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CHAPTER  I

During my career spanning half a century, like all my fellow harpists I constantly
had to grapple with the commonly held view that the harp has neither music nor histo-
ry of its own.

Fortunately, over the years I have been able to give the lie to this myth and have tried
to bring to light some of the vast repertoire, both early and modern, expressly com-
posed for this instrument which has been treated somewhat as an outsider in the musi-
cal world.

The research work for my books on Italian and Swiss harp music was plain sailing
because source materials were specific titles and title pages. Were I to write books on
French, German, Austrian, British, Bohemian, Spanish, Portuguese or Scandinavian
harp music, the work involved would be equally smooth and straightforward.

However, where Dutch music is concerned, the approach is rather different, because
here it is the painters, treatise-writers and historians who provide the evidence and
guidance necessary to discover the musical customs and traditions where the harp
played a significant part.

Performers looking for pieces of music may use this book as follows: chapter II
deals with treatises, chapter III with paintings, chapter IV with history and research
accounts. Chapters V and VI are concerned with confusions in terminology. Chapter
VII describes recent developments and chapters VIII and IX cover composers and
pieces of music. Libraries and publishers are listed with their addresses in chapters X
and XI, and finally chapter XII consists of the index based on the various groups of
performers.

In this last chapter harpists will find the composers most suited to their programme,
and can then turn to chapters VIII and IX for details. The actual pieces can be obtained
by consulting chapters X and XI.

I wish you every success in your search, in your rehearsals and in your concerts !
In order to define what is Dutch or non-Dutch in early music, I have followed the

current approach, i.e. all art and history prior to the separation of the “Seven Provin-
ces” in the 16th century is the common heritage of the Low Countries, whereas every-
thing pertaining to those courageous lands from then onwards is specifically Dutch.
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CHAPTER  II
TREATISES

As has been mentioned, researchers trying to piece together material on the history
of the harp must look for evidence which has escaped the notice of scholars concen-
trating on other aspects of the history of music.

An excellent field of research is the study of Treatises on music. A brief look at the
most famous pillars of musical wisdom of the 15th, 16th, 17th and 18th centuries
clearly shows that the harp was very much part of musical culture.

The earliest treatises were written partly in Latin, so that they could be read and
adopted in as many countries as possible: music itself knew no boundaries and Latin
was the international language of culture.

Fifteen eminent authors wrote about the harp in their Treatises. They are listed here
in alphabetical order, and then reviewed according to the chronological order of their
books.

TREATISE WRITERS ON THE HARP
(in alphabetical order)

AGAZZARI AGOSTINO (1578-1640) – Treatise 1607
ARNAULT DE ZWOLLE (c. 1400-1466) – Treatise 1440
BERMUDO JUAN (XVI century) – Treatise 1549-1555
BLANKENBURG QUINTUS VAN (1654 - c. 1739) – Treatise 1739
FERNANDEZ DE HUETE DIEGO (XVII-XVIII centuries) – Treatise 1702-1704
GALILEI VINCENZO (1533-1591) – Treatise 1581
GLAREANUS HENRICUS (1488-1563) – Treatise 1547
JUBENARDI BARTOLOMEO ( ? - after 1639) – Treatise 1634
MERSENNE MARIN (1588-1648) – Treatise 1636-37
MINGUET Y IROL PABLO (? - 1801) – Treatise 1774
PRAETORIUS MICHAEL (1571-1621) – Treatise 1615
RUIZ DE RIBAYAZ LUCAS (XVII century) – Treatise 1677
SANZ GASPAR (1640-1710) – Treatise 1674
TORRES MARTINEZ BRAVO JOSEPH (1665-1738) – Treatise 1702 and 1736
VENEGAS DE HENESTROSA LUYS (XVI century) – Treatise 1578

It can be seen that the earliest as well as one of the last treatise writers in this list are
both Dutch. And between the time of Arnault de Zwolle and Quintus Van Blankenburg
we find treatises from Italy, Switzerland, Germany, Spain and France, all bearing wit-
ness to the vitality of the harp.
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ARNAULT DE ZWOLLE (c. 1400-1466)

Arnault graduated in Paris, and was an astronomer, doctor and engineer. His talents
were greatly appreciated during the years he spent at the Court of Philip the Good in
Dijon.

The harp was held in high regard at the Burgundy Court and the Dukes themselves
played it. As well as astronomical instruments, Arnault also made musical instruments
for musicians to play on all Court occasions.

His treatise, written in Latin around 1440, is kept at the National Library in Paris
(manuscrit latin 7295) and describes in detail the construction of musical instruments.
Arnault has a preference for keyboard instruments, but he also gives attention to the
lute and the harp. His text is descriptive rather than inventive.

The French translation was printed in Paris in 1932, edited by Le Cerf and Labarde.
Harp construction is described on page 10.

ARNAULT DE ZWOLLE (C. 1400-1466), from: translation by Le Cerf and Labarde,
Paris, 1932, page 10-Latin and French.
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HENRICUS GLAREANUS (1488-1563)

Heinrich Loriti, known as Glareanus because he was born in Mollis in the Swiss
Canton of Glarus, was a poet, humanist, philosopher, harpist and composer.

