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ABSTRACT

Profound alterations to instruments that take place over short periods of
time are fascinating, and the changes undergone by the guitar duriatgthe |
eighteenth century make for an intriguing transition in the instrumest&i
The guitar that existed before 1750 is most commonly referred to as the 'Baroque
guitar' and is vastly different from the guitar of today. It was corsiadgismaller
than the guitars that followed, pitched higher, and used primarily for
accompaniment through chord strumming. From roughly 1750 to 1800 the guitar
underwent a transformation that eventually led to the design and performance
practices that have continued through to this day; larger, with lower-pitched
courses (and sometimes single stringing), and used increasingly nporgeado
(plucked) style. By defining the instrument as it existed prior to 1750, and the
changes that it underwent after 1750, we can ensure that the instrument discussed
is the one that has directly led to the instrument we use today.

Because instrument design and performance practice inevitably influence
each other, a thorough examination of ornamentation practices from 1750-1800
can lead to a greater understanding of the instrument as it changed, and the
instrument it eventually turned into. Since the early nineteenth centurgngasf
the more productive time periods for the guitar, having a better understanding of
the ornamentation performance practices that preceded it may provide insight to
how the players and composers of this fertile time (Sor, Aguado, Giuliani, etc.)

approached their instrument.



Although there was not much music printed or copied for guitar during the
latter half of the eighteenth century, a substantial number of guitaesourgt;
along with instruction manuals featuring the guitar. Instruction manuals were
examined, along with works for solo guitar and guitar in ensemble with other
instruments, to explore ornamentation practices from 1750-1800.

Through examination of the guitar instruction manuals of the late
eighteenth century, an increased understanding is gained regarding theuesh
that eventually became cornerstones of nineteenth-century guitar peanterm

practice.
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THE EIGHTEENTH-CENTURY GUITAR

Defining Physical Characteristics of the Guitar

The guitar before 1750 differed from its successors in size, use, and
performance practice. Referred to most commonly today as 'Renaissahce’
'‘Baroque’ guitars, they are among the smallest plucked instruments imouge pr
1750 The guitars of this time had a ‘figure-eight' shape with a flat back and top,
and a long neck fitted with tied-on gut frets. Guitars of the Renaissance were
typically strung with gut strings in four courses, and Baroque guitarsatiyphad
five course€. The higher pitched courses were often tuned in unisons and the
lower (fourth and fifth courses) sometimes tuned in octaves. This octave tuning
would consist of a string of similar construction to the others being placed next to
a thicker string tuned an octave lower. The French terandon,or Spanish
bordén was most commonly applied to this thicker, lower-pitched string, and if a
contemporary writer would refer to an instrument strung and tuned thusly, he/she

would simply describe the instrument as hawogrdons(In Spain, théorddn

one should be aware of the variety of terms thested from the fifteenth through the eighteenth
centuries that referred to 'guitar-similar' instents. These instruments were known as the cittern,
gittern, English guittar, chitarrone, etc. Althoutjle names of these instruments may be similar
enough to the guitar (guitarra in Spain andjuitarein France) to tempt one into assuming they
are variations of the same instrument, it mustlasfied that while they shared similarities in
shape and in name, they were clearly consideretdiycontemporary players as the individual
instruments that they were—in name, use, shapec@mstruction. This study will not examine all
of these instruments, as the primary focus ofgtudy is the guitar itself.

2 Courses typically consisted of two or more stripged close enough that one finger could
easily cover them, while far enough apart to alkagh string to vibrate free of interference from
the other. Courses could be tuned in unisons @vest The earliest guitars had four courses, and
as time passed, additional courses were addedingsinl the five and six (and even seven) course
guitars.
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was also calledequinta—with the thin upper string labeled thainta).® This
term becomes more important as the guitar eventually expands its rdaigg, a
lower-pitched courses and increasing its size.

The earliest iconographical examples that display what can safely be
regarded as a guitar are the early fifteenth-century paintings datiam$é Sasset
and “The Master of Vergil*James Tyler points out that with “pre-fifteenth-
century pictorial illustrations it is really quite pointless to put the nami¢ga’g’ to
the countless instruments, bowed as well as plucked, which bear a vague
resemblance in shape to the guitar as we knowMtHile many instruments
during this time may look like guitars to us today, it is apparent that the various
plucked-string instruments had various and specific uses, although overlap and
confusion were commonplace. Instruments were different in name, construction,
use, stringing, tuning, and general performance practice, and effortsrtg clea
define each instrument by today’s standards may seem impracticaldiReganf
the confusion that exists in classifying early guitars, it is helpfultaloksh some
general characteristics of the Baroque guitar to allow comparison tat¢hne |
versions, thereby recognizing the significance of the transitional period fro

1750-1800.

® The ternrequinta in reference to a string tuned an octave lowen its neighbor, should not be
confused with an instrument known as the requinitag which was a nineteenth-century guitar,
slightly smaller than its contemporaries, tunediedthigher.
*James TylerThe Early Guitar(London: Oxford University Press, 1980), 15, ajtiictor
Ravizza,Das Instrumentale Ensemble von 1400-1550 in Italgern: Haupt, 1970), 81-82.
® Ibid., 15.
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Tunings

The four-course Renaissance guitar’'s use appears to have diminished
significantly after the middle of the sixteenth century, with the fivesmur
Baroque guitar becoming the most commonly used version. Little music for the
four-course guitar survives from after the mid-sixteenth century, but mcewat
to be used throughout the remainder of the sixteenth century and well into the
seventeenth century. Juan Carlos Amat’'s 1596 tre&iséarra Espanola,
confirms this by mentioning the existence and use of the four-course ciitar,
it was also mentioned in Pietro MillioniGorona del primo, segundo, e terzo
libro d'intavolatura di chitarra spagnolfRome, 1631], which contained a four-
coursealfabetochart” These treatises’ inclusion of both guitars may suggest that
although the five-course version did surpass the four-course guitar in popularity,
and eventually superseded it, that for about a century they existed side-by-side,
and may have been used in different situations.

Tuning of the Renaissance guitar varied with little standardization,
although there were some well-known tunings that were shared amongst players.
Juan Bermudo’&l libro llamado declaracion de instrumentos musicgf@suna,
1555) provides the earliest information on guitar tunings with two examples. One
tuning, referred to a®mple a los viejoor 'old tuning’) employed four double

courses: the first tuned in unison to A above middle C, the second course tuned in

® Amat’s 1596 publication has not survived, but wapular enough to be reprinted many times,
eveninc.1761.
" James Tyler and Paul Spark$e Guitar and Its Music: From the RenaissancéneoClassical
Era (London:; Oxford University Press, 2002), 81.
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unison to E above middle C, the third course tuned in unison to middle C, and the

fourth course tuned in octaves to G below middle C.
Ex oo Juan e riviteda’s '_.',1'.i'.hl'.' tunsinges { 1533)

| JI'I'

y 1 - a Lh
- in I 1
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The other tuning provided by Bermudo was catdple a los nuevdsr “new
tuning”). It was the same as the old tuning except the lowest course wasauned t
F below middle C, also in octave. He also gives a hypothetical tuning for a
proposed five-course guitdrg-c’-f'-g’, while at the same time clarifying that the
four-course guitar is the commonly used guitar of his time.

It was during the Baroque era that the tuning configuratigkxafg-b-e’
became established. A variety of unison and octave tunings existed, along with
use of achanterelle(a single string for the highest pitch), and tunings for the
Baroque guitar included three main tunings that can be referred to by their mos
commonly associated nationalities: Spain, Italy, and France.

The Italian tuning most frequently appeared with all five courses tuned in

unisons, and the lower courses (the fourth and fifth) being tuned an octave higher

8 Tyler and Sparks, 6.



than the pattern would suggest, resulting in the fourth course being a fifth above
the third course, and the fifth course being a whole tone above the third course.
Such ‘re-entrant’ tunings allowed guitarists to play in continuo settintouti
worrying about interfering with the ground bass.

The French tuning used octaves on the fourth course and re-entrant
unisons for the fifth course. Since the guitar was a relatively high-pitched
instrument at that time, one could consider that only the fifth course posed any
true dangers of interfering with bass lines in ensemble settings, alltdvang
fourth course to be tuned in octaves and giving the instrument a slightly fuller
sound than the Italian version.

In Spain, however, less concern was placed on such low pitches, and
octaves were used for both the fourth and fifth courses. It was also even common
for Spanish guitarists to use twordons(the term used for the lower, metal-
wound string of a course) for each the fourth and fifth courses. This produced a
guitar with a strong bass end, and eventually led to concepts of singlengfringi
that became standard in all countries in the nineteenth century.

This does not mean, however, that Spanish players always plucked the
lowest pitched string of the fourth and fifth course. When strumming chords, of
course, one was not able to choose which string to pluck, but when playing
punteado (plucking the strings with the fingers of the right hand), skilled players
had the ability to place their fingers in particular positions to sound either of the

two strings, or both, when desired.



The six-course guitar was developed in Spain during the second half of the
eighteenth century, while the guitars used in France during this time peltiod sti
had five courses, and were little different from the typical Baroque guitar
typically found in the earlier part of the centdripaul Sparks, iThe Guitar and
Its Music: From the Renaissance to the Classical Bsserts that from 1770-

1789 in Spain, the five-course guitar was "steadily" replaced by the six-dourse
instrument® The six-course guitar was tuned the same as the five-course guitar,
with an extra lower course resulting in a tunindeeA-d-g-b-e’.This tuning
remained unchanged throughout the nineteenth century, and is the same tuning
used today for most guitars in most styles of music.

Although Spanish luthiers of the eighteenth century displayed significant
innovation by extending the guitar's range and improving its low-end strength by
adding a sixth course, no instruction manuals, and little music, for guitar have
survived from Spain during this period. We must, therefore, consult the French
authors' discussions of guitar performance practice to understand how they
thought and played. Since there were many Italian guitarists in Parig thisn
time, with some publishing revealing and thorough manuals such as Giaccomo
Merchi'sLe Guide des Ecoliers de Guitarfiearis, 1761] andraité des
Agrémens de la MusiquyParis, 1777], we can accept that similarities may have
existed between the trends and habits of French guitarists and those odlibair It
and Spanish counterparts. Studying their works and examining their practices

leads to a better understanding of what guitarists of the early nineteeittinyc

° Tyler and Sparks, 200.
%bid., 212.



were thinking as a result of their reading of the manuals available to thbe at
time. Most of the guitar music and instruction in this study was writtethéor
five-course guitar, and although very little of it was directed at the sixseour
guitar that became so popular in the nineteenth cefitting, principles and
practices established during the second half of the eighteenth century ia Franc
undoubtedly influenced the nineteenth-century guitarists that established the

repertoire we regularly perform today.

Stringing Practices

An important question arises at this point: why did guitarists add the
lower-pitched fifth course, and later the sixth course? The development of metal
wound bass strings made it easy to extend the range of the guitar to a lower
tessitura, without requiring any dramatic changes to the instrumeze’susd
construction. By adding a metal-wound lower course, guitarists could provide a
stronger ground bass when accompanying, and still strum chords with much the
same character and effectiveness as before. The five-course @staritle
larger than the four-course version, but not so much that it became a different
instrument. The same can be said for the differences between the five-cours
guitar and its six-coursed successor. As can be expected, many tguitiattie
eighteenth century differed in their opinions of which string setups were ideal,

resulting in an overlap and variance of different instrument designs and uses.

™ The only author in this study to use six strirgy&atayes, who wrote his manual circa 1800.
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Because of these differences, it is difficult to summarize stringagfipes as the
guitar changed, but some generalizations can be made in order to recognize the
overall trends that led to the guitar's development.

Before 1750 guitars mostly used pairs of gut strings—tuned in unisons or
in octaves. Exceptions included the practice of using a single string floigtrest
course, most commonly calledchantarelle the occasional use of more than two
strings per course, and metallic constructed strings. Instrumentssstigha@ttern
and the Englislyuittar*? used metal strings, and in 1659, also in England, the first
reference to metal-wound strings can be found. Samuel Hartlib, in his manuscript
Ephemeridesstates that "Goretsky hath an invention of lute strings covered with
silver wyre, or strings which make a most admirable musick. ...String of guts done
about with silver wyre makes a very sweet musick, being of Goretsky's
invention.™?

Although players of the violin family of instruments had made good use of
the new wire-wound strings soon after their invention, the players of plucked
stringed instruments did not begin to accept them until the middle of the
eighteenth century. There were exceptions, such as the copyist Jean Baptist
Ludovico de Castillon, who stated in the preface to Francois le Cocqg's 1730
Recueil de pieces de guitar{8russels, Conservatoire, MS 5615) that he

preferred usindpourdonsmade of a gut core and wrapped with m&t&ut

2 The Englishguittar was spelled with two 't's, and was different erfofigm the standard guitar
of this time period to prevent it from being inchdlin this study.

13 Mimmo Peruffo, "Italian Violin Strings in the Eiggenth and Nineteenth Centuries: Typologies,
Manufacturing Techniques and Principles of StriggifRicercare9 (1997): 155-203, quoted in
Tyler and Sparks, 209-210.

1 Tyler and Sparks, 210.



although this type of guitar string existed before 1750, there were more

complaints than endorsements regarding its sound. An example of an author
writing against metal-wound strings comes from an entry in Diderot's 1751
Encyclopédigin which the writer warned that the sound of metal strings was so
strong that it tended to overpower the other courses, and that they also cut into the
gut frets, wearing them out too fadtep bourdons filés ont deux inconvéniens,

I'un d'user et de couper les touches; l'autre plus grand, est de dominer trop sur les
autres cordes, et d'en faire perdre le son final par la durée du leur,

principalement dans les batterigs.

