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ABSTRACT

In the eighteenth centurpartimeno wasanimportantpart ofmusic pedagogy, and was a
primary mechanisrby which apprentice musicians learnedrprovise Partimenti utilizgattern
recognition, repetition, and variation in order to engrain stydigticés and compositiaktoolsof
thetime I n this manner, apprentices would -eventu
century style. Yet, today both partineearid improvisation are niche, specialist skills and are largely
unfamiliar to mostlassicamnusic performerseven though eighteertbntury music plays a key role
in todayds pedago ghs paperaims puay the grourcdwonkcfar adaping
partimento practicdor the guitar Therefore, it is intended for both partimendoholars and
advanced guitarists with a background in eighteenthry compositional proceduré&s. this end,
procedures from the Neapolitamgo/eandin particulayfF e d e | e FRegoemusidali pérs 0
principanti di cembalo , are discussed i n BxamplessfronroMaurggui t ar
Giuliani, Fernando Sor, and other eaniyeteenth century guitarists segected in order texamine
how they solved the compositional problems laid out ineth@efor theguitar This paper does
not necessarily seek to develop a strict eighteenttry style, but rather filter these procedures

through the music of the guitarists who wrestled with them in the first part of the nineteenth century.
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Chapter 1:Introduction

The Westernmusical traditiornas a deep historical connection to improvisa@arside
of a few dedicated specialidtewever,much of that tradition is no longer in practice today
Improvisation may assume either a generahdaistic meaning.A general conception of
improvisation simply encompasses elements of spontahiégtsations to the phrasing or the
execution of a wréh line, such as incorporating embellishments or spontaneous changes to the
dynamics or articulations, fall within the general rubric of improvisation. This conception falls within
the current practices Westernmusical interpretatioor repertoire perfimance Howeveramore
holisticdefinition of improvisation requires the ability to produce novel note succeassitnmas,
and articulations, all of whiaheordered in a syntactically meaningful manner given the particular
musical styleUnder this caception improvisation is akin to generating novel spe@ale the
language, and more specifically grammar or syntax, is learned, novel ideas can be easily created.
Therefore, improvisation requires an intimate understanding of the musical language, or style, of the
particular musical traditioThe associated training requires aural exposure to the music style
couplal with practice that focuses on learring different musical sulinits such as cadential
patterns, bass motions, and other schemd,then learning how to combine and alter them in
meaningful ways. This paetoptshe more holistic definition of improvisation.

Indeed, before written notation becathe norm in the West, wasdifficult to imagine a
culture of music that did not improvis&/ithout the guide of a written score, musicieese

required to generate ide&s. W esternclassical traditions, most composers are well documented to



have beerexcellent improvisorprior to the twentieth centuhA cursory look at their fugues,
fantasies, and theme and variations provides some picture of their ability to vary melody, harmony,
and phrasing, all of which the performers of the period were edpegterform on the spot.

If musicians of the past were so adept at improvisation, why isnatlyausicians today
are uncomfortable with the task? Ethnomusicol
Decline of Improvisation in Western At Mugic t hat he believes sever al
the decline of improvisation in the Weésirst, Moore argues that improvisation is not freedom to
express at will, but instead a relative freedom to choose from given elements in a cultural context or
stylistic contexWithout an intimat&nowledge of a styléne ability to improvise in a meer similar
to speech becomes difficult. Moore notes thaWWlesternclassical tradition was largely limited to
the aristocracy and lineages of musicians prior to the nineteenth century. The cost of entering an
environment with professional musicians seakigh that a majority of the population had little
direct contact with higdrt music As the middle class develoghrtbughout thenineteenth century,
home music making became more common, but the primary distributive nodthudic was
printed shet music. Printed music is effective at communicating musical instructions (notes,
rhythms, articulatia), but is not a sufficient staimdor persoAo-person transmission. As sualt,
musiccould be reproduced, but a comprehensive understanding dhbonusic was created was
not. Further, social viewehangedowards musjwiewng the works of famous composassgreat

works of arblongside a formatioof a classical canoBven today, art music is often held up as a

* Dana GooleyFantasies of Improvisatigi¥ew York: Oxfod University Press, 2018).
*Robin Moore, 0The Decline of I mprovisation in West
International Review of Aesthetics and Sociology of Ristm. 1 (June, 1992):-84.



sacred object that must notddeered. With the introduction of recording technology in the early
twentieth century, many works of th@ssical candmve in essencédecomede factartifacts.

Composers themselves often were the first to adopt this view towards their music. The
oromanticd generation of composer/ pianists tI
Moscheles gradually and independently expressed the sentiment that improvisation lacked the
artistic integrity found within pure compositidgfor them, music wasot a craft that served a
utilitarian purpose, but rather it represented a fragment of their artistry, preserved for posterity.

Both theindustrial revolutiomnd the French Revoluti@mangd thepolitical spherat the
turn of the nineteenth centuaypdbrought about enormous social uphedvade writes that in the
eighteenth century:

épatrons belonged to absol uti st danstitutionsgreatly o t he
weakened in wealth, prestige, and power by the Revolution afteriteath. As nineteentientury

artists freed themselves from a system of patronage rooted in the feudal past, preferring one in which
they could sell their work, empiece at a time, to whoever could pay for it, patrons became mere
purchasers of aftt.

A growing middle class and changing court life meant that highly trained court musicians
capable of improvising and quickly writing church music were in lesser demand. Rather, greater
energy was spent on producing music for amateurs at hotreenorg mildle- to upperclass
students in universitieghis approach differs greatly from the artisapprenticeship based model
of the eighteenth century. Accordingly, 1806, the surviving Neapolitan conservatories were
amalgamated into thReea/ Collegio di MsicaThis new conservatory largely abandoned its previous

model of longerm indentureeapprenticeship, one of the foundational approaches to producing

*‘Jonat hon Ayerst, O0OAre Classical Musicians Excluded
Ef fects of I deol ogy on Mus i cCodamgodary Music Raviehd mosd Towar ds | m
(December, 2021): 44452.

‘ Gooley,Fantasies of Impwisation

*John RiceEmpress Marie Therese and Music at the Viennese CourtIBTZZCambridge: Cambridge
University Press, 2003), 7.



professional eighteentlentury musicians, and more closely reseainible current conservatory

model The musical educational practices in the eighteenth century that produced these musicians
were closely tied to both the church and a-teng apprenticeship model that was largely
unavailable in the nineteenth century.

Compared to their eighteentienturycounterparts, few modemusicias obtain a deep
understandinderstanding of tree t ynhtusicdl $anguagedrequire adetailed score ready for direct
imitation.C.P.EBach affirms the notion that music must be thoroughly understood in order to be
embelishedoral t er ed, stressing that othose who are
fumble in darkness when they use embellishments and must thank their good fortune rather than
i nsight when t°Whie authore such as Bachsendeadbia teach musical
principles more thoroughly, the progression towardsviuiierrout embellishmentsvas already
evident by the end of the eighteenth centtirjumveningthe problent.

Multiple historical traditions existed the eighteentleenturywhich trained musicians in
improvisation The Germanicbasso continyoor thorough bass, and Neapolitgartimento
traditionsare the two most notabldasso continuo ggformancehas remained wethown to
musicians todapartly becausmany eighteentbentury works require a continpart, andpartly
because it lateservel as the basis for much of the modern music theory currictdomeverthe
partimentotradition has received lit#tention until the publication of two monographsobert
Gjerdingen (2007) and Giorgio Sanguinetti (20A2small number obther booksand many

articleshave since followe@jerdigen 2007; Sanguinetti 2007; Diergarten 2011; Rabiravich

°*C.P.E. BachEssay on the True Art of Playing Keyboard Instrumeaitss. William Mitchell, (New York:
W.W. Norton & Company, 1949), 82.

"William Mitchell, footnote inEssay on Keyboard Instrumergs,

* Robert Gjerdingem/usic in the Galant StyfNew York: Oxford University Press, 20@iprgio
Sanguinettidrt of Partimento History, Theory, anéPractice(New York: Oxford University Preg0139.



Slominsk 2015 Van Tour 2015tJzerman 20185jerdingen 2020; Baragwanath, 2020; Mortensen
2023.

In essencepartimentiare singlstdf scores that provide musical stimuli upon wiach
performer improvises to produce a full musical work. Urddssacontinuoparts,partimentiare
not necessarily basslines, but instead may represent any voice in thktextisie Further,
partimentimay feature imitations, passagework, or textimesrenot appropriate for basslines
For instancenifugalpartimentj each entrance of a new voice is indicated with a neRactehenti
could also be set in concerto or sonata style.

Therefore,partimentirepresent every aspect of keyboard playing typical of the time period.
Partimentwere intended to serve as eithersdficienpiecesprovidedhetrained musicianould
realize the sceybut crucially, they were intendasl pedagogical exercisesstadentsPartimenti
often exploited specific musical patteams] by requiringtudents to realize the sapatimento
in different wayghey learned to exploit each pattern to its fullest potekdiatudents progressed,
more and more patternsf greater complexitwere introduced until thegartimentiresembled real
music, rather than exercises.

These aspects partimentiare particularly useful for developing stylistic reflexes required
to turn musical impulses into developspiontaneous musical performance. Gjerdingen suggests
schemta are critical for learning musical languagre.the Neapolitan conservatories, musical
schemta were taught througtpartimentiand soffeggioPartimentipatterns were learned at the
keyboard, Wile solfeggisupplementeccounterpointlessons Over the course of hundreds of

exercises, students would learn different ways to harmonize and set counterpoint to familiar musical

* Sanguinettidrt of Partimentg5.

YRobert Gjerdingen, -ouP7abwna/ofiesictTieosl,qa & Parimentv(3peng,
2007, 899135 Robert GjerdingenChild Composers in the Old Conservatories. How Orphans Became Elite
Musicians(New York: Oxford University Press, 2020).



stimuli.Much of the learning process consisted of taking basic patteutsnas, and then adding

greater levels of refinement and complexity. Basic lines would be supplemented with diminutions,
suspensions, and other embellishments. This process releatisch Sc henker 8s i de
occomposing ot in whichmusicaktructuremay be viewed at differentéés/of analysisStudents

would begin with basic counterpoint and then learn which appropriate ways to develop it.

Gjerdingen writes thatumical schenmtaareessentiallp t he gi st of how a p
and bas[go]t oget her t o f J Similarly,Sanguiaéttiotesthét thea gagimedto
answer to the question owhich intervals (or c
tell which chord to give to a bass note unless you know thisenete comes from, and where it
g o €°4\s shtichthe practiceof partimentowas intensely concerned with musical corgxthe
time the boy$n the conservatoridsad graduated, theighteentltenturymusical language would
havebeen thoroughly engrained itheir minds and their physicahotor control Solfeggio and
partimentowerean indispensable part of that process.

Though manypartimentimanuscripts and copisesrvive in archives across Europe, very few
realizations exisasthe conservatories primarily relied on oral transmission to discuss the intricate
aspects of realizatiorFor instance, on the subject of righnhd fingerings during scale
accompanimentsg,enaroli writes:

Regarding the fingering of the right hand, thidlweidit] be taught in person by a learned maestro.
Since keys in the major and minor modes require different arrangements of the fingers, the long and
tedious explanations that would be required would likewise necessarily confuse the mind of a
beginner. Hene this task is remanded to the care and wisdom of maéstros.

" Heinrich SchenkerDer Freie Satarans Ernst Oster, (New York: Longman, 197B9; Giorgio
Sanguinetti, oODi minuti on -BighterHearr tnuwornyi cN aCpoluenst:e r\pioncneen zion U
wi t h Fedel é& Pammerdorand Contimbio Rlaping in Theory and in PragiteMoelants, Dirk (Leuven:

Leuven Universyt Press, 2010), $il.

¥ Gjerdingen,Child Composers in the Ol@onservatorie$4-15.

¥ Giorgio Sanguinettért of Partimentg99.

“Fedele FenaroliPartimenti Ossia Basso Numerato Book ¢d. Robert Gjerdingen (Naples: 1775),
accessed from partimenti.o6g,



Due to the reliance on oral transmission, nobshelesson materials alestand require
reconstructive effortsy scholars to resurrect this traditidfet partimentiwere intended to train
students on how to play music on the keyboswdtherealizationsvould obviously reflect the
musical practices of the time. Published music of the peoibefgio/nvolaturastudent exercise
books,and counterpoint realizations provide clues on style, but not necessarily keyboécd
aspectsf partimento practicd his challenge is amplified wheppdyingpartimentifor the guitar
Becausehe guitar has vastlyfferent idiomatic constraints, keyboard solutions often cannot be
adapted directly. fle gproachin applyingpartimentifor the guitar must be creatdayy both:
studyingexamples from relevant repertoéither from the baroque guitar in the is¢entesth
century or the sigtring guitar in the eatyneteenttcentury and encouraging modern guitarists to
create new solution¥his investigation is limited to guitar composers from thereaefeenth
century. This generation of guitarists featurednaber of masterful composers, who understood

the eighteenthentury rules clearnd knew how to adapt them to the guitar well.



Chapter 2:Music Education and Improvisation

Much of the culture surroundirtige westerglassical musteaditionin the latter half of the
nineteenth and twentieth centueynainsin place today: prioritization of technique, reproduction,
repertoire, and recitals. However, a growing interegaprovisation appears to peesenamongst
performers. Throulg music education journals, readers can find many articles investigating interest
in improvisation.

However, little research specifically looks at improvisation within classical conservatory or
collegiate programaviost published literaturtocuseson band settings in primary or secondary
school settings, or collegiate jazz stiidi&se notable exception is a study by Rabinovitch and
Slominski (2015) in which they developed eightemaritury improvisatory skills in undergraduate
students. The authorsovked with students in four o®@-one sessions on various eighteenth
century schema anehrtiment/ They noted that the sessi@mphasizedhe practical application
of theoretical conceptsequired creative effort from the students, and ergjdige eighteenth
centurystyle more experientiallfpespite the advantages, tlaso found thatinfamiliaritywith
figured bass, the restriction to the keyboard, and time restrictions were issues.

Palmer (2@4) documented student responses to a collagiaeianship curriculum for
classical performance students, but focused on incorporaiitigonsother than the Western
classical traditioim order to learn improvisatighwhile these programs may berteficial, thego
not necessarilyelp build ecurriculum aimed at classical improvisatianther,the lack of research

on classical improvisation might indicatatitude that assumes the Westelassical tradition is

* Christina Larsson and Eva Geckjie mmi ng, Ol mprovi sation in General M
R e v i Britch dournal of Music EducatidB, no. 1 (April, 2019), 487.

*Gilad Rabinovitch and Johnandrew Slominski, oO0Towards
Tools in the Pedagogy of Eightee@te nt ur y St y | @duslc fearnyoOnlingSaptebem 2016).

“Mi chael Pal mer, oOLear ni mgovigatos:inplicMions fordnclidingc or y t hr ou

| mprovisation i n t CelegeMisivg 8ymmosidiy(Jatuary, 2014H.ul um, 6



either hostile or unfit for impvisation.Articles and books written guartimentiare the only
substantial contributions dealing with performing within the classical tradition, but largely focus on
how the music works, rather than holassicaimprovisationmay be introduced in moder
pedagogy.

