth and may be found in Amat's Guitarra 

Espanola (1596) under the symbol 9N and in Briceno's 

Metodo (1626) under the symbol I.43 The second version 

of Z yields a chord built on C# with conflicting major and 

minor third. If not a scribal error, this may represent an 

unsuccessful attempt to transpose the usual chord of 

C-major up one half-step. 

The shifted chords common to the alfabeto tables of 

other guitarists are not included here. These shifted 

43Richard T. Pinnell, Francesco corbetta and the 
Baroque Guitar (Ann Arbors UMI Research Press, 1980), 
p. 30. 
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chords were usually shown in the third, fifth, and seventh 

positions. The scribe, however, demonstrates his under

standing of the principle by identifying the shifted chord 

forms inherent in the alfabeto system. After the symbol P, 

these are as follows and are written in above each symbol: 

Q-2G, R-2H, T-2N, V-2P, X-2K, Y-3G, Z-3H. The alfabeto 

table of Ms. C94 thus demonstrates familiarity with the 

basic principles of the system and offers some variants 

which may subsequently by identified in other sources. 

Chord Charts 

The next page, entitled "Plus accords diffgrens", 

provides "more chords" for the guitarist to practice apart 

from those in the alfabeto system. The folio is written 

entirely in French tablature and can be divided into three 

sections. The first of these presents a seemingly random 

series of chords incorporating unresolved dissonances, 

step-wise progressions and cross relations (Figure 5). The 

alfabeto symbol Q, also assigned the symbols & and Y on the 

alfabeto page, separates the first and second sections. 

The reason for its inclusion here is unclear. The second 

section presents a series of standard progressions in seven 

major and two minor keys, either I-IV-V-I or i-iv-V-i. The 

third section is made up of three different chord 

progressions, two in the key of Bb-major and one in the key 
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of F-major, which demonstrate a lack of concern for 

dissonance treatment rivaling that of the first section 

(Figure 5). In some cases, the inclusion of open strings 

where not indicated by the tablature yields a fuller chord 

and in others creates a greater dissonance. In both 

sections, the dissonances cannot be resolved with the use 

of scordatura. These chords, therefore, may have been 

intended more for technical development of the left hand 

than for the development of a sense of harmony. This theory 

is supported by the inclusion of two bar-chords near the end 

of the first section. (A bar-chord depresses all of the 

strings at the same fret, thus duplicating the intervals 

between the open strings and producing a standard harmony 

only with an open tuning.) Such a tuning, however, would 

not work for a large percentage of the other chords given on 

the page. 

A tuning entitled "Ton De Gallot" is given near the 

bottom of the folio, apparently intended for use with this 

page. At first glance, the tuning seems to indicate that 

the second string is tuned one half-step higher than usual, 

yielding the pitches E, C, G, D, and A. This tuning does 

not work with the chords above, however, and the last 

unison/octave check given for the tuning indicates that the 

second string should be tuned to the usual pitch of B. The 

page concludes with a chord series entitled "Croisees 
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gnalles" which presents a sequence of major chords rising 

by half-steps to the eighth fret. On the last staff, a 

page reference is given for "Pieces Italiennes", perhaps to 

refer the reader to pieces which utilize a primarily 

chordal texture. 

Tunings 

A page listing the tunings used within the main body 

of the manuscript follows, entitled "Accords de Guittarre". 

The tunings are given in tablature, showing the interval 

between each course. No information regarding the stringing 

of the instrument is provided, however, so that it is 

impossible to determine which courses were strung in unison 

and which in octaves. Following the intervallic structure 

of each tuning the scribe sometimes provided a series of 

matching pitches on various courses, again without 

indicating whether unisons or octaves were intended. The 

first tuning, labelled "Commun", results in the familiar 

pattern of fourths and one third, 4-4-3-4 (A-D-G-B-E), 

standard since Juan Carlos Amat's treatise of 1596, Guitarra 

Espanola. Amat's tuning made use of a lower octave, or 

bourdon, on the fourth and fifth courses. Later guitarists, 

including Corbetta, used the bourdon only on the fourth 

course, resulting in a re-entrant tuning. It is impossible 

to determine which of these methods was used by Gallot 

simply by reading the tunings as presented here in 
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tablature. Musical evidence within Ms. C94 supports the 

use of Corbetta's re-entrant tuning, as certain scale 

passages are otherwise interrupted by octave displacement. 

The inclusion of Corbetta's music in the source further 

suggests the use of the re-entrant tuning. 

The tuning page serves as a directory, listing the 

pages on which each tuning may be found. The "common 

tuning" does not have a page reference, but rather a 

general direction, unfortunately illegible in the 

manuscript. The fifteen different tunings listed on this 

page have been transcribed in Figure 6. In each case, the 

first open string indicated in the tablature has been 

assigned its usual pitch in the common tuning. Pitch, of 

course, may have varied in usage. Tunings 2 and 3 have no 

attribution, but were used by Corbetta in his publications 

of 1648 and 1643 respectively. Tuning 6 is attributed to 

De Gallot d'l. within the source, leaving only three 

tunings without attribution. Page references seem to 

indicate where the first example of a tuning may be found 

and are generally approximate. In the majority of cases, 

this directory provides the only clue to the tuning 

intended for a certain piece. Tunings without references 

are not used within the source. 

The layout of the tuning page reveals a lack of 

organization similar to that visible on the alfabeto page. 
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1) Cooaun 

2) Aut. nouvaau 

3) Aut. nouvaau 

4) Aut. 
Da Gallot V. 

I 
I 
I 
* 

5) Aut. 

6) Aut.̂  

8) Aut. 
Da Gallot V. 

9) Aut. 

10) AUt. dm G. 