After 1750, however, guitarists began to use metal-wound strings more
frequently, and by 1762 we find an important endorsement for them in Michel
Corrette's manuales Dons Apollon, méthode pour apprendre facilement a jouer
de la guitarre par musique et par tablatyraris, 1762]. Corrette wrote manuals
for many instruments, and his works were well distributed, so it is likel)htbat
suggestions were heeded by many players. For the fourth and fifth courses, he
advises the use of strings made of a silk core, wound with metal, "in the Chinese
manner," and he prefers using a silk core because "the tone is more pleasing and
more sonorous.'Qn peut faire filer des Cordes de soye a la maniere des Chinois

qui n'en usent pas d'autres a leur instruments a Cordes, ce qui rend le son plus

Bpenis DiderotEncyclopédie ou Dictionnaire raisonné des sciendes,artes et des métiers
[Paris, 1751-1772]; facsmilie reprint Méthodes and Traités Guitargolume 1 (Courlay,
France: Editions J.M. Fuzeau, 2003), 1012.
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agréable et plus sondf® Paul Sparks explains that the move towards metal-
wound strings may have been due to the popularity of highly arpeggiated
accompaniments to songs. He claims that this style required "strong)assar
notes," and because of this, players used them more often despite the
disadvantages discussed earligrle also mentions that the change in stringing
could have been influenced by the growing popularity of the Engligtar and
other cittern-like instruments, which used metal strings.

As mentioned by Sparks, the new metal-wound strings worked very well
for arpeggiated chords, which became so popular during this time period, that by
the end of the eighteenth century, it was one of the dominant textures in guitar
playing. When accompanying the voice, and other instruments, arpeggiated
chords were the most used texture in guitar performance practice, and players
may have preferred arpeggiated chords because of the way the nesv string
behaved?

Since metal-wound strings did not need a second string alongside it tuned
in unison or octave to enhance the quality of the overtones, they were eventually
used alone, as a single string. Although double courses continued to be used
throughout the eighteenth century, it may have been the use of the metal-wound

bourdons that led to the concept of stringing the guitar with single strings. This

Byvichel Corretteles Dons d'Apollon, méthode pour apprendre facil@ragouer de la guitarre
par musique et par tablatuf®aris, 1762]; facsmilie reprint iéthodes and Traités Guitare
Volume 1 (Courlay, France: Editions J.M. Fuzeal)3022.
" Tyler and Sparks, 210.
18 The subject of arpeggiation is examined in motaiti]m the ornament section.
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became the standard in the nineteenth century, and this change was born during
the time period of 1750-1800.

The new stringing encouraged the development of many practices that
worked better when the fingers of the right hand were plucking only one string at
a time. These more single-string friendly practices include tremolmamcs,
repeated thirds (or double stops), longer scale runs and slurs (particularly
descending slurs), passages employing consecutive octaves, a sligigdnore
volume, as well as the extensive use of arpeggios. These practices not only
became a regular part of guitar playing and composition after 1800, but theey wer

the core elements of nineteenth-century guitar literature.

11



SURVEY OF SOURCES

The sources consulted in this study originated in France and Spain.
Appendix A contains a list of all known guitar methods from 1750-18@6d a
survey of these works reveals a clear dominance of French publishers with a few
works from Spain, Italy, England, and Portugal. Of the twenty-four methods
known from this time period, fourteen were published in Paris, seven in Spain
(Madrid, Salamanca, and Veracruz), one in Portugal (Coimbra), one in Italy
(Naples), and one in England (London). The Federico Moretti method appears
twice; first in 1792 in Naples &rincipj per la chitarrg then again in 1799 in
Madrid asPrincipios para tocar la guitarra de seis orden@svo works date
from slightly after 1800, Charles Doisy®incipes généraux de la guita(Paris,
1801) and Antoine-Marcel Lemoine$ouvelle méthode court et facile pour la
guitare a l'usage des commencans...deuxiéme edition augmentée de principes
pour le lyre[Paris, ¢.1802]. Lemoine’s work is a second edition of a previously
published work printed in Paris ¢.1790, and since Doisy’s work shares ample
similarities with the preceding methods of the period, and results from the style
and practices established during this time, more can be learned of the period by
including Doisy's work in the list of sources than by excluding it.

One should take notice of the nationalities of the authors in relation to the

places where their methods were published. Two of the Parisian authors had

19 The primary source for this appendix isTyler an@®p'sThe Guitar and Its Music: From the
Renaissance to the Classical Hm 282-3), although some entries, such as Gaty#g$uichard,
are not in Tyler and Sparks's book.
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surnames of Italian origin, six had French surnames, and one is unknown. The
unknown author is first on the list, and the manual is tMiéthode pour

apprendre & jouer de la guitare par Don *fParis, ¢.1750f° The honorific

'Don’ appeared during this time period in Italy, Spain, and Spanish America, but
not usually in France. It may be deduced that the author of this work was likely
Italian or Spanish. Italian musicians made a strong impact on the Frenclalmusic
scene in the late eighteenth century, with many Italian musicians obtaining
coveted positions among France’s nobiffitythe straightforward melodic style
employed by the incoming Italians became known in France aylleegallant

and after 1750 the Italian influence became strong enough to supplant many of the
practices typically experienced in French Baroque nfdstergolesi'da serva
padronaenjoyed great success; Jean-Jacques Rousseau championed the merits of
the new ltalian style; and Italian musicians could be found working throughout

the French high societies of Paris and Lybh@ould the growing popularity of

the guitar in France be in some way credited to these Italian immignss?

qguestion should be addressed in another study, but it is undeniable that the
musicians of eighteenth-century France were accepting and inviting of the

influences from immigrant musicians living and working in Paris at that tim

% The title page of the original publication actyalkes asterisks for the name of the author. A
scan of this title page is included in Appendix B.
2 Tyler Sparks 198-9.
*21pid., 198.
% Ipid., 198-9.
13



Most Used Sources In This Study

The most heavily studied sources in this study are Michel Correttg's
Dons d'Apollon, méthode pour apprendre facilement a jouer de la guitarre par
musique et par tablaturaris, 1762], Giacomo Merchilee Guide des écoliers
de guitarre[Paris, 1761] andraité des Agrémens de la Musid@aris, 1777],
Antoine Bailleux’'sMéthode de guitarre par musique et tablatufaris, 1773],
Antoine Marcel Lemoine'slouvelle Méthode courte et facile pour la guitarre a
'usage des Commencarjfaris, 1790], and Charles Doisi?gncipes généraux
de la guitare[Paris, 1801]. These works were selected because they contain
sections related to ornamentation, with diagrams, examples, and descriptions of
their realizations. The manuals printed outside of France do not address
ornamentation, and mostly discuss rules of harmony and general musical concepts
as they apply to the guitar. The following is a brief description of the manuals
most consulted in this study.

Merchi’'s Le Guide des écoliers de guitarff@aris, 1761] is the earliest
manual examined in this study, consisting of simple descriptions of basic ®ncept
with many musical examples. Hisaité des Agrémens de la Musidiaris,
1777] is the second of his two methods, and contains greater detail regarding
performance practice. Merchi's attention to detail and thorough examp{es ma
his Traité des Agrémens de la Musicquee of the most valuable resources for

understanding ornamentation during this time period in France.
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Corrette'd_es Dons d'Apollon, méthode pour apprendre facilement a jouer
de la guitarre par musique et par tablatyraris, 1762] is older than Merchi'e
Guide des écoliers de guitarfRaris, 1761], but since Merchl'e Guide des
écoliers de guitarr¢Paris, 1761] contains more basic material (with little detailed
information related to ornamentation), Corrette's manual will be the firghose
frequently discussed in each section—as the manuals will be addressed
chronologically, when feasible. As musical trends developed from 1750-1800,
one will observe that the earlier manuals contain music similar to therearl
Baroque period, while the later manuals are similar to the nineteenthycentur
guitar repertoire that became the foundation of classical guitatuiterand
practice. Corrette's manual, for instance, contains fewer elemehtasuc
arpeggios and lengthy scale passages than the later works, and his treatment of
these items will be noticeably different from a later writer, such asyDois

Bailleux’'s Méthode de guitarre par musique et tablatufaris, 1773]
was printed in the middle of this time period; therefore, while containingeslsm
of the newer style, it also provides descriptions of these techniques since they
were new enough to warrant explanation to the reader. Doisy borrowed sections
of Bailleux's manual for his own, and since some of the later authors, such as
Lemoine, were writing at a time when such practices had become common
enough to no longer need explanation, Bailleux's method becomes more valuable
as it provides descriptions of ornaments that later works do not contain.

Pierre-Jean BaillonWouvelle méthod de guitarfParis, 1781] was
published late enough that it exhibits the typical elements of the new style, but

15



with little description as to how they are executed. Although his descriptiens ar
brief, his manual is valuable because it offers a good mixture of musical esample
utilizing the guitar as a solo instrument as well as an instrument for accgingpan
the voice and violin.

Antoine-Marcel Lemoine'Blouvelle Méthode courte et facile pour la
guitarre a 'usage des Commencaffaris, 1790] was published towards the end
of the eighteenth century, and is the briefest of all the methods studied here—
although the 1800 reworking of his method was considerably longer. It is
unknown whether the differences between these two publications result from
Lemoine's desires or someone else's plan for the manuals—a publisher or editor,
for example. Such notions are further confounded by the fact that Lemoine was a
publisher himself. According to the website for the well-known French music
publishing company Editions Henry-Lemoine, Antoine-Marcel Lemoine started
his own publishing business in 1772, and was succeeded by his son Jean-Henry
Lemoine in 1816 This is the same publishing company that continues today.
Lemoine's 1790 work, which was the second edition of his first manual (the first
edition's whereabouts are unknown), was published by Imbault. It is not known
why Lemoine's work was published by Imbault when Lemoine had his own
publishing company, but one should note that Lemoine's 1800 reworking of his
manual was published by his own company, and was substantially more detailed

than the 1790 work published by Imbaiiltn spite of its brevity, the 1790

24 http://www.henry-lemoine.com/en/henryLemoinaécessed December, 2011.
% By comparing Lemoine's 1800 publication with Dé&sy801 publication and Guillaume-Pierre-
Antoine Gatayes' 1800 work, one will notice thatsth later printings were longer than the earlier
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manual's section on extended trills ¢adencek is one of the most illuminating

on the subject during this time period. The 1800 printing of Lemoine's new
manual will also be examined as it contains information on harmonics and more
standard elements.

The last work studied here is Charles Doifyiscipes généraux de la
guitare[Paris, 1801]. It was printed at the edge of the time period and is included
here for several reasons. Primarily, Doisy's guitar was built and stromreglike
the guitars prior to 1800 than those that followed (although he preferred single
stringing over courses, while clarifying that either option was validhd the
musical practices were the same as those found in late eighteenth-ceuasicy
The earliest manuals of the nineteenth century, such as those by Giuliani, Sor, and
Aguado, did not appear until decades after Doisy's work, and they reflect only the
styles and trends established in the nineteenth century, having little in common
with the music of the preceding century. Since Doisy's work is the most detailed
method pertaining to the late eighteenth century, with eighty-one pages of tex
and examples (more than twice the length of other manuals of this time period), it
is one of the most valuable resources examined here. Furthermore, while some of

the other manuals contain many musical samples and complete pieces of music,

manuals and contained greater detail. This may haee a result of improved printing methods
since the later manuals appear to have benefibed fiietter printing technology as their print is
sharper and neater looking, with far more mategréalpage than the works printed earlier.

% Doisy was indifferent as to whether the guitar w&sng with courses or single strings, and also
believed that the use of octaves or unisons shoeilap to the player. He states that the choice is
"arbitrary." He points out that some players prefaurses, while others prefer single strings, and
that he likes single strings because it is oftendifficult to find strings that match well enough

be used for courseslJe est arbitraire. ...Quant a moi j'adopte d'aotplus volontiers les Cordes
simples, que les Sons en sortent plus puremer@detes trés-juste extrément difficiles a assortir,
et qu'il faut beaucoup moins de tems pour les aEdrDoisy, 9-10.
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Doisy's work is comprised mostly of printed text, with only enough diagrams and
examples to demonstrate the topic being discussed.

Because of the late publication date for Doisy's manual, one must
remember that much of what is encountered in this work (with some exceptions,
such as harmonics) are summaries of the elements of a style that was by now
firmly established, although yet to achieve the potential that was to come in the
following century. Because of the late publication date, and thoroughness of his
writing, Doisy's work perhaps had the greatest opportunity to be known by the
players, composers, and teachers that shaped the guitar music of the early
nineteenth century.

In addition to the most studied manuals described above, there will be
mention of other manuals, although their appearances will be brief and will exist
within discussions of the primary sources. Such publications include Francesco
Alberti's Nouvelle méthode de guitarfaris, 1786], Guillaume-Pierre-Antoine
GatayesMéthode pour la guitare, simple et facile a concey@aris, ¢.1800],
Methode Pour Aprendre a Jouer de la Guitafffaris, ¢.1760] by Don *** and

some period dictionary and encyclopedia articles.
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ORNAMENTS AND ARTICULATIONS

The French manuals discuss a variety of ornamentation consisting of trills,
appoggiaturas, slurs, staccatos, vibratos, syncopations, arpeggios, glissandos,
harmonics, and syncopations. Since only the French manuals discuss
ornamentation in any detail, the subsequent analysis is dominated by these
treatises, and the terminology used therein. The manuals are presented in mostly
chronological order. Dating these works can be difficult since earlier
undiscovered versions could exist (or have existed), making it impossible to know
for certain which author’'s work came first. For the sake of practic#hity study
accepts the currently known dates of production.