Researclhas consistently shown that a majority of educators, students, and performers feel
they are not competent improvisors, nor in a position to teach improvisation to their students
(Bernhard 2013; Byo 1999; RanddeslSmith 2012; SnedindAzzara 2015; Stringham et al. 2015)
While respondents typically indicate a moderate to high interest in learningmiteasizehat
their training had little focus on pnovisation As music pedagogy is still typically a master
apprentice relationship, the successful introduction of improvisation will likely require teaching the
next generation of teachers how to improvise while they are still stidehes, regondents in
Stringham et a(2015) felt that there was no space in the curricdhmimprovisatiorwith one
respondent itheemaerdksi nago stoHautt ed y no room in the ¢
130 hurso

However, guidance for introdugimmprovisation has been in existence sincé e i 0 s
the United States. In 1994, the National Coalition for Core Arts standards (NCCA) introduced
improvisation into the core set of standards f&2kducatior? This guidancevadaterexpanded
upon in the updated 2014 standafdhe National Association for Schools of Music (NASM), the

accrediting body for collegiate insiing mandates composition and improvisation for

* David Stringham, Linda Thornton, and Daniel J. Shevock, "Composition and Improvisation in
Instrumental Methods Courses: Instrumental Music Teacher Educators' PerspBctiees) of the Council for
Research in Music Educatiads (2015), 17.

*JohnMahlmann, et . al, oONational Standards for Arts Edu
Know and Be Abléo Do i n Muslic &duéatons Nasional Conference Publications (4/@4).

National Association for Musstmoded20d4at i on, 02014 Mu
https://nafme.org/mglassroom/standards/carasicstandards/.



baccalaureate degrees. NASM is flexible regarding howtdtdard is incorporated into the
curriculum, allowing | eeway as |l ong as studen
der i vat i WASMneupéicithc states that improvisation is not limited to jazz, just as
composition is not limiteatclassicahusic

Historically most scholarly research into improvisation focuses on jazz, likely because it is
one of the fewgenres taught at collegbat still heavily incorporates improvisatjbarsson &
GeorgitHemming, 2019¥ Free improvisatiois another common subjeespecially in the context
of precollegiate band classroomrsd children Regardless, it is reasonable to assume that many
amateur and professional musicians who spent time playing contermppptday music might have
some experience improvising in popular s@learticularly if they have an interest in songwriting.
Many ppersdo not consider whetherc | a s s i ¢ a dttitudes ®ward$ impra¥isation in the
context of popular musitas implications for their attitudes towangsrovisation in the context of
0academi c d@he Westerrclassicaktradttidt is pausible that etuding improvisation in
classicabedagogy at each stage of learning reaffirms thestbabmmprovision is too difficult or
does not fit the style

It is neither possiblenor desirable to replicate all the elements of the Neapolitan
conservatories, but the practice of engraining musical schema is an effective way to teach musical
language. Effective musical pedagogy consists of a series-affstr&igen that there are time
constraints during the educational period, then prioritiest be established. A successful career in
repertoire interpretation requires immense training and a great deal of time. Therefore, it may not

always be suitable to shift curriculum time away from interpretation to improvigatiogrtain,

“"National Association of Schools of Music, OAn Advi
Standard® Composition/Improvisatignd acces s ed f raocnedittorgiyps: / / nasm. art s
content/uploads/sites/2/2016/02/AdvisBomposition_Improvisation.pdl.

#Larsson and Georgle mmi ng, Ol mprovi sation $Hm Gener al Musi c E

1C



musicians inhe twentyfirst centuy facedifferent demands thathosethe eighteenthentury did,
andthe indepth apprenticeship modeased on theonservatories is impractical or undesirable.
However, music pedagogy still largely uses-aremee masteapprentie model. If coupled with

the distributed teaching model in which ugpeel students assist teaching dewsl students, then
perhaps a workable model may be reackacbrall,two guiding principles should be observed:
incorporate improvisational training into the curriculum in accordance with the goals of the
individuals and the institution, and decide where it is appropriate to replace theeratobdig

pedagogy with praoé-based pedagogy.
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Chapter 3:The Guitar Tradition 1780840

Partimentiwere intended for the keyboard, but the practice has utility for any polyphonic
instrument. As such, the guitar is seemingly a suitable alternative to the keyboard.

The development of the guitarto its current forms lasted several centuries, and indeed,
still continuesa changedday. The earliest traceable history goes back to the renaissance-as a four
course instrument with a curved baékfifth coursewith doubled stringwas added sometime in
the latefifteenth century. Today this iteration is generally referred to as the baroquéigsitar.
written prior to the migeventeenthentury was predominately written in ##&bettavhichwas a
system of chord symbols indicated with lett8ysthe end of the seventeenth century, major
composers for the instrument such as GaspargsanRobert de Visdargely replackstrummed
alfabettowith pluckedtablature: It was during this time dhthe guitabecamepopula as both a
soloandcontinuoinstrument

The sixstring guitar appeared gradually in thedajieteenth century in Spain, Italy, and
France’ By the earlyineteenth centurypany Italian virtuos beganimmigratingto the major
European citied/Vith the increased presence of guitar virtuosi, coupled with a growing appetite for
amateur musical works, the guitardés popularit)

The Neapolitan Frederico Moretti was ari¢he earliest emigregn Vienna, there erea number

*Thomas F. Heck, Harvey Turnbull, Paul Sparks, James Tyler, Tony Bacon, Oleg V. Timofeyev and
Ger har d Ku bGrdve Music@mlind2@0t. 6 ,

* Lex Eisenhardtjtalian Guitar Music of the Seventeenth Century. Battuto and Pizgroatbester:
University of Rochester Press, 2015), 75.

*Hec k , et @Grove MusIG@niine ar , 6

* See Heck for background on why ltalian emigrees were common during thishinlemas F. Heck, 0O
Birth of the Classic Guitar and its Cultivation in Vienna, Reflected in the Career and Compositions of Mauro Giuliani
(d. 1829) [with] Volume II: Thematic€aa |l ogue of the Complete Works of Mauro
University, 1970), 163.
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of amateur composers such as Leonard van Call and Simon Molitor, but Mauro Giuliani, who
arrived in 1806, along with the ledsgswn Wenzel Matiegka were the premiere composers for

guitar in thecity. Giuliani, however, was certainly the premiere virtuoso.

Figure3-1: Left: Baroque guitar; Wikipedia Commons CCO;Right: 18380 Stauffer Guitar; Met Museum Commons CCO0 1.0

Ferdinando Carulli and Fernando Sor were active indRarigg this timeDionisio Aguado
lived in Spain fomostof hislifd ut was active in Paris for peric
de Fossa. Sor 6s sveniudlly sutceetled piro after s de@lbapdme one
of the leading Parisian guitarists in the latter part of the gdmithyhn e gui t ar 6 s popul
general public had dwindled by this poBdrspent the years 1817 through 1823 in London and

|l i kely furthered the publicds appetite Tor gui

7 Brian JefferyFernando Sor, Composer and Guitaflsgndon: Tecla, 1977), 63.
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Guitar music of thiperiod is clearlgeparatethto three categories: amateur pieces, didactic
studies, and virtuoso works intended for the comp&s@erform in concert, personalMuch of
the output of any guitar composer of this period is filled with collections of simple potpourris,
divertimenti, and waltzes. Alongsidertiaenateur collections, magyitar composergublished
met hods and col |l ect i oimafoupdrt sesids that eosers, irGarder! Fighh n i 6 s
hand arpeggios studies, ornamentation and articulations, interval studies, and short pieces studying
proper compositional style. Sor published seven sets of etudes during his lifetime, many of which
are dlil studied by students.

Virtuoso works fall into many genres. Giuliani, Carulli, Moretti, Molino, and Legnani
published guitar concertos. Ofisundoubtedythe @dstul i an
prominent Mo r et t isstandordyrihe guitar and few string parts sufvoraL e gnani 0 s
concertolt is surprising thatlthough Sor was the only nineteerghtury guitaristhowas also an
accomplished composer for orchestra, he publiskeegfew chambeworksof whichevenfewer
survive,and no guitar concertos. Most guitarists publisbedworks in sonata forms: these works
were either grand sonatas for solo guitar or -molement chamber works with guit@ther
genre includevirtuoso potpourris lik& i u | iRassin/adesapricess uch as Op.@@nani 0 ¢

theme and variations, afadgescaleoperaticfantasias

14



Mauro Giulianiand Fernando Sor

Early biographies mistakenly sugdéatiro Giulianiwas born in the Italian town of
Barletta” However baptismal records show that Giuliani was born in thibyéavn oBiscegli€’

Gi u |l family méved to BarlettahereMauro and his brothelbegan receivinginging lessons
andperformedin prominent musical circle®No sources mention any explicit connection with the
Neapolitan Conservatories during his time in Barletta, either in terms of close relationships or
studiessNo i nformation is published regar dgiveng Gi ul
the region and time period, it likelypuld have consisted silfeggexercisesr her trainingwould

certainlynot have been asgorousasconservatory appraoes most of whomwould have been
indentured from a young age amduld have receivethiningunavailable to outsidets.

The maintheatrein Barletta Real Teatro di San Ferdinand@intained a regular opera
schedule during Giuliani ds c¢hi IKihddomoofiNaplest t r act
including those living in Barletta, but also Rome and Védaesequentlywhile Giuliani was in
Barletta, he surely would have beg&posed to singers and musicians from the major centres in
Italy, in addition to the local musiciatigough either his father or brothedaw, Gaetano Stefano
Raffaele Lucci

In 1791, when Giuliani was ten, he began receiving cello and guitar amsfroatihis

brotherindaw,the Neapolitan cellist Gaetano Lucci whadiveat t he FAthédggdds hom

*The birthplace given iH e ¢ Higsartation was taken frantontemporary of Giuliarflippo Isnardi.

* Nicola Giuliani,Viaggio a Vienna.: GiuliaRacconta Giuliap(Genova: De Ferrgr2023, 22, Thomas
Heck, Mauro Giuliani: A life for the GuitagAustin: Guitar Foundation of America, 2013), 34.

*Marco RiboniMauro Giuliary( Pal er ma201),B%H e p o s

“Giulianids brother Nicholas | ater went on to worKk
Mauro Giuliany30.

* Giuliani, Viaggio a Vienna2.
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sixteen he wrote a mass, though no copy surknveé806, he moved to Vienna where he quickly
became associated witie premiereViennese musicians, such as Salieri, Beethoven, Weber,
Hummel, and Moschele$a singular feat among guitaristd.810 he performed his first Concerto
for Guitar Op. 30, witch was met with a mixture of praise and bewilderingiter leaving Vienna
in 1819, Giuliani spent a brief period in Rome, before finally settling in Naples until his death in
1828.

Fernando Sor, baptized in 1778 as Joseph Fernando Macari Sorspaistac®mposer
and guitarisBorn into a moderately prosperous family, Sor was destined for a life in the military or
state administratichiln his early childhood, he received informal instruction from a local leader of
an orchestra, provided it did thimterfere with his other subjects. However, after his father died
while Sor was still a boy, Eaamkmboirathénbrasteryper mi t
Santa Maria de Montserr8¢hile at theEscolaniaSor studied under the directiontbe monk
Anslem Viola? No current literature is published regarding the musical educationfddivania
during this ti me, or of Sords early weducatio
seventeen or eighteen, and was one of two dishiedwtidents o¥/onsterattalong with Antonio
Soler?

Unlike most guitarists of the period, Sor was an accomplished composer of dramatic works.
He composed eleven ballets, several sacred works, and three operas, along chimabieerand
symphonic workdHis balletCendrillornvasthe mostsuccessfuf these It was the work selected
for the premiere of the Bolshoi Ballet and remained in the repertotree d?arisian operaouse

for nearly a decade.

*Heck, O0The Birth94of the Classic Guitar
* JefferyFernando Sor, 3.

*1bid., 4.

* Ibid.

“1bid., 75.
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Chapter 4:Partimentiand theNeapolitan Conservatories

Apart fromthe composers and their musgartimentolargelyrepresented t al y 6 s , anc
particular Naplgs immense influence on the rest of Europe during the eighteenth and early
nineteentkcenturies. Unlike Germany or Frantigere was ndominant archetypal figuseich as
Rameau, Riepel @&.P.E.Bach. h Italy,influence was gpersedetweerthegraduates of theur
Neapolitan conservaies:the Santa Maria di Loref Santa Maria della Pieta dei TurchiSan
Onofrio a Capuanand Poveri di Gesu Crist@ther schoolexisted in Romand Bolognawith
the lattettied to the school of Padre Martihn Venice the Ospedaloperated under the direction
of Antonio Vivaldj but noneof these institutionsatched Nples in terms of either output or
influence?

The conservatorcurriculum (the study gbartimentj counterpoint and solfeggip was
carried out by the senior faculty and selected advanced upperclagsmenturrirainedyounger
students’ Graduategither entered service in the church, court, or wrote for the stage. Many carried
theideas and methods from their educataeross Europe as composers as teadbeesexample
isJoseptHaydn 6 s t ut or ,Nvhasentedas he mysio masdé the Santa Maria de
Loretofirst from 173941 and then second from 175860.In his monograph omusic in the
eighteentltentury musicologist DanieHeartz considersMozart snusic to have a greater
connectionto previousga/antomposershanHa y d n remar king that 0Mozeé

thanHydh t o French and I|“Henltziowermokkiayidoédk connept s o0

* DanielHeartz, Music in the European Capitals: The Galant Style,-178Q (New York: W.W Norton &
Company 2003, 50:53.

* Sanguinettidrt of Partiment942-43.

“ Heartz,Music in the European Capitdl§07.
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through Porpora angartimentj as this connection &relatively recent acknowledgenieBten
into the nneteenth centuryincenzoBe |l | i ni 6 s composition tutor Ni
of Fedele Fenaroli aanta Maria di Loretand was the director of the last surviving Neapolitan
ConservatorfNapl esd i nfl uence was ates, ndanemgthytmeoretitcas mu s
treatises.

The mnservatories wertoselytied to the church. Their original purpose is evident in the
origin of the term conservatorgonserare They were intended to conserpeor and destitute
children.This practice is reflected in the name ofBaeeri di Gesu Cristayhich roughly translates
to oOopoor oneslinthé late sswwenteenthGantuiy,satséries of economic disasters,
coupled with plague, killed muchdfa pl es d popul ation. Therefore,
the street was a common occurresuiece sdNeapolitan conservatoires tooklive boysin order for
them to study a vocatidm Venice,the Ospedaléerved a similar function, kobk in young girls
who wereotherwise barred from performing in public servidde Ospedal e deg/! 6/ n
provided sheltefor women with incurable disea8es

Many orphaned or poor children were taken in by conservatories in order to provide them
with a place to learn a skilled tradéere were many different types of conservattwresrious
apprenticeships and tradé@sie Kingdomof Napleswvasgenerallypoor, butthe city ofNaples was
one of the largest capitals in Europe andoniasmingwith churches, theatres, and concefikis
situation made Naples an ideal centre for music conservaitweshurch in particular required
specializedmusicians to fulfill its many ligical serviceBoys that enteredhe Neapolitan

conservatoirewgere initially taught soizationand then plain chant singing in order to fulfill their

“FelixDer garten, 006The True Fundamentals of Composition
EighteentiCentury Musi8, no. 1 (March, 2011), &5.