He was Poet Laureate at the Court of Maximilian I, Professor at Basle University
and a good friend of Erasmus of Rotterdam. Like Erasmus, Glareanus refused to take
sides in disputes at the time of the Reformation.

His neutral stance cut short his brilliant University career, but his high reputation among
scholars was not tarnished. After resigning from Basle University, he opened a school at
Freiburg in Breisgau
which was attended by
the best students in Eu-
rope. He wrote two
books on music: a slim
volume written in 1516,
later revised and
enlarged by him into the
famous treatise “Dode-
cachordon”, printed in
Basle in 1547.

In this wide-ranging
work written in Latin,
Glareanus refers to the
harp as “cithara” and re-
gards it as an instrument
of prime importance.
The harp he describes
has yet only one row of
strings, so that altera-
tions and various tonali-
ties were obtained by
means of the ancient
practice of “scordatura”.

Modern reprint,
edited by Clemens
Miller, American Insti-
tute of Musicology,
1965.

HENRICUS GLAREANUS (1488-1563),
from: Dodecachordon, I, chapter 20, Basel, 1547.
One row harp (cithara) tuning.
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JUAN BERMUDO (16th century)

Fray Bermudo’s 1549 edition of
Declaración de instrumentos mu-
sicales consisted of one volume,
whereas the 1555 Osuna edition
comprised five volumes. This en-
largement was made to meet the
demands of Fray Bermudo’s fel-
low musicians. Five chapters of the
fourth book (88, 89, 90, 91 and 92)
are devoted to the harp. Chapter
88 is entitled “El arte de entender
y tañer el harpa”. Here, Bermudo
sings the praises of Ludovico, the
Court harpist of “los reyes católi-
cos” who is reported to have been
able to make alterations on the one-
row harp by using a special finger
technique. Bermudo goes on to
describe in detail problems regard-
ing the harp “de dos órdenes”.

The facsimile of Fray Bermu-
do’s treatise was edited by Ma-
cario Santiago Kastner in Kassel and Basle in 1957, published by Bärenreiter.

Above: JUAN BERMUDO (16th century), title page from: Declaración de instrumentos musicales, Osuna, 1555.
Below: Idem, front page of chapter 88.
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Above: LUYS VENEGAS DE HENESTROSA (16th century), Plate from: Libro de cifra nueva para tecla, arpa y
vihuela, Alcalá de Henares, 1557. Below: Idem, a guide to tablature.

LUYS VENEGAS DE HENESTROSA (16th century)

The book Libro de cifra nueva para tecla, arpa y vi-
huela, Alcalá de Henares 1557, was transcribed into
modern notation by Higinio Anglés and is part of the
volume La música en la Corte de Carlos V, Barcelona,
Instituto Español de Musicología, 1944.

“Las cifras” (or tablature numbers) common to all
three instruments are reproduced one below the other
on page 160 of this volume. Venegas de Henestrosa thus
teaches harpsichordists and harpists how to read the ta-
blature of the Spanish lute (vihuela) i.e. the notation most
commonly used in Spain at the time. After explaining
about “cifra” and “diapasón” (tuning), he writes as fol-
lows: “... because the vihuela is more perfect than the
harpsichord, but it is also more difficult. Since it is es-
sential to know where to place the fingers on the vihue-
la in order to follow its tablature, I thought it would be
helpful to show all three instruments, indicating which
fret, key and harp string the numbers correspond to”.

These words make clear one of the reasons why the harp (one-row, or “arpa doppia”,
or “arpa de dos órdenes”) was overlooked
in later years by inattentive scholars, who
“deleted” it from this period of history
when it was enjoying its highest splen-
dour. The fact that harpists could easily
read both lute and vihuela tablature as
well as harpsichord notation escaped the
notice of Historians.

Anyone looking for a specific annota-
tion referring to the harp will not normally
find it on Spanish front pages, precisely
because the harp was so widespread as to
make particular reference to it unneces-
sary.

Little is known of Venegas de Henes-
trosa, apart from his being in Toledo in
1535 in the service of Cardinal Tavera.
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Above: VINCENZO GALILEI (1533-1591), A guide to harp tuning, (arpa doppia) from: Dialogo della musica
antica e della moderna, Firenze, 1581. Below: Idem, the same in a modern diagram, interpreted by Marc
Pincherle in: Encyclopédie Lavignac, Paris, 1925, 2nd part, page 1926.

VINCENZO GALILEI (1533-1591)

Vincenzo Galilei was a lutist, composer and harpist, and belonged to the “Camerata de’
Bardi”, the Florentine group which favoured harmony as against counterpoint. The Camer-
ata actually invented opera, with is “canto a voce sola” (song for solo voice) accompanied
harmonically by various instruments.

Galilei’s Treatise, entitled Dialogo della mu-
sica antica e della moderna (Dialogue on an-
cient and modern music) was printed in Florence
in 1581 and aroused a great deal of interest. By
reversing the accepted musical values, Galilei
dismisses polyphonic music, which he calls
“modern” and insists on “Recitar Cantando”,
which in his view was one of the marvels of an-
cient Greece. He highlights the instruments most
suited to this new taste in music and attaches
great importance to the “arpa doppia”, which he
describes in detail. However, he regrets that he
is unable to provide a reliable tuning method
because each harpist keeps his own particular
tuning system as a closely guarded secret.