The ornaments are categorized by their ‘type’ for the sake of organization,
and to enable the reader to detect trends across the various manuals. These
ornament types are constructed by this author and do not necessarily reflect any
organizational classifications or divisions employed by the authors of the
manuals. The categories used here include: Articulation, Texturesgdilte
Notes/Rhythms, and Special Effects. Sub-categories are also catstrychis
author. Although some of these groupings (such as Textures, for example) may
not be normally considered ‘ornaments,’ their use in the manuals, and their effect
on performance practice, is similar enough to generic ornamentation to be of use
to this study.

These categories appear to work well and, overall, reflect the way the
material is organized in the manuals themselves. The only exception t@thdé w
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be the placing of trills and appoggiaturas into the section Altered NotebiRby
rather than in Articulation. The manuals typically discuss trills and appogaga
together with slurs, and give the impression that they are all of the aamig f
However, since trills and appoggiaturas are not simply methods of articulating
printed notes, they are not included in the Articulation section. Trills and
appoggiaturas sometimes require the performer to alter the printed nass, oft
affecting the melody and sometimes even the harmony. Even if the appodgiatura
notes are provided in the score, and the performer does not alter the notes
him/herself, there still exists a concept of ‘decorating’ the origina. Adtese
elements of creating and employing trills and appoggiaturas warrant the
placement in the Altered Notes/Rhythms section. Furthermore, althoaigh th
manual writers of this time typically discuss trills and appoggiatutasyaide

slurs and general legato techniques of articulation, there is no reasonithat a tr
appoggiatura had to always be performed legato, and could not be played with a
staccato articulation. This could mean that trills and appoggiaturas should be
considered more as embellishments to the melodic line, rather than adrculati
options available to the performer. Doisy appears to view appoggiaturas in much
the same way; as distinctly separate from slurs. When discussifugéeand the
tirade (ascending and descending groups of slurs, respectively), he explains that
their execution is similar to the previously mentioisoh-portéand thechlte but

that they are to be classified notagemengor ornaments) as are then-porté

and thechdte but rather as "auxiliariegijixiliaires. These ornaments will be
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examined more closely in the section to follow, but are mentioned here to support
the view that slurs and appoggiaturas should be categorized separately.

This study will utilize the term 'articulation’ to represent peréomoe
practices that effect the way notes are played on the guitar, withoutgtieei
pitches themselves. Such practices include dynamics, tremolos, amddedat
staccato articulation of notes. There may be a variety of ways to peHesa
articulations, and the authors' treatment of each of these will be examined below
both individually and collectively in summarized conclusions at the end of each
section. When quoting the writings of period authors, this study will attempt to
translate excerpts into English as accurately as possible while alsdipgaie
same quote in its original language. Since spelling and grammaticatpsacti
eighteenth-century France differed somewhat from present-day Frenehp$§o
the quotes in this study may appear to contain errors, but the spellings and
grammatical issues encountered in the original quotes are preserved.
Capitalization of terms by the original authors are kept in the quotations in this
study, whether conventional or not.

Modern guitar fingerings are used in this study to describe physical
movements of the hands to execute various practices. Since the manuals utilize a
variety of ways to notate fingerings, including dots, dashes, and/or numbers, it is
most effective to convert these to the standard notational practices usgdotod
avoid confusion and to make descriptions more concise and efficient. These
fingerings employ numbers for the left hand, and letters for the right hand. The
left-hand numbers are '1' for the index finger, '2' for the middle fingéor ‘e
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ring finger, and '4' for the index finger. Guitar music of this time did not use the
thumb for the left hand, and guitar music today rarely uses it, except for some folk
and popular styles, and a few contemporary exceptions. The conventional right-
hand letters are taken from the Spanish names for the fingers. The'yfair¢he

thumb (frompulgar), 'i' for the index finger (fronmdicio), 'm' for the middle

finger (frommedig, and 'a’ for the ring finger (froenular). The finger farthest

from the thumb, commonly referred to as the 'pinky' was not mentioned in the
manuals, although it is often used in playing rasgueados, or chord strumming.
When the pinky is used, it is often notated with the letters 'ch’ from the Bpanis

word chicqg, or the letter 'c' focuatro, or the letter 'e' foextremo

Legato

Slurs

The manuals of 1750-1800 display many types of slurs, and many ways of
interpreting them. The most common term for a slur in the French manuals is
coulé The uses and descriptionscoiulésreveal it applied to both ascending and
descending slurs, and could also include glissandos. The term is so generically
used it is often not explained, but only assumed that the reader knows it to mean
legato. The infinitive of the terncpulér, translates literally as 'to flow.' It is easy

to see how such a 'flowing' could be used to describe several types of legato, and
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some disparity does exist among the writers of this time period as to theiggac
of the termcoulé

In Charles Doisy’s manudPrincipes généraux de la guitafParis,

o (W |

1801], the author provides a name for the legato ma |  — - , haming

it aliaison. This sign is used not only to denote legato articulations, but also as a
general way of grouping notes together—such as tied notes in syncopations.
Doisy and Baillon are the only authors of works included in this study that use the
termliaison, and their definitions of it go beyond simply denoting legato
articulation. Doisy only states that th&ison “...covers notes that must lie
together...” [.couvre les notes qui doivent étre liées enseniiéwhile Baillon

gives an example oflaison in which it designates the sustaining of a bass note
throughout an arpeggiated chorda[liaison designe qu’il faut tenir la note de la

basse pendant toute la durée du méme ag€brd

/_u P& ‘//Z/«’A”
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This is a simple marking, and does not warrant much discussion, but it should

remain clear to the reader that tiason did not automatically signal that the

2" Charles DoisyPrincipes généraux de la guitafearis, 1801] (reprint Geneva: Minkoff, 1978),
49.
28 pierre-Jean Baillojlouvelle méthode de guitarfRaris, 1781] (reprint Geneva: Minkoff,
1977), 5.
#bid., 5.
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notes it covered were to be slurred or played legato, and that this other use of it (to
instruct the player to sustain a bass note throughout an arpeggiated chord) also
existed.
Corrette

The earliest work from this time period to discuss ornamentation was
Michel Corrette’d_es Dons Apollon. [Paris, 1762]. Corrette offers good
information about the embellishments he mentions, and concerning slurs, there is
one chapter each devoted to théiteand theirade. Thechlteis explained as
being a three-note ascending slur, executed by plucking the first note with the
right hand and allowing the fingers of the left hand to sound the remaining two
notes, by 'hammering down' each left hand finger strongly enough to sound the
following note. It is interesting that Corrette mentionsah@éteas containing
only three notes. As will be seen in the manuals of his contemporaries, slurs were
just as often applied over two notes, and frequently over larger note groupings.
Whether Corrette approved of these other slur groupings is unknown, as he may
have only been using the three-note description as an example—while not
intending to mean it to be the only possible way to perfornchiaee

Also unique in Corrette’s discussion of tti&iteis his comment that it
should only be used on the first, second and third stringisn¢ se fait gueres
que sur la premiére et deuxiéme troisiéme cdtd@he other authors do not
make this distinction, and many of them recommend usinghtiezon all

courses. The marking provided to denote the usebfiteis the same as Doisy’s

30 Corrette, 11.
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liaison. This symbol allows the player to know when notes should be performed
legato.

Corrette's final statement in this chapter, however, reveals that the playe
also had the option to includgdliteswhenever tasteful. He says, “I do not need to
say how much the ascending slide is played. Experience will soon make it
known.” [Je n'ai pas besoin de dire combien la chite est touchante I'experience le
fera bien-t6t connoitrg®* This comment is valuable in that it reveals that
‘experience' is the best way for a player to learn how oftechiliteis employed.

A player cannot simply look at the score to know when to w$giee he/she
must learn from experience, and apply it accordingly.

One of the most important objectives of this study is to determine how,
and to what extent, players applied their own embellishments to a provided score.
It is important for the modern player to be able to ornament works from this time
period (and to some degree the preceding and following periods) with a
reasonable degree of confidence that his/her efforts are in line with whatomw
about historical performance practices. Corrette’s statement negaxjperience
strongly suggests that the inclusion of articulations such ahfitewas left to
the discretion of the performer. To gain the experience mentioned by Carette i
far more difficult for the modern player than for his period counterpart, but by
employing such practices in our daily playing, we may find it easier to uaddrs

the extent to which these ornaments were applied to the naked score.

31 Corrette, 12.
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The other slur discussed by Corrette istitasle—the descending version
of thechdte It is executed by plucking the first note with the right hand, and
allowing the fingers of the left hand to sound the remaining two notes by pulling
each left-hand finger across the string strongly enough to sound the following
notes. As with his description of tie(te Corrette also states that tir@ade

consists of three notes.

.-""I-\

VAB C ,

Corrette makes another comment in this section regarding the player’s
obligation to make tasteful decisions in the application of ornaments. He states,
“Those who do not master teblteand theirade never play pieces well.

Plucking all the time with the right hand is disagreeable playing. On the other
hand, playing mixed with ascending slides, descending slides, and other
embellishments that we are going to explain hereafter, makes a melbdy tha
touches the heart.Ceux que ne possedent pas la Chite, et la Tirade ne jouét
jamais bien des Pieces. Car d'entendre toujours pincér de la main droite est un
jeu desagréable. Au contraire un jeu melé de Pincés, de Chdtes, de Tirades avec
les autres agréments que nous allons expliquer cy apres, fait une melodie qui
touche le ccedr® This again affirms that the player was required to ensure his/her

playing was well balanced and mixed with a variety of embellishmenth. Suc

32 Corrette, 12.
33 |bid.
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abilities would have been invaluable in the development of a player’'s personality
and performing style.
Bailleux
Antoine Bailleux’sMéthode de guitarre par musiquetablature (Paris,
1773) mentions three generic slur types:dbelé chite andtirade. Bailleux
does not describe tlewuléin words, and its only appearance is in a small set of

examples on two staves of notation.
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Three examples afoulésare featured in this display. The first one is shown as a
grace note, most likely to be slurred, although there is no slur marking in the
example, and if the player chose to pluck both notes, he/she could make that
decision. The second example shows a series of simple ascending and descending
two-note slurs, and the final example employs four-note groupingdial$ens

that cover four notes would have been performed the same way as those in the
previous example that cover two notes, and the most likely reason Bailleux
displayed the two examples was to inform the reader that such slurs could be
notated both ways. It can be deduced that Bailleux detioelas a generic term
referring to many types of slurred notes. The fact that he does not disclss

in words, and their only appearance in the manual being this simple piece of staff

34 Antoine Bailleux,Méthode de guitarre par musique et tablat[fParis: 1773] (reprint Geneva:
Minkoff, 1972), 4.
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notation, implies thatouléswere familiar enough to players to not warrant any
detailed description of what they were and how they were executed. The term
couléwas also used in a generic way by Bailleux’s contemporaries.

Like Corrette's slurs, Bailleux@hlteis notated as an ascending slur that
at first glance appears to contain two notes (the first note plucked, and the second

note ‘hammered-on’ by a left-hand finger).

vave R OTLT (1 (ed
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But in Bailleux’s description of how to execute titdite he mentions three

notes. He writes, “One plucks only the first note with the first or second finger of
the right hand, and the other two notes are only sounded by the left and.” [
pincé seulement la premiere notte du 1e ou de 2e doigt de la main droite, et la
deux autre nottes se font seule de la main gaji€tie continues to clarify that
"one must pluck the first note, marked with the sign ('), so that the string gives
ample sound to thehOtewhile the other fingers of the left hand fall during the
vibration of the string."l[ faut pincér un peu cette premiere note marquée au

dessus d' (') afin que la corde donne plus de son a la chite des doigts de la main

% Bailleux, 8.
3% |bid.
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gauche qui tombent pendant la vibration de la cdfd®ailleux uses the (')
sign to instruct the player to pluck the first note, therlithgon is used to denote

the slurred notes. Alberti uses the same notation, as shown below.

BXEMPLE de la Chute
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So since Bailleux and Alberti's slurs look to be two-note slurs, they are in fact

three-note slurs.

Thetirade in Bailleux’s manuscript is described as being simply the
opposite of thehlte The groupings and examples are very similar to the ones
provided for thech(te with the exception being that the slurs are descending
rather than ascending, which are executed by 'pulling off' a left-lnagef to
pluck the string, thereby sounding the following note. In this section, Bailleux

uses a few different ways of notating the slur's exeuction.
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3 Francesco AlbertiNouvelle méthode de guitarfaris, 1786]; facsmilie reprint iéthodes
and Traités GuitareVolume 2 (Courlay, France: Editions J.M. Fuzezi(3), 6.
% Bailleux, 9.
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As seen in the example above, Bailleux uses the standard way of applying a
legato marking above the notes (displayed in the passage at the bottom-lgft side)
along with his (') marking for the first note of the slurred grouping (usdeein t
passages on the right side). Strangely, the legato markings appearing io the tw
examples on the left side (one in tablature and the other in staff notation)dre use
differently. The legato markings in the staff notation example cover all totes
of the slurred groupings, and the legato markings in the tablature example cover
only the first two notes of the groupings. Also, these legato markings are placed
over the first two notes of the grouping, which is different from the manner of
placing the legato marking over the second and third notes of a group of three
when the (') sign is used for the first note. This confusion and variety of
notations used for slurs reinforces the importance of using discretion and personal
taste when applying legato articulations in guitar music of this timedgeri

Since Bailleux’s examples are provided in both staff notation and
tablature, it is important to note that some of the tablature versions of these
examples do not contain any legato or slur markings. This suggests that when
reading from tablature it would have been up to the player to insert legato
articulations, and that they may not have been instructed by the tablatdre itsel
Furthermore, if the player could have encountered tablature that needed insertion
of chitesandtirades then it could have been possible to encounter staff notation

in need of the same articulations.
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Merchi

The most thorough description of slurs during this time period is found in
Giacomo Merchi'sTraité des Agrémens de la Musidiaris, 1777]. He
discusses botbhltesandtirades and gives more examples than any other author.
He explains that theh(tecan consist of two, three, or four notes, and provides
two ways of notating them in staff notation. One of these is like the ones
mentioned in other manuals, with the slurred notes covered by a slur marking, or
liaison. The other method looks like a grace note preceding a normal-sized note.
One should understand that such notes are indeed slurs to be played evenly, and

not grace notes that appear before the beat.