“Heartz, Music in the European Capital§,9180.

“1bid., 68-69.
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duties at the church. Only once the rudimentsothizationand singingvere acquired, were boys
asgjned instruments and counterpoint gadtimentistudiesegun™

The Poveri di Gesu Christwasclosedn 1743, but the others remained until the end of the
eighteenth centunganta Maria di Loretdhe largestonservatoryran into financial troubles in the
1760s, and another outbreak of plague and famine redudeduh#ers even furthérin 1806,
after the regin fell undeMNapoleoniqurisdiction the remaining conservatories were combined into
a professional musical school called Rsa/ Collegio di Musica his school was no longer an
orphanage antlad a looseconnection to the chur¢chMany of the pedagogical materials from
Naples, including partimenti and solfeggio,were adopted by the Paris Conservatipst
nineteentksources come from students or professors of the Paris Conséfvahaygh the

method of instruction changed, muaftthepedagogicahaterias remainedhe samé.

“NicholasBaragwanathfhe Solfeggio TraditiaA Forgotten Art of Melody in the Long Eighteenth
Century(New York: Oxford University Presg),

“Heartz,Music in European Capitals)-75.

“ Sanguinettidrt of Partimento33.

“These materials can be found on the website partimenti.org, edited by Robert Gjerdingen and other
prominent partimento scholaRo ber t Gj er di nMpreuments of Patimerinttpe/fpartiménti.org/

“Gjerdingen documents the Paris Conservatoryods
Child Composers in the Old Conservatories.: How Orphans Became Elite Mugidéams/ ork: Oxford University
Press, 2020).
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Chapter 5:Introduction to theRegole

When performingfigured basslines, musicdrenefit from figures that indicate chords,
suspensions, accidentals, and other elements. However, what is one to do when no figures are
provided® This isthe case in eithemfigured basslines or improvisatiorhis chaptetintroduces
the regoleor arulesd of unfigured basslinesupplemented with detailed examples from the
nineteentkcentury guitar repertoir®espite their name, tiregolearenot necessarily strict rules,
but guidelineghat train musiciango recognize compositional prompts tetder them towards
stylstically appropriate realization$at is, they are a means to learmmggsical schenta or, the
musical language of the stifl& guitarist with a moderate to advanced understanding of harmony
keeps these rules in mind, theyusld understand how toreate basicealiations ofunfigured
bassline

In his 2012 monograph, Giorgio Sanguinetti groupsetip@einto five parts: basic axioms,
the rule of the octave, suspensions, bass motions, and scale niutations.

Basicaxioms include basic counterpoint principles, such as resolving tendency tones, but
also covers several different stock cadential pat@mhscadences will be discussed from basic
axioms, as it will be assumed the reader already has basic knowledgeegbaint principles.
Cadences are covered in Chapter Six

The Rule of theOctave(RO) is a shorthand for figuring basses that move by step and are

tonallystable RO is covered i@hapter Eight.

“ Sanguinettidrt of Partiment9100.
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The rules are described for eachtloé four standard suspensions, 46, 98, and 21.

Great care is spent establishing the association betweement of the basshe interval
suspeded and the concomitant preparatioBsispensions are covered in Chapter Seven.

Bass motions are canon schemata that accompany distinct bass motivesmabe used
whenRO does not fit, such as ifBamotion. There are two typegbass motionsonjunctive and
disjunctive. Conjunctive basses move stepwise in the same direction and may be diatonic or
chromatic. Disjunctive basses include most sequential movements, but also cttepwisa
motions.Bass motions are covered in Chapter Nine and Chapter Ten.

Scale mutations are local changes of key induced by either bass motions, intervals in the
accompaiment, or some other stinud

The regoleare not a static or definitive list of rules. Instead, mae#gcted commonly
accepted practices at the conservatories and collated therariats rulebooksTherefore, the
authors themselves did not view the set of rules as aBsdUiteor differences exist between
sources especially when comparinggoleof either different generations or locatioRedele
Fenaroli 6s 1PRaybempsbtatatipem, gavel l / chiseavog/! i
comprehensive account of many of the rules, but lacks detail in some important areas and reflects
the percetions of Fenaroli, who freely concedes that other masters may disagree with him on some
matters. The collection of writings forming thegoleshould be considered a diverse tradition that
differed between schoolsasas well a dynamic practicapable of changing ovane. What is
particular to theegoleis the efficiency in which they instill the stylistic features of theimusic
studentslin accordance with the pedagogical principles of the conseyéteregoleas agroup

function ony to assist the student create stylistically appropriate realizations.

® Sanguinettidrt of Partiment9102.
*1bid., 101.

21



Not all of the rules were Italian inventions. For instdfremcheighteent-century guitarist
and theorboist Francois Campibkely coined the term¥ a r g e /edROYi® his/1016 ¢ t a v
treatiseT r a/ t ® dé6Accompagnement et de Comphowh t/ on
he does not take credit for its inventfol. The concept ofRO e xi st ed pri or t o
publication andnighthave had its origins in théabetosystem employed by Spanish guitarists of
the seventeenth and eighteenth centtiddasicians in Napledid not inventeveryrule, but they
were particularly adept at distillingeth into schemta through solfeggio,partimentj and

counterpoint

ThomasChr i st ensen, 0The 6 R -Bgases dTeh el 0drOcAcawliesioB/ofaac t Ti hcoer . oL
64,no0. 2 (Jul-Dec., 1992)91.

*Francois Campionf r a/ t ® d6é6Accompagnement et de Composition
(Parig, 1716.

“Christensen, 0TG®. 6R gle de | 60Octavebd
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Chapter 6:Cadences

Students at the conservatories beganghdimeno trainingbylearning three primary types
of cadences. They appear in increasing complexity and fulfill different roles. The most basic is the
simple cadence aradenza semplick may appear with 5/3 chord or &/7 chord.Next is the
compound cadence aradenza copostaand then the double cadence eaadenzaloppia Each

cadence is shown Example6.1.

Note thatin bothtypes okimple cadences occupies one rhythmic unit. Thus, both of
thesesimplecadences are appropriate to play ov@ngle . GiovaniFurno simply remarks that
t he simpl e c ad egithesame time vatus as thé ather raies compound
cadenceccursvnh e nistohe doubl e ti me value as the other

wheni ® the four t i me s”Theefore, ¢he ryshmit Jalee obthetbass, not e

coupled with the prevailing harmonic rhythm informs which cadence is appropriate.
On the guitar, each key has its own set of idiomatic voicings for the cadeances.

following exampleshow the variety necessary to perform cadences in just the common keys

* Giovanni FurnoMetodo facile breve e chiara ed essemnsiabileper accompagnare Partimenti senza
numerf ed. Robert Gjerdingen (Naples: 1817), accessed from partimenti-bbg, 14
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Example6.1: Cadence typesnsple, compound, and double.

The simple cadence may be accompanied with eith8raat 88/7. On the guitar, tha/7
is often more idiomatic because the seventh fits the natural shape of the hand better than the
octave, especially in feurice textured'he compound cadence may be accompanied with either
ab/4or a 6/4. Theb/4 accompaniment is prevalent in music of the e#@ghteenth century, but is
much less common igarlynineteenth century guitar music. Instead, the 6/4 accompaniment is
clearly favouredn the guitar repertoirehé double cadence is generally reserved for creating
stronger tonal closure, such as at the end of a work or the close of the secomaairy dhsonata

form. In modernsonata theory of Hepokoski and Darcy, $keondary themassumes the
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generic role of o0the agent i n acHfTherefarenigp t he s
alignswiththe onat ads gener i fferentkely aeavtd conclude thadecodaryn g d i
themewith the stronger double cadenid@wever, the double cadence is significantly more
commonin the earlyeighteenth century than the eailyeteenth century

In order to gain fluency with cadential pregrens, they must be practiced in different
positions and different key&hen only two voices (the bass and an upper voice) are considered, a
few two voice counterpoints restie top voice may be held, move in neighboation, or move

in passing motim The four melodic motions form the firspecies counterpoirg: x p

neighbour motiong ¢ o neighbour motiong ¢ p passing motion, and a stationary
The interval sequences created adel80 8, 1005010, 100508, and 5089 5. These

counterpoints are shown in fewice texturem Example6.2.

* James Hepokoski and Warren Dar&/ements oSonata Theory: Norms, Types, and Defornioas in the
LateEighteentiCentury Sonai@New York: Oxford University Press, 2006), 117.
” GjerdingenMusic in the Galant Style, 169.
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Example6.2. Simple cadence in twmice counterpoint.
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The simple cadence with a passing seventh is similar, but the seventh arises out of passing

0. However, it is not always idiomatic to create this motion guitiae, so

T

motion fromu

o is also acceptablExample6.3 shows thédiomaticfour-voice

T

neighbour motion frono

counterpoint with the passing sevemtie counterpoints may appear in any voice.

1

[TR—

1

TR

%11b

[Th—

3/11b

[TR—

3/11b

| || R_—

Example6.3: Simple cadenceith a passing seventh.
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In the compound cadence, &4 suspension is created. Because the bass moves from

to ,the fourth sgenerated from the octave. In a{vant texture, the counterpoint is clearly
visible when checking the intervals between the bass and the top voice, asEstaonpie6.4.
The same voice leading occurs in fonice textures, however the suspension may not always
occur in the upper voic&xample6.5 shows the compound cadence in four voMasous

idiomatic guitavoicings, and different keys

Example6.4: 4 8 3 compound cadence in two voices.
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Example6.5. 48 3 compound cadence in four voices.
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The double cadenceontains all the elements of the other cadendesginhs with a 5/3

chord before moving to a 6/4, 5/4,and théii3. The t er m o0doublremthel i kel y
repeatedc/ausulaeantizanghe voice moves frog  p twice,andcan appear in any voite.

The repeatedc/ausulae cantizanss t her ef ore a 6signal @&ebhhat a d
with bass accompaniments other tha(seeExample8.46) Example6.6 shows the double

cadence imither threeor four voices.

*Robert Gjerdingen, 00Hi stMusicRemdption: Anlimerdaipfineard 6 Cor pus
JournaB1, no. 3 kebruary, 2014), 197.
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Example6.6. Double cadence in three or four voices.



Examples of the simple and compound cadence from the guitar repertoire are included in
the ChapteEightwith RO. Howeverdouble cadences are rarer, lsieeexamples are covered
below.

Example6.7 andExample6.8 showthe archetypicasetting othe double cadence
Example6.7is aken from Giuliani ds Fu ¢lmaptéer 10&iulienp . 113
uses the standard 533%/4 6 5/4 6 7/3 accompaniment but shifts lepeatedc/ausulaeantizans
from the middle register to the upper register on the 6/4 chord. This registialshgb to
return to the upper voice for the cadence. Were the melody to continue downwards and terminate
on G4 instead, the bass and melody would move close together and prevent the accompanying
inner voices from sounding as cl&#hile it is acceptablto melodically close in the lower
register, bcause fis cadence ends the entire warls more effectivi® shift registers in order to
create a louder, clearer chord for the finglgeneral, spreading chords out across both the bass
strings and thieeble strings creates more resonant and clearer sounds: more open strings are
available and the upper voices and bass are timbrally differentiated because the chord uses both
the metallic bass strings and the softer treble strings.

Example6.8is aken from Sords Op. 35 No. 13. |t
diminutionsorderedsuch that only two voices are struck at any given time. The double cadence
also assumes the function of closingthework. Sor 6 s s ehe mdlodigline ulbldswee v e r
third downo ¢ p, rather than performing a repeated cantizanseach eighth note, one of
the upper voices moves to its next position. The resulting intervals over the basg again,

5/366/485/487/3.
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Double Cadence
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Examples.7. Double cadence in Giuliani Op. 113 m- @&

Double Cadence

Example6.8. Double cadence iBor Op. 35 No. 13 m. 382

The double cadence does not always appédais archetypical form in the guitar

repertoire In Example6.9, the double cadence is evoked, but the initial 5/3 chorditted.
However, the characteristic voice leading that moves a voice in each segment Gsmpresnto
¢ on the first beadnd p moves to on the third beat ah. 69. The resulting intervals over the

bassare6/4 6 5/4 6 5/3.1n accordance with generic principles in sonata f@msani uses this

cadenceo closethe subordinate thena the first movement.
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Double Cadence with initial 5/3 omitted
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Example6.9. Double cadence in Giuliani Op. 61.
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Chapter 7:Suspensions

The regolecategorizeipper andlower voice suspensions separately. In the upper voice,
there arethree available suspensions: fourths, sevenths, niftlessuspended second is a bass
suspension created by a tied basked, inpartimentaheory, suspensions are considered the only
true dissonancésAs such, dissonant intervals such as fourths may appear without preparation if
they appear as part of RO, rather than suspendi@rad7-6 suspensiorare permitted the most
freedom in terms of acceptablpreparatory consonance®n the other hand9-8 and 21
suspensions have the most restricted preparatory intémwalslissonant inteals a seventh and
diminished fifthmayalsoprepareafourth. Similarly, aseventh may prepare another seventh under
correct circumstanceis he suspended nintls subject to the most restrictions in its preparation
only the fifth and the third may precede the niRtleparation by an octave is impermissible, because
it impliesparalleloctaves when the bass descends by Hbepsuspended second is covered in
Chapter Ten, during the discussion of bass motions Gi ul i ani 6 s Fughett a

From these accepted intervals, associated harmonic movements may be derived by

considering which bass motions are required to prepare and resolve each type of suspension.

* Sanguinettidrt of Partimentg125.
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4§ 3 Suspensions
In the regole,the 4 d 3 suspensiotis frequently found in -  bassmotions and is an

oessenti al c 0 mp o n e n"tHoweWer, ie theaclassicabanderamarntiardperticee s 6
the fourth isusedmore commonly suspended amelodic embellishmentather than a cadential
embellishment The freer treatment of dissonance in the nineteenth century is one of the
distinguishing tors separating it from the eighteesghtury style, and especially the early
eighteentktentury style of theartimentitradition.However, when the fourth appears as paR@f
(seeChapterEighd, it is not considered dissonant and therefore doesequire preparationin
the guitar repertoireh¢ most frequerreparations for the 4 3 arethe tenth and thdiminished
fifth, typicallyfoundin bass movement descending and ascending by step, respectively.
The preparations and associated bass motio#sd8rsuspensionareas follows:
1. The fourth may be prepared byifth when the basgscends by step.
2. The fourth may be prepared byhird when the bastescends by step.
3. The fourth may be prepared byixthwhen the basgscends by a third.
4. The fourth may be prepared by actavenvhen the basascends by fith.
5. The fourth may be prepared byranor seventhvhen the basdescends by a fifth.
6. The fourth may be prepared lydiminished fifth when the basascends by a half
step.
Example7.1 shows two preparations for the fouhthm. 139, adiminished fifth prepares a
fourth suspension with the bass ascending by half step;li40 a tenth prepares a fourth

suspension with ¢hbass descending by step. The §usipensions associated with th#scant

* Sanguinettidrt of Partimentgl29.
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clausuland the second with theausula temrizars(see ChapteEighton RO for information on

clausulae)
b5 — 4 10 — 4
139 == —_—
ﬂ L = — — (7] L
of .' lf -
o 7 | » ' > —
i

@ 0] @ O

Example7.1: Giuliani Op. 15 Third Movement m. 1391

Chains of suspensions may also occur. This pattern is especially common in sequences or

basses that descend by step. Adding suspensions to a descending stepwise b#ss stardaal

nornRO accompanimentsExample7.2 shows dass descending fromto , otherwise known

as a prinneraccompanied with a series aod 8 suspension®Because the bass descends by step,

each suspension is prepared with a tenth, exceptrordd, in which a ® 6 suspension occurs

when the bass leaps up a fourth frornto

41

First Level

Second Level

Third Level

Prinner

Example7.2. Aguado Op. 2 No. 3 m. 445
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7 0 6 Suspensions

The seventh has the same preparatory consonances as thedodribnly one preparatory
dissonanceheseventhWhen prepared by a consonance, the seventh resolves to a sixth. However,
when prepared by a seventh, the bass falls a fifth on the resolution, forming another seventh.

