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FOREWORD

Vincenzo Galilei’s treatise on intabulation and playing the lute —
FRONIMO - first appeared in 1568. It must surely have been a wel-
come work, for Galilei was a lutenist of considerable reputation as
well as a theorist and composer. The 1568 edition, published by the
Venetian printer Girolamo Scotto, was entitled FRONIMO DIALOGO
di Vincentio Galilei Fiorentino, Nel quale si contengono le vere, Et
necessarie regole del Intavolare la Musica nel Liuto. Galilei dedicated
it to Duke William of Bavaria, signing himself as ‘“humilissimo et
devotissimo Servitor.” It is not known if Galilei had actually served in
that famous Bavarian center of music before FRONIMO’s publication,
but it has been established that he was indeed there in the years 1578
and 1579.

It was not until 1584, almost twenty years later, that Galilei
again brought out his FRONIMO, “enriched by the Author, and
adorned with new ideas and examples.” This version was also pub-
lished in Venice by “the Heir of Girolamo Scotto,’’ but it was dedicated
to a different patron — Jacopo Corsi, the nobleman in whose palace
opera had its birth. One may wonder why so much time elapsed
between the two editions; the reason is clear, however, when one
considers Galilei’s activities and output during those years: he was
teaching music, writing a Compendio nella Theorica della Musica
(c. 1570) and his Dialogo della musica antica e moderna, published in
1581, composing and publishing a book of madrigals 4 4 and 5 (1574),
and also pursuing studies on ancient Greek music with the renowned
scholar Girolamo Mei.! At the same time he was immersed in investi-
gations of dissonance and consonance in relation to expression of the
text (essentially the principles of the seconda prattica, though not so
called by Galilei.)?

FRONIMO is a didactic work unique in the lute literature of the
sixteenth century. Like Thomas Morley’s Plaine and Easie Introduc-
tion to Practicall Music of 1597, the dialogue is carried on between
the pupil Eumatius and the master, Fronimo (i. e. Galilei). The eager
scholar asks questions of Fronimo and receives not only the answers
he seeks but also a great amount of additional information. Unlike the
printed lutebooks which appeared in increasing numbers throughout

tc, Palisca, “Girolamo Mei, Mentor to the Florentine Camerata,” MQ (XL), 1954.

C. Palisca, Girolamo Mei (1519—1594), Letters on Ancient and Modern Music to V.
Galilei and Giovanni Bardi, The original text edited and annotated, with an extensive Intro-
duction in English. MSD 3. (American Institute of Musicology, n. d. Revised edition 1977)

2 C. Palisca, “Vincenzo Galilei’s Counterpoint Treatise: a Code for the Seconda Pratica,”
JAMS IX (Summer, 1956), 81 -96.



TABLE
OF THE MOST NOTEWORTHY THINGS IN THIS WORK

What is necessary for one who wishes to intabulate correctly

forthe Lute ....... ... ... ... . . . . .. i 36
Each note may be played on the Lute by different frets and

SETIII S . . .ttt e e e e 37
What its nature and characteristicsare ..................... 38
Battaglia Francese, in what positions played by Il Milanese . . ... 38
Notes; how they are playedonthelLute.................... 39
Cantilene a 2, intabulated for Lute . .. ..................... 42
Notes altered on the Lute,andwhy ....................... 43
Some exceptions to rules of Counterpoint; what they are

and WhY . ... e 43
What this sign (enharmonic Diesis) means in correct

tablature . .. ... ... e 44
Cantilena for 3 voices intabulated for Lute ................. 45f.
Cantilena for 4 voices intabulated ........................ 47ff.
Which of the eight musical figures should be re-struck, and

whichnot . ... ... .. ... . . . 53
Other cautionary remarks about repercussion and

suppressionofnotes .. ........... .. ... L i 56
Simple and composed consonances, how they should be

WIILEEN . . . e e e 58
Other information about this most important item ........... 59f.
What should be avoided in diminutions of cantilenas .......... 66f.
Other information, useful and necessary on thisitem.......... 67f.
The movement of a composition should be proportionate . ... .. 68
Fugue for two lutes at the Unison after six measures .......... 69
Whether Cantilenas should be intabulated as written .......... 70
Problems that may occur in transgressing this precept ......... 70
Accidental signs should be used suitably and not by chance

and without judgement ............. .. .. ... ... ..... 70f.
Parts of the cantilena should not occupy each others’ places .... 71
Further considerations about accidental signs ............... 72
How much the hearing is deceived in discerning the quality

of sounds without the meansofreason ................ 72
New considerations about the use of accidental signs .......... 72f.