EJ-LemPJﬁs de la Chate.
TN A
peeeeeEy FEEEECET

1 1 1 1 1 1 1 1 ey 1l

- 40

Merchi’'s chitesextend to all courses, unlike Corrette’s, which are found
only on the top three courses, and Merchi statesHidesare often played along

with a bass note. In this case he makes it clear that the bass note andrbiefirst

0 Joseph Bernard Merchiraité des Agrémens de la Musid@aris, 1777] (reprint Geneva:
Minkoff, 1981), 11.
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of thech(teare to be played together, on the beat, with the following note spaced
evenly in the beat.

The rhythmic evenness that applied to Merchi’s previous examples do not
always apply, however, to hihiltesfor three or four notes.

]‘ZIL’IH!}I:% de Chites de 3 on 4 notes.
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As shown in the example above, the ultimate note has a longer value than the
previous ones. The first note still falls on the beat, but it remains that tmetast

of these groupings lasts longer than the ones preceding it. Merchi instructs the
reader to ensure the first notes are played “successively and rapidlytleke li
hammers.” [.successivement et rapidement, comme des petites matebiex.

also points out how important this is, and if the player allows his left-hand fingers
to fall flat on the string, thehGteswill not sound. [’observation de cette

derniere régle est si essentielle, que si I'on pose les doigts a plat, les @altes
rendent que des sons souttfsThis does not mean that alititesof three or four

notes must be constructed this way, as will be seen in following examples, but the

reason Merchi shows these examples with shorter notes resolving to a longer one

*1 Merchi, Traité des Agrémens de la Musiqd8.
*21pid.,12.
3 Ibid.
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may be to impress on the reader the importance of making the first notes sound
quickly, and to not be sluggish in one’s execution of lohéites All of

Merchi’'s examples demonstrate the first note of each grouping falling onahe be
with none falling before the beat.

Such rendering of slur groupings (making the final note longer than the
previous ones) is unique to Merchi’s treatise. Also unique among the guitar
manuals of this period is Merchi's mention of doud#iétes consisting of pairs of
thirds slurred evenly. He concludes his section orchitkewith some examples

of three-notehltesplayed against a sustaining bass note.
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In these examples the final note of eabfiteis not longer than the previous note,
although the effect of playing the first two notes of¢hé&tequickly is achieved.
Merchi is thorough in his description of tlieade, thechités descending
opposite. He gives the same description and a staff notation demonstration for the
tirade as for thechlte includingtiradesof three and four notes along with the
doubletirade. After this he provides some helpful exampleshaitesandtirades

with explanations.

4 Merchi, Traité des Agrémens de la Musiqu8.
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This example is valuable because it reveals that although the slurs in Merchi’

45

manuals are typically brief, and relatively unelaborate, it was stilhoamio
encounter broader uses of legato articulations as shown above. Merchi explains
that this particular example is extreme, but wishes to show how much can be
accomplished using only two typesanfulés thechiteandtirade.

After considering Merchi’s instructions to perform small 'grace notes' on
the beat and with the same value as its neighbor, one will notice a different use of
them in measures 4, 5, and 6 of the last line of the above example. These are true
grace notes, and although Merchi does not mention how they are to be played, one
must be aware that such 'grace-note’ looking notes should be played in typical
fashion?®

The next two examples of slurs provided by Merchi are important in that
they instruct players exactly how to pluck long legato lines covering multiple

strings.

“5 Merchi, Traité des Agrémens de la Musigaé.
¢ Although Merchi published an earlier guitar treatin 1761].e Guide des Ecoliers de Guitarre
there is no mention in this work of the grace nat®,any notes resembling it.
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In instances where long descending lines cross several strings b chfficult
for the player to decide whether to pluck each individual string (or course) with

the right hand to ensure each note is heard clearly (but risk detracting from the

4" Merchi, Traité des Agrémens de la Musiqaé&.
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legato marking that has been placed over all of the notes), or to simply pluck the
first note with the right hand and allow the fingers of the left hand to '‘hammer
onto each new string hard enough to sound all of the notes. Merchi’s instruction is
different for descending legato lines than for ascending, explaining only to pluc
the first note of the entire figure for descending legato lines, but pluck the firs

note of each string (or course) for ascending legato lines.

His final example shows a two-note slur followed by a series of notes
played non-legato (while still not staccato), and plucked by the right hand. This
example seems to be included only to inform the reader of another effective way
to articulate a scale.

Baillon

Pierre Joseph Baillonlouvelle méthode de guitarfaris, 1781]
contains some information on ornamentation, although none of it is organized into
specific chapters, but dispersed along with other instruction. He gives esaofpl
ascending and descending slurs in groups of two and four, and refers to all of
them only azoulé and uses no other terms, suchiragle or chdte In the
following two examples of ascending and descending slurs (which he terms
roulades or 'runs'), Baillon explains to pluck each string for the descending run,

and to pluck only the first note for the descending run (as does Merchi).
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His only other mention of ornamentation is a brief discussion of a cadential trill,
which will be looked at later.
Lemoine
Antoine-Marcel Lemoine briefly mentiomsulésin hisNouvelle
methode..[Paris, 1790]. Although his discussion of these slurs is compact, as are
his examples, they cover the topic well enough to inform the player how to

approach them and execute them effectively.

EXEMPLE DES COULES.
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We cannot know if the brevity displayed in Lemoine and Baillon's works were a

result of such practices becoming increasingly more understood among the

“8 Baillon, 9.
“°Antoine Marcel LemoineNouvelle Méthode courte et facile pour la guitagréusage
des CommencanfRaris, 1790] (reprint Geneva: Minkoff, 1972), 8.
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general public by 1790, requiring less explanation and variety of terminology as
before, or whether they simply preferred simpler descriptions in theinggit

Their guitar manuals are compact throughout, and the reasons for theinsecti
regarding ornaments to be shorter than those found in other writers’ works may
most likely be a reflection of their writing styles. Lemoine's exangphtains
ascending and descending slurs, formed in two, three, four, and five-note
groupings. He refers to them only@sulés(the same as Baillon), and uses the
same slur marking as other writers, calling it the "sign otth#&" [Signe du
Could* rather than using the teriiison. He also uses the (') sign found in
Bailleux and Alberti's methods, and employs further use of the twdiarsten

for three-note slur groupings. In Lemoine's 1800 work he uses both this notation
and the one found in Merchi's manual employing grace notes that are spaced

evenly in the beat.
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Doisy

Unlike Lemoine and Baillon, Doisy's instruction manual is not brief in any

way. His work is the most thorough of the time period discussed in this study, and

0 Lemoine [1790], 8.

>1 Antoine Marcel LemoinelNouvelle Méthode DE GUITARRE a l'usage des Commenca
Divisée en trois Parties, La premiere contenantgesmieres principes de Musique, la seconde
les gammes et premieres lecons et la troisiemeéepitssVariations de folies d'Espagnes; petits
airs avec Accompagnements, Allemandes, airs vatiaae SonatfParis, ¢.1800]; facsimile
reprint inMéthodes and Traités Guitargolume 2 (Courlay, France: Editions J.M. Fuzeau,
2003), 17.
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reveals that the interest in the topics he discussed must have been strong enough
to warrant such care in their explanation. The slurs described in Doisy’sdreati

are thefuséeand thetirade, and he also briefly uses the tecouléto refer to a

generic slur? The termfuséeis used by Doisy to denote simple ascending slurs,
which his contemporaries callecthite Doisy’s manual does contain a section
describing ahlte but hischdteis different from everyone else’s, and is

discussed later in the appoggiatura section. The opposite folsteis thetirade

for Doisy, and it is used as in other manuals, to denote descending slurs. Both the
fuséeand thetirade are shown by Doisy to cover all of the courses, in groups of
two and three. In Doisy’s examples of slurs, each string is plucked whether
ascending or descending, and his notation displays notes spaced evenly within the
beat.

As mentioned in the introduction of this section, Doisy states he does not
view thefuséeandtirade as ornaments, but rather as 'auxiliaries.' He says, “...1
have not placed them, however, under the name of ornaments. | regard them
simply as auxiliaries.[...je ne les mets cependant pas au nombre des Agrémens.
Je les regarde simplement comme des AUXILIAIRES his distinction is
important in understanding the difference betweeriubéeandtirade and their
more 'ornamental’ relatives, tBen-portéand thechlte This comment by Doisy
is also important because it reveals that he, and perhaps others from his time,
distinguished between ornaments and articulations. This could be taken further to

imply that although Doisy did not typically describe how ornaments in hisseeati

2 Doisy, 61; “Theson-portéis a type of slur...”[[e Son-porté est une espéce de Collé
53 i
Ibid., 63.
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were constructed, but only how they were performed, he still recognized that
ornaments were more than mere articulations, and that they were t@atse eed

inserted by the player when he/she felt it warranted by the music.

Glissando

Another way to effectively slur notes on the guitar, as opposed to
hammering or plucking notes with the left hand, is to simply slide a left-hand
finger upwards or downwards along a single string after plucking it withghe r
hand. Such glissandos could cover notes spaced only a half-tone apart, or the full
length of the neck. They are mentioned by Merchi, Lemoine, and Doisy, and they
all use variants of the vedlisserto denote glissandos.

Merchi

Merchi uses the termlissadefor his glissandos, and his description of it
is moderately thorough. He explains they are formed of two notes close to each
other or far apart from each other, that they can ascend or descend, and that
descendinglissadesare performed rarelyLf Glissade est formée de 2 notes
voisines ou éloignées montantes et rarement descendatiteis instruction
regarding their performance is the same as the modern-day pracicecating
glissandos: a left-hand finger holds down a note while a right-hand finger plucks
the string, and while maintaining pressure on the string, the left-hand firdgs sli

up or down the neck to arrive at the next note with enough force to allow it to

** Merchi, Traité des Agrémens de la Musig@26.
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sound. The symbol Merchi employs to denote glissandos is virtually the same as
used in modern notation. His examples of glissandos for thirds or sixths also
contain some with a bass note, in this case a D sounded by an open course,
ringing throughout as a pedal tone. Merchi suggests that one of the most
beneficial uses of the glissando is to change position smoothly in approach to
trills and other slurs.Tjoutes ces Glissades, et surtout les simples, sont d'une
nécessité indispensable, non seulement pour le godt, mais pour changer, d'une
maniére plus agréable, sa position en une plus élevée, en pour faciliter, par cette

nouvelle position, 'éxécution des Trills ou Cadences et des Pag3ages.

Enmples de CrldTa&es [urvaes Jg;rrius et de PaHagm.
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One should note that in Merchi's example above the glissandos that approach trills
arrive at the lower note of the trill (not the upper), and the glissandos that
approach slurs arrive at notes below the following slur as well as shadie of

some slurs.

%> Merchi, Traité des Agrémens de la Musig@éa.
56 H
Ibid.
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Lemoine
Lemoine's 1800 work provides examples of glissandos he tdisaé His
examples and descriptions are simple, including glissandos for single-notaslines
well as thirds and with open strings in the bass.

20 Switte do Zazemple priciduts
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Doisy

Doisy's discussion of thglisseris less detailed than Merchi's as he
explains only its basic execution and little else. One aspect that differs f
Merchi is Doisy's notation of higlisser. Instead of the slash employed by Merchi,
Doisy uses a grace note which he explains has no value, followed by a note of
value. Le GLISSER est ordinairement indiguée par une petite note sans valeur,

envelopée d'une LIASON avec la note de valeur qui 13°uit.
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>" Lemoine [c.1800], 20.
%8 Doisy, 62.
* bid.
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This notation does not reveal whether the grace note is to be plucked on the beat
or before the beat, and since Doisy does not discuss the exact rhythmic placement
of each note, one must consider both possibilities.

His use of diaison, instead of a slash like Merchi, could also make it
difficult for the player to know whether the two notes are to be playedjléssar
or as ahdte. The best (and perhaps the only) way to know for sure that such
notes are to be played as a glissando, is to note the large distance between them.
Reaching from the third fret to the seventh fret on the first string isveljati
uncomfortable for &hlte but appropriate for glisser. And although one could
play these two notes ash(te one should consider that glissandos are most

likely the better choice for two notes that are far apart.