12) AUt. 
da Gallot 

14) AUt. 
da Gallot 

ijl 

i 

-O—»-

7) 

11) Aut. da G. 

13) Aut. da G. 

15) AUt. da G. 

[Illagibla Caption] 

Ca ton an au 
fuaillat 100. 

Ca ton an au 
fuaillat 115. 

Ca ton an au 
fuaillat 120. 

Ca ton an au 
fuaillat 100. 
Catta icy dassus. 

Ca ton an au 
fuaillat 125. 

Ca ton an au 
fuaillat 

Ca ton an au 
fuaillat 133. 

a 

du 20 Mars 1664. Da Gallot d'l. 
au fuaillat 129 po[ur] las pieces 

16) Accord Da G. d'l. 1674, du 15 Mars, 
au fuaillat 123 po[ur] 
las piteas. 

Figure 6. Transcription, "Accords de Guittarre", f. 2r. 
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The scribe allowed space for nine tunings, one on each 

line, then added seven more. Tuning 2 was entered twice in 

this main section, and 6 was squeezed in next to 5, a 

similar chordal tuning. Six more are made to fit on the 

last three staves and follow a different format than those 

given above, providing a chord or brief chord sequence as 

an example of each tuning. The last two of these are dated 

in March of 1674, are in a darker ink, and may represent 

later additions. Despite the variety of tunings presented 

here, only eight of the fifteen tunings are used within the 

source. 

Key Directory 

The next page provides a further example of this 

lack of organization. A listing of keys using alfabeto 

symbols reveals an overall grouping of pieces by key. Page 

references appear to have been entered at different times 

as the appearance of the ink and placement of the page 

numbers vary. This directory again refers the reader to 

the folio on which the pieces in that key begin. These 

page references are accurate for the first nine keys and 

seem to have been filled in as pieces were entered in the 

source. For eight of these nine keys, the first folio 

listed contains a Prelude in that key, followed by other 

pieces in no specific order, and not consistently in that 

key. After these first nine keys, the scribe entered folio 
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numbers in the directory in a regular order of five page 

intervals, starting with folio 50 and continuing until 

folio 130. The scribe then entered the title "Prelude" at 

the top of some of these folios, apparently intending to 

continue the pattern mentioned above for each new key. 

This was done before the music was entered, as Preludes 

appear on only two folios, 50 (recto) and 55 (recto). On 

the next five folios, another title was written over the 

word "Prelude" and pieces in a different key were entered 

on the folios. Page references for the keys represented by 

X and Y have been written over the original page numbers 

115 and 120. 

It appears that the plan of allowing five folios for 

each key was arrived at after pieces in the first nine keys 

had been entered. The manuscript was then set up to 

accommodate this plan, but the demands of the project 

rendered it useless. The keys represented by the symbols 

M, N, P, Q, V, and & are not found within the source. The 

symbols S, T, and Z duplicate keys represented by other 

symbols. Thus, only thirteen of the twenty-one different 

keys given here appear within the source. At the end of 

the key entries, the chord progression D-major, C-major, 

and A-major appears. This same progression forms the first 

three chords of the page entitled "Plus Accords". No 

reason for their inclusion here is apparent. Two notes at 
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the bottom of this page inform the reader that "all keys 

after P occur after folio 90 but are not found frequently" 

and that "the other tunings of the guitar begin on folio 

100".44 

Musical Organization 

The key directory described above serves as a rough 

table of contents for the first 100 folios of Ms. C94. 

Pieces are loosely arranged by key with occasional 

groupings by composer within these broad sections. Dance 

forms do not appear in a consistent order. The remainder 

of the source (ff. 100-139) is organized as follows, in 

overlapping sections: 

1. ff. lOOr - 13lr Pieces using various tunings 
2. ff. lOOv - lOlv Pieces for "guitarre theorb£e" 
3. ff. 117r - 132v Passacailles & Chaconnes in 

various keys 
4. ff. 131r - 132r Pieces for "mandore" 
5. ff. 133v - 137r Vocal music 
6. ff. 137v - 139v Instructional material 

The second set of inserted folios follows and contains 

music similar in style to that of the first insert. 

Sections 2 through 4 above appear to be later additions, 

with pieces inserted at the bottom and on the verso of 

folios originally intended to hold pieces in varied 

tunings. The sections devoted to music for "guitarre 

44Ms. C94, folio 2 (verso): "Tous les Accords 
apres celuy du P sont apres le fueillet 90 mais il son 
trouve peu". "Les au[tr]es tons de Guittare commencent au 
fueillet 100". 
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theorb£e" and "mandore" are brief and are appropriately 

located at either end of the section for varied tunings as 

each instrument requires a tuning different from that of 

the baroque guitar. The series of passacailles and 

chaconnes in major and minor keys represents a more 

ambitious undertaking using standard timing. Pieces are 

arranged in pairs of parallel major and minor modes. When 

not enough space was available to complete a pair, the 

scribe provided a reference to the folio containing that 

piece out of sequence. Sections 5 and 6 follow a format 

common to printed guitar and lute books of the period, 

using sections of vocal or ensemble music and instructional 

material to conclude a work. 

The vocal section begins with a "Chorus for Three 

Voices" written in staff notation rather than tablature. 

The vocal parts are labeled "Cantus primus", "Cantus 

secundus", and "Bassus", with text underlay for the highest 

voice only. No instrumental part is given. The chorus is 

followed one folio later by "A Dialogue Between Cylla and 

Eliza, Two Trebles", again in staff notation. The solo 

vocal line is accompanied by a bass part labeled simply 

"Basse". No indication of instrumentation is provided and 

no figures are given. The "dialogue" concludes on folio 

135 (verso) with the indication, in English, "Go for the 

Chorus in three Voices at page 134". 