How one should regard the voice parts with respect to the

relationsof theintervals ............... .. ... ........ 73f.
How the parts may imitate eachother ..................... 74
What is to be sounded in fugues at the Unison ............... 75
How, besides the Author’s precepts, one should examine

intabulations by those who understand theart .. ......... 79
Good intabulation is difficult todo .............. ... ..... 80
The Author’s Book of Intabulations, printed in Rome ... ... ... 81
The advantage of practical music liesinitsease .............. 81
The art of good intabulation seen chiefly in the older

Cantilenas rather than in the modern . ................. 81
Faults of some modernsingers ............. .. ..., 82
Plutarch on the subject of Olimpus ....................... 82
Diligent examination of the canzone intabulated by Eumatius,

in which are discovered a great many errors .. ........... 82f.
A new manner of writing tablature . . ... ....... ... ... L 83
Errors that occur in the prints should be corrected by

intelligent persons . ........... ...t 83ff.
Why, when one can reasonably use the open string, it is no

good to use the 4thand Sthfret . ..................... 86
A brief discourse on the perfection of fretted instruments,

especially the Lute ... ....... .. ... i, 87ff.
One should not avoid difficulties in intabulation, provided

the third is not jeopardized ........................ [92]
At times the 4th and Sth frets are more suitable than the

OPEN SITINGS . ..\ e 89
Notes omitted occasionally for grace in the music are praise-

worthy, but reprehensible if done inadvertently .......... 90
Notes omitted by necessity, how and what theyare .. ......... 92
Cautions about thisitem ............................... 92
When singing four parts together the lower part should never

lack the 3rd of the 5th ......... ... ... .............. 92
Care should be taken in Diminutions and Passaggi added to

cantilene for grace in intabulation .................... 92ff.
Further remarks about the ranges of the parts ............... 94f.
Necessity for those who wish to intabulate correctly to know

Counterpoint . ....... ... .. . . .. .. 96
Very brief rules of Counterpoint .. ....................... 96f.

18



How one should proceed from one consonance to another ... .. 98
Many movements are used to put in action ways to go from

one consonancetoanother.......................... 98f.
What is meant by the parts “showing their front and back”

inthecantilena . ... ........ ... ... . . .. . . ... .. .. ... 98f.
Other useful rules in Counterpoint .. ...................... 99f.
Examples of the aforesaidrules .......................... 101
Other observations concerning Counterpoint ................ 101
Manner of treating dissonance ............. ... ... ... ..., 101f.
Further rules of Counterpoint .......................... 102
Different ways one can proceed from the 3rd to 5th .. ... .... 102ff.
[Fromthe 3rd tothe 5th] ....... ... ... .. ... .. ... .... 104
Fromthe Sthtothe3rd ... ... ... ... ... . . . . . ... 105
From the 3rd totheoctave .......... ... ... ... 106
From the octavetothe 3rd .......... ... . ... 107
Fromthe 3rdtothe Unison ............ .. i iiiun... 108
From the Unisontothe3rd .......... ... .. ... ... .. ..... 108
Fromthe 6thtothe Sth ........ .. ... .. . . . ... 109
Fromthe Sthtothe6th . ... ... ... ... ... ... ... . ...... 109
From the 6thtotheoctave ......... ... ... ... veo. ... 110
Fromthe octavetothe 6th ........... .. ... .. ... ....... 110
Fromthe 6thtothe Unison ......... ... ... .o iu. ... 111
Fromthe Unisontothe 6th ............. ... .. . ......... 111
Fromthe 10thtotheSth ........ ... ... .. ... . . . ... 112
From the Sthtothetenth ................. ... ......... 113
Fromthe 6thtothe 12th .. ...... ... .. .. . ... .. . . .. . ... 113
From the 12thtothe6th .. ......... ... ... . .. .. ... ... ... 114
From the Unisontothe 5th . ......... ... ... . ... 114
From the SthtotheUnison ........... ..., 115
From the Unisontotheoctave ... ........ ... .. ... ..... 115
From the octavetothe Unison . ... .......... ... 116
From the fifth tothe twelfth .. ............. ... ......... 116
From the twelfthtothefifth ............ .. ... ... ....... 117
From the fifthtotheoctave . .. ... ... ... ... .. ... ... .... 117
From the octave tothefifth .. ... ... ... ... ... . ... ..c..... 118
From the sixthtothethird ................ .. .......... 119
From the third tothesixth . .............. ... .......... 120
From one third to another third . . ............ ... ........ 121
Fromonesixthtoanother ........... .. ... ... 122
From the third tothetenth ......... ... ... ... .......... 122
From the tenthtothethird ......... .. ... .. .. .......... 123