Sanguinetti notdakatpartimentiauthors typically associate the seventh wittvab&/a tenorizans
(- ), and that the resulting sixth should be nfajor.

The preparations and associated bass motionsdsuspensionareas follows:

1. The seventh may be prepared byoatavenvhen the bassscends by step

2. The seventh may be prepared kgixdhwhen the basdescends by step

3. The seventh may be prepared Ithied when the bassscends by fourth

4. The seventh may be prepared Hifth when the basascends by sixth

5. Two consecutiveeventemayoccur when thedsgises by stepnd therdescends by fifth
the firstseventiresolves by half steypd thesecond seventhprepaed in another voicky

a thirdand sounds when the bass descends the fifth.

Example7.3 shows @&eventh prepared from a fifth and a fourth prepared from a tenth. For
thesuspendedeventh, the bass descends by a third. In linghgitbgole the seventh resolves
to a major sixth and, following the resolution, moves down fraamm as ac/ausula tenizorans
This example is taken from the transition of a sonata form, modulatimghiechome key C
major to the dominant G major. The passage may be analyzed by considering the initial C major

as a pivot chord towards the dominant. However, this analysis is less useful during improvisation,

* Sanguinettidrt of Partimentg129.
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which requires quick decisions, and does xypliagn how to deal with the bass. If this passage is
thought of in terms of the ba#ise explanation is more efficient: when the bass descends by a
third, suspend a severdhd therresolvat to a major sixthlThis explanation encompassiee

bass movenm, upper voice, and the modulatidixample7.4 is a simplified version of this
modulation without diminutions, and shows how quickly modulations can Example7.5

is another example of seventh suspension involving/dhsula tenizoran¥he seventh is

prepared by the octave as part ofa - bass.
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Example7.3. Giuliani Op. 15 First Movement m.-23B.

Compound Compound
Cadence: C 5 —7 Cadence: G
[\ | | | } - i o -
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Example7.4. Simple modulation to the dominant using a descending third in the bass.
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Example7.5. Aguado Op. 2 No. 3 m. 78L.



The figuration, notation, and fast decay in guitar music can sometimes obscure su$pensions.
Bowedinstruments and theoice can sustain notesichlonger than the guitar. On the guitar, the
sound decays so quickly that unless the notes are restruck, suspensions can be irfaxaide In
7.6, the seventlon the first beat ofm. 80 is obvious because the A rsstruckand occurs
immediately. However, the G that follawslso suspended when the bass moves down from B to
A. The same melodic material supports RO while ascending, and a prinner while descending.

Ties are rarely notated in the guitar and figuration is typically shown in onEhesefere,
the second suspension is obscured. If three violins performed eaxbemarately, the suspension
would be obviousAs such,when studying the repertoire for examples of suspensions, care should

be taken to observe these less obvious instances.

RO Ascending Prinner Descending
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Example7.6. Giuliani Op.119 m. 77/1.

A chain of 78 6 suspensions is shownErample7.7 and Example7.8. In Example7.7,
the initial seventh seems unprepared tteipreparation relates back to the first @Gnird. If the

implied preparation is considered, then the sevenths are prepared with tenths, connecting a

stepwise descending badse chain is short, as the bass mahesmaticallypwards from to

in m. 11 The passage as a whole is a lesson on hpragiess towards and cadence, which

is a similar goal as the previéxsmple7.2.

” See Heck, diss, Chapter 3 for more information on notational aspects-gligarlynusic.
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In Example7.7, the chain begins on a sixth chord, setting up the suspensions to come.

Descending series of sixth chords are terfagglbourdons The descent can be grouped into
two pairs: thenitial haf-baruntil m. 2 andthe second beat af.. 2 until m. 4. A short segment

usingRO follows, leading to the cadencenor8. In both Example7.7 andExample?7.8, the

chain breaks on .

‘s o L s N
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Y 2 T r i)r = - % #1; - -
® O] ® Converging
Cadence

Example?.7. Giuliani Op. 51 No. 1 m.92.
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Y
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Example7.8. Giuliani Op. 48 No. 1 m.-8.

o TR

“This practice is more closely associated with the lfalsmbordonahan the medievakuxbourdormut
the two terms were often conflated;BeborahK a u f f man, OFauxbourdon in the
O0Le Secour s dodu Mesic® better98, naH1a(2009) @8 e , 6 6
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9 8 8 Suspensions

The preparation for ninthis stricter than for fourths and sevenths. @uihyrd and a fifth
may prepare a seventlOctaves are inappropriate becatrsgyimply pardlel octaves when the
suspension resolves.

The preparations and associated bass motior®sd8rsuspensionareas follows:

1. The ninth may be prepared byhird when the basascends by step

2. The ninth may be prepared byitth when the basascends by fourth.

In multi-voice textures, tenth&tween an upper voice and bagsmore prevalent than thirds
because they provide more separation for inner accompanying voices. Further, they orient the hand
in a position that allows matlexibility. Thirds, however are regularly used between upper voices.
In Example?.9, the upper voices move in parallel thirds at the interval aftavecand a tenth. In
m. 31, the bass ascends by step with a tenth preparing a ninth and a fifth preparing a fourth

Example7.10 shows a fifth preparing a ninth and a seventh preparing a fourth, with the bass

ascending by a fourth. The double suspension using both a ninth and a fourth is a common pattern
at cadencesmebellishing - bass movement, and function to e

tension.

Example7.9: Giuliani Op. 1 Part 4 m. 382.
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Example7.10: Sor Op. 29 No. 4 m. 235.
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The 98 and 43 may alternate in long suspension chains. These suspension chains are a
prominent device in the music of Corelli and eaidyteenth century composers. A typical setting
occursover a bass thdescends by fourths and rises by step: Gjerdingen terms this bass the
0 R o ma n“é\s perthe trio sonatas of Corelli, the texture is usually in three voices: two upper
voices form the suspensions against the bass. Though the suspensions above the bass form ninths
and fourths, the intervals between the upper two voices alternate ti@nds@md seconds.

However, on the guitar, seconds form some of the largest stretches between the fingers.
When coupled with a fretted bass, these textures can become impractical for the guitar. Further,
because the suspension chain moves continuallywbrds, unlessis started in a higher register,
the upper voices may start interfering with the Basting the voices in the higher regjster
howevercomes with its own technical problems because it requires fretting the upper voices

Exampe 7.11 shows the lower position Romanesca with seconds between the upper voices.
Because the highest voice and the bass begin only a tenth apart vatbecarfences, the texture
becomes impermissibly compresdexample7.12is a substantial improvement: there is enough
separation between the upper voices and bass to prevéaiss from colliding with the upper

voices. While this passage is playable, the F# anthiagainst the fretted bass is impractical.

* GjerdingenMusic in the Galant Sty25-43.
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Example7.12. Romanesca with suspension chain; higbsition; seconds between upper voices

Improving on the previous example, a midiematic solutions availableThe seconds
between the upper voices may be rephattesevenths. Because the lowest voice is inverted into
the higheregister, there is more separation from the bass. As well, because the seventh is a large
intervd, it cannot be fretted on adjacent stringeugh because the interval is spread out across
multiple strings, the large distance between the intemalplg/sically manifested, as the strings
are tuned to different frequencies. As a result, sevenths may be fretted within a fret or two, though
on different stringsTherefore, this principle corresponds with a general guitar axiom: sevenths
and tenths armore idiomatic than seconds and thifesample7.13 shows the same suspension

chain with sevenths.
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|

Example7.13 Romanesca with gaension chain; lower position; sevenths between upper voices.
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Though trading the seconds for sevenths is already an improvdmnsepgttern can be
made evenmore idiomatic by introducing diminutions in the bass. In Chayitez, both the
sevenths suspension chain and the seconds suspension chain are discussaptefdme for
examples of theomanesca
Finally,Example7.14 showshe study Op. 51 No. 3 by Giuliafihis work is a twaoice
exercise in suspensions and may be consulted for more examhpésus suspension types
Though most suspensions are @ty prepared, some are prepared by implied voigesu | i ani 0 s
treatment is freer thamhat wapermitted in thesarlyeighteentktentury, but still serves as a useful
lesson regardles§his study serves as a compendium of suspensions discussechayter:

guitarists are advised to work through it and identify each of the suspensions and their preparations.
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Example7.14: Giuliani Op. 51 No. 3; study on suspensions invisices®

*Mauro Giuliani,Z8 études progressive Op. 51 Na&essed from International Musical Score Library
Project.

46



Chapter 8:Rule of the Octave

Theoretical Background

For studying music of the eighteenth century, and some nineteatihy music,
pedagogy might be well served by introducing
el ements of the keyd in order to acquaint the
music.At the start of each method outlining tlules fopartimentirealization, the Neapolitan
masters provide a |ist of the 6naturald tones
considered the essentd¢mentof the key andhdicate thenatural tones belonging to each scale
step The bracketed roman numerals are anachronistic and are included for reference only.

Fenaroli writes:

[in the basslakes the 3rd, 5th, and 8as consonances above it][I53]
takes the 3rd and major ¥i°6]

takes the 3rd and 6[d]
takes thesrd and 5tQIV]
takes the major third and the Hify
takes the 3rd and 6}y 6]
takes the 3rd and 6f¥6]
0 | | i | |
I | I
%:‘% : 3 ——ty—————
— — 8
‘ R
5 4 5 5 6 6 8
3 3 3 3 5 g

Example8.1: Essential elements of the scale, realized for guitanttinyr).

* Fedele FenarolPartimentiOssiaBassaVumerato Book //{ ed. Robert GjerdingefNaples: 1775),
accessed fropartimenti.org, 1.
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Fenaroli chose tmlentifyonly triads in his general list but allows for exceptions. He writes:
Observe, however, whenever th@scends to the, it can take the sixth in addition to the third and fifth;
and if the should ascend to the octave creating a semitone, it can take the diminished fifth in addition
to the third and sixth.

On the whole, in the bas$ends to take a third andfith only when it is the destination
of a harmonic motionThis is the case, for instanceaiscale that ascends towith strong metric

accenting before descendiffgr example a prinner ripostedr when is targeted through

tonicizaibn. Otherwisethe addition of a sixth is standard. These alterations are standard additions,
evidenced by their inclusion as essential tones in the lists of other masters such as Paisiello, Sala, and
Furno, and form the basis for RO.

The | i st o fappéanng at the kredindingtoforos awhites, along with brief
explanations regarding consonant and dissonant intervals, suggests that it should be taken as a
heuristic for young students to determine which chords are most commonly availableit@them g
a particular scale degree. However, in aparimentithe chords required on each scale degree
will change according to musical context. Notably, the chords selected for each scale degree differs
from the modern harmonic approagckwhichoftenpresats theharmonizedscaleas a series 6§3

chordswith either major or minor thirdsFigure8-1 shows the contrasting approaches to the scale.

e gl
AR |

Figure8-1: Modern approach left; eighteestntury approach right.

“ Fenaroli,Partimenti Ossia Basso Numerato Book2l/
* For example, this presentation appears in Edward Aldwell and Carl Schidahterny and Voice
Leading 3 Edition, (Belmont: Thomson/Schirmer, 2003), 49.
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While the modern approach is intended to show whichposition chords arpossiblen
a given scale degree, this approach does not show which chaygecaffer each scale degree.
This approach has drawbacks: it engrains a harmonic framework emtsttight has little
resemblance to music of the commpactice period; it is primarily an abstract representation and
has little practical utility; and it suggests that 5/3 or root position chords are the default orientation.
In the classical repertoisgale steps are typically harmonized with chords that closely match
those INRO. The regoledo not consider the 5/3 the fundamental orientation of all chords.

Therefore, common practise the eighteentbentury match closely wRO, not with the modern

conception of each scale degree in a key supporting a 5/3 chord. For examplwjilthake a

sixth, but not a fifth; the will also take a sixth, but not a fifth.
The essential elements provide a system of harmonization that facilitates tonateoheren
Further, each chord, whether 5/3, 6/3, or any other typical configuration, exists as an entity in its own

right; the 6/3 and 6/5 chords are not thought of as inversional derivatives cpasitioot

configuration. Holtmeier characterizes ROas d&codc at i on of owhat 1 s gene
terms eanfi nobmajteomal ityd, o6cadential harmonyd, o
the individualKlangg tihme v er ti cal di mensi o rcontrdpuntalmotimrh at or

of imperfect consonances (sixths) bridging the perfect consonances (fifttzs)cbn.”
Therefore, RO and the essential elements of the scale are more than a heuristic for
accompanists: they ar e 0a’Uptbheecenttevivalmpietemensi of t c

in the early twentiyrst century, the tacit assumption in musicobdgecircles was that Italian

“LudwigH o | t meéleingchen, Rameau, artte Italian Thoroughbass Tradition: Concepts of Tonality
and Chord in the Rule of the Octadournal of Music Theoi31, no. 1 (Spring, 2007), 11.
" Sanguinettidrt of Partimentop113.
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musicians rade few meaningful theoretical contributions in the eighteenth ceniumg.
assumptiorseemslubiouswhenthe widespread influence exerted by Italian composers throughout
eighteentltentury Europés consideredl'he majority of Italian theoretichldughtis preservedn
musical examples intended to be coupled with oral teaétargnentiand theregolefall within

this tradition.

Indeed, eighteentbentury thoroughbass traditions did not necessistipguish between
practice and theory. The problems posed by the realization of basslines, or figures, often provided
the impetus for theoretical advancemiebltmeier considers the neglect of Italian thoroughbass
traditions as taoryl oM dsie drguéstthatde dore yasBumptions of
modern musig¢heory pedagogy, which is an outgrowth of the nineteemtinry German
Harmonielehraradition were developed in order to account for aspects of thoroughbass practices.
In Harmonielehre, the study of harmony is separated from the study of counterpoint or
KontrapunktThat is, the vertical dimension of music is considered afl@ngts from the linear
dimension of music.

An exception may be found in the work of Heinrich Scheniio attempted to
resynthesize the linear and vertical elements by focusing on the role of diminution and prolongation
at the structural level such that:

nt 6

Ot hedwvaidéiemg principles of strict couHeadhg poi
ontrapu

events of actual 0freed [not" strictly <c
Unfortunatelysuch methods operate at an abstract theoretical level and are a poor match

for the practical study of improvisation.