52 

Five solo songs follow, written in French tablature 

with text underlay. The vocal parts are not written out 

and the guitar provides a struooned chordal accompaniment 

with no indication of the melody. The Italian text nCruda 

signora" is set as a passacaille. Four simple binary songs 

follow, two with French texts, "Amarilis au. partir" and 

"Pour este aim* Philis**, and two with Italian texts, NMio 

benN and NI1 dolor del partir". Instructions to the reader 

are given in French, "Tournez pour la reste" to indicate 

the continuation of NCruda signora" on the next folio, and 

"Fin", at the end of "Pour este aime Philis". 

The instructional section begins with two tables, 

one of major and one of minor chords, labeled respectively 

"Lettres correspondantes par b quarre" and "Lettres 

correspondantes par b mol". The first horizontal row of 

alfabeto symbols in each table lists the chords in 

positions 1 and 2.45 The next three horizontal rows list 

shifted equivalents of these basic chord forms. Major 

chords use five alfabeto forms (6, M, Y, H, M), in 

positions 2-4, 4-7, and 7-9. Minor chords use four 

alfabeto forms (P, S, K, T), in positions 2-6, 5-9, and 

7-11 (Figure 7). Both tables list the chords in the 

following order: G, C, d, E, F, Bb, A Eb, Ab, Ob, F#, B. 

45The fret held by the first finger of the left 
hand determines a position on the guitar. Thus, first 
finger at fret 1 equals position I, first finger at fret 2, 
position II, etc. 
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Lettres correspondants par b guarre. 

3=^ 

pmr. ton 

2 ton 

3 ton 

4e ton 

Lettres correspondants par b mol. 

I  

5e ton 

6® ton 

7e ton 

Octave 

Figure 7. Transcription, "Lettres correspondantes", f. I37v. 
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The column on the far right, set off by a double 

line, bears no relation to the body of each table, but 

demonstrates the 8 modes as found in Corbetta's book of 

1643: d, p[remier] ton; g, 2e ton; a, 3e ton; e, 4e ton; 

C, 5e ton; f, 6e ton; Bb, 7 e ton; D, octave.46 The 

minor modes are given with the table of major chords and 

the major modes are given with the table of minor chords. 

Written instructions for use of these tables are not 

given, but they may easily be related to the practice of 

continuo playing. Once the major and minor chords on every 

scale degree had been memorized in various positions, the 

guitarist could begin to apply them over a bass line. 

Blank tables appear on folio iv (recto) and folio 149 

(recto) and were perhaps intended to be filled in from 

memory. 

The next folio, 138 (recto), describes MA Way to 

Tune severall Chitarrs to play in consort". The 

instructions are given in English: 

First tune the greatest chitar at what pitch you 
please. Next the meane chitar one note higher: 
that is, striking the ffisth string of the great or 
Basse Chitar, with the third string of the meane 
Chitar it will make a unisson with the little 
Chitarr; and striking the 4th string on the second 
fret, it will be a unisson with the third string 
with the third string open of the meane guittar. 
and so it Will be tuned a fourth higher. Then 
striking a stroke upon the letter I of the great 
Guittar, the letter A of the meane guittar and the 
letter C of the Little o[r] Treble Guittar, will 
make a good consort. 

46See Pinnell, Francesco Corbetta. p. 115. 
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These instructions may be interpreted two ways, depending 

on the reading of the phrase, "and so it will be tuned a 

fourth higher". If this phrase refers to the interval 

between the bass and the treble guitar, the following 

tunings result: 

STRING 5 4 3 2 1 

BASS A D G B E 
MEAN B E A C# F# 
TREBLE D G C E A 

These tunings agree with the direction to match the fourth 

string, second fret of the treble guitar with the third 

open string of the mean guitar. The alfabeto chords 

described, however, form "a good consort" only if the 

treble guitar is tuned one fourth higher than the mean 

guitar, as follows: 

STRING 5 4 3 2 1 

BASS A D G B E 
MEAN B E A C# F# 
TREBLE E A D F# B 

The chords given are A-major for the bass guitar, G-major 

for the mean guitar, and D-major for the treble guitar and 

may be seen to function with the tunings listed above. 

These tunings do not work, however, when matching the 

fourth string, second fret of the treble guitar with the 

third string, open of the mean guitar. 

The next set of instructions on this folio, "A Rule 

how to tune and play upon severall Guittars to the number 
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of twelve", further complicates the issue. The directions 

describe the interval between the bass and treble guitars 

recommended for each key: 

Ffirst you must take a great Guittar which must be 
the Corista, and tune it to a convenient pitch as 
you please, which must be alwais plaid on A or 0 by 
which all the rest must be tuned. 

If you will play uppon B or L you must tune the 4th 
string with the 5th of the ffirst Guittar. 

If you will play on C or E you must tune the 5th 
string with the 4th of the ffirst guittar. 

If you will play of F or + you must thune the third 
string with the fisth of the ffirst Guittar, stop on 
the first stop. 

If you will play on G or P you must tune the 3rd 
string with the 5th of the first Guittar. 

If you will play on H or K tune the 5th string with 
the 4th of the first Guittar, stop on the 4th fret. 

If you will play on I or D you must tune the second 
string with the 5th of the ffirst Guittar. 

If you will play on M or S you must tune the 5th 
string with the 5th of the 1st Guittar, stop on the 
4th fret. 

If you will play on N or T tune the 5th string with 
the 3rd of the first Guittar, stop on the first 
fret. 