Vibrato

Corrette
Corrette employs an older term for vibrato, which was used by several
writers during the seventeenth century. Corrette states thaliaiheeis “an
ornament that is no longer marked, but fine guitar players still use it on long notes
such as whole notes, half notes, and so fortla"Hlainte est un agrément qui ne
se marque plus, cependant les bons joueurs de Guitarre le font encore sur des
notes longues comme Rondes, Blances, etcBfeEarrette informs us that the

plaintewas previously callethiaulementwhich translates as the 'meowing’

% Corrette, 13.
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sound made by cats. Although Corrette provides little information about the
plainte, it appears that his use of the term was in line with previous authors' use of
it. Marin Marais, in hiPieces de viol§Paris, 1696], uses the teptainte for
single-finger vibrato§! and De Machy also uses the wetdinte for vibratos,
stating in hisPieces de viol@Paris, 1685], that "The Aspiration, also named
Plainte, is made by varying the finger upon the fret. Some people will call this
mewing by allusion®? Since the French womiaulemenmeans 'mewing’, we
can be certain that Corrette's use of the {@amte was in line with the authors
mentioned above, and that pisintewas a vibrato. The terpiainte however,
was used very differently by Bailleux, Alberti, and Doisy, as shown in the
Appoggiatura section.
Bailleux
Bailleux does not discuss vibrato, but he does give a single example of one

in his collection of ornaments found at the top of page 4 of his manual.

f"Tr":.Ff'f' J

63

This example reveals little, other than that Bailleux used theftaté@for

vibratos, and that he used the same symbol to reveal its presence.

®1 Robert DoningtonThe Interpretation of Early Musi¢_ondon: Faber and Faber, 1963), 168.
®2 Arnold DolmetschThe Interpretation of the Music of the XVII and X\denturies Revealed
by Contemporary Evidendeondon: Oxford University Press, 1946), 204.
%3 Bailleux, 4.

44



Merchi

Merchi exhibits very specific information regarding vibratos and its
execution in various contexts. His vibratos section (Article Xll) isdide Son
filé ou flaté but he uses only the tefité in his discussion of vibratos. He
describes two different types fil, the first used only on the first three courses,
and only above the fourth fret. In this example offilég it is executed by holding
down a course with a finger of the left hand, plucking it with a finger of the right
hand, then while maintaining pressure with the left hand, moving the left hand
back and forth towards the bridge and the headstock alternatively.dppuye le
doigt perpendiculairement comme une petite marteau bien pres de la touche qui
doit rendre le son de la note indiquée et on pincé nettement la corde en méme
tems; alors le doigt qui est sur la touche doit faire des balancements fréquens et
alternatifs, en s'inclinant vers la sillet et la rosette, sans cesser d'appulytx

corde et sans la deplact
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Merchi, however, does not use this method for executinfiléhehen it
occurs on the lower three courses, or on the second and third courses lower than

the fifth fret. He explains that tH#é can be used on any fret of the two lowest

% Merchi, Traité des Agrémens de la Musiq@g,
% bid., 23.
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courses, and on frets 1 through 4 on the second and third courses, and that it is
executed differently than tHigé described above. Thigé is not made by moving
the left hand back and forth towards the bridge and headstock, but rather by
pulling the left hand finger holding down the course towards the palm of the left
hand, returning to its original position, and alternating thuslyndis apres avoir
appuyeé le doigt sur la touch et pincé la corde comme ci-dessus, ce doigt, au lieu
de faire des balancements, doit sans cesser d'appuyer, tirer la corde vers la
paume de la main et la repousser alternativement & sa pace.

To complete his section dihé, Merchi gives some brief examples of
vibratos applied to thirds (as well as a fourth and a sixth on the third and fourth

beats of the first measure).

P)xcmples des rlouLlfrs Sons files.
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Lemoine and Alberti

Lemoine uses the terfmalanceto refer to vibrato, with the same sign as

by the other authors.

® Merchi, Traité des Agrémens de la Musig@g.
*"1pid., 23.
% Lemoine [1790], 9.
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He gives very little instruction, with his examples showing viwapplied only
to single-note and double-note lines. He also mentions, despite it being
overwelmingly obvious, that thiealancecan not be performed on open strings.
[...on ne peut pas le faire sur les cordes a vides

Alberti's section on vibrato is also very brief, and he usestdha
frémissementHe advises using the index and middle fingers fofrdrmaissement

since they are stronger and can more easily manipulate the string.
EXEMPLE
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Doisy
Doisy uses the terson-trembléo denote vibratos, and he employs the

same symbol as other writers.

o

_r_ﬁ .
A

e/ mupn-treinbie

1

He is not clear in is description of its execution, instructing the playeronly t
apply pressure with the left hand, then "go and return promptly” without letting go
of the string. Le Son-Tremblé séxécute de la Main-gauche, qui doit étre tres-
libre. Les doigts qui travaillent doivent étre appuiés avec force sur les Cordes, ce

qui, en faisant aller et venir promptment cette main, sans sortir les doigts de la

%9 Lemoine [1790], 9.
0 Alberti, 6.
" Doisy, 62.
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Caze, et sans les lever de dessus les Cordes, produit aprés avoir touché les notes
avec ceux de la Main droite qu'il convient pour les faire parler une espece de
Vibration fort agréabld’? From this explanation it is not possible to know if
Doisy made thson-trembléy moving the hand in a side-to-side (towards the
bridge and headstock alternately) or an up-and-down motion (towards the palm of
the left and back alternately). Although he tells the reader whichrfoidbe left
hand to use, and which note is to be sounded, he says only to "tremble the left
hand without letting go of the string.Op tremblé la Main-gauche sans lever de
dessus la Corde, le doigt qui fait ce LA et on a fait un Son-trdfitBé&cause of
Doisy's choice of the tertnemblé which is identical to 'tremble’ in English, it is
perhaps safest to assume that his vibrato was executed by moving the left hand
alternately towards the bridge and the headstock, rather than by pullingrige stri
towards the palm of the left and back to its original position. Throughout Doisy's
manual, he is careful in his selection of descriptive terms, so it is unfikely
would not mention the pulling motion that is part of the up-and-down type of
vibrato.

Doisy states that theon-tremblés most effective when played at the
lower part of the neck, since being near the nut, the string is more susceptible t
vibration. Le Son-Tremblé est plus brillant en bas q'un haute du Manche, parce
gu'en cet endroit, il reste du c6té du Sillet, une assez longue partie de Corde pour

étre susceptible de vibrét* Although modern players may not experience this

2 Doisy, 61.
bid., 62.
bid., 61-62.
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when playing on strings made of nylon and/or wound metal, Doisy may have

arrived at this opinion as a result of using lower-tensioned gut strings.

Summary

Legato articulations consisted of 'nammered' and plucked slurs (ascending
and descending), glissandos, and vibratos. The most common term to denote a
generic slur wasoulé while the most common term for an ascending slur was
chdte and the ternirade was used most often for a descending slur. These terms
were used by all of the writers, with the only exception being Doisy's use of the
termfuséefor thechlte As mentioned earlier, Doisy also has an ornament called
achdte but it is not a generic ascending slur, but rather a specific kind of slur,
possibly an appoggiatura, which is discussed later, on page 126.

The authors use a variety of ways to notate slurs, incldidisgnsthat
cover all of the notes in a slurred grouping, and sometiaiesnsthat cover
only part of the notes in a slurred grouping. Players should therefore become
familiar with these notational differences to recognize them in scores, asw to al
understand the importance of relying on one's sense of what is appropriate when
playing slurred notes. Further along these lines is Corrette's coniraent t
experience will let the player know how often to use them: “I do not need to say
how much thechdteis played. Experience will soon make it knowrdé [n'ai pas

besoin de dire combien la chite est touchant I'experience le fera bien-tot
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connoitre] > This remark from Corrette confirms that players were allowed to add
slurs where needed, and not to rely solely on the score for indications of when to
use them. Furthermore, Doisy's preference of the éerdiaire (or auxiliary)
overagrémen(or ornament) may further imply that such articulations were not
weighed as heavily as ornaments, and that the player thereby was alloated gre
flexibility when applying them to a printed score.

Along with different methods of employing thaison over slurred note
groupings, another area of confusion lies with the authors' use of grace notes.
Merchi uses grace notes to denote slurs, although all of the notes are spaced
evenly in the beat with the first note falling squarely on the beat. He also uses
grace notes in more typical appoggiatura fashion, and one must be fanhiar wi
such notational differences to be able to know which is to be used. When modern
players encounter grace notes, they must remember to consider the potsability
they could be slurs, rather than appoggiaturas.

When playing large groupings of slurred notes, there are some
differences in opinion as to when one should strike each string. Merchi, Bailleux,
and Gatayes show to pluck each string for ascending lines, but to pluck only the
first string for descending liné§ while the other authors pluck each string for

both ascending and descending lines. This allows the modern player to choose

> Corrette, 12.

6 Gatayes termed extended descending shiites and ascending sluescaladesGuillaume-
Pierre-Antoine Gataye#jéthode pour la guitare, simple et facile a congefaris, ¢.1800];
facsmilie reprint ilMéthodes and Traités Guitargolume 2 (Courlay, France: Editions J.M.
Fuzeau, 2003), 22-23.
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whether to pluck each string, or only the first string, when playing large
descending lines of slurred notes.

Merchi and Doisy mention glissandos ¢hisse and perform them the
same way as modern players. Their notation, however, is different; with Merchi
using a slash in the direction of the slide (as is used today), and Doisy using a
liaison. Doisy's method of notating tlygissermakes it look very much like a
chdte and the best indication that the two notes should be played as a glissando is
their large span. Since it is uncomfortable to perfochi@ewith two notes that
are far apart, it would in most cases be better to usglifser Modern players,
therefore, should be aware that notes joined by slur markings, especiallyavhen f
apart, may have been intended to be played with a glissando.

The last method of applying legato articulations found in the manuals is
the vibrato, ofilé, and the authors' description and use ofithere consistent
with each other. Merchi's instruction for tfilé, however, includes two different
motions for vibratos on the top strings and bottom strings. For vibratos on the top
strings, he moves the left sideways, along the string; while he moves the hand up
and down, laterally, for vibratos on the lower strings. Modern players should
experiment with this method of performing vibratos on the lower strings, as it is
not frequently used in modern classical guitar technique. This articulation was
known by many names, and in this study six were encountaeedte, filé, flaté,
frémissemenbalance andson-tremblé

After spending time with these manuals, and playing the examples within
them, it becomes evident that while players during this time period encountered a
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variety of legato articulations in scores, they were also allowed to add them
wherever and whenever they seem appropriate. Modern players, therefor@, shoul
become comfortable using a healthy mixturehites, tirades, glisser, andfilé,

without causing the hand to feel clumsy or to alter the proper rhythmic

accentuation of the music.

Staccato

None of the manuals use the term staccato, nor any equivalent referring
a staccato articulation. Some terms appear that are described ar siayk as
the staccato technique, but we can not be certain if they instructed guitarist
play in a truly staccato fashion, or merely with a normal, non-legatoylatten.
The terms relating to possible staccato techniques in the manubégtareeand
détacher Merchi is the only one to discuss thetteriein a way that may be
considered staccato, while Don *** uses the term to refer to arpeggios in general
Merchi'sbatterieis a way of articulating the notes of an arpeggio that is detached
and measured, rather than connected and flowingdé&taeher mentioned by
Bailleux, Alberti, and Doisy, is simply a scale, that may have been performed
staccato.

Bailleux and Alberti
Bailleux does not discuss thdétachey but he does display an example of

ascending and descending ones in his collection of ornaments on page four of his
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manual. Its notation appears to instruct the player to play staccato eaghthote

a dot above.
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Publications during this time often placed dots above notes, however, to indicate

notes that were played non-legato, yet still not staccato. With no explanation fr
Bailleux, it is not possible to know if h##tacherwas performed staccato or
normally.

Alberti's discussion of théétacheris very brief, and the only salient
feature is his instruction to use the thumb and index fingers of the right hand to
execute these scales. Although this fingering could suggest a staticatatan,
it is still uncertain whether Alberti intended for these notes to played in such a

way.

EXEMPLE
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Merchi
As mentioned above, Merchi and Don*** provide examples of the

batterie The termbatteriewas used by several writét$o describe arpeggios,

" Bailleux, 4.
8 Alberti, 7.
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with no staccato articulations, whereas Merdidteriesare arpeggios with
specifically detached notes. Merchi provides three examplestigfries and

refers to his other manuale Guide des Ecoliers de Guitarjaris, 1761], for

more examples. He points out that within the theme and variations based on "La
Folia" found in his 1761 work, one can find examples of the most commonly used
batteries Variations 22 and 24 are clear examplebaiferies but they appear to

be the only two variations of the 30 that demonstrate the technique. There are also
two examples obatteriesfound in pieces included at the end of hiaité des
Agrémens de la Musiqu®ne is found in a very short piece titled "La Viennoise,"
and the other makes up a variation in an air titled "Le connois-tu ma chere
Eleonore avec Variations."

There is some confusion in Merchi's explanation of batteriesare to be
executed. In his opening sentence of Article V, he distinguishebdtiatiesare
distinct types of arpeggios by saying they are "continuous arpeggios, im ahic
of the notes are detached and measureds Batteries ne sont que des Arpeges
continues, dont toutes les notes sont détachées et melfiladss first example
he instructs the reader to play the first three notes "ordinaoitdifaire], then
the thumb and index fingers of the right hand pluck the C on the same string,
resulting in a somewhat detached attack for the repeated@rtss [e premier
Exemple on pincéra les troisieme premieres notes a l'ordinaire, la quatrieme avec

la pouce, la cinquiéme avec l'index et la soixiéme avec le troisiémdHoigt.

9 Denis Diderot, Don *** and Francesco Alberti uskd termbatteriefor arpeggios in general.
8 Merchi, Traité des Agrémens de la Musig8e
81 [

Ibid.
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When Merchi says that the first three notes are to be played 'ordinarilgotihis

T

mean one of two things: either to play the first three notes as in an ordinary
arpeggio (legato and ringing over each other), or to play them with an ordinary
fingering but in a staccato and detached way.