" Sanguinetti refers to Carl Dahlhau®ie Musiktheorie im 18. Und 19. Jahrhunaasirepresentative of a
widely held view among twentiedntury musicologists. Myt of Partiment9.
"Christensen, O0Thor u.gdhbass as Music Theory
"Hol t mei er, OHeinichen, FRoassEadtigp &nd t he I talian Thor
" Ernst Oster, footnote ikree Compositiorby Heinrich Schenker (New York: Longman, 19XB),
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Modern music theory is heavily influenced by the writings oPbdape Ramaeun his
17227 r ai/ t ® d e Raméatpablishedhis geminal theory of theasse fondamentagmme
of which was develop&dorder to account for the origins of RO.

The idea of thebasse fondamentdfas far reaching implications: once chords become
subordinate to their fundamental tgnaverted formsonsisting of the same notesy be derived
Under this viewtheir intervallic conter{that of the sixtlthord for first inversion and sixth and
fourth for second inversioigsecondary to their relationship to the rolabrd While this view of
harmony is taken for granted in modern theoretical practices, this shiftking represented
radical departure from the previous lingaservallic pocessethat eventually coalesced into tonal
harmony with ROMany other eighteercenturywriters, including Germans such as C.P.E. Bach,
did not write of Oinversi onsaf obuurt crhaotrhdedr, obcehcos
conception of harmonkadcloser ties tintervalliccounterpoint: ” ™ Indeed,for these writers a
sixth is important because it sigithe very absence afifth. Functionally they ar@pposites; a
fifth, represergrest and stasis, aadixth represesmovement and dynamisifihus, t makes little
sense t@onceiveof a sixth chordas a derivatevof a root-position triag at least for music ofeh
eighteenth century.

The idealized texture f@artimentiis three voices with a fourth voice sometimes added in
as filler(as in the trio sonatas of Conellvhereaour voicessthe ideal for Ramegwith the fourth
voice sometimes omitteditbalwaysmplied). The fourvoice texture that is standard in fpart

harmonic realizations has much to do with Rameau conception of the seventh chord as a

"Hol t mei er, OHeinichen, Rameau, 122nd the I talian Thor
" C.P.E BachEssay on the True Art of Playing Keyboard Instrunieatss. William Mitchell (New York:
W.W. Norton & Company 1949, 198311.
"Christensen, O0OTHdhroughbd®s as Music
"Hol t mei er, OHeinichen, Rameau, 10and the I talian Tho
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fundamental chord typeDue tothemechanical constraints of the guitar, threee textures allow
for the highest degree of voice independence. This provides an additional rationale for the modern
day study gbartimention the guitar.

Example8.3 showshe ideal thre@oicevoicetexture forguitar. It isderived from a four
voicedispasizioneby Stanislo Mattei” It shows two alternative settings for guitption A omits
the overlapping suspension chain in fawdursing thirds in the bass, while Option B omits the
thirds motion in the bass for the suspension cBaith options are legitimaaad are preferable to

trying to maintain the four voices frore tiriginal.
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Example8.2: Mattei Bassi Numerati per Accompagnare Ridotti ad Intavofdtara m. 4.

Option A:

Option B:

Example8.3: Similar motion realized fauitar in three voices (by author).

” ChristensengThoroughbass as Music Thea@r{8.

* Disposizioner dispositionsvere partimento realizations fullyitten out in three or more voices in
separate parts. In ChaptBwrelveof Child Composerdsjerdingen notes that dispositions were sometimes
erroneously categorized/agvolaturgsl71.
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Writerssuch as Fenaralid, howevershow subtle signs of Ramellian influence, particularly
with regard téhe statuand treatmendf dissonances found in the dominaaventh chord. In the
stile anticothe fourth, the seventh, the diminished fifth, and the ninth were all dissonances and
required preparation. Buby the end of the eighteenth century, the treatment of some of these
dissonances loosened. Concerning the diminished fifth and the minor s8emgfhinetti writes
t hat OFenaroli 6s ambiguity [about t hamonic st at u
thinking, a sign much more significant than hishlealfted (and not very consequential) homage to

|81

f undament al”This &geof harmanio thinkingdcan also be observed in the treatment of
the intervalsof the seventh, fourth, ninth, drsecond These intervals arfrst introduced as
dissonaces, but they gradually become identified with the vertical conception of harmony as
outlined in the essential elements of the Stale.

Sincesuspensions assume the role of dissondmetonestlhit bel ong onatur al
scale degreare consonanced even if thed ¢ h oinclddés a fourth, seventh, or false fifffhis
hints at the purpose of RO: it defines the verticalbioa of thescale in terms of its contrapuntal
significancedntervak b el onging to each scale degreeds 0n.
essential, and therefore consonant. Intervals
are defined as dissonant.

With regard to adaptingartimentito nineteentkcentury guitar music, it is important to
recognize that vertical harmonic thinking plays a significantowipo€ers such as Sor and Giuliani

were writing irstylesscomparable to that of ian (for Sor) and Rossini (f@iuliani). Example8.4

shows whanaybe considered a move from the rposition dominant to its third inversion. The

* Sanguinettidrt of Partimento127
”1bid., 118.
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inversion is used to lead thasfrom G backtoBE n pr epar ati on for the i
section of a simple small ternary forowever, the linear descent connecting - across the

whole phraseertainly remains compelling.

15

Example8.4: Giuliani Op. 1 Part 4 No. 4 m. 19.

Acknowledgind? a me anfluéngein the music of Giuliani and Sorappropriate.The
development of musical knowledge over time is messy and composers may adopt new ways of
conceptualizing music while still maintaining much of the older tradittmmseal music of this
time period maintains much of its contrapuntal origins, whéthemed explicitly or acquired
through musi cal osmosis from the | eading musi
stricter voice leading than Giuliani, perhaps stemming from his early informal education and later
his formal studiedHowevermusicalprioritiesalsodistinguish composerGiulianifavouredarger
sonorities (typically achieved by using open strings over closed fingerings) over maintaining
contrapuntally consistdlities inthe inner voicesTherefore, his counterpoint is oftéass strict in
order to prioritize this effecthe most prudent approach for developing a method for improvisation
seems to avoisiloing, and instead maintain enough flexibility and breadth to incorporate what is
most efficient and useful.

Example85shws Gj erdi ngends realization of RO f

The manuscript cont ai ni Exgmplssshavs RO reabzed far guital. i z a t

54

d

C



2nd Position. P I |
Al Ll ol s — ﬁﬁ
16 6 ¢ i g. 6
Pir==ss=e==c== S e
Sy 5 ®
2nd Position. 2nd Position Minor.
Gg ! e — | ! l ! . } R o }

Fﬁ?
|

ExampleB.5: Rule of the Octave in G major and G minor (realization by Gjerding

RO for Guitar: Major Ascending and Descending

Discant Clausulae Clausulae
Clausulae Altizans Tenorizans
N 4 o o o o o o © o © o o o o o o
Y = ~ b4 Py Pay Pay ) o b4 O ~
V {3 Py O Pay ~ O O P4 ~ 1€y >~ >~ ~ O Py
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RO for Guitar: Minor Ascending and Descending Discant Clausulae Clausulae
Clausulae Altizans Tenorizans
N 4 f'e) o o o o o f'e)
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Example8.6: Rule of the Octave major and minor keysidatar (author's realization).
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The ascending figures are identical to the essential elements of the key, with the exception

of a sixth over . The descendindigures however, include several alterations. Firsg given a
third, a raised sixth, and a fourth when descending fram , temporarily tonicizing the fifth of
the key. Second, when the bass daiscen - |, a second, and augmented fourth, and aisixth

required for . This chord corresponds with the modern definition of a4hirdrsion V chord

Theseintervals arise from being held constant over the passing motion in the bass and are thus

consequences of contrapuntal devices rather than chordsianyvés previously discussed, the V7
inversions that occuron, , ,and shoul d not be thought of as
chords are innate to each scale step and maintain their own character and function according to the

bass counterpointsai complement. ThenodernV correspondso the bass motion to , the
V65to - ,theV43toeither - or - ,andtheV42to - . The scale step aligns with

whichever key is active at the moment, so that the movement frommay be considered -

in the temporary key of the domina@tj er di ngen summari zes RO as 0n
rather a summary of central tendencies in the fluid and highly contingent practices of eighteenth
century *“musicians. 0

These bass motions are derived from melodic figures terfagsl/aT here are four types
of clausula that differ in degrees of cloSufbe most complete is termed théausula formalis

perfectissimavhich features four distinct melodic motions irfdlie voices. The four motions are

the bass clausula, in which the bass moves from ; the discant clausyl/a which the soprano

moves from - ;theclausula tenorizaris which the tenor moves from- ; and thec/ausula

* GjerdingenMusic in the Galant Sty#&69.
*Ibid., 140.
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altizansin which the att moves from to , but more typically from - - orjust - .As

such, each inversion of the V chord is a distinct type of clausula pertaining to different specific bass
motions.

In addition to the theoretical aspects discussed previously, R gssformers in
determining which chords to provide for the scale steps of the active key. While the archetypical
model found in the manuscripts stsoav full scalethe utility of RO lays in smaller passages.

Sanguinetti writes;

The RO does not need a complete scale, from tonic to tonic, in order to become effective. In fact,
one of the great advantages of the RO is that it can be used even for short segments, provided one is
able to locate them correctly within the appropriatie$c

Indeed, he cadential motion - - may be appropriately viewed as a portion of (Rfpending
the local musical contexisepecially, if the bass does not better correspond to a bass.motion
Intermediary scale degrees such ag  may fill inthe distance betweenand . Thereforef

appears before , as is common in cadential patterns, then RO suggests that it should take the
third and the sixth. An entire scalar movement from may be realized in this manner. The

following bassling Example8.7 shows this particular scalar movement.

* Sanguinettidrt of Partimentol14115.
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Example8.7: RO bassline for guitar.

Each segment of this bassline may be figured accordingttoB@h not always in the same

key. The keys of C, G, and D minor are all active. The firsnfeasuregeature an ascending scale
from - followed by a descent back down ton C major.Mm. 5 through8 show an ascent
from - inthe followed by a leap back down tan G major.Mm. 9 throughl12 show two pairs
of descents from - with one added chromatic note in D minor and C major, respectively. The
bassline finishes with an ascending scale freon and a compound cademin m. 1316. How
might RO apply?

An interesting example from Nicola Sala may assist in our realirafixampled.8, Sala
showshow a scalmay be set in invertible counterpoint, with the scalar gsceqt o supported
by - - inthe bass to produce the lingatervallic pattern of8 8 100 10 or 88 6 d 6 when

inverted. The rest of the ascent is harmonized in tenths. This schema provides a realization that

utilizes stepwise motion and relies on the harmomtervals of the third or sixth
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Example8.8: Nicola Sala scale in invertible counterpbint.

Il n fact, this bassline is derived from Giu

features Sal ad-s indhoea passagesptbeiinitial as€eatfrom and then the

ascents from - in both G and C majorThis passage may also be described using galant
schemta. Threepatterns are evidera:Dod Red Mi in the bass imm. 1 and2; aprinner moves
from - inmm.2and3, requiing@ T in the upper voices; and@nte opens the contrasting

middle inm. 9. The outline is shown iBxample8.9 and the originah Example 8.10.

Doi Rei Mi Prinner Doi Re i1 Miinto RO and Cadence

Example8.9: Giuliani Op 51. No 2 outline.

* NicolaSala,Studio generale di contrappunto practico, e tegfiaples: Manuscript), accessed from
IMSLP, 3.

59



Doi Rei Mi Prinner

I I I I

I I % I I

5]

0 I — ?x'f

Example8.10: Original version of Giuliani's Op 51. No. 2.
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It is important to be aware thirtimentwere written with the keyboard in mind. Therefore,
when adapting the material for the guitar, the idiomatic characteristics of the instrument must be
taken intoaccount. Fenaroli recommends practicing the RO in three positions: first with the octave
in the top voice, followed by the third, and then the fifth. In this matimethree basic rightand
positions are memorized and practiced.

This method works well for keyboard instrumgmisit does noalwaysvork well for guitar
There arehreeprimaryreasonshat this is the case. Fisthange in register may alter which string
soundghe noteln a G major chord, changing the top note frordt@mthe open second string to
a D4 requires a total reorientation of the hand from an open string lig-eldged barre position
in order to include the third, 4 on the third string. Slight deviations in the notes played can create
a large deviation in hand position. Second, some chord voicings are amenable to open string use
whereas others require moresed fingerings. Third, certain positions of the hand, especially in
four-voice texturesrestrict the freedom of each voice. Guitarists use four fingers to play the
instrument, swithoutbarreseach fingeisactive These configurations hinder legabord changes
Barresalsolock the finger position (similar to violin shifting positions) in place, because the first
finger used for the barteecomeghe lowest finger along the fretboarterefore,reachingany
notes that are further towards the heatt®fguitar (above the barre) regsieigher gpositionshift,
or, replagngone of the notes on anoth&ring.

Thereis onenineteentkcentury pedagogical source for applying RO explicitly to the guitar.

It comes from a method by the obscure amageitarist_ouisa Kirkman. She segiublished her

Ol mproved Method for Guitardé under tneinmthpseudol
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earlynineteenth centuy/.There is no credible research published on Kirkman, so biographical
information about heis sparse.
Two other sources teach RO implicitly. The fissby the Naples nativé-erdinando

Car uih hisiL®sh a r mpliguéeea laguitarpublished in 1825 The second i s Gi
Etudes Instructives faciles egabfes pour la Guitar@p. 100whichcontains severaiudesseting
what Giuliani calls shottadenz& These studies are essentially shartmonizations of the scale
segmentasingRO. Giulianiuses simple but idiomatic arpeggiation particular to each key and covers
the keys Ab through E major, modulating to the relative minor in each key.

All of theseresourceshave value primarily as reference matefildne, they are not
sufficient to gain practical facility with harmony on the guitar because they do not require the student
to realize passagés this respectpartimentiare bettersuited aslidactical matéal. However,
students that struggle to find idiomatic voicings and diminutions may eogsaftthe above
methodd or assi stance. | n parti culfoarealizatidnofaksecale@n 6 s s
because it is set in four voices and reguiumerous shifts. Howewveiis a useful compendium of
closedpositiontransposable voicings, especially for keys with multiple sharps or flats, and may be
applied reasonably well for shorter segments of a scale. £arudli Gi RQA seté@ngareinsre

practicabecause they are modeled after real music

7 Louisa (Joseph) Kirkmanproved Method for the Guital-ondon: Self Published, n.d.), accessed from
https://www.danielnistico.net/kirkmiamprovedmethod.html.

* Ferdinand Carullil. ' Harmonie appliquée a la Guitaffaris: Ph. Pefil 825, 19, Agostina Zecca Laterza,
revised by Pat rGrorvaMusicFonliope200h, o Carul |l i 6,

*Mauro Giulianio Et udes I nstructive Faciles et agreabl es pol
Cadences, Caprices, Rondeaux, et Prétughe$lauro Giuliani: The Complete Studies for Guigatited by Brian
Jeffery (LondonTecla, 2002), 13443.