If you 
of the 

If you 
of the 

If you 
of the 

will play on Q or V tune the 5th with the 5th 
first Guittar, stop on the first fret. 

will play on R or X tune the 5th with the 4th 
first Guittar, stop on the third fret. 

will play on Y or Z tune the 5th with the 4th 
ffirst Guittar, stop on the first fret. 
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The instructions for tuning the "great Guittar" or "Corista" 

mention playing the alfabeto chords A (G-major) and 0 

(G-minor) to tune the other guitars. The instructions which 

follow do not specify which instrument should be used to 

tune the "first Guittar". Assuming that the "Corista" is 

intended, using the standard tuning of A-D-G-B-E, the 

following tunings result: 

Alfabeto "Corista" "First" 
Symbol Chord String Tuning 

B/L C/c D D G C E A 
C/E D/d A E A D F# B 
F/+ E/e G F# B E G# C# 
G/P F/f G G C F A D 
H/K Bb/bb A C F Bb D G 
I/D A/a B B E A c# F# 
M/S Eb/eb A F Bb Eb G C 
N/T Ab/ab A Bb Eb Ab C F 
Q/V F#/f# A G# C# F# A# D# 
R/X B/b A C# F# B D# G# 
Y/Z c#/c# A D# G# C# E# A# 

The lowest pitch of the "first Guittar" covers the range of 

a minor seventh (Bb - Ab). Such a range could not be accom

modated by one instrument, but would require instruments of 

different sizes. Alternative solutions to the tuning 

instructions do not solve this problem. Replacing the 

"Corista" with the mean guitar yields the same range of a 

minor seventh for the "First" guitar. Using the "Corista" 

again, but with the pitches found in the A and O alfabeto 

chords, yields a range of a major sixth. Using the 

"Corista" with the pitches found in each of the alfabeto 

chords as listed also yields a range of a major sixth. 
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Since no tuning is given for the mean guitar, these 

instructions imply a standard tuning for the bass and the 

mean, and quite a variety of tunings for the treble, 

depending on the key. Such re-tunings can hardly have been 

a common occurrence. 

The concluding section of the folio reads as 

follows: 

Nota, that there must be 4 great, 4 meane, and 4 
trebble Guittars and you may also play on one, 2. 3. 
or 4. to the number of 12 Guittars as you please. 

The 4 trebble Guittars must play on R. B. I and Y or 
X L D & Z. 

The 4 meane Guittarre must play on F. H. H. and C. 
or + K S & E. 

The Basse Guittars must play on A. G. N. and Q or 0. 
P. T. & V. 

The number of guitars needed to form an ensemble appears 

flexible, although the instructions do seem to suggest an 

equal number of guitars on each part. The alfabeto chords 

(or keys) suggested for each of the three parts do not 

follow a consistent intervallic pattern: 

MAJOR KEYS 

Treble 
Meane 
Basse 

B C A C# 
E B E 0 
G F Ab F# 

MINOR KEYS 

Treble 
Meane 
Basse g 

b 
e b 

f 

c a 
e 
a 

d 
d 
f# 
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It is difficult to determine the use of this information, 

since the keys suggested do not "form a good consort", nor 

do they particularly suit the tuning of each instrument. 

Another interesting ensemble practice is referred to 

in a marginal note on folio 52 (verso) which instructs the 

reader, "allez po[ur] les parties sur le Luth au page 94". 

Since no lute parts are found anywhere in Ms. C94, both 

Gill and Danner suggest that a companion lute book exists 

for Ms. C94. Instructions for tuning a lute to a guitar 

are found on folio 88 (verso): 

A de la shanterelle de la guittarre vaut 

c de la shanterelle du Luth. 

La seconde de la guittarre pareille a 

celle du Luth. 

La troisiesme de la guittarre 1/2 ton 

plus haus que celle du Luth. 

La 4me pareille. 

La 5e de la guittarre un ton plus haut 

que celle du Luth. 

La 6e du Luth vaus E de la 4e de la 

guittarre. 

La 7e du Luth vaus c de la 4e de la 

guittarre. 

La 8e du Luth vaus a de la 4e de la 

guittarre. 
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La 9e du Luth vaus E de la 5e de la 

guittarre. 

La lOe du Luth vaus c de la 5e de la 

guittarre. 

La lie du Luth vaus a de la 5e de la 

guittarre. 

These tuning instructions result in a tuning of d b f# d a 

f# d c# b a for the lute and the usual tuning of a d g b e 

for the guitar. 

A reference to the table of "Lettres Correspondante" 

appears at the very bottom of this folio: "the Letters 

corrispondent signifie that all the lessons or tunes, may 

be played, foure severall wayes for A. G3. M5. and Y7 

carry one sound and so the rest." The "lessons or tunes" 

referred to are most likely the Passacailles and Chaconnes 

which follow. 

The next folio contains "Passacagli in the 12 flat 

letters". Alfabeto symbols are used to indicate the key of 

each 4-bar piece, but they are notated in French 

tablature. The order of the keys does not follow an 

intervallic pattern (gcfadbeebaf# c#). All the 

pieces use the same harmonic and rhythmic progression: 

Figure 8. Passacaglia Example, f. 138v. 
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At the bottom of the folio is a chart resembling "Lettres 

Correspondantes" entitled "Alphabet showing which letters 

are flatt and which are sharpe". This chart has already 

been discussed as an example of a contrasting hand (see 

Figure 4). Below this chart, the main hand has marked in 

selected equivalents for "the letters which follow P". The 

chart may be included here as an aid in practicing the 

dances in various keys. "Ceccone in the 12 sharpe letters" 

follow on the next folio, in a slightly different key order 

(G C 0 F A Bb E Eb B Ab F# C#). Again, all the pieces use 

the same harmonic and melodic progression: 

Figure 9. Ciaccona Example, f. 139r. 