Although he clearly states in his opening sentence of the chapter that "all’
[toute$ of the notes are to be played 'detached and measured,' it is not always
practical to do so when open strings are involvedbkitéeriecontained open
strings, then the player would be forced to slow the tempo enough to allow the
opportunity to muffle the ringing open string(s), which would result in an
awkward and clumsy execution of the passage. One could choose a left-hand
fingering that did not use any open strings, but Merchi does not mention this
option, nor does he provide any left-hand fingerings fobatterieexamples. To
perform some of the provided examples without using open strings would require
'bars®® made by the left hand which would result in an equivalent awkwardness as
encountered with open strings. While this subject could be debated further, it is
most plausible that only certain notes of the arpeggio could have been played

staccato, while the remaining notes must have been played legato, like anyordinar

arpeggio. In this case, the player would simply let go of any ringing note®as

82 Merchi, Traité des Agrémens de la Musig8e
8 An extension of the left-hand index finger acrtsssstrings to act as a 'bar,’ and eliminating any
open strings.
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as possible to avoid having too many notes ringing over each other, and thereby
produce an effective staccato arpeggio. If Merchi was not implyingeastaccato
manner, then the player would simply play the arpeggios with particular care
given to articulate the repeated notes clearly so that they do not sound as one.

In the second example Merchi uses the thumb to lightly pluck the first two
notes in succession, and in the third example he uses the index finger for the third

and fourth notes.
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Such instruction is interesting since most modern players would likely choose the
index and middle fingers of the right hand to pluck the repeated notes of the
second example, and the ring and middle fingers of the right hand to pluck the
repeated notes of the third example. Although often used in arpeggios that span
five or six strings, to use a single finger to pluck two notes of an arpeggio is not

very common, so these instructions for liadteriereveal that the practice was

8 Merchi, Traité des Agrémens de la Musig@e
85 H
Ibid.
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familiar to players, and that it was used when appropriate. Flamencasgsiitar
often slide a single finger across several strings when perfoarpeggios, but it

is not known if flamenco performance practice influenced the writers of the
manuals examined in this study, or their readers. It is also not known if such
techniques were even usedflamencoguitarists at this tim& Baillon also used
repeated fingers in the right hand, with the index finger in the below example
sliding across the second and third strings—as well as the thumb playingfthe fif
and fourth strings successively.
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% Since flamenco was primarily disseminated oralligh little written evidence regarding its
development, our knowledge of its performance [ads extremely scant, making it difficult to
discern connections between this style of musicraaphstream European art music.

8 Baillon, 13.
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As for the other examples bétteriesfound in Merchi's manuals,
variation 22 of his La Folia variations mentioned above consists of a four-note

pattern with two repeated notes played by the thumb and ffidex.

J%f:m-;if“ B s e I
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This pattern is slightly similar to his first example given inThaité des
Agrémens de la Musiqueanual, but only in that the repeated notes are played by
the thumb and index fingers of the right hand. Variation 24 employs the same

pattern as Merchi's second example, discussed above,

8 Merchi,Le Guide des Ecoliers de Guitars.
8 |bid.
% |bid., 19.
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and thebatteriefound in the short piece "La Viennoise," is also the same as this

second example.

Finally, the sixteenth variation of the air "Le connois-tu ma cherenéle avec

92

Variations®“ is made up of hatteriepattern identical to the third example

discussed in MerchiBraité des Agrémens de la Musique
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Alberti does not discudsatteriesbut there are some arpeggios in a piece
of music towards the rear of his manual that appear to reflect the type ofiarpegg
described by Merchi.
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91 Merchi, Traité des Agrémens de la MusigG4.
%2 bid., 37.

% |pid.

% Alberti, 20.
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The repeated notes in these arpeggios look very similar to the detached notes
discussed by Merchi, and suggest that the technique was used by other players of
the time.
Doisy

Doisy's section on th@étacheris not lengthy, but it does provide
substantial information regarding the performance of scales during this time.
Doisy states that such scales are ordinarily plucked with the thumb and index
fingers of the right hand, alternately. This is not the most commonly used
fingering by modern players in such situations, so Doisy's comments could result
in some alterations to some players' approaches to these scales. Sreyedhls
that the technique is very difficult and is scarcely used in faster tenfmsnje
il est fort-dificile a exécuter, il ne s'emploie guéres que dans les mouvemens
modéréd® He further clarifies by stating that if thirds or chords are used, then it
is impossible to execute prestoor allegro tempos. Quant au DETACHER a
doubles notes, ou en Accord, par Dégrez-conjoints, il est inéxécutable dans un

Presto, et méme dans un Allegrd.

or in descendant .

% Doisy, 63.
% Ibid.
 Ibid.
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In Doisy's examples there are dots below the notes in the example
featuring thirds, but there are no markings for the single-note scales. Jlaése i
no mention of a marking that would indicate a scale to be pkétather It is
uncertain whether these dots were meant to indicate a staccato @oticaad
the possible options for modern players include both staccato and non-legato

ways of performing the scales.

Summary

Since the termbatterieanddétacherare not fully described by the
authors of these manuals, it is not possible to know whether they referred to a
truly staccato articulation, even though their notation and descriptive nanges ma
suggest to modern players that they are similar to the modern staccato. As
thorough as Merchi was, he still did not discuss every articulation and ornament
displayed in his compositions, and it is possible that other writers also avoided
mention of certain practices that they nevertheless emplbgtdcherscales, for
example, are found in the seventeenth variation of Merchi's air "Le connois-tu ma
chere Eleonore avec Variatiors,yet he does not mentiatétacherscales

anywhere in his manuals.

% Merchi, Traité des Agrémens de la Musig3&. These three scales are the aidifachénotes
found in both of Merchi's manuals.
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Since Merchi was Italian, it may have been thatdwgeriewas more likely to

have been found in Italian music than French, or it simply may have been an
articulation favored by Merchi. But regardless of how well dispersebétterie

was during this time, or whether it and thigachemwere actual staccato
indicators, modern players may wish to consider the above examples and their

possible interpretations when performing works of this period.

Dynamics

The guitar at this time, with gut strings, and particularly when double or
triple coursed, did have the ability to easily alter dynamics, but it wasaover
narrow range, remaining quieter than most other instruments. The dynamic
characteristics of the guitar were not discussed in the manuals, but we know from
contemporary writers that the guitar's inability to project was a probleem w
played with other instruments or in large spaces. Denis Diderot's enajielope
described the guitar as having a soft sound and requiring a silent room to detect

all of its subtle nuanced.¢ son de cet instrument est si doux, qu'il faut le plus

9 Merchi, Traité des Agrémens de la Musigugy.
62



grand silence pour sentir toutes les délicatesses d'un beau tdd¥Haiderot's

1788 publication of his encyclopedia even states that the guitar should be played
solo or to accompany a single voice, and that it is not successful in a concert
setting. [l est fait pour jouer seul, ou accompagner une voix sur des instruments
du méme genre. Il ne réussiroit pas dans un concert; aussi a-t-il fait place, ainsi
que le luth et le théorbe, a des instruments plus brulfdhdean-Benjamin de

Labord confirms this preference when he states in his 1780 essay that "owe shoul
only play the guitar solo, or to accompany a voic®ri he doit s'en servir que

pour jouer seul, ou pour accompagner une M&iXAlthough builders have made
significant improvements in the guitar's construction since the eighteemilry,

it still remains far quieter than bowed string instruments, and retains ohémsy
intimate characteristics that originally made it popular as a srealles

instrument.

Tremolo

The technique known as tremolo was used very often after 1800, with

many pieces utilizing it extensively, and is used frequently used todag of

1% benis DiderotEncyclopédie ou Dictionnaire raisonné des sciemtsssarts et des métiers
[Paris, 1751-72], 1011; facsmilie reprintMéthodes and Traités Guitar&olume 1 (Courlay,
France: Editions J.M. Fuzeau, 2003), 63.

191 piderot, Encyclopédie méthodique, arts et métiers mécanifitarss, 1788], 43; facsmilie
reprint inMéthodes and Traités Guitar€olume 2 (Courlay, France: Editions J.M. Fuzeau,
2003), 119.

192 3ean-Benjamin de LaborHssai sur la musique ancienne et modgRaris, 1780], 294;
facsmilie reprint ilMéthodes and Traités Guitargolume 2 (Courlay, France: Editions J.M.
Fuzeau, 2003), 80.
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the manuals discuss it during the 1750-1800 time period, but it does appear in the
writings of Merchi, Alberti, Don ***, Doisy, and Lemoine's 1800 work.

There are two primary types of tremolo techniques used today. The most
common is the type used by classical guitarists in most situations, whichtsonsi
of a bass note played by the thumb, followed by three notes of the same pitch in a
higher register played by the third (ring), second (middle), and first (index)
fingers of the right hand respectively (or p-a-m-i, using standard dui¢ering
notation). The notes are played very quickly, and the intention is to make the
higher note sound as though it were one note, sustained indefinitely. The other
type of tremolo encountered today is used by flamenco guitarists and has an extra
note in the upper register, and a variety of right-hand fingerings are used—the
most typical using the thumb for the low note, and the first finger for the first high
note, followed by the third, second, and first (or p-i-a-m-i, using standard guitar
fingering notation).

The tremolo found in the air "Le connois-tu ma chere Eleonore avec
Variations," in Merchi'draité des Agrémens de la Musiqiseof the type

described for the classical guitar, although he provides no fingerings.
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The tremolo-like figures in "A Folia di Spagna con Variatione" in Merdla's
Guide des Ecoliers de Guitarrbeave only two repeated notes in the upper

register, rather than the normal three.
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The effect is similar, but different enough to not consider it a tremolo, although it
can certainly be viewed as a variant of tremolo, which one would expect to be in
use at the time of this new technique's development. So it would make sense that
players would have experimented with two notes in the upper register before
arriving at the standard three notes (while flamenco guitarists continuledrfto

arrive at four repeated high notes).

193 Merchi, Traité des Agrémens de la Musig36.
194 |bid.
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Since Merchi does not discuss these tremolo techniques it is not possible
to know how common tremolos were used, and if they were more or less common
in certain parts of Europe. Merchi's manuals were published in France, but he was
Italian, and it is possible that the tremolo technique was developed in Italy and
made its way into Merchi's books because of his familiarity with ftajiatar
practices. Another appearance of this new technique is in the manual by, Alber
who was also lItalian. In light of tremolo being found in Merchi and Alberti's
manuals, the tremolo technique may have been born and developed during the
second half of the eighteenth century, with a possible place of origin being in
Italy.

Alberti's example looks as much like a tremolo as Merchi's, but since
Alberti does not provide any description of how it is played, we can not know if it

was played fast enough to achieve the modern-day tremolo effect.
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Doisy does not mention the tremolo technique in his manual, but in his
Arpeggio section, there is a figure that looks exactly like a tremolo figutte aw
fingering that may not have produced a speed fast enough to create the tremolo

effect.
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This figure, which employs the thumb for the bass note and alternates middle and
index fingers on the repeated note, would have produced an effect very similar to
the tremolo technique when played at top speed, but it is not known if it produced
the same effect as the modern tremolo. Some modern players, such as Ana
Vidovic, use uncommon fingerings for tremolo (p-m-i-m in her case), and achieve
perfect results without using the ring finger of the right hand. But without
knowing the speed used for these early tremolo patterns, it is not possible to know
if they achieved the same 'sustained-note' effect for which the tresnalirrently
known. Doisy considers this figure to be a type of arpeggio, and since Merchi and
Alberti do not provide any fingerings for their tremolo figures, it is posshmt
Merchi and Alberti performed their 'tremolo’ figures with a famiingering as
Doisy—although they may have used any possible combinations of fingers.

Don *** provides an example in his manual similar to Doisy's, and

includes it in his arpeggio section.

- 106

195 poisy, 14.

106 hon *** Méthode Pour Aprendre a Jouer de la Guitajiparis, ¢.1760], 9; facsmilie reprint
in Méthodes and Traités Guitar&olume 1 (Courlay, France: Editions J.M. Fuzezi(3), 79.
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The fingering in this example is the same as Doisy's, as is an exampildgive

Lemoine in his 1800 work.

107

The recurrence of this p-i-m-i fingering suggests that this may havehmerst
common fingering in use at the time.

In conclusion, the tremolo-type figures found in Merchi, Alberti, Don ***,
Doisy, and Lemoine's works suggest that the technique was being developed at
this time, but with a lack of fingerings provided by Merchi and Alberti, and
because of Doisy's consideration of the technique to be a type of arpeggio, it is
unclear how fast it was performed, and whether it resulted in the tremebd efff
making the repeated note sound like a single sustained pitch. The p-i-m-i
fingering provided by Doisy, Don ***, and Lemoine is similar to some tremolo
fingerings used to great effect by modern guitarists, but it is still nstipeso
know if they were performed fast enough to create a true tremolo effect. ®eemol
are most often used in the context of arpeggiated chords, rather than in single
scalar lines, so it is understandable why Doisy thought of them as arpeggios, but
with no explanation given by these authors, and with no use of the term tremolo
nor any similar type word, it may be most appropriate to consider the techmique t
have been in its infancy during this time, with little generalized performance

practices established until after the turn of the nineteenth century.