62



v 23
Wrereise on the Accompenithent of the Seale thro® the Major und Minor Keys . :

I is parienlaely pevommended that o cevtain potion. wf the following Healrs be pructined daily . nfter the «xumpivs in

the preceding pages have been duly conxidered and excrcised ’ )
: . [ + 9 .
o ) e Lo 3> ! o>, T
174 y T < T T 1 ¥ T I — T 3
v, Aoy ! 3 g N m— ] .l
125 3 5 S —o {
L L3P I 1 181 T - 1 1 I T
v~ S s - - I
3" Pows l.".' | T S, 05(:[ Pose . __o________ Jl.h Pox: 8:!1 | R
C Major )
- 4+ .2 ?2 o 32
. T o3 L e il o o S
[~ —I—ES—————{—-—Q—B——i— : e
i} b i—=3 8 T T rawCw 1 Ca t f -4 1 &= ﬂ
- ¥ 1 L. —TLY i Y 1 1 o
- . - > -
#th Pos: TR Sth Pox: 1.3 . b
.
72 [~ I . P | ) T o T
(] 1 | ) =T T
% Sy
\J = = -

+ -
) S Y T I Ty : = 1 2 — =T}
E— T~ ! =y — I L 1 o . — — -4
{ F- Miad i é-g_ | S I T op— H¥ = —1 --".S A . | -
7 — S -.
-
* T 3-' A S ﬂﬁll’un ......................... BUPaas .
4% Pon; ' Puss
G Major
—F & S T I - o T - T - T T T
- t “ - 1 - . L b I | 2] T ‘H
A = % — | "8_ I = Sl 1 = 1 ¥
7 = I 1wy 1 ri ey T 1 ) S~ ] 1 - 1 F S ] 1 —
il [=] Q@ _S_ ERPE~N e
z o -
. ')‘(.l"im; o emm e M m e am e mmmmmmmm e ammim e mme———— - th *
-" A Posy
Fal. ) > .
e ] = ] - S m— T — — — =
b4 < - ——— 1 Dy
NEES =SS s e e e T e
—_— — 2z t ;
*e ~ l-"hl"os: 2"]’05- ) AT e wamm
T e e T
E Minor - |
. ) e . —_— - .'.
[ e : ——
f—F§ oo e
i S 1 2 S 2 - by = ~
A AN TPV widpgg, , 24 pon . < =
Mpow, . _____ L St pox

Example8.11: RO from Kirkman Method for Guitgraccesseflom https://www.danielnistico.net/kirkmiamprovedmethod.html.
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Idiomatic voicings on the guitar typically follow three principles: first, incorporate open
strings as much as possible in ofdeiree fingers; second, use {wo threevoice textures for
contrapuntal passages and limit fgaice textures to more static passages; third, in contrapuntal
settings, set the diminutions so that as few voices as possible move at the same time. Often, when
one voice increases it s face  rhytreandsereducédyfortexamplet he ¢
sixteenth notes give way to quarter notes).t®tine open strings, each key has its own idiomatic
voicings. Therefore, the most practical method for learning guitar realizadgjoines becoming
acquainted with botthe idiomatic open string positions for each key and the most common
transposablelosed positions.

The most common major key signatures found in the repertoire are F, C, Gaiy B,

The most common minor key signatures are d, a, e, and b. Theiguitdrlimited to these key
signatures, as there are many examples in the repertoire in variotiokeser keys that limit
the number of open strings availahismlvemoreclosed fingerings which d@eehnically taxingnd
either require more preparah or simpler constructiomy the performer in order to play.
Therefore, improvising in these keys is more difficult, albeit certainly not impossible.

The following section on RO for guitar is organizgkleys, examining the most idiomatic
openposition realizations for the most common k&yansposable shapes are not covered, though
Kirkmanods RO agefetence forghegpapesihesd examplemaybe memorized as
schemata that can be drawn upon during im@bersand altered aceding to specific musical
contextsReaders are encouragedfitst rewrite these examplegth only the bassline, attempt

varioussolutions, and then consult the original score to see thenp @ solations.
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Major KeySettings

Fenar olpariinenb fromrBeak One focuses on developing RO in major keys
(ExampleB.12). There are three cadencessimple cadenceim. 1, a compound cadencerim. 9,
and a double cadencenmm. 15 and 16A prinner is used imm. 3 and5, leading to anodulation
foll owMirRg!| & én.e.iThis type of bass motion is a scale mutation, which in this case
foll ows the rule oO0ascending by halfandtefp: the
t he n €Wheloamlynusical context makes thedulation back to G major evident: the end
goal of the motion is G, followed by a full scale.

This partimeno will be set in block chords, without diminutions in C, G, D, A, and E major.
This method of realization is basic, but is a good starting point to learn which chords belong on each

scale step.

Prinner (tonic) Prinner (dominant)

Example8.12 FenaroliPartimentdNo. 1 Book 1.

C Major
The key of C major is one of the most accessible keys on the guitam|yrimtcauset

contains fevaccidentals, but because the placemetitedbnic on the fretboardhllows for open
strings It thereforeinducesfew changeis hand position. is placed in the lower voidajt high

up enough inthe rangedo allow for it to be approached frdmelow In keys such as F, this is not

® Sanguinettidrt of Partimentol12 andl411 4 3. See Chapter 8 0Bass Moti ons¢
Rul ed.
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possibleln the upper voice, is placed on the second string which allows for enough strings to

accommodat@ner voicesvhen the bass is on the fifth string.
The bass line in the realization for gufEatample8.13) is altered from the originslightly,
but the direction of the line is preserved as much as possible. In tmedissire is lowered an

octave in order to preserve the number of voiged provide a deepesoundingbass for the

cadence. The full scale betweam. 12 and14 is broken through octave displacemexsit would

otherwise require a position shiftibwould losethe deep bass sonority. The lowerin m. 13

occurs on a strong beat, so the octave displacement occurs there. Likewise, the entire ascent from
to inm. 14is lowered to provide a stronger finish, without comging the ascending liné

the origina

Example8.13 FenaroliPartimentdNo. 1 Book 1 realized for guitar in C major (by author).

In the music of Giuliani, a typical diminution schema is found in RO pasageproach
. When autlining a sixth chord over, variations on thechemahown inExample8.14 may be

easily generated.
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Example8.14: Giuliani Op. 100 No. 1 m.-3.

The most common variation in Giulianios

which approaches A and D witleaccented uppgrassing tones B and A. rmodernsolfege, this
patterncouldbe memorized as-£a-Mi-Re and as anexpansion of Ras it heads towards Do in a
broader MiReDo-S+Do motionthatstars in m. 29 and finishes im. 31. Example8.15 may be

considered aarchetypical model.

Mi Re Do Si Do

S -

| 1
,
N

N

.

n_

™
e

| 108

0 BN

Que YN
-

®wo Y|

L

5
3
0] 0]
Example8.15: Giuliani Op 1. Part 4. No. 1 m. 243.
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Example8.16: Giuliani Op. 1 Part 4. No. 4 m. 26.

diminutions. This pattern is typical for duple meter rhythms as it sets 4:1 counterpoint against the

.

©
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Changes in both meter amdirface rhythm alter the number of notes required in the
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bassProvided there ia comparableharmonic rhythm, the exact same set of not@g occuiin
othermeters with different surface rhy#hms shown iExample8.16.

Several insights may be gleamed from comparing these two examples. First, the number of
beatsallotted toeach step of the scale is impacted by its placement within thetineeteelodies
are nearly identical, but their beat placements are differdexxample8.15, themelodicdescent
from F is placed on theecondbeatof instead of thdirst beat. Were thgpace of theharmonic
rhythm to continuenovingat the half bar, the cadential resolution would occur halfway through the

bar, rather than on beat onerm 26. In Example8.16, the harmonic rhythm remains unchanged
because occurs on the first beatherefore, metric considerations influence the harmonic rhythm

by either expanding or contracting steps of the scale.

The diminutions may also be altered by changmgurface rhythm. In uniformly ascending
or descending arpeggiation, sucthadiguratiorover in many of theeexamples, a rest occurs

when the bass is struck. Because guitarists only use foun dhgis right handincluding the
thumb, fournote figurations set in sixteenth or eighth noteanest so that the fingers do not have

to restrike a notadoweve, in arpeggiation that uses contrary leaps, the hand position is able to
remain more stableso a rest iaot typically used rest mayalsobe added in order to use three

note patterns typically found in triple meters in dopéer settings. A commanptie-meter pattern

is shown ifExample8.17. The large scaldegree numbers represent structural notes and the smaller
scaladegree numbers show pagstones.In triple meterstwo notepatterns with longhort

articulations are often mixed together witeenote diminutions
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Example8.17: Giuliani Op. 51 No. 10 m. 1B86.

There are thrempenposition keys that permit approachingrom below: C, D, and to
some extent B. This peculiarity is results from the tuning of the open strings. Keys such G, E, and F

| ow enough i n t hamd gateindt availdoke framebelagve t h a't

®+E © |® ® 0 @ -G G
(&) {©) —E F (@) A B D
® [—e—te- oH—eoL+—o+— @
© <&)—C © A 8:8 ® E
(a) B D E F (G) B
® ® ©
G © ® B © Ozn0, G
1 3 5 6 7 B a 10 12 13 14 5

Figure8-2: Guitar Fretboardhe open strings are to the Isfkth string is on the bottomikipedia Commons

In C major, two are available: a high (F) on the fourth string and a low (F) on the
sixth string. There is also two(E) available: a high (E)on the fourth strig and a low (E)on

the sixth string. In cadential motions, the logF)is the clear firsirder choice, but the high (F)
also appears in certain musical contexts, such as maintaining an interval s(sastSs@mple

8.18). (G) usually occurs on the sixth string in open positions. The most common exception

occurs when (G)quickly descends from (F)to (E) (Example8.17).
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Example8.18: Giuliani Op. 98 No. 6 m.-8.

The most common registral placements of the scale steps in C major are dbxampies.19.

Brackets indicate the secamdler option for that scatiegree.
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Example8.19: Common registers for scale degrees in-ppeition C major.

G Major

Like the key of C major, G majortigicalin the nineteentkcentury guitar repertoire. sits

l ow in the 1 nstrument 0 s-oneawiladetbelow,it. Because theteésr e i

only a single sharp in the key signature, many notes are available as open strings.
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Example8.20: Fenaroli Partimento No. 1 Book 1 realized for guitar in G major (by author).

In this partimento, note that is not placed in its lower register at all. Yet, in the guitar

repertoire, is typicallyound on the sixth strin@xample8.21). This discrepancy occurs because

the bass in this partimento either approachdsom below or descends beyonddownwards.

Becausghelower si ts in the bottom of the guitards

this partimento. When is placed in its lower register, it is usually a lower neighbour in a-

motion
_1_| | | - | ] 1 |
#‘?._zﬁt_ et e s e ]
P07 r ot rotoF
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Example8.21: Giuliani Op. 51 No. 4 mm. 146.

A common Gmajor pattern (though it also appears in other keys¢ imusic of Giuliani is

to approach from below with a voice exchange. Especially in faster works, theaiehdeps
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downto two voices. IfExample8.22 and Example8.23, a passing tone connects A to C in both

voicesthough itis notalwasrequired as showthe previougExample8.21

Voice Exchange

6A | /; | - N 1 . hl h
W@T&rﬁjgw ; =
= r s ¢ voor | T
6 - & 7 LLLF

4 3 6
@

Example8.22 Giuliani Op. 1 Part 4 No. 2 mr6-8.

Voice Exchange

Example8.23: Giuliani Op. 51 No. 11 mm. 158

During perfectauthentic cadences, when the melody closdsedoweregisteiG3 instead

of the higheregisteiG4, the texture become®mewhat constrictédJnless scordatura tuning is
used, is available on only two strings: @en the operfourth string, and onis closed on the
fifth stringHowever, fithe open string is used, thidse fourth strings not available to sound. If
the closed string is used, théwe fourth string isvailable for , but the potential options for

realizingthe chordare limited. Diminutions arethereforecrucial for breaking up the texture,

allowing more than one note to sound on any given string.

“"The ter mudpheernfteicct cadenced is modern terminology th
The term isanachronisticbutclearly defines the scale degrees in both voices and will usualbipttidate
eighteentktentury anakarlynineteath century phrases;e e Wi | | i TaerCla€sacag Cadange: Conceptions

and Mi s c o dooreapof thedAmericad Musicological So&éfno. 1 (Spring, 2004),-418.
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In theaforementionedExample8.22, the melody closes on the G4 and uses the open string
for , but the arpeggiated melody is able to articulate more tones than a -blmskied
accompaniment would be able to permit. Noticetttmsame grouping of thirds over the 6/4 chord

is repeated down a step overifgchord Recognizing thigock pattermakes ieasier taommit

to memory.

D major

D major is als@ commam key, butit requires somewhat different treatmitwain theother
keys The main idiomatic consideration with D magthat perfecauthentic cadences in the open
position onlyfit one shape,and the fowvoiced versioris afully closed chord requimg all four
fingers. This chord is shown in the fasasuref Example8.24. Another perfecauthentic cadence
positionis available in the sevembstion, however didactic or amateur works reach this position
sparingly.

In keeping with these consideratiomerks in D major tend to use either three voice or two
voice textures with diminutions. Diminutiemead the out tharticulaton of chordtones. Though
phrase endirggmay end with octavet)e other chord tones arenplied or simply delagd.
Occasionally phrasesay als@nd witho in the upper voicand articulate afterwardsExample
8.25 shows a cadence with implied tort®sample8.26 shows a cadence with delayed tones, and

Example8.27 showss in the place op.
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Example8.24: Fenaroli Partimento No. 1 Book 1 realized for guitar in D major (by author).
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Example8.25: Giuliani Op. 37 No. 3 mm. 145.
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Example8.26: Giuliani Op. 1 Part 4 No. 10 mm-&
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Example8.27: Giuliani Op. 37 No. 5 mm. 288.
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There are two main optiofier accompanying . In my realization of Fenaroli, the first uses

a sixth chord and is shown in the third bea df. The second uses a 6/5 chord and occurs in the
first beat ofn. 13. Addingafifth to the chord requires a closed position, howéeth, optionsare
idiomatic The local diminutions and musical considerations affect which is more appropriate. In
Example8.28, the closed position in used to create angtepdescent in thirds, which imitates the

descending bass motion in theasurebefore.

|

I
N

-~

Example8.28: Giuliani Op 51. No. 6 m. 232.

A Major
The key of A major fits the guitar weslid is sonorousdtause scale degrees , and

are the three bass strings of the gitarr t uo s 0 wo r k sRossiwan@p. 126, Er@dau | i an i
Sonata Op. 150 and Guitar Concerto No. 1 Op. 30cftenin A major and make heavy use of
arpeggiated open strings for bravura pas&agasple8.29andExample8.30are two such passages

from t he f i Raskirgan@ptfl120Gi ul i ani 0s
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Example8.30: Giuliani Op. 120 m. 33840.

-3
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Example8.31: Fenaroli Partimento No. 1 Book 1 realized for guitar in A major (by author).

ExampleB8.32is a closing gesture taken from the last few bamstbieaGiuliani study. It is
a simple RO accompaniment of an ascending - bass with no diminutions. The upger

voices move down in thirds, avoiding parallel octaves between the bass and alto voice, and the 6/4

chord from the compound cadence avoidsapel fitths between the tenor and bass. If a simple

cadence was used instead, then accompanywith a sixth chord would prevent parallel fifths as

well.
t{?fﬁ -
I’ ; ” 2 2
° ° 3 o

Example8.32: Giuliani Op. 48 No. 21 mm. 381.