Since the passacaglias and ciaconnas presented here are 

intended for practice rather than performance, they follow 

the simplest of harmonic structures common to guitar 

sources of the early seventeenth century.47 

The final folio of the instructional section 

combines the information presented on the previous four in 

a set of "Regola per sonar sopra la parte", perhaps 

47See Richard Hudson's articles, "Chaconne" and 
"Passacaglia", New Grove Dictionary of Music and Musicians 
(London: MacMillan, 1980), Vol. Ill, p. 100 and Vol. XIV, 
p. 268. 



62 

borrowed from an unknown Italian source. Bass lines for 

the major and minor modes, "Scala b guadro" and "Scala per 

b molle", are written out in notation. The appropriate 

guitar chords are written in tablature above each note. 

The higher the bass note, the higher the position suggested 

for the guitar, indicated as usual with shifted alfabeto 

chords. 

A separate section lists the chromatic notes of the 

scale, spelled first as flats, then as sharps. The scribe 

crossed out the section of sharps and rewrote it at the 

bottom of the page, with no changes other than the neatness 

of the hand. While the major and minor bass lines on this 

folio always provided the root of the chord, the chromatic 

notes are interpreted differently. The flat or sharp 

sometimes seems to indicate the quality of the third of the 

chord built on that root, as in a figured bass. Three of 

these are enharmonic equivalents and would therefore form 

unusual roots. In other cases, the chromatic note is used 

as the third of the chord. In one case, the bass note 

becomes the fifth of the chord (Db). The F minor chord 

built over Gb appears to be a mistake. The remaining bass 

notes do form the root of the chord. This folio presents 

only the most basic information needed for continuous 

playing. 
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Instructions for playing major and minor chords over the 

same root are not given, although typically found in other 

guitar sources. 

The following conclusions can be drawn from the 

study of the physical characteristics and organization of 

the manuscript: the musical literacy of the scribe is 

evident throughout, together with a high degree of, 

familiarity with the guitar repertoire of the time; the 

consistency of the hand and of the format indicate a 

limited number of users; and the economic use of space and 

the designing of overlapping sections indicate a high 

volume of use over a long period. 
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CHAPTER 4 

The lack of attribution within Ms. C94 makes the 

process of locating concordances difficult. Compositions 

attributed to members of the Gallot family account for 74 

of the 597 compositions contained in the source. Only 31 

other attributions appear, divided as follows: 

8 Francisco or Francisque [Corbetta] 
8 A.M. [Bartolotti] 
4 Batiste [Lully] 
3 Mr. Talbot or Mr. T. 
3 Clement 
2 Dufault 
1 Arkangelo 
1 Mr. Manoke 
1 Gm. Reymes 

The works of each of these composers are discussed below. 

Francesco Corbetta 

The names "Francisco" and "Francisque" are both common 

references to the guitarist Franceso Corbetta. Pinnell 

describes Ms. C94 as "the most important manuscript for the 

study of Corbetta's music."48 He identifies a total of 

eighty-six compositions by Corbetta, one from his 

48Pinnell, "Alternate Sources", p. 72. 
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book of 1639, thirty from his book of 1643, twenty-one from 

his book of 1648, eleven from his book of 1671, twenty from 

his book of 1674, and three found only in Ms. C94. Based 

on these numbers, Pinnell states that "Gallot's favorites 

are those from 1643, 1648, and 1674. Occasional excerpts 

from Corbetta's book of 1671 (fols. 57r and 60r) show that 

Gallot knew the book, but either could not play the music, 

or merely did not care for it."49 The pieces selected 

for Ms. C94 do have a similarity in style, showing a 

preference for the simpler "battente"50 style of 

Corbetta's earlier publications. Gallot's criteria, 

however, seem to reflect matters of "le bon gotit" rather 

than technical ability, since he composed doubles for two 

allemandes from Corbetta's book, of 1671. 

Pieces taken from the early books of 1643 and 1648 

incorporate only minor variants from the published source. 

These differ principally in notation, as Gallot used French 

lute tablature rather than the Italian mixed tablature used 

by Corbetta. Many variants may be traced to this change in 

notation and thus to errors in copying. Alfabeto symbols 

49Ibid., p. 93. See Pinnell, Francesco Corbetta. 
pp. 193-195, for a complete listing of Corbetta 
concordances as they appear in Ms. C94. 

50The Italian term "battente" and the Spanish term 
"rasgueado" refer to the strumming technique idiomatic to 
the guitar. 
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seldom appear in Ms. C94. Ornament symbols are also 

notated differently. Gallot used the symbols [,] and [x] 

for Corbetta's [x]. Corbetta's [,] and more complex 

phrase and slur markings are generally not incorporated in 

the Gallot copy. Gallot notated fewer ornaments than 

Corbetta, and often applied them differently. The six 

examples listed in Figure 10 demonstrate melodic and 

harmonic variants typical of the Gallot copy. 

Gallot took more editorial license in copying 

passacailles from these early books, selecting certain 

phrases and omitting others. For example, the first two 

phrases of Corbetta's "Passachaglie Sopra E" (1643, p. 

20f) appear in Ms. C94, folio 11 (verso), entitled 

"Passacaille". Gallot then omitted the next six 

variations, copied the next two, titled them "Aut[re] 

Pascaille", and omitted the last variation. Four other 

passacailles received similar treatment.51 More 

substantial changes occur in two other passacailles. The 

first of these (1648, pp. 18-19) has two phrases added 

after the final double bar in the Gallot copy (f. 17v) 

indicating expansion of the original by Gallot or another 

composer. The second (1643, p. 16), has undergone more 

substantial change (Ms. C94, f. 78v). The Gallot copy uses 

51Corbetta, 1643, pp. 14, 28, and 30 (Ms. C94, ff. 
46r, 98r, 47r) and Corbetta, 1648, p. 14 (Ms. C94, f. 4lv). 
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Corbetta, 1643, p. 44 

Ms. C94, f. 22r 

Corbetta, 1643, p. 46 

Ms. C94, f. 48r 

Corbetta, 1643, p. 51 

Ms. C94, ff. 41v - 42 r 

Corbetta, 1648, pp. 40-41 

Ms. C94, f. 29v 

Corbetta, 1648, pp. 54-55 

Ms. C94, f. 3r 

Corbetta, 1648, p. 66 

Ms. C94, f. 26v 

f o i i f  i m lpiiigp ¥ g=p—{? pi : 

» * Jv -f 

i 

J J 

Figure 10. Transcription, Examples of Corbetta Concordances. 