19



From thesixthtothetenth .......... ... .. ... ... ... ...
Fromthe tenthtothesixth ........... ... ... .. .. ... ...

Example of two melodies for two voices

in note-against-note ............... ... ... . . ...
Example of two melodies for two voicesona C.F. ..........
Duoinfantasy style .. ....... ... .. . ... ...
Other remarks about melodies of two and more voices .......
Ricercar in the first tone withbduro .....................
Ricercarin thesecondtone ............................
Ricercarinthethirdtone ............... ... ...........
Ricercar in the fourthtone ... ... ... .. ...................
Ricercarin the fifthtone ......... ... ... ... ............
Ricercarin thesixthtone .............. ... ... ........
Ricercar in the seventhtone ............................
Ricercar in theeighthtone ... ........ ... .. ... ..........
Ricercarin theninthtone .............................
Ricercarin thetenthtone .............................
Ricercar in the eleventhtone ...........................
Ricercar in the twelfth & lasttone .......................
Ricercar in the first tonewithbmolle ....................
Ricercarin thesecondtone ............................
Ricercarin the thirdtone .. ............. ... ...........
Ricercar in the fourthtone . .. ..........................
Ricercar in the fifthtone ............ ... ... .. ... ......
Ricercar on thesixthtone .............................
Ricercar in the seventhtone ............. ... ..... ... ...
Ricercar in the eighthtone .. ....... ... ... .. ...........
Ricercar in the ninthtone .............................
Ricercar in the tenthtone .............................
Ricercar in the eleventhtone ...........................
Ricercar in the twelfth & lasttone ... ....................
Which of these Ricercari can be played in its proper Tone and

which transposed *
Another Ricercar in the first tone withbduro ..............
Another Ricercar in the 12th tone with b molle*
Example of the final note of each tone, both with b duro and

bmolle ....... . .. .

*Not in the text though in the index of the original. G. Ed.



Example of the same final notes in bassand tenor ........... 138

Further remarks aboutthe Tones .. ...................... 138f.
Plagal and Authentic tones, what theyare ................. 139
Which are played and sung in their own register, and which are

transposed . ... ... e 139
Discussion by Author on the perfection and imperfection of

thefourth .. ... .. ... .. .. . . . . . i 140f.
Several ingenious reasons to prove the fourth may be

perfect, or of the same nature asthe fifth . ............ 140
Confutation by the Author ............. ... ... .. ...... 141
Opinion of Tolomei about the fourth, and confutation by the

Author .. ... . e 142f.

Hearing has for its proper object sounds & voices, nor can one
be mistaken about them in the proper circumstances, for

itistheirtruejudge ......... ... . . 145
Boethius on the proportions of musicalsounds .. ............ 145
Pythagoras inventor of these, & how he discovered them ... ... 145f.
The Diatessaron used simply in two voices by some ancient

theorists . .. .. . 147
One hundred different examples a 4 in which one can see how

to use dissonances togood effect .. ........ ... ... ... 148ff.
Why sounds agree withnumbers. ... ..................... 154
Unequal frets on Lute and Viola to provide for major and

minor semitones are an impertinence .. ............... 155ff.
Strings added to the Lute in the manner usual today are of

little use and convenience . . ... ... ..o 159
Tellinus, together with his new Tibia, scorned by intelligent

people .. e 159
Numbers of books and intabulations and compositions to

be published by the Author ........................ 159
Artaxerxes, first King of Persia has very longhands .......... 159
Marcus Volcatius had two sons, each of which had six fingers

oneachhand ......... ... ... ... . .. .. 159
How strings can be added to the Lute to be convenient and

useful ... 160f.
For what reason and by whom have the abovementioned

stringsbeenused ............. .. ... ... .. ... 161f.
Frets added to the Lute, and their impertinence ............ 162