The same motion with diminutions is shownExample8.33 and Example8.34. The
descending scalar line begins with a suspended fourth, which when imitatediswaat as an

accented dissonant passing tone, transposed up an Betauese the bass and upper wae in
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close registral proximity, scales often cannot simply continue downwards, and must be registrally
displacedIn the eighteenth century, all dissonangese prepared and resolved, so this freer
melodic treatment is more typical of the nineteeatiiwry. See thRO: A major section of the

appendix fomore examples of this diminution pattern.

17 | I I 7 b | | Y | \k ]
.g =
r ;

4 3 #4 3 6 E
4 3

Example8.34: Giuliani Op. 1 Part 4 No. 6 mm. 41B.

Example8.36isF e n a thod partimento fronBook One. Like his othepartimentfor
beginners, RO governsst of theaccompaniment for the baidegins in A major and then moves
to E major, F# minor, and B minor, before finally returning to A major. Key changes are indicated

with chromaticallyaised notes thatascendbs emi t one, f oleapsawayfrgmt he ©

78



however do not generally follow RO. Insteadnay be set as either a 5/3 chord, or set as a 6/3

chord | i ke Fenaroli ds original figures sugges
The rising stepwise bass figure in therfiestsuras a bass diminution that is ubiquitous in

partimenti However, this pattern is better suited to the keyboard than the tioiteyh possible.

Example8.37 shows my realization of thpartimentifor guitar and is modelled after the RO

examples taken from Giuliani. In place of the keyboardrichassdiminutions, thearpeggiabn

breaks uphec hor d. By |l ooking at Fenaroli ds figures

measurdasts a half notd@he diminutionsfunction to prolong the harmgrand may appropriately

be repla@d with guitar figuration that serves the same purfdse agproach works best if the

realization is intended to resemble eaigteentikcentury guitar music.

Because thbeassline im. 2 closelymat ches Gi ul i aniBExample88%4 s i ne
Gi ul melodic linsis a suitable guider the partimenb realizationGi ul i ani 6 s sett.
extensively as a bluepriot Example8.35. Measure2 and 3 adopt Giuliani €

changes andhé¢ E majorrestatement imm. 7 and 8s atranspositionvith an octave displacement.
Giuliani also sets the leap fromto  inm.11wi t h two si xth chords, j L

request.
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Example8.35; Fenaroli Partimento No. 3 from Book 1; melodic elements derived from Giuliani Op. 1 Part 4 No. 6

....Z,'-'-'-- P e vy 14
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Example8.36: Fenaroli Partimento No. 3 from Book 1.
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Example8.37: Fenaroli Partimento No. 3 Book 1 realized for guitar in A major with diminutioasttixy).



E Major

As inA major, the guitar is sonorous in E. There are four available open strings, including
the lowest bass string which will naturally sympathetically resonate in the key. In A major works, E
major is often the target kefymodulatons especially in sonata forms. The two keys have a similar

layout on the fretboard, so brilliant passages may be transposed fairly easily between keys.

a | a
T T

o
L
=

Yy
o0b

|

i Frr Frr fIFf 5

¢ iddds

Example8.38: Fenaroli Partimento No. 1 Bookréalized for guitar in E major (by author).

Example8.39is taken from a Sor study. It is a simple setting of RO in block chords. The
threevoice teture allows for melodic ornamentation, without requiring a chahgediposition
On the last beat ah. 7, F#4 is the only extra available chord tone, but including it would induce
paralleloct ave problems with the soprano, -voicel ess t
texture is a more elegantsettiNg.e bassd register is of tv@ice cl| 0s e
textures need separation between each voice to allow spadegendent movementhe texture
is frequentlytoo compressed toonsistenthaccommodate the extra voice. An example of a four
voice texture with sufficient spaci n@aprceo mes f

Op. 23 Example8.40).1 n Regondi 06s textur e, a fourth, at
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In m. 3, the two inner voices lose their independence and begin moving iniivdser, they still
retainsufficientseparation from the outer two voices. The style is indicative of tmenetigenth

century, featuring many unprepared dissonances but it still serves as a useful lesson regarding texture

and voice separation on thatgr.

Example8.40: Regondi Op. 23 m.-4.

Arpeggiation iamethod to simulate fowoice textures. IExample8.41, the inner voice is
set in diminution®reaking ahird. When the upper voice becomes more active, the inner voice
drops out. By dropping out of the texture, it also clears room for the melody to malve middle
registerThe middle voicenlybecomes active again when the upper voice retuaingighth note

surface rhythm

Example8.41: Giuliani Op. 1 Part Four No. 12 m-63
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Mel odi ¢ passages that span the guitardos

theymay be punctuated by tkeer textures at certain moments, suabnastrongoeats. In
Example8.42 the bass marks the meter with two disyllable and one trisylletolepatterns. In
the nineteentltentury guitar repertoireghenmelodically oriented passages prolong chdiey
frequenly mark the bass wiliiresses othe first and last beat of the met&tr.the cadence, the

stressebecome regulain

Example8.43, each chord is prolonged for at leasteasurewith  held for four.

|
A~ V|
ﬂll

Beats: 1 2 3 1 2 3 4
—_ 3
14 — ‘
R [l Q%
S St 5
r r r L
Beats: 1 2 3 4 1 2 3 4 1 2 3 4

Example8.42: Giuliani Op. 1 Part Four No. 11 m. 18.
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Beats: 1 2 3 1 2 3 1 2 3

Beats: 1 2 3 1 2 3 1 2 3
dad g
S N Boerd
= S S===
Beats: 1 2 3 1 2 3 1 2 3 1 2 3

[ YHA!
===~

YT
LIl
LIl

Beats: 1 2 3 1 2 3

Example8.43: Giuliani Op. 48 No. 14 m.-12.

Amore restrained setti ng Exampe844). The makingSor 0 s
omovement de priere religedse s u g g e s t s aasthetidtlis d gmplebutsbeaatifutarde
voice setting that moves downwards in sixths with two suspensions on the firsinbeaaod 3.

The suspension im. 2 is unprepared, but could easily be prepared by adding a G# on the last beat
of m. 1. It is common to add &6 suspensiomhen the bass moves fromto , as Sor does im.

3.

TN A
q

8 1T © 1
D) s | | - =
o
5 7 6 6 7 6 7 5
3 3
0] ©] 0] (6] 0]

Example8.44: Sor Op. 31 No. 23 m.-4.
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Minor Key Settings

Justa& e n a r o partideno friom osktone focuses on developing R@ major key
his secongbartimeno focuses on RO iaminor key(Example8.45). The original keyG minor,is
arare keyontheguitatl beit t here are exceptions such as
Op. 50 No. 17As suchthe discussion will be limitedttee three most common keys: A minor, D
minor, and E minor.

Fenaroli 6s partimento moves to two closely
a fourth away. The shift to the relative majon.ib is abrupt whereas the shift to C minor and back

i's signaled with a rai s ednms8amlilCirespeetivelyf ol | owi ng

Example8.45: Fenaroli Partimento No. 2 from Book One.

A Minor
Fenaroli ds partimento can be easily realiz
Example846i s my realization model ed after Sords st
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Double Cadence

Example8.46; Fenaroli Partimento No. 2 Book 1 realized for guitar in A minor (by author).

The accompaniment for the ascent from in m. 2 is taken directly from Op. 31 No.
20. Sor uses two different bass patterns for this accomparttixemiple8.47 is taken from the
beginning of thetudyand shows the firbiass pattetn -# - . Example8.48 comes from the
end of thestudyand shows the second:- - , continungtowards and . The use of a
chromatically raised tone induces a scale mutation and creates a different set of intervals above the
bassIn this manner, is reached much earlier. The stepwise ascent in the bass is a part of a longer

risein the bass thumh scale degrees- - - - that culminates in the final cadence. The

two basses serve different purposes: the former quickly targetshort prolongation of the initial

harmony, and the latter drivéowardsthe cadence near the end of therkdt is relevantto

partimentirealization to note that the same accompaniments may be used for different basses.
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Example8.48 Sor Op. 31 No. 20 m. 335.

The C major cadence im. 7 of the Fenaroli realization is adapted fnarm. 7 and 8 of
Op. 31 No. 2QExampleB.49). Sor uses a compound cadence rather than a simple cadence, but the

outline is the same. The main difference is the uppiee uses passing motion to move from D to

B, rather than leaping directly.
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Example8.49: Sor Op. 31 No. 20 n¥/-8.
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The descendingetrachord irm. 10and11, and 11and12 of the partimentas mirrored in

mm. 19 and 20 of Op 31. No 20(Example8.50). In my realization, | retain the higher register so
that on the second beat oh. 12 is approacked from the lower . Another standard

accompaniment for descending by seme is to provide an augmented sixth, so a D# is used

instead ofhe D natural in Sor.

4t
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Example8.50: Sor Op. 31 No. 20 m. 1£20.

Example852i s taken from Sords Op. 35 No. 22.
are reproduced on the main systémt theresoltion tothe augmentedixth chord irm. 7 to a
minor 5/3 is atypical arlkely a printing error. Yet, this misprint poses an interesting pedagogical
problem. What are the correct notes given the musical context? Two solutions work. The first

solutionis tokeepm. 7 as written, and resolve the augmesteith chord to a major 5/3 chord on

m. 8. The chord on the second beat of m. 6 is a variant of a tied bass motion that movesfrom
(Example8.51). Instead of a #4/2 chord, the chord is a diminished seventh vAnatiter

probabé solutionis to add aotherF# inm. 7 and move to a minor 5/3 chonasingRO in E minor,

before movingbackto Amindr.hi s setti ng tr e a, oracadvs/aeddmizahst 1 n

in E minor.
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Example8.51: Fenaroli Book Three; tied bass that contindescending.
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Example8.52 Sor Op.44No. 22 m. 19; lower staffs are alternatives.

9C



D Minor

D minor has the same problem as D major: when the upper voice sddbids the second
string, the third must be played on fanestring that sounds (D4). Further, because the chord
uses an F natur al i nstead of an F#, tvdice pecu
texture impractical for this chord. Thémee, the 5/3 chord in D minor is not easily played with
the upper voice. This problem is most prominent in pedetientic cadences. The typical solution
is to either use twaoice textures with diminution, or thresce textures and omit theHift

The texture for the D minor realizatiam Example8.53 uses threoices for any bass that
moves in quarter notes, excluding the final douldenzz.In this realization, a shorter, simple
cadence is used in m. 3 rather than a double cadence that spans the full F@asuogces are
reserved for half notes. Voice exchanges create good voice leading, suth2abuhb at other

momentshey may be impractical.
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Example8.53; Fenaroli Partimento No. 2 Book 1 realized for guitar in D minor (by author).

Giul i ani 0s falp withifihe fighiration ptelRdde genrExample8.54). The
accompanimenmnostly follows RO in the keys D minor and C major, with minor deviationasuch
betweem.12and13. Not abl e works in the figuration pre
fromtheWellTe mper ed Cl avier and both Chopinds Op.
features of figuration preludes are: static figuration di@irharmonies sustained for relatively
| ong durations. Both features hold true for G

The piece is entirely in three voices. The diminution in the upper voices offsets the bass. In
fast and repeated figuration, offsetting the two voegseisially important, as it significantly lessens
the burden placed on the right hand, without breaking the consistency of the surface rhythm. The

upper voice moves in thirds throughout most of the work. The harmonization is best understood by
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looking atthe intervallic pattern between the bass and upper voice. OivfEarms a tenth; over

it forms a fifth; over in C major, it forms a diminished fifth. in. 17, the upper line moves in

parallel tenths with the bass.
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Example8.54: Giuliani Op. 51 No. 12accessed from IMSLP.
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E Minor
In E minor, and are found on open bass strings and the three treble strings spund
, and . Therefore, there are moffeeefingers available than in other keys.

The E minor realizationof Feno | i 6 s parti mento is similar
(ExampleB8.55). The bass and upper voice frequently moves in parallel sixths, tenths, or does a voice

exchange.

dll|eo8

Example8.55; Fenaroli Partimento No. 2 Book 1 realized for guitar in E Minor (by author).

Gi ul i a4#8iNd.§ sh@nm irExampleB.56, is another figuration preludieut many of
the chords (not showmye guitaristic in origint is set in four voices with sextuplet diminutions.
This diminution patterrprevalent in both major and minor keys irailid A, because¢he open
strings allow for more finger freedom. The harmony follows RO, with suspensions linking each

segment.
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Example8.56: Giuliani Op. 48 No. 5 m. }15.

Example8.57 isa study by Soilt moves between three and four voices. When the bass is
in the middle register, three voices are uSedr voices are reserved f@nen bass moves to the
lower register imm.3and7. A Do d Red Mi ascent is used as an opening gambitinl through
3. Onceais articulated, the upper voice jumps dowy, tmoving in parallel sixths with the bass to

a half cadence at. 4, which againarges$ x. In the consequent phrasejs delayed untithe last
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beat ofm. 7 before closing with a perfeaithentic cadenc&he ascent from to takes exactly

four notes. Therefore, in common time, the ascent fits one wieasureset in quarter notes. In

6/8, the ascent will still fit if theythm is matches the losgortpattern shown in the example.

In the consequent phragbe stepwise bass is replaced with a direct approachand
in order to end on . This study serves as a lesson on how to write basses in periodic phrase
construction: extend stepwise basses in the antecedent to tatgap directly to in the

consequent to target.

Ant ecede HC
N _# | § | I\
ERg ' ! 57 v
6 46 6 6 6 5
5 4 #3
Conseque PAC

Example8.57: Sor Op.44No. 12 m. 18.
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Chapter 9:Bass Motions
The regolelist many different types of bass motions. However, coveengngotion is

beyond this workoés scope. l nstead, a select n

Sequences

Sequences are created by taking an interval, such as a fourth, and repeatiengltait a |
transposition. A common patterrRssing by Step and Falling by Thirds (R1F&this pattern, the
model interval of a second (either major or minor) is then repeated down a third. Sanguinetti
provides nine typical patterns, though theoretiaallymodel may be transposed by any int&rval.
Models such aRising bySevenths anéalling byOctaves are comman earlyeighteenticentury
musig but are infrequent in nineteertantury guitar musionly models that frequently appear in

guitar musiaevill be examined.

Rising by Step and Falling by Thi€dEalling by Thirds and Rising by Step
Models may have a related pair associated with them. For instémeeyatiel R1F3is
viewed from its second note, then tbeersednodel Falling by Thirds and Rising by Step (F3R1)
occurs In practice, the performer must be aware that the interval above the first note changes
depending on which model is used. For each interval betweeass notes, Durante ascribes
specific vertical harmonisations. Akei own r ul Ruli sdé,t hien OWIhi ch a pa

ascends by se#une take theminor sixth on the first note and a fifth on the secdndeed,

* Sanguinetti, Art of Partimento, 1238.
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Gasparini also begins withstiile when discussing moving bass, which highlights its impbrtance.
Durante also writes that when a partimento descends by a third, the first note should take a third
and fifth, and the second note a sixth. Therefore, in keeping with these rulesla@leIfR8begins

with a sixth chord, whereas the mde@R1begins with &/3 chord.