68 

four phrases of corbetta's original to form seven phrases 

and adds one newly composed phrase, indicating either that 

the piece was copied from another source or was revised for 

inclusion in Ms. C94. The twelve Corbetta compositions 

used in the section of passacailles and chaconnes in major 

and minor keys, however, have very few variants. 

Of the concordances identified by Pinnell for 

Corbetta's early books, two are questionable. The first of 

these is an allemande attributed in Ms. C94 to "A.M.". The 

two works resemble each other only in that they are both 

allemandes in the key of C major. The Corbetta allemande 

is longer by ten bars and is a much more complex 

composition. 

Corbetta 

) c .fl g 
h 

- -4 • H 
ZE 6 —I 

33 
—4 
~n 

1, -trt 
iS 
t"3 

IT. ± —l 
» M 

±. 
> -4 

n: ! 
» M • 

; s 
X i 

— 

Figure 11. Allemande: Corbetta (1648), pp. 34-35; 
Ms. C94, f. 13v. 
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Pinnell also suggests that Gallot combined three of 

Corbetta's folias in composing his set of folia 

variations. Gallot did use the last variation of a folia 

from Corbetta's book of 1643 for his third variation. 

Corbetta 

Ms. C94 BP* W 
Figure 12. Folia: Corbetta (1643), pp. 68-69; Ms. C94 

f. 84r. 

The folia theme resembles the source identified by Pinnell 

(1639, p. 8), with slight variants. Given the similarity 

of folia themes in general, however, Gallot's theme is not 

necessarily taken from Corbetta. After the first measure, 

Gallot's fifth variation has little in common with the 

Corbetta source given by Pinnell. 

Corbetta 

Ms. C94 •(• ' i f  

Figure 13. Folia: Corbetta (1671), pp. 79-82; Ms. C94, 
f. 84v. 
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Four of the pieces taken from Corbetta's book of 

1671 incorporate only minor variants, similar to those 

shown in Figure 10. These are "Allemande sur la mort du 

Due de Glocester", pp. 7-8; "Sarabande", pp. 8-9; 

"Sarabande la Victoire", pp. 30-31; and "Sarabande la 

Stuarde", p. 71. Changes for Ms. C94 create a simpler 

texture, with fewer ornaments notated and strummed chords 

added in place of a slightly more contrapuntal texture. 

Gallot composed a double for Corbetta's "Allemande du Roy" 

(pp. 1-2), incorporating harmonic and melodic landmarks of 

the original in a single-line melody with a sixteenth-note 

continuum. This double is followed on folio 58 (verso) by 

a copy of the "Allemande du Roy" which halves the note 

values of the original. Gallot's copy of Corbetta's 

"Allemande faite sur 1'emprisonnement du Due de Bouquingam" 

(pp. 13-14) on folio 98 (verso) also halves the note 

values. These pieces are not labeled "doubles", but may 

have been intended as such. 

Of the concordances identified by Pinnell from 

Corbetta's book of 1671, two are questionable. Only the 

first strain of Corbetta's "Passecaille" is used for the 

Gallot copy, with several small changes: 
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Corbetta -J 

Gallot 

•J 

m »— 

Figure 14. Passacaille: Corbetta (1671), pp. 49-50; 
Ms. C94, f. 45r. 

A composition entitled "Suite de Chaconne de francisco" in 

Ms. C94 presents a similar problem. The Gallot composition 

is much simpler overall than Corbetta's chaconne. The 

reference to "francisco" in the title may refer to the use 

of Corbetta*s piece as a model, but no direct quotes are 

included in the Gallot copy. The word "suite" indicates a 

continuation, perhaps in this case additional variations to 

be performed with the Corbetta original. Without the 

title, little resemblance would be visible: 

Corbetta n • fl 1 
MS. C94 

Figure 15. Chaconne: Corbetta (1671), pp. 71-73? Ms. C94, 
f. 2lv. 
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An even greater contrast is evident between Gallot's 

"Regola per sonar sopra la parte" (f. 139v) and Corbetta's 

"Commencement pour toucher la partie" (pp. 99-101). The 

Gallot is not a translation of the original. Such a 

translation, from French to Italian, would be unlikely in 

any case. The Corbetta is much more comprehensive and is 

organized differently. 

A study of the Corbetta concordances in Ms. C94 

provides insight on performance practice, as Gallot 

sometimes writes out ornaments and "notes inegales". An 

example of the use of "notes inegales" may be observed in 

an allemande taken from Corbetta's book of 1643 (pp. 

54-55). Gallot applies a dotted rhythm to all cadential 

figures, notated incorrectly as a dotted eight and two 

sixteenths. Since rhythms are usually notated accurately 

in Ms. C94, the dot may have been added later as a reminder 

to the performer of a common practice. Gallot felt it 

necessary to write out another common practice, the "petite 

reprise", for two sarabandes with no such indication in the 

original. Such changes may represent an attempt to record 

a specific performance, or may reflect the taste of Gallot 

or the scribe. In either case, these embellishments of the 

original demonstrate a distinctly French style. 