How frets can be rearranged so that they are more

convenient and useful than ordinary frets .............
One should make the Unison sound as much as possible

in intabulating and playing melodies .................
Cadences, which should be embellished and whichnot .......
Other most important observations about such cadences . ... ..
Further observations about the use of accidentals ...........
Suggestions on the repeats of modulation .................
How to conceal ordinary rests in a composition . ............
New suggestions about repeats in compositions .............
When to repeat some final chords of a composition ..........
How to write the syncope [tie] in a tabulature .. ............
How to write the pauses and ordinary rests ................
How proportions should be indicated .. . ..................
Kinds and numbers of proportions . . .....................
Other rules regarding proportions . . . .....................
Why, in addition to what the Author has said about good

intabulation, one should examine the intabulations

of worthy men, from which can be drawn the entire

knowledge of what must be observed in thisart .........

22



List of the Cantilenas scattered through the work,
124 in number.*

Page
A caso un giorno, a 5, Giaches Vuert ...................... 236
A cui piu ch’altri mai, a 4, GiachesdaPonte ................ 232
Alla dolce ombra, a 5, by Animuccia ...................... 220
Alle fiorite sponde, intabulated fortwo Lutes ............... 63
Amor m’ha posto,a 5,PietroVinci ....................... 200
A qualunque animale, a 4, Annibale Padovano ............... 190
Aquestoconfortando ............. ... ... ... . ... 233
Beltd si come in mente,a6,Rossello ...................... 206
Ben mio chi mi ti toglie,a S,Ruffo ....................... 211
Bensapev’io,a5,Spontone . ........ ... ... 185
Biviendo fin amar, a 4, Pedro Gherrero . ................... 35
Candida e riccha vela,a 5,by Portinaro .................... 217
Cantaihorpiango .......... ... .. . . . . i, 195
Caronte,a S,by Morales . . .......... ...t 228
Chi per voi non sospira,a 5, Annibal Zoilo . . .. .............. 218
Chi salird per me,a 4, Giaches Vuert . ..................... 189
Chi vuolveder,a 5,GianContino . . .. ......... ... ......... 238
Come havranfin,a4,by Cipriano .. ..............c..uo.... 204
Come non conoscoio,a 5,byOrlando . .................... 199
Con lei fuss’io,a4,by Annibale ... ............... ..., 194
Cosi le chiome mie, 23 p.a 5, Gianetto .................... 57
Cosi vuol mia ventura,a 5,by Bacchusi .................... 226
Contrappunto primo, by B.M. ........................... 244
Contrappunto secondo, by thesame ...................... 246
Crainte & Sospir,a 4,PedroGherrero .. ................... 174
Da mille gravi affani,a 4,GianContino .................... 239
Da quei bei crini, a 5, BaldessarDonato .................... 204
Dal pid bel viso, a 4, Annibale Padovano .................. 197
Dalle soave parolette, 22 p. ... .. ...t 197
Deh lascia I’antro ombroso, a 4, Baldassar Donato ........... 202
Deh, porgi mano,a 5,by Ruffo .......................... 210
Di men stupor saria,a 4,Gian Contino . . .. ................. 237
Dolor se’l mio dolor,d 5,by thesame ..................... 203

*In the original the several titles under each letter of the alphabet are not alphabetically
ordered. Here they have been recast to be so ordered. G. Ed.

