Preface: Pavans and Tentos

1. Pavans

The pavan is first found in Italy at the beginning of the 16th century (e.g. Dalza 1508).

It is a striding dance in duple time, which was performed by couples in formation. 

Tempo

From dancing instructions in the second half of the 16th century (1580ies) we know, that the pavan then was danced slowly, in a grave manner. At the time of El Maestro (1535), the tempo was probably not very slow, perhaps quasi-allegro. Daniel Heartz writes:”The pavane was not played slowly in the first half of the (16th) century at any rate; to this the tempo indications in the Spanish vihuela tablatures testify” (The Capirola Lute Book, p. L, footnote 1). He refers to Milan and Mudarra. Milan writes in his note to Pavana (1):

“They (i.e., all pavanas) must be played in a somewhat hurried tempo (compas algo apressurado)…”.

I suggest about 110 minims per minute (in modern notation 110 crotchets.)

Pavans were usually written in the mensural signature tempus imperfectum diminutum 

(”C cut”, see also preface part I), which was generally used for duple time, slow or fast. 

A measure had a breve value. Two of Milan´s semibreve bars form a measure.

Pavan 6 is an exception, as it is in triple time (there are very few pavans in triple time in literature.) The mensural signature is here tempus imperfectum cum proportione tripla, also called proportio tripla, normally assigned by the sign C with a 3 after it. Milan uses the sign C cut with a 3 after it, which was used with the same meaning as C3.

A bar (compas mayor) has the time length of a “perfect” breve, that equals three (not two) semibreves. The proportio tripla assigns, that three semibreves now shall be played in the time that one semibreve normally [i.e. in C cut] takes. So the time length of a bar becomes equal to one semibreve in C cut (i.e. a “normal” semibreve). This gives a tempo relation of the semibreves 3:1, compared to those of the other pavans, which are in normal duple time (C cut).

If we take for the other pavans 110 minims= 55 semibreves per minute, we must take here 

55x3=165 semibreves per minute. This tempo is obviously too fast for a pavan, be it in triple or 

duple time. I suggest a tempo of about 120 semibreves per minute for pavan 6. It could well be that Milan set this mensural signature not to give an exact time relation to the normal tempo (tactus integer), but merely to assign the triple rhythm, leaving the tempo to the player.

In this time signature, a breve alone in a bar is “perfect”; that means it has the value of three semibreves instead of two (three is the holy number of perfection). Such breves have no dot.

Musical form

The pavan consisted of sequences of four steps, each taking the time of two breves, that is 8 breves per sequence. Each dancing sequence consisted of two sections with eight semibreves each.     The musical form consists usually of three or more sections, which were repeated: aa bb cc etc. or repeated with variations. The number of sections must be even to get complete dancing 

sequences. This structure can be seen already with Dalza’s Pavans of 1608.

I have separated the sections in Milan´s pavans (as recognized by me looking to resting points, phrasing, and the harmonic patterns) by double bar lines. 

Pavans 1, 2, and 3 mainly consist of 8-semibreve sections, but in all of them there are sections that deviate in length from 8 semibreves.

- Pavan 1 has seven sections of the form:
a(8)+b(8)+b1(8)+c(10)+c1(8)+b2(8)+b3(8)

- Pavan 2 has rather a complex phrasing and few resting points, from which I could not derive a 

sectional structure with certainty. I suggest the following eight sections:

a(8)+a1(8)+b(8)+c(10)+d(8)+e(10)+c1(11)+f(8)

- In Pavan 3, the following structure with eleven sections can be recognized: 

a(8)+b(8)+b1(8)+a1(8)+b2(7)+c(8)+d(7)+b3(7)+a3(8)+b4(8)+b5(8).

Here, the division into sections is sometimes uncertain.

- Pavan 4 seems to have a structure of eight sections:

a(6)+a´(6)+a´´(8)+b(10)+c(6)+c´(6)+b´(12)+b´´(8).

- Pavan 5 consists of three sections of fourteen semibreves each:

a+a1+a2

- Pavan 6 is in triple time, which is very unusual. It has three sections of 8x3 semibreves in proportio tripla, which leads to 8 semibreves per section in normal tempo. So it has a pavan sectional structure, but with triple rhythm in the bars:

a+b+b1.

We see that the usual pavan structure, i.e. a number of 8 semibreves per section plus an even number of sections, is not fully realized in any of the pavans. As mentioned above, it is difficult to dance a pavan with sections that do not consist of 8 semibreves (= two steps). Possibly, then, Milan´s pavans were not meant for dancing but merely for listening, as fantasias. In his note to Pavan 1, he writes:

“The following six fantasias…resemble in their manner and composition the pavanas that are 

played in Italy. And you can completely imitate those we call the pavanas. The first four are 

invented by me, the tunes of the two following after them [nos 5, 6] were made in Italy, and 

their arrangement is mine….”
Repetition 

Milan says, that all pavans should be repeated once or twice: 

“They must be played with a tempo that is somewhat fast, and they should be 

played two more times.” (Note to Pavan 1)

“…and as I have already said, they should be played two or three times, so that they (make) appear what they are (para que parescan lo que ellas son).” (Note to Pavan 3)


2. Tentos

Tentar means to try, to test (also to tempt). Tentos should better be called “fantasias de tentos”, a term also used by Milan himself in the note after Tentos 4: “Aqui se acaban las quatro fantasias de tentos…(here end the four fantasia’s de tentos)”.
Milan explaining tentos:

“…these fantasies that could more appropriately be called trials (que mas propiamente se 

pueden dezir tentos)…” (note to Tentos 2)

“The manner (arte) of it is to try the vihuela with chords mixed with runs…” (note to Tentos 1)

The tempo has to be changed between chords and runs:

“… and the chords have to be played slowly, and the runs fast, as I already have told you (taner las consonancias a espacio y los redobles a priessa).” (note to Tentos 4)

Milan points out the similarity with Fantasies 10-18, where he wants the same tempo changes.

Modes

The four fantasias de tentos are in the first/second, third/fourth, fifth/sixth, and seventh/eighth modes respectively and thus pass through all eight modes.
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