The Corbetta concordances in Ms. C94 are remarkably 

accurate for their number. Pieces from 1643 and 1648 are 
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found most frequently and contain the smallest number of 

variants overall. Pieces from 1671 appear infrequently and 

are often arrangements of the original. Pieces from 1674 

are found only on the smaller folios and differ little from 

the original. Unexpectedly, Gallot applied greater 

creativity in adapting the more difficult music of 1671. 

Very few pieces are taken in context from the original 

source, but appear in combination with the music of other 

composers or with pieces from Corbetta publications of 

different dates. Their selection and entry in the source 

demonstrate the musical literacy of the scribe, in his 

ability to change tablatures and incorporate variants in 

ornamentation. 

Pinnell's identification of the Corbetta 

concordances leads to an interesting question of 

attribution. The user or users of Ms. C94 obviously had a 

high degree of familiarity with the standard repertoire of 

the time, as evidenced by the small number of 

attributions. Of the eight pieces bearing attribution to 

Corbetta in the source, three have no known published 

concordance, and five are doubles or arrangements of a 

Corbetta original. The scribe may have included an 

attribution only where the source would be unclear. 

Pinnell refers to the abbreviation "f.", which appears in 

Ms. C94 75 times, as a possible abbreviation for 
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"Francisco". Only eleven of his concordances use this 

abbreviation, however, and little other evidence supports 

such a claim. 

A. M. rBartolotti! 

The attribution "A.M." appears in Ms. C94 eight 

times. One of these pieces may be traced to the work of 

Angelo Michele Bartolotti, an Italian guitarist who, like 

Corbetta, spent the latter part of his life in Paris.52 

The Gigue found on folio 7 (verso) of Ms. C94 is taken from 

Bartolotti's Secondo libro di chitarra.53 

Bartolotti -V* i f i H J I IIJ H ̂  11 

Ms. C94 rsnn RH 
b-

4 i  I1 ' l l j  i  1 r •« 1 

Figure 16. Gigue: A.M. Bartolotti (1655), p. 15; Ms. C94 
f. 7v. 

The other seven "A.M." attributions do not correspond with 

Bartolotti*s published guitar works. As noted above, 

however, the presence of the attribution in Ms. C94 may 

52Robert Strizich, "Angelo Michele Bartolotti", 
New Grove Dictionary of Music and Musicians (London: 
MacMillan, 1980), Vol. Ill, p. 229. 

53Angelo Michele Bartolotti, Libro Primo et 
Secondo di Chitarra Spaanola (Firenze: 1640; Geneva: 
Minkoff, 1984), p. 15. 
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indicate that the work was not commonly known or is an 

arrangement. A complete concordance search could prove 

extremely valuable in the study of this important early 

guitarist. 

Stylistically, the "A.M." attributions are typical 

of Bartolotti"s Secondo libro in their combination of 

plucked and strummed textures. Gallot again changed the 

Italian mixed tablature of the original to French tabla-

ture. Bartolotti was well known in France as a theorbist. 

His works appear in several important manuscripts: an 

allemande and sarabande for the guitar in F:Pn Vm7 675 

attributed to "Angelo Mikielo"; an allemande for the lute 

in A:Wn 17706 attributed to "Angelus Michielo"; and an 

allemande for the lute in F:Pn F.844 attributed to 

"d'Angelot". The use of his first name or names in all of 

these sources lends further support to the identification 

of "A.M." as a reference to Bartolotti. 

Batiste TLullvl 

The four attributions to "Batiste" may easily be 

traced to the works of Jean-Baptiste Lully. Four other 

pieces in Ms. C94 use the titles of Lully's works to 

identify identify their source. Table 3 lists these eight 

pieces and their concordances. The first piece is not taken 

from Isis as its title indicates, but from Bellerephon. Only 

the third piece credits an arranger, in the phrase "mis par 
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Table 3. Lully Concordances 

MSt C94 iMllV ?<?yrge 

Ms. C94, f. vii r 
Minuet de l1opera d'Isis 

LWV 57/7 
Bell^rephpn (1679) 

Ms. C94, f. vii r 
Minuet de l1opera 

LWV 60/72 
Pers6e (1682) 

Ms. C94, f. vii v 
Minuet de Phaeton 

LWV 61/7 
Phaeton (1683) 

Ms. C94, f. vii v 
Minuet de Phaeton 

LWV 61/2 
Phaetan (1683) 

Ms. C94, f. 145 V 
Air de batiste 

LWV 54/4 
Isis (1677) 

Ms. C94, f. 146 r 
Les forgerons de Batiste 

LVTV 54/54 
Isis (1677) 

Ms. C94, f. 146 r 
Les basques de Batiste 

LWV 32/17 
Ballet des Muses (1666) 

Ms. C94, £. 146 r 
Gavotte de Batiste 
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Gallot le jeune". No concordance can be found for the last 

piece. Arrangements of Lully's music are extremely common 

in lute and guitar tablatures of the period. The Gallot 

pieces typify the style of such arrangements, retaining the 

melody of the original with slight embellishment and adding 

a simple chordal accompaniment. No attempt to imitate the 

texture of the original is made. The Lully concordances 

span the years 1666 to 1683, and appear only on the smaller 

folios of Ms. C94. They are useful in dating the 

collection, supporting the possibility that the smaller 

folios represent later additions. 

Other Attributions 

The attribution "Mr. T." or "Mr. Talbot" appears in 

Ms. C94 three times, with a passacaille attributed to "Mr. 

T." on folio 36 (recto), a pavanne to "Mr. Talbot" on folio 

86 (verso), and an allemande "du mesme" on the next folio. 