197 _emoine [c.1800], 17.
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TEXTURES

Arpeggio

There are three primary methods for playing a chord on the guitar:
strumming, plucking all the notes at once, and arpeggios. While there aretg var
of textures including thirds (or double stops), tremolo, and scalar outlining of
chords, the three aforementioned ways of realizing chords have been the most
commonly used. The practice of strumming chords, known as rasgueado, was
used the most when the guitar was younf#s the guitar developed, players
began to add more single-note lines, framed by blocked chords (or chords in
which every note is plucked at the same time). Such textures were most
commonly encountered as the eighteenth century approached its midway point.
After 1800, however, arpeggiated textures became so prevalent that they rivaled
all other ways of playing chords. It was in the time period 1750-1800 that this
move towards arpeggios took place. In the manuals studied here, one can observe
an increased use in arpeggios as the century progressed, as well as a aittual de
of rasgueado.

Several factors contributed to this change, including string development,
popularity of instruments that typically used many arpeggios (such as the harp and
lyre), and ease in creating accompaniments when arpeggios were therdomina

texture. The use and description of arpeggios are examined in this section, and

1% popular uses of the guitar in current times employrd strumming as much, and perhaps to an
even greater extent, as in the guitar's earlieg.da
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some common principles are outlined for understanding their use during this time
period.

While an arpeggio is not normally considered an ornament, they were the
primary method of creating accompaniments on the guitar during this time period,
and players were required to draw on their knowledge of arpeggio patterns and
ways of varying these patterns to realize the harmonies. Such practieesor
much different from the types of thinking required to execute typical ornaments
such as trills and appoggiaturas.

Corrette

Corrette does not discuss arpeggios in his manual, and uses them sparingly

in his musical excerpts. There are only two examples of arpeggios found in the

pieces of music included in his work.
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199 Corrette, 25.
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As is obvious, the chord tones of these arpeggios are used along with other chord
tones, and do not follow any specific pattern. These examples of arpeggios are not
of the type found in later sources, but are of the typical variety before 1750. It
most likely that the practice of arpeggiating chords on the guitar wasogeg!
at this time, 1762, but had not yet become the dominant texture.
Merchi

In Merchi's first publicationl.e Guide des Ecoliers de Guitarfearis,
1761], he focuses on the fundamentals of guitar chords and scales, and provides
ample musical examples. The first arpeggio example on the first pagelasofia
three typical types of arpeggios, and the musical pieces found in this manual are

filled with many types of arpeggios throughout.

10 Corrette, 29.
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This manual was published one year before Corrette's, and it is not clear why
Merchi's work contained more arpeggios than Corrette's. Arpeggios were
becoming the dominant texture in guitar playing during the latter half of the
eighteenth century, but Corrette may have either been more conservative, or
simply did not direct his manual towards the types of performance practice that
was typically more arpeggio driven—namely accompanying.

Like hisLe Guide des Ecoliers de Guitarfglerchi'sTraité des Agrémens
de la Musiqudeatures arpeggios as often as any other texture. Although it would
be impractical to display here all of the examples of arpeggios found in this
manual, it will be beneficial to examine the sections of Merdmégé des
Agrémens de la Musiquievoted solely to arpeggio techniques. 'Article 4' is titled
"Of the Arpeggio.” [De I'Arpegé] In this section Merchi defines an arpeggio as
"a manner of playing the various notes of a chord successively and rapidly,
ascending or descending, in lieu of striking them all at onc&tpege est une
maniere de faire entendre successivement et rapidement, en montant et en
descendant alternativement, les divers sons d'un Accord, au lieu de les frapper
tous & la foig**? This simple definition of an arpeggio succintly expresses the

manner in which arpeggios were executed by players of this time. Merchi

1 Merchi, Le Guide des Ecoliers de Guitarre.
12 Merchi, Traité des Agrémens de la Musigie
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provides one other helpful piece of information regarding the performance of
arpeggios when he advises the reader "to take care to not remove any fingers from
notes that will appear in a following chord. This rule is essential for cangect
smoothly from one chord to another."grendre garde de ne pas deplacer les
doigts qui peuvent servir dans I'Accord suivant; cette regle est essentielle pour
passer d'un accord & un autre avec aisajit&€The next section in Merchi's
Traité des Agrémens de la Musigtfticle 5,' concerns the method of playing
arpeggios calleBatterig which was discussed earlier in the Staccato section.
'Article 6' focuses on accompaniment, and is titled "Of Accompaniment.”
['De I'AccompagneméitThis section is valuable as it is the only part of any of
the manuals devoted to accompanying. It is merely one page in length, lobi Mer
provides helpful instruction on creating one's own accompaniment. Merchi's
description of accompanying on the guitar is interesting as he defindseihgs
"chords formed from a figure bass...in the form of arpeggit=tieries”
[L'Accompagnement de la Guitare est I'execution d'une Harmonie complette et
reguliere, fondee sur un Basse continue, dont chaque note, executée sur une des
cordes, La, Re, Sol, est aussi-tot suivie des notes de son accord sur les cordes plus
hautes, en forme d'Arpéges ou de Battdfi€sThis reveals not only the
dominance of arpeggios when players created their accompaniments from a given
bass line, but according to Merchi, arpeggios were the only texture considered. It
would certainly be reasonable for players to insert non-arpeggiated texhaes

the other instrument or voice was not being heard, such as introductory scales or

3 Merchi, Traité des Agrémens de la Musigie
“41pid., 10.
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passages that would link phrases or sections, but Merchi makes it clear that
players thought of arpeggios when constructing accompaniments. The following
are excellent samples of arpeggiated chords, provided by Merchi, thatrfit in a

piece from this time period.
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Merchi continues to advise the reader "to pay close attention to the melody
of the bass and to keep a very accurate tempo, while following the various
fluctuations of the solo instrument or voice, especially regarding the express
of words and the reflection of key change®b6{ir accompagner avec
intelligence, il faut faire bien entendre le chant de la Basse et le bien unir a la
Voix, pour la maintenir dans le mesure la plus exacte, et forcer ou adoucir
I'’Accompagnement, selon les differentes modifications de la voix, I'expression des

paroles et les divers modulatiofd®

M5 Merchi, Traité des Agrémens de la Musigie
18 1pid., 10.
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Merchi then provides examples of ways to embellish lines that may be too

sparse, which he says is typically the case in airs.
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The above excerpt displays a number of variants for two chords: first A minor,
then briefly E minor, with a final return to A minor. These examples show basic
ways of expressing the A minor chord, some consisting of only two notes, while
others are more developed arpeggios with a variety of ways to make the chord
interesting. The E minor chord arpeggios appear to be more direct and simple,
either ascending or descending with little variation in the direction of the pitche
It is not clear whether this is coincidental, or whether Merchi typically
constructed dominant harmonies in this more direct way, while his approach to
the 'settled' tonic harmonies was more active and varied. But players edmeoe
familiar with these examples should encounter little difficulty constrgcti
accompaniments in most pieces of music, even with moderate levels of

experience.

17 Merchi, Traité des Agrémens de la Musigaé.
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He finally warns the reader not to abuse the tools of the accompanist, and
to value simplicity. Merchi states that he agrees with Rousseau who has said that
the accompanist must be "attached" to the melody in the voice, and if one forces
noisy ornaments into the accompaniment, the player then diverts attention from
the main melody, and regardless of how talented the player may be in his
execution, it only reveals his vanity and bad tastendus il ne faut pas abuser de
la permission; a I'égard de la simplicité, je suis de l'avis de M. Rousseau, qui dit,
gue celui qui accompagne ne doit s'attacher qu'a faire valoir le chant, et si tot
gu'a force de bruit ou d'ornamens déplacés, il détourne a soi l'attention due a la
partie chantante, tout ce qu'il montre de talent d'éxécution, montre a la fois sa
vanité et son mauvais gofit®

As mentioned above, it may not be necessary to display every instance of
an arpeggio in Merchi's manuals, but displayed below are some good examples of
arpeggios anbatteriesfound in the musical pieces at the end of Merchi's
manuals. One will observe the preponderance of arpeggiated textureyglifferi

greatly from the examples found in Corrette's manual.

18 Merchi, Traité des Agrémens de la Musigaé.
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Bailleux

Bailleux does not discuss arpeggios, but he uses them extensively in his
musical examples. It appears that by the time Bailleux's manualistebuted
(1773), guitarists were familiar enough with arpeggios to not need any descripti
or instruction to use them. Below is a short example of arpeggios found in
Bailleux's manual, which provides the reader with arpeggio practice, but again,
with no accompanying information regarding the arpeggio's purpose, use, or
practice.
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Baillon
Baillon's work, published in 1781, also does not discuss arpeggios, but

uses them often. The only appearance of a term meaning arpaggigdmertis

121 Bailleux, 12.
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on page 4, in which Baillon instructs the reader to keep the fingers of the left hand
together, and not to lift them from the neck when moving from one chord to
another. ['orsqu'il y a plusieurs doigts de la main gauche employes dans un
accord ou arpégement, il faut les poser tous ensemble et ne pas quitter tant que
l'accord continug**
Doisy

Doisy's manual did not appear until 1801, so it is expected that arpeggios
would have been the dominant texture used, and an important part of the
guitarist's performance practice. Article 4 of his second chapter, on pades
provides extensive coverage on the topic. He states that the idea of the arpeggio
originated with the harpest de la Harpe d'ou est venu l'idee de
I'arpégement*?® This comment, along with the prevalence of manuals devoted to
the harp and a harp-guitar hybrid called the 'lyre guitar,” may make orge=nid
these instruments influenced the guitar as it incorporated more arpedgits in
general practices. Since the harp had become popular during the lastthalf of
eighteenth century (being a favorite of Marie Antoinette), and since insitaime
performance practice is always heavily affected by general alusads, it
stands to reason that Paris's fondness for the harp could have had a significant
effect on the guitar's growing preference for arpeggios. Doisy andihem
included sections of their manuals to the Lyre-guitar, and since the instrument did
not survive long into the nineteenth century, this may suggest that its short-lived

existence was due to the influence of the harp's fashionable popularity among

122 Baillon, 4.
12 Doisy, 11.
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Parisian upper classes. If this influence could be established with adequate
certainty, then it would become a contributor to our understanding of the modern
guitar's development. But with little commentary from contemporary authors
regarding the relationship of these instruments, we are left only to compare
performance practices and general similarities and trends found in-tem
strongest linking element being the dominance of arpeggios.

By the time Doisy wrote his manual, arpeggios had become so integral to
the guitar's performance practice that he states they are 'liabkEpiom the
guitar.">?* He then explains they are needed to prolong the notes of a chord when
the tempo is slow, especially when accompanying, to avoid emptih&smege
est inséperable de la Guitare, par ce que, ne pouvant qu'avec peine, en tirer des
sons prolongés, on est forcé, principalement dans les accompagnemens, dont
surtout le meuvment est lent, de battre toutes les notes de I'Accord afin d'en éviter
la sécheressE?® Doisy instructs the reader to place the right hand between the
rosette and the bridge, to anchor the right hand on the soundboard, using the pinky
finger, and to avoid "hopping.Tl[faut la placer entre la Rose et la Chavalet,
arrondir assez le poignet pour que le petit Doigt, qu'on appuye sur la Table
d'harmonie, puisse étre debout et en fixer la position. Eviter de jouer la main en
I'air et sur tout de la faire sautiller; c'est tellement essential que celua ces
défauts ne jouera jamais bigff° He also informs the reader that since the thumb

typically plays the bass notes of each arpeggio, it will mostly play on the lowe

124 poisy, 12.
125 |pid.
128 pid.
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courses, but will also play on the upper courses when the bass note appears on
those strings.les notes de Basse, ordinairement celles qui commencent les
Arpéges, doivent étre attaquées avec la Pouce, par ce gu'il les fait mieux sentir. Il
en résulte que le Pouce est obligé d'attaquer, non seulement les Cordes, La, Re et
Sol...Ce gu'il fait tres-souvent; par ce que ce sont celles qui servent pour les
Basses, mais encore celles de Si et Mi, lorsque les notes de Basse von jusques
|a.]127

In one of Doisy's examples of arpeggios he displays a type in which the

first note of each arpeggio is notated with a clear (un-blackened) note head.

Exemple .
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Doisy explains that the clear note head does not lengthen the value of the note, but

Y
#

¢

simply notates that it should be sustained throughout the length of the arpeggio—
as a pedal tonell [est des Arpeges dont la prémiére note est une blanche. Ces
blanches, pour cela, n'augmentent pas la valeur de la note. Elles signifient
seulement que le Son doit en étre prolongé jusqu'a ce que I'Arpége $6it fini

This method of sustaining the bass note in arpeggios is the same as Baillon's use
of a legato marking to instruct the player to maintain the resonance of a bass note

in an arpeggio, which was discussed earlier, in the legato section.

27 Doisy, 12.
28 |pid., 13.
129 |pid.
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Since Doisy describes these arpeggios as being a 'type’ of apeggiit is

possible that the arpeggios found in his works which do not begin with a clear
note head should not be played with the bass note sustained. This would result in
two different methods for performing arpeggios, according to Doisy; thdke wi
sustained bass notes, and those in which the bass note is treated the same as the
other notes of the arpeggio.

The difficulty in putting this lesson into practice lies in the fact that notes
played on open strings are difficult to stop sustaining. So if one were to play an
arpeggio using open strings (the G in the previous example would most likely be
played on the open third string), one would encounter difficulty allowing only the
bass note C to sustain, while preventing the other notes of the chord from ringing
through the arpeggio. It would also be difficult to perform such arpeggios if none
of the notes were to be sustained. It is most likely, however, that Doisy did not
intend for only the notes with clear note heads to be sustained; but rather he
wished to express to the reader that the bass notes with clear note heads should be
given special emphasis to sustain clearly, throughout the arpeggio, while the

remaining notes should ring out as appropriate for the fingering involved. In other

130 Baillon, 5.
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words, Doisy most likely played arpeggios as we do today, allowing open strings
to ring throughout the chord, but made extra efforts to sustain the bass notes of
certain chords (as in the case of the bass notes with clear note heads).