20 ) : » (~_, ¥ h' § A h‘ 4 (a‘ § h‘ # h'
Feoa s Jrrers |pre. |r e o Jrlrea |Frea |
Exampled.1. Durante Rule for Descending Thirts.
2] 6 6 6 6 6 6 6 6
et e e e o

Example9.2. Durante "Mi Rule”.

Example9.3is an instance in which either interpretation is valid. The rhythmic motive begins

with the ascending semitone, yet connecting the initathe is a typical device for this model.

Giulianids original composition uses .d8heshorte
repeated intervallic pattern in this exampled$ 6 10 transposed down a step.

Example9.4 provides a lesson in melodic variation in which the initial basic intervallic pattern of
continuous tenths is altereddd0d 6 6 5 pattern in its second presentation. Tihisraviated

sequence is common RiLF3modelsas it corresponds to tlyalantschema called @onted. The

fonte usegpairs of stepwise resolutiors: ¢ in the upper voice coupled with-  in the bass.

“Francesco Gasparidi,0 ar mon i ¢ o p r teaost FrankdStillngs ard £dnDagid Burrows
(London: Yale University Press, 1968)285

* Francesco Durant&Qurante.: Rulefartimenti.org33.

*bid., 34.
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The characteristic effect of tfummteis an initialminor statement centered around followed by a

brighter major statement on Typically, donte is long enough to consist of two phrase units, such

as two basic ideas, as showiaxample 7.8&f Chaper Eight(RO), whereas thientelike pattern

featured in short sequential patterns doe$ not.

Exampled.3: Giuliani Op. 1 Part Four No. 8 m:&

26
d | T T[] ;1

N Frrllirrrr s r o Wy

3 6

3 6 3 6 3

Example9.4: Giuliani Op. 51 No. 13 m. 283.

It assists the memory to associate abbreitEd patterns with théonte schema, as it

reduces the number of required patterns to remendewhile keeping in mind that there are

* See Caplin for information on the basic idea; Will@aplin, Classical Form: A Theory of Formal
Functions for the Instrumental Music of Hayadn, Mozart, and Beethdvewn, Y ork: Oxford University Press, 1998).
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differences irthe presentation of the two devices. Henceforth, these abbreviated sequences will be
r ef er r Podtelike@e gause noc e s 0 .

The recomposition shown Exampled.5 expandshe sequence from the previously shown
Example9.3. Starting from , the sequence continues down taafter which the new key Bf

minor is confirmed. The brief tonal excursion to the relative minor can later return back to the home
key.lt is notable is that the bass in the recomposition requires an didplaeement, whereas the
original does not. Unl ess the sequence is sta
example), longer sequences generally require an octave displacement because the registral limits of
the instrument are reacheéthough t he mi ddl e of the guitards r a
to the | ower notes on tofiierequited. indhe tecomdogtisnsthes t r i n
innervoice is omitted over the D# to simplify the fingering. It is up to themperfto determine

whether the ease in fingering musically justifies the textural reduction.

6
# | - ] - I — HT’E_V
n?% ¢
3 6 &
3

Exampled.5: Giuliani Op. 1 Part Four No. 8 m-8 recomposition.
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Example.6: Giuliani Op. 1 Part Four No. 4 m:12.

vV LDw toee

6

Exampled.7: Giuliani Op. 1 Part Four No. 4 m:18; recomposition.

Example9.6 and its recomposition iBxample9.7, show the sammodel from another

study. The contrapuntal outline is identical, but the surface rhythm is different. Rather than setting

each harmony as a bleckords, the bass and melodtealate in order to produce a seamless

stream of sixteenth notes. Comparing the two settings of the same counterpoint provides a lesson in

diminution.See the full recomposition Example 9.1 of the appendix.

All of the previous examples have thus fanlike brieFontelike sequences. The following

examples show longer instances ofFRR1sequence and its associated pair.

10z



Example9.8is a longer sequence in B minor. The diminution in the passage closely matches
Schenker 0sUetergreifermpt 0 Ré a c i iThe ghreeOfalleng B 6 0 5 intervals
elaborate the esstial series of  othat occurs over each succession of rising steps. The concept
of reaching over is informative because it imposes a hierarchy in the diminutioh8.6I&& is
in the innesvoice with the function of elaborating the outero. Thiscounterpoint is transposed

down a step until the sequence terminates.

D b7 6 5 3 76 5 3 76 53 765 3

Example9.8: Giuliani Op. 51 No. 7 m. 239.

The registral issues present in the previous examples are not a factor in this example. The

initial tone D#4 is sufficiently high enough

” Schenkemvrites:OW hen a group of at least two descending tones is used to place an inner voice into a
higher register, | call the phenomenoreachingver (Uebergreifen)T.he purpose of reachimyer is either to
confirm the original pitch e v e | or t éreegCampositi@iranst BinstOstay, (New York: Longman,
1979), 47.
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Il n Giuliani ds musi c, whwithapassing todbe sppeevoicei ng t
typically rests. As previously noted, this figuration allows for a continuous surface rhythm without
burdening the left hand too greathd isidiomatic for the guitar.

Sequential patterns are regularly adornigld suspensions. The addition of suspensions
contributes to an ecclesiastical or ol earnedod
This aesthetic differs from the lighter, operatic style typical of nineteatihy guitar works.
AdornedR1F3sequences in the guitar repertoire are infrequent, but do appear in pieces with more
strict counterpoint than usual.

The rules from multiple authors suggest two appropriate suspension models for this
sequencEThe first alternates between MRbL eaih.d BhHe
secondfollows the same general harmonies, but adds seventh suspensions to the 6a&hd:hords

ninth suspensiont the5/3 chordsBoth procedures notated by Fenarog ahown irExample

9.9.
A.o.
04 | i o4 L Ll
e R I s ot oot
5 5 5 6 ’ 76 98/ 76 9876 9'8/'6
(‘)’#cf e oo o 1‘)‘?{3:” e
Il! II | I [ ! i i"
®©®(|5)© é ®©®®©@®

Example9.9: Fenaroli Book Thre€&3R1(realization by Gjerdingen).

In the nineteentitentury guitar repertoire, the most comntextureusestwo voices, as

initially demonstrated in previous examples from this chalptehat texturethe intervals of the

* JoseptDoll, Regoleper Acompagnare il Basso di Giuseppe Doll Napolekedeleenaroli,Partimenti
Ossia Basso Numerato Bok Nicola Sala Elementi per Ben Sonare il Cembalo
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sixth and the fifth are presentitlarebest thought of as linear passing motion, much in the same
way the seventh appears over a dominant chord as the melodymaves o. Though vertical
presentations of the 6/5 chord, similar to the textueexample9.9, do occasionally appear. The
most typical presentation is a thi@eure in which the third is omitted in the 6/5 chord. Far rarer,
are irstances of a ninth suspension, likely because its register overlaps with the bass and adequately
managinghe resolution restricts the mobility of the hand.

Within the 6/5 realization, there are two related patterns that differ only ihahaionic

destinationsHxample9.10). The first remains in the home key. It begins oand uses the third

and fifth above the bass to start tl&3xhain. The bass falls by thirds and rises by step, with the

fifth above the bass dropping first. It may continue in this manner until a cadence is reached.

The second option modulates to the dominant. Though it begins ohthe old key, it

quickly souds like once the new sharp from the dominant is added. This pattern begind the 2

3 chain with an octave and a third above the bass instead of a third and a fifth, and the bass initially
falls by a diminished fifth rather than a third before contirirgith the R1F3 pattern. Thus, this

simple principle may be followed: begin with/adand fifth and descend a third when one wishes

to remain in thefonic begin with aroctaveand third and descend a diminished fifth when one
wishes to modulate to twminant Many of the ensuing examples use the modulatory version of

this sequence.
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Cadence

Dominant4&

Exampled.10: Two patterns for F3R1; top system remains in tonic; bottom system modulstetotminant

Example9.1li s an excerpt from Luigi Legnani 6s Fe
true nature as a bass motion is somewhat obscured because the bass is omitted from the texture,
leaving only the upper voic&®t, gven the harmonic destination Bfminor in m. 224 and the
patternof alternating seconds and thirds, the implied bass may be discerned as Examwpia
9.12 The sequence is derived from aibasodel of alternating seconds and th{&dd 3 chain)d
clearly a thregoice reduction of the 6/5 voiciddput a melodic trick known agsgannas used to
ornament the melodiyWere the melody presented a0 3 chain the syllables LaSold Fad
Mi would fit to the descent from F# to ,O#ith each syllable lasting tmeasuresHowever,
eighteentktentury solfeggio practices allow for a melodic trick in which the note from the associated
hexachord chord, which in this case comes from E mapijado be sung to the same syllable.
Following the F#he Solfrom the key of E majoB, is sungAfterwards it moves to Sol from A
major; then Fa fronk major,and Fa from E major, continuing in this manfére solfege is La,

Sold Sol, Fad Fa, Mid Mi. Becausenlythe suspended note is required to resolve, the other voice

* Baragwanathlhe Soffeggio Tradition

10¢



Bar agwane

per

o o & @

I ——

Fa

/

T

\ Sol

I i
——

Sol

/
La Sol Fa

La
l}}}}IPPPP
i

is free to leap awalt.is an elegant solution which not only provides some melodic variety, but
smoothly moves to a higher note that allows a scalar descent down to thehn@xittpie example,

the mutation between hexachords is indicated with the symbols / aral s
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Example9.11: Legnani Op. 19 m. 21229.
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Exampled.12 Legnani Op. 19 m. 21229; bass added.



Legnani was a trained opera singer, in addition to his career as a guitar virtuoso, so it possible
he was explicitly aware of this technique. Regardless, his knowledge of thesgaoretirequired
as specific musical principles filter into the general musical language of the time., idoingver
namesto patternsand explicitly recognizing musical prin@gplelps instilidessin themu s i ci and s
mind.

Finally, egarding the missing bdssgnaniwas no stranger to grueling passagework, and this
fantasia was clearly written for virtuosi, so why is the bass absent? The answer is for both musical
and idiomatic reasons, with the musical aspect taking precedendanfak@& is constructed as
sonata form, with this passage rounding off a short development section. In modern terminology,
this passage is the retransition bac&dapitulation i\ major. It is common for the texture during
the retransition to thin, espially if the momentum reached during the development section is
substantial: it is stylistically appropriate for the texture to drop to two voices during this part of the
piece. Further, the light feel required in the quick passagework is considaiably eahieve in
two voice texturel. is practical physically, but more crucially, it enhances the desired musical effect.

A similar model, but withthreeoi ces, comes fr omNo.BExamplendo So
9.13). This sequence follows the @&5/3 option withithe 28 3 chain It may appear th&ising by
Fourths and Falling by FifttR4F5)might be an appropriate model as well, but giveoMh&uled

it is better to view the bass harmonized with 6/5 chords as rising by step to a 5/3. This sequence is

also an example of a modulating sequence. The bass C4 first entetsubss immediately

reinterpreted as when the F# persists. This sequence combines two melodic devices from earlier

examples as well: the high A in the seecoeadsureof the example is ather case ahgannowhich
substitutes Sol from the G hexachord with Sol from thexadhord, and thirds reaching over in

the bass. Im. 750f the example, the same sequence occurs ia¢hpitulationtts time, however,
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the patterngcompressea@and theinganmis removedingannois common in melodies that leap a
fifth as thesyllables correspond across hexachords. Baragwanath notes that theorists spanning the

sixteenth and eighteenth centuries advocated using the same syllables for leap$ of a fifth.

La /Sol \ Sol / Fa\Fa /

F | | | | | | F | 1 | ] | 1
i g hu g 7 H bl

6

5

23

e

0

I
[

i
:1

A
by,

(3 §-r)
-
X
s 4
B
PN _‘M—T)
3
TTe

#3
La Sol Fa Mi Re
” N NNy
X o T e —
— F i i i 4%"““4-‘{h'__
— —_ =" |" 7 —
6 5 6 5 6 5 6 J
5 3 5 3 5 3 5

Exampled.13: Sor Op. 2No. 5 m. 2331 and m. 780.

* Baragwanathfhe Solfeggio Traditigrd297.



Rising by Fourths and Falling by Fifths
The sequenc&ising and byourthsand Falling by Fifths (F4FS)commonly known as the
descending fifths sequence. Unlk&F3 it is accompanied with a series of 5/3 chords. Fenaroli

provides three accompanimerEs@dmple9.14), but only two are practical for the guitar.

| [ | . ;
' E e
.e) 4 © - 36; Py) f‘\" o o =
" 7 717 7 |7 7 |
(q%ﬁn 14 — s }ﬁp - g o
; r Z T —] —= :
©®p %6 24 @ 0950402 .0
@2 @O @ 5 ® ®
@ O3 @% O3

Exampled.14: Fenaroli Book Thre&4F5(realization by Gjerdingen).

The first accompanimembnsists of a series of 5/3 chords. The voice leading in the upper

voice movespwarddy step, alternating between tenths and octaitb®ach segmeinansposed
down a secondt is possible to move through each scale degree and arrive babkiat is often

the end goal of the motiomhe second accompaniment is a sarvfesevenths. Instead of rising by
step, the upper voice is tied. The previously disjunct melodic line is therefore transformed into a
conjunct descending stepwise line.

Example9.15 is an example of 5/3 accompaniments. Edwrd is active for two beats,
allowing for imitation between the bass and melody. Thediimearallic pattern is a series of tenths,
in which each tenth is highligttvith a reversal of the melodic direction downward. Again, Giuliani
creates an idiomatiaibcontinuous texture by offsetting the bass and melody. Therefore, imitation
is not only an effect way to create contrapuntal interest, but a useful resource for reducing the left

hand burden.
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Exampled.15; Giuliani Op. 73 No. 8 m.92.

Given that sevenths often appear as passtegbetween scale degrees 1 0, that
pattern is applicable in this sequence mdebehmple9.17 uses the seventh as a passing tone to
connect the octave at the end of tmeasurewith the third at the start of the next. The model is
repeated dowiby step every twmeasuresThe sequence modulates from D major to its relative
minor. Given the principle that two groups of four (either two groups of four sixteenths lasting two
beats or two groups of eights notes lasting four beatshovehe melodyeitherup or downa step
(in another octavebhe leading tone A# is targeted in the preceding scdlebxampled.16 shows

a diminution by Durante that follows this priteip

N2
o
oE.
m
s
X8 <N

Example9.16: DurantePartimenti DiminuitNo. 1 Style 2; diminution for leadimne bass motions from the second scale degree
in the upper voice; accessed from partimenti.org.

" See DurantePartimenti DiminuitiNo. 1 Style 1 and 2 and No. 2 Style 1 for scalar patterns that unfold an
ascending step and a descending third.
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Exampled.17: Giuliani Op. 48 No. 23 m. 221.

Example9.18is a setting by Stitat showhow toaccompanyhis sequence with suspended
sevenths (the second option selected from Fendiadi, begin with a tenth, which preparash
seventhThe tenthoccursin the upper voiceut is thermoves tahe middle voice. Sor does not
transpose the model exactly, withtthieds in theinnervoicerising by step instead of descending
by step over the F#. This alteration is likely dweftogering pecwrityin which the fourth finger
required to play the F#4 in the inner voice would then be required to quickly jump to the D# in the
melody, thereby making legato performance more diff®at rsditingsolves this problem without

impacting the overalffect.
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