23



Donnagentil,a5,byNanino ....................c...... 213

D’un spiritu triste, a 4, Pedro Gherrero . ................... 53
Ecco che pur,a 6, AntoniodelPace ..................... 229
Et io da che comincia,a4,by Annibale ................... 191
E qual cervo ferito, a 5, Marco Antonio Pordenon ........... 222
Eran si chiari, a 5, Gian Andrea Dragoni .................. 224
Fedeli miei, a 4, GiachesdaPonte ....................... 234
Fuggi, speme mia, fuggi,a 5, by Striggio .................. 205
Hor pensate al mio mal, a 5, Hippolito Baccusi ............. 225
I dolci colli, a 5, Marco Antonio Pordenone ................ 222
I pensier son saette,a 5,PietroVinci ..................... 201
Il dolce sonno in cui sepolto giace, by thesame ............. 188
Il vostro gran valore,a 3,byRuffo........................ 84
In dubbio di mio stato,a4,byOrlando ................... 242
In dubbio di mio stato,by Orlando ...................... 241
In exitu Israel,44,by the Author ........................ 47
In qual giardin, 2 4, GianContino ....................... 240
In qual parte del cielo,a 5, FilippodiMonte ............... 216
Io fuggia le tue mani, 23 p.,by Spontone .. ................ 185
Io mi son giovinetta,d 4, by Palestrina .. ................... 95
Io mi son giovinetta, 3 4, by Ferrabosco . . .................. 80
[lopiango] . ... i 219
Io son ferito ahi lasso,a 5,by Gianetto ................... 187
La bella mano, a 6, by Giacomini ........................ 220
La notte che segui,a 5,byOrlando ...................... 198
La quale in somma € questa, a 4, by Giachesda Ponte ........ 233
Lieti e felici spiriti,a3,by Ruffo ......................... 84
Ma di che debbo lamentarmi,a4,by Ruffo ................ 206
Ma folle io spargo,a 5,bythesame ...................... 219
Mentre di pioggia,a 6, by Primavera . ..................... 228
Nasce la gioia mia,a 6, by Animuccia . ..................... 78
Nasce la pena mia,a 6, by Striggio ........................ 77
Nell’ odorato & lucido, a 4, GiachesdaPonte .............. 231
Non credo che pascesse,a4,by Annibale . .. ............... 192
Non mi tolga’l ben mio,a 4,byIngegneri.................. 236
Non ved’ il mondo, a 5,by Animuccia .................... 221
O del mio navigar,a 4, ConstanzoPorta ... ................ 207
Odolce sguardi,a 5, by Ruffo .......................... 213

24



O dolorosi amanti,a 5,byDragoni .. ..................... 223

[Ovago Endimione] ........... ... .. .. .. 0iiiiiiiinnn.. 188
Per divina bellezza, a 5, FilippodiMonte .................. 216
Per pianto la mia carne,a 5,by Bacchusi .................. 224
Piacciati come a tuoi,a 5,by Portinaro . .................. 217
Prima ch’iotornia voi,a 4,by Annibale .................. 193
Qual anima ignorante, 2 5,by Adriano ... ................. 208
Qual miracolo amore, a 3, by the Author .. ................. 45
Quando la sera scaccia, a.4, by Annibale .................. 192
Quando lieta sperai,a S,by Morales .. .................... 226
Questi ch’inditio fan, a 6, by Striggio ..................... 76
Questi che la Citta, fortwo Lutes . .. ........coviinnen. .. 64
Ricercari a 4 vociby the Author . ....................... 129
Ricercarea4 voci, by BM......... ... ... .. ... ... .... 180
Ricercare a 4 voci, Annibale Padovano ..................... 32
Riconoscicolei,a5,byOrlando ... ...................... 199
Sapete amanti,a4,GianContino ........................ 239
Scopriro ’ardor mio,a 5,by Nanino. . .................... 214
Sdegno regge il timor,a S,by Ruffo . ..................... 211
Se di penne giamai,a 5, Pietro Taglia ..................... 186
Se tra quest’ herbe e fiore,a 5, by Gianetto ................. 90
Sevoiseteilmioben, 2qp. ........ i 215
Sevoiseteilmiocor(cormio) ............coiiiiieinn... 241
Si m’e dolce il morire,a S,by Bachusi .................... 225
Si puor bivir ardiendo, a 4, Pedro Gherrero ................. 34
Si traviato e "l folle,a 4, by Annibale ..................... 194
Spesso in parte del ciel, a 4, Marco Antonio Ingegneri ........ 235
Tenga dunque verme,a4,by Annibale ................... 196
Ultimi miei sospiri, a2 6, by Verdelotto .................... 230
Vestivaicolli,a 5,by Gianetto . ...............ouiuuo... 56

25



26

List of the Authors of the Cantilenas
scattered through the Work,
34 [recte 35] in number.