The pavanne is also found on folio 92 (verso), with 

marginal notes on both folios referring the reader to the 

duplicate. The pieces are identical and may have been 

copied twice in error. The music is consistent 

stylistically with the rest of the manuscript. The name 

Talbot is also found on folio 81b (recto), as the title of 

a courante attributed to De Gallot V[ieux], "La Talbott". 

It is tempting to associate this Talbot with the James 

Talbot who compiled a manuscript describing musical 
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instruments (GB:Och Ms. 1187).54 James Talbot's birth 

date of 1665 falls after the title page date of Ms. C94, 

but his graduation from Cambridge occurred the same year 

as the Lully operas included in the manuscript. 

The name "Clement1* also appears three times in Ms. 

C94, but does not appear in any other sources known to this 

author. The chaconne is unusual because of its length, 

eight full pages, from folio 93 (recto) to folio 96 

(verso). It is also noteworthy in that the marginal notes 

combine English and French, using "Turne for the following" 

to indicate page turns and "Aut[re] suitte repicco" to 

indicate a contrasting section. The name "Ann Wall" 

mentioned earlier appears at the bottom of folio 95 

(recto). 

Ms. C94 contains the only known guitar pieces 

attributed to Oufault, "one of the most renowned lutenists 

of the seventeenth century".55 Like the Gallots, he was 

said to be a student of the Gaultiers. The presence of his 

music in Ms. C94 helps to establish a link between 

Henry-Frangois de Gallot and the lutenists of the same 

name. It is interesting to note that, like Gallot 

54Anthony C. Baines, "Talbot, James", The New 
Grove Dictionary of Music and Musicians (London: MacMillan, 
1980), Vol. 14, p. 538. 

55Joel Dugot, "Dufaut", The New Grove Dictionary 
of Music and Musicians (London: MacMillan, 1980), Vol. V, 
p. 674. 
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d'Angleterre and Gallot d'Irlande, he also lived in 

England, ca. 1670. 

No lute original has been discovered for the 

Allemande in Ms. C94, but the Prelude is taken from the 

Saizenay I manuscript. A comparison of the Prelude with 

its lute original again demonstrates the musical ability of 

Henry-Fran<?ois de Gallot or his scribe. The guitar 

arrangement maintains the "style brisd" of the original. 

Chords are used to compensate for the bass notes of the 

lute version, especially where pitches are repeated in 

various octaves. The examples below illustrate the changes 

made for the Gallot copy and have been transcribed in bass 

clef to facilitate comparison: 

Saizenay I 

Ms. C94 

Ms. C94 

Saizenay I 

Figure 17. Prelude: Saizenay I (F:B Ms. 279152), p. 109; 
Ms. C94, f. 62r. 
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The remaining names appear only once as attributions 

in Ms. C94 and have no known concordance. The name 

"Arkangelo" is frequently found in other guitar sources and 

can usually be traced to the works of Arcangelo Corelli. 

If the Allemande in Ms. C94 is taken from Corelli, it is an 

extremely free arrangement. The title "Pieces de Mr. 

Manoke" appears on folio 107 (verso) and is followed by 

three pieces written in Tuning #2: A-C#-F#-B-E. The 

pieces are extremely simple with a primarily chordal 

texture. Donald Gill writes that "the name Reijmes occurs 

twice, once at the start of a prelude by Corbetta (f. 98v) 

and again as the title "La Reijmes" of a sarabande by De 

Gallot d'Irlande (f.llr). Bulien Reymes was known as a 

lute-playing diplomat who served in Italy at this time ... 

so it seems that he or his wife played or enjoyed hearing 

the guitar also".56 The prelude he refers to is not by 

Corbetta, although it appears just before Corbetta's 

Allemande for the Duke of Buckingham. The name given on 

folio 98 (verso) is also spelled differently, "Gm. 

Reymesnr", and seems to be an attribution. Gallot 

d'Irlande's use of the title, "La Reymes", suggests that he 

knew or worked for someone bearing that name. 

Two names remain a puzzle. On folio 111 (verso), 

the phrase "suivent les pieces que j'ay ecrit de 

56Gill, p. 85. 
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Mile, houelle" appears with a group of pieces attributed to 

De Gallot V[ieux]. On folio 11 (recto), the attribution "B. 

6. Sottise" appears to be a joke. Due to the awkward use of 

English in Ms. C94, it is easy to mistake technical phrases 

for additional attributions. In his list of attributions, 

Gill includes "R Charpe", which is actually a key reference 

using the alfabeto symbol "Rn for the pitch "B" and the word 

"Charpe" to indicate a major key.57 

The attributions found in Ms. C94 suggest interesting 

possibilities for future research. Richard Pinnell's work in 

identifying the Corbetta concordances demonstrates the value 

of such an effort. The attributions and names appearing as 

dedications described above may eventually help to fill in 

details in Henry Francois de Gallot's biography. Positive 

identification of a majority of the pieces included in Ms. 

C94 is essential to understand the context and significance 

of this important source. 

Conclusion 

The music contained in Ms. C94 does not deviate 

significantly from the mainstream of the lute, guitar, and 

harpsichord literature of the seventeenth century. Simple 

binary dance forms predominate, and "there is almost an 

insistence on dis-unity within the individual dance which 

57Ibid., p. 80. 
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is achieved through a constant change of texture, avoidance 

of melodic sequence, lack of harmonic stability, and a 

perverse reluctance to have Part A of any dance share its 

motivic material and melodic shape with Part B".58 The 

influence of the Italian guitar school is clearly visible, 

but music attributed to the various Gallots retains an 

essentially French character. Dates found within the 

manuscript and general stylistic observations place the 

repertoire between 1670 and 1684. 

58James R. Anthony, French Barocme Music (New 
York: W. W. Norton and Company, Revised 1978), p. 247. 
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