Galilei gives a stern warning to harpists that
a bleak future lies ahead for them, as well as
for the harp. In fact, he was right: with no com-
mon heritage rooted in teaching and know-
ledge, the arpa doppia was played only by a
restricted and secretive circle of musicians. As
a result, this difficult instrument declined in
popularity and eventually fell out of use in Italy after the middle of the 17th century. In
Spain, on the other hand, where schools and treatises were readily accessible, the arpa
de dos órdenes flourished right up to the birth of the pedal harp.

Modern edition of the Dialogo, Rome, Reale Accademia d’Italia, 1934.
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AGOSTINO AGAZZARI (1578-1640)

Agazzari studied in Siena and lived there all his life, apart from four years spent in
Rome (1602-1606) as Praefectus Musicae at the German-Hungarian Collegium.

His clear and concise treatise Del sonare sopra il basso continuo con tutti li stromen-
ti (On playing over a thorough bass with all instruments), Siena, D. Falcini, 1607, is
still used today by music students.

On page 3 he makes a distinction between “strumenti di fondamento” (instruments
playing the thorough bass) and “strumenti da ornamento” (the higher voices) and con-
siders the harp suited to both of these groups.

He advises the use of instrumental Basso Continuo in pieces for a small number of single
voices (not choral pieces) i.e. pieces usually marked as S.A.T.B. 5,6 in all countries.

The Vatican Library in Rome has one of his works entitled Stille soavi di celeste
aurora, per 3, 4, 5 voci, col basso per sonare, opus 19, Venezia, Stampe del Gardano,
appresso Bartolomeo Magni, 1620.

AGOSTINO AGAZZARI (1578-1640), Title page of: Del sonare sopra il basso con tutti li strumenti, Siena, 1607.
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MICHAEL PRAETORIUS (1571-1621)

Praetorius was born in Thuringia and was Kappelmeister at Lüneburg in 1604.
Later he entered the service of the Duke of Brunswick as organist, then Kappelmeis-
ter, and lastly as secretary to the Duke; he also had a prebend as Prior of a monastery
near Gotha. He himself informs us that he wrote thirty-one volumes of sacred music,
nine of secular music and several others which remained in manuscript form. But his
most important work, for which he is still famous today, is the treatise Syntagma
Musicum, printed in Wittenberg between 1615 and 1620. The second volume (1618-
20) entitled De Organo-
graphia is written in a
mixture of Latin and
German. Chapters XXX
and XXXII clear up an
old translation mistake
that caused confusion
from ancient times up to
this day.

Each instrument is de-
scribed in detail by Prae-
torius, and the name of
each is translated into a
number of languages.
Often, however, chapter
headings give only the
Latin name for the in-
strument dealt with.

Now, as we shall see,
Hellenists had incorrect-
ly used the name “citha-
ra” with reference to the
harp. The name “cithara”
appears twice in Volume
2 on two separate pages
and referring to two se-
parate instruments: one
of the chapters, entitled

MICHAEL PRAETORIUS (1571-
1621), from: Syntagma musi-
cum, 2nd volume (De organo-
grafia) Wittenberg, 1619 –
Cithara = citole.
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“Cithara”, refers to the citole which belongs to the lute family, whereas chapter XXXII,
p. 56 is devoted to the harp, called “Harff” in German, “Harpe” in French, “Arpa” in
Italian and “Cithara” in Latin, and also “Cithara Hebraeorum” (according to Saint Je-
rome who translated the Bible into Latin). Unfortunately, the second word “Hebrae-
orum” was dropped and only “cithara” remained, thus giving rise to confusions in
terminology.

Modern edition (W. Gurlitt) Kassel 1929, facsimile.

MICHAEL PRAETORIUS, (1571-1621), from: Syntagma musicum, 2nd volume (De organografia) Wittenberg,
1619 - page 56, cithara = harp



Treatises 17

BARTOLOMEO JUBENARDI (?-after 1639)

It is not known when this Italian musician arrived in Madrid (1632?), nor when he
became harpist to the Court Chapel. We only know that he was there between 1636 and
1639, and that he was a friend and colleague of his fellow Court harpist Juan Hidalgo.

As well as being a harpist, Jubernardi was also an instrument-maker and in 1634 he
wrote a treatise on the construction of one-row harps, “arpas de dos órdenes” and
harpsichords which also includes a tablature for the harp.

However, the book was not published and the manuscript is at the Biblioteca Nacio-
nal in Madrid.

Since the treatise was not printed, it did not circulate widely and so Jubenardi’s harp
tablature became little known.

Harp tablature can only be found in Spanish treatises, and these do not always agree
on rules for tuning, writing and reading. As a rule, harpists played and wrote following
lute and vihuela tablature.

SPANISH ANONYMOUS, A  piece in harp tablature, Madrid, Biblioteca Nacional (VN2 168  fol. 25).