Adriano Villaert
Alessandro Striggio
Annibal Padovano
Annibal Zoilo
Animuccia

Antonio del Pace
Baston

Bartolomeo Spontone
Baldassar Donato
Bernardino Giacomini
Cipriano Rore
Filippo di Monte
Francesco Rossello
Ferrabosco

Gian Contino

Gian Andrea Dragoni
Giannetto da Palestrina
Gian Maria Nanino

Gostanzo Porta

Giaches da Ponte
Giaches Vuert

Hippolito Bacchusi
Lionardo Primavera
Marco Antonio Ingegneri
Marco Antonio Pordenon
Orlando di Lassus

Pietro Vinci

Pietro Taglia

Pedro Gherrero
Verdelotto

Vincentio Galilei

[B.M.]

[Morales |

[ Portinaro]

[Ruffo ]



FRONIMO
Dialogue by Vincentio Galilei, noble Florentine
On the Art of Intabulating and Playing music
on man made instruments of strings and winds,
and in particular, on the Lute

* k ¥ % % 3k

Interlocutors

Eumatius and Fronimo

Eu. That man may call himself truly blessed who, fleeing the troubles
and fatiguing vanities of the world, the intemperance, pride, adula-
tion, deceptions and pretences of the courts, brings himself to a
solitary and tranquil life; for my part I desire nothing other than to be
able to do so without reproof. Truly, each time I steal away from the
Palace, and from serious thoughts, and come to this villa on the banks
of the river, beneath the shade of tall lime trees and leafy arbors, I
seem to be transported from the torments of Hell to the pleasures of
Paradise — for what is there here which does not please and give the
highest delight? Here the natural colors of the flowers and grass are
most beautiful and delightful objects for the eyes, the murmur of the
streamlet, the soft movement of the trees, together with the voices
of nightingales and other birds, accord so well together that they fill
the ear with sweetness; in short, all the sentiments find particular joy
and delight. Oh, how willingly would I sometimes seek refuge from
the summer sun in such a place with my dear Fronimo! May it please
God, that to find him (since for no other reason have I left the house)
I may not have to go much farther, so that I can talk with him about
worthy and pleasing matters, which, together with his sweet and
harmonious sounds, dissipate the melancholy in me, as has happened
many times. But what new music do I hear? It is a Lute, and from
what I hear, sweetly played. There he is, sitting on that stump with lute
in hand. I must draw near quietly so asnot to interrupt the harmony and
to see if he is one of my friends. It is Fronimo, or my eyes do not
serve me! Surely it is he. O virtuous youth and worthy of praise! I
have heard it said by many people that he is on the way to becoming
one of the skillful musicians of our times, and I can easily believe it.
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Many times astute and learned!S players (to return to what I just
said) in going from a simple or composed consonance to another
somewhat distant, have struck the consonance again, for it was not
possible to make it sound fully without a new repercussion. And of
this practice we have an example in two places in the canzone which
begins D’un spiritu triste: one in the sixth bar and the other in the
twentieth. And, up to now having shown you sufficiently by means
of many examples how the repercussion of a note may be necessary, |
wish now to show you that it is not less useful and necessary to silence
some repetitions.!® To conclude, I will say in a few words that often it
is necessary to imagine that the present example may be this —

15 1568, omits “‘e giuditiosi”.
16 156 8, omits ‘“‘some repercussions.”
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Eu. I am in truth pleased that I have heard so many things from that
Gentleman, therefore I give you in return what I owe — at least the
greatest thanks of which I am capable, assuring you that if I can be
mistaken about some things, in this I am not mistaken: I know how
much you have made this art advance over all others, and consequent-
ly how infinite is my debt.

I can never hope to repay such benefits with my powers, how-
ever I shall not fail to show my gratitude daily, and to show thatI am
aware of your worth. I repent of having wasted so much time, during
which I could have learned many things, thanks to your generosity
and courtesy, trusting in which I can say for certain you will never be
bored by helping me, for each hour I am more inflamed by the desire
to learn.

Fr. You need have no doubts about it, for it not only does not weary
me to be of service, but I ask you always to call on me. And seeing
you a bit more often, I promise to tell you of new things continually,
for I will never conceal from you anything I know.

Eu. It would not weary me to be always with you. But since we are
to meet again for similar conversations, and in order not to over-
burden you at one time, I will take my leave.

Fr. Go, and live happily.

THE END.

Regiftro.
ABCDEFGHIKLMNOPQRSTVXYZAa

Turti fonno Duerni.

N'E C 1 4,
248
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