Lastly, Doisy mentions there are many types of arpeggios, and then
provides a table of thirty types that he believes will prepare the player well
enough to be able to learn all the other types of arpeggios latst fles Arpéges
de bien de fagons. Le Tableau suivant en referme de trente especes dont

l'exercise, je pense, suffira pour apprendre tous les aifttes.

131 Doisy, 13.
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Doisy employs a wide variety of arpeggio techniques in his table, utilizing
all four fingers used in the right hand, with slurs, repeated notes, blocked chords,
some active uses of the thumb, and in number 23, an example of a tremolo-type
technique. This figure was discussed in greater detail in the previous dremol
section of this study.

Moretti also includes a table of arpeggios in his manual, with some

patterns that are quite complex.

I3 13232772
== ——— —
T

] 12 2392 1m9 3290

133

As one can easily see in Doisy's manual, arpeggios had become so
important to the study of the guitar by the turn of the nineteenth century that not
only did they warrant thorough explanations from Doisy, but also extensive
examples and descriptions of the various types of arpeggios and their performance
practices. The nineteenth-century composers of guitar music thatagky gre
influenced the instrument's development employed a massive variety ofiarpegg
patterns, and the figures shown here by Doisy were equally creative ashttose t

appeared several decades later.

133 Eederico MorettiPrincipj per la Chitarra[Naples, 1792]; (reprint Florence: Studio Per
Edizioni Scelte, 1983), Tavola XVII, 3.
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Summary

The pre-1750 guitar did not use nearly as many arpeggios as the post-1800
guitar, which used them primarily. Whether this was due to the popularity of the
harp, an arpeggio-dominant instrument, or because the guitar was used more for
accompaniment than solo performance during this time period, arpeggios clearly
became the preferred texture for realizing chords by guitarists dterigtter
half of the eighteenth century. They were the ideal texture for accompdsajme
and some writers used them exclusively in such situations. As one compares the
manuals closer to 1750 to the manuals nearer to 1800, one can easily notice the
change from strummed and blocked chords to arpeggiated textures taking place.
Modern players must remember that arpeggios during this time were frequently
played with the bass note sustained throughout the chord, and as discussed in the
staccato section, Merchbstteriecontained repeated notes that may have been
played with a staccato articulation.

Finally, the right-hand fingerings employed by Merchi and Baillon will
feel strange to modern players, as they use repeated fingers, such as the index
finger sliding across strings to play consecutive notes of an arpeggio. Bertspla
should experiment with this method and determine for themselves if it adds to the
character of the arpeggios, while remembering that other styles af guita

performance practice, such as flamenco, also successfly use thigjtechni
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Blocked Chords

Before 1750, the guitar used a variety of textures including rasqueados,
single-note lines, counterpoint, blocked chords, homophonic combinations of
chords and melodies, and arpeggios. As was discussed in the previous section,
arpeggios became one of the most used textures in guitar music after 1750, and
rasgueados were used less than before. The use of simple blocked chords,
however, did not change significantly during this time period. A cursory
examination of the manuals and the music for guitar from these periods (1750-
1800 along with the preceding and proceeding periods) reveals consistent use of
blocked chords in a variety of types of guitar music. They were not used often
when accompanying another instrument or voice, as arpeggios became the
preferred texture in such situations, but they continued to be used elsewhere.
Gatayes is the only author to mention blocked chords, and uses thadquméto

denote that all of the notes of the chord are to be played at once.

DU PINCE FLAQUE.
Le pineé plaqué n'est autre chose que plusieurs notes Tune sur I'autre,et qu'il

faut pincer & la fois.

EXEMPLE.
Motif Moderato. Avec trois doigts.Pouce, Index, Medium.
en accords plaqués ZFe BB S I B PP F PP e p et =)
et varids. #:ir‘r“ m F e WT riiiﬁ i 134

It is not surprising that players continued to strum chords, although it is

strange that rasgueado practices deteriorated so significantly aftedtiwé0ld

134 Gatayes, 12.
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seem that players would have employed a thorough mixture of the techniques and
textures available to them, but instead, the fashionable practices of arpeggiated
chords quickly made rasgueados out-of-date, and players mostly chosento str
chords in simple blocked styles. Such preferences may have been affected by
influences from other instruments such as the harp (which mostly arpeggiated

chords and did not use rasgueado-like techniques), or national tastes.

Double Stops®

While double stops are not ornaments, one should observe how strong
their presence became in the guitar literature of the nineteenth c&Sinag.they
were not used extensively prior to 1750, and not discussed in any of the manuals
of 1750-1800, it is valuable to note the extent to which they existed in the 1750-
1800 time period.

Corrette does not mention double stops, and the only appearance of such

thirds in his manual are two measures of a piece found in his manual.
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135 Although the term 'double stop' was developedlbyass of bowed string instruments, it will
be used in this study because it reflects the jomof playing two notes at once, typically thirds
on adjacent strings, better than other labels.

1% Corrette, 29.
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There are no double stops in Bailleux's manual, and Merchi utilizes some in his
Traité des Agrémens de la MusicaredLe Guide des Ecoliers de Guitarieut

does not explain them. The excerpt below contains a few examples of double
stops, including sixths and tenths, from Merchraité des Agrémens de la

Musique
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138
Some double stops can be found in Baillon's manual, with no description of them.

The example below is from an air for guitar and violin, which contains thirds and

sixths.

138 Merchi, Traité des Agrémens de la Musig36.
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In Lemoine's 1790 work he uses some thirds in his example foataece or

vibrato, but no place else.

Finally, Doisy uses thirds frequently in several of his examples, and thpesam

140

below is from a song for guitar and voice.

139 Baillon, 60.
1401 emoine [1790], 9.
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Guitarists became more comfortable using thirds in extended passages

141

after 1800, and Doisy's use of them reflects this new trend. Although it isiiffic

for modern players to imagine how players of the eighteenth and nineteenth
centuries ‘felt’, in a tactile sense, when they switched from the thigstf
double-course stringing to thicker single bourdons, it is reasonable to surmise that
the textures of the new strings were favorable for playing succebsig, even

at faster tempos. This change in stringing, therefore, may have contributed a

1“1 Doisy, 57.
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much to the development of this practice as much as any other influence, musical

or tactile.
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ALTERED NOTES/RHYTHMS

Trills

Short and long trills were used during the eighteenth century, along with
mordents and other smaller ornaments, and their use and description among the
writers of the manuals varied considerably. Some writers discussedntsondth
opposing descriptions, and other writers used the same terms with differing
realizations. Attempting to detect generalized classificationsgltinis time
period can be tricky, but it is possible to recognize similarities and isbtélalsic
principles for the ways in which trills were constructed and performed. F@r thes
reasons, the conclusion at the end of this section will be particularly important, as
much of the material contained in the following paragraphs can seem confusing.

The generic term used by these writers to denote an extended trill (more
than three or four notes) cadenceAlthough long trills were most often applied
at cadences, one must not confuse the French eealehcemeaning an extended
trill, with the English 'cadence,’ which refers to a completed musical phrase
typically resolving to a stable harmony. The easiest way to delineatedret
these two terms is to note the italics used for the Fremdbnceand the non-
italics used for the English ‘cadence.’' The teaslencewill be used extensively
in this section as it is a compact and accurate way to refer to such trills, &nd wa

used consistently by the authors.
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Corrette
Corrette's information regarding the trill and the mordent is brief, and is
similar to that found in the writings of his contemporaries. He uses the terms
cadenceandtremblémentor trills, and states that they are notated with a lower-
case 't' or a '+'. He is mostly concerned with left-hand fingeringagtels
nothing else about trills, other than they begin on the upper-neighbor tone, and are
rarely used on the lower fourth and fifth courses.

AN E r ﬂr#_zif@.
; : h— = ! P

Mle. apucede .

His mordent, omartellementis straightforward—a three-note figure,
consisting of a note followed by its lower-neighbor tone, then returning to the
original pitch. He explains that the mordent was marked with a 'V' or '+"in old
guitar books, but that it is no longer marked, and "good taste and usage...must
determine when it is suitable to make iPr¢sentement on ne le marque plus
c'est le bon godit, et 'usage qui doit determiner quand il convient de la fai?e...

Uau"‘ _""B c
J

E-Eﬂﬁ?::‘-f . 144

He points out that the mordent sounds "very nice on long notes, such as whole

and half notes, and on quarter notes in slow movements fajt.tres bien sur

des notes longues comme Ronde, Blanches et noires dans les mouvements

142 Corrette, 13.
143 pid., 14.
144 bid.
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lents]**®

Corrette goes further to instruct readers to make mordents using half-
steps when on the tonic pitch. He finally tells us that thartellements used on
wind and string instruments and produces the same effect pintié®n clavecin
and organ." [.il fait leffet du Martellement des Instruments avent et a cordes et
du Pincé que I'on fait sur la Clavecin, et sur I'Ordi{&
Bailleux

Bailleux describes only two trills, treadenceand themartellementalso

referred to by Bailleux agincé. He gives a short example oEadenceand

explains that it begins on the upper-neighbor tone, with the first note falling on

the beat.
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In his example with staff notation, it appears that each F is plucked by the right
hand, then slurred to each subsequent E, and repeated. This is not the case, and is
merely a particular way of notating slurs. Not only would such an execution be

too awkward, but Bailleux's description explains thatcéencds performed by
"pulling the same string many times with speed, using only one of the fingers of

the left hand..."l[a Cadence se fait en tirant plusieurs fois avec vitesse la méme

145 Corrette, 14.
148 | bid.
147 Bailleux, 9.
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corde, d'un des doigts de la main gauch@® Since he instructs the reader to pull
the string "many times with speed," the emphasis is on the pulling, which would
most likely imply that the string was plucked only once. Furthermore, his
instruction to use "only one of the fingers of the left hand" implies that the left-
hand finger was solely responsible for taglence'sxecution. It would also
reason that if Bailleux intended each two-note grouping to be plucked, he would
have mentioned this, since such a technique would have been unusual enough to
mention, and very different from the instructions of his contemporaries. Like
other authors, Bailleux notates lkesdencewith a '+' sign. The terroadencas
typically used by Bailleux's contemporaries to denote an extendewnidh can
be found at any place, including cadences.

Themartellementor pincé is a short mordent consisting of three notes,
with the first note falling on the beat. There is no slur marking in Bailleux's

example, but again, this is the result of an imprecise author or printer.

D Martellemend ou 1 rees,
Pour /:- ZJJ‘e::‘fc‘ryr/.rrﬂaf ) f(}!/‘f fw'mw‘ :.rm’-.uw(::. /{;(.'.- {a corde

] c
il le (é{z_q/ de i mawn. gauche b. en suide bver., of pencer o,

r/\" b werin r.r{r‘;:,r{ﬂ.p.u o
dee o e de monent b4,
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ﬁi 149
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Bailleux states that to execute tinartellemenbne plucks the string only once

with the right hand, meaning there should be a slur marking covering all three of

148 Bailleux, 9.
149 |bid.
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the notes in his exampld?¢ur le Martellement il faut pincér une seule fois la
corde de la main droite]**° Bailleux does not mention or display any symbols or
signs to denote thmartellement
Merchi
Like Bailleux, Merchi discusses two types of trills, thartellementaind
thecadencewhich Merchi also terms a trill (and he uses this term in his
writings). Unlike Bailleux, however, Merchitaartellements not a mordent, but

the opposite. It is a three-note trill with an upper-neighbor tone, plucked on the

beat.
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Merchi also uses a '+' sign to denoterhartellementMerchi's example, which
includesbatterieswith martellemerd, further proves that not every note in a
batteriecould be staccato, détachey as discussed earlier. Theartellements

present in theseatteriesare obviously not staccato, but slurred, meaning that

10 gailleux, 9.
151 Merchi, Traité des Agrémens de la Musigd8.
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Merchi'sbatteriesmay have contained a mixture of staccato (or non-legato) and
legato notes.

Merchi explains that theill , or cadenceis made up of a "collection of
martellementsor of chitesandtirades played quickly and alternatively..l'¢
Trill est une suite de Martellements ou de Chdtes et de Tirades rapides et

152 Unlike Bailleux (and Baillon—which will be discussed next), all

alternatives..]
of the trills in Merchi's examples start on the printed note, then alterrthtévi
upper-neighbor tone, finishing on the original pitch.
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All of the above examples consist of seven notes, but this is only for
demonstration, as Merchi explains that trills are a "collectiomiatellemert,
chdtes andtirades implying that variety and personal discretion are always
factors in the trill's construction. Merchi offers good advice when he insthects
player to keep the left-hand finger responsible for executing the trill peiquebar

to the fretboard as it hammers and pulls the stridsgrvez de laisser tomber le

152 Merchi, Traité des Agrémens de la Musigd8
*%pid., 19.
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doigt perpendiculairement sur la touche a chaque chdte et de tirer la corde vers
la paume de la main a chaque Tirad&'

He also comments that the trill may be compared tcdldence jettéer
thecadence subit§Remarquez aussi que le Trill peut etre compare a la cadence
jettée ou subitg*>> Merchi does not explain these terms, but Lemoine provides a
clear example of theadence subitevhich will be discussed later.

In the following two examples, Merchi presentartellemerd and trills
preceded byirades In such cases, he instructs the reader to pluck only the first
note of thetirade with the right hand, and to continue into the trill without

plucking any other notes.

154 Merchi, Traité des Agrémens de la Musigd8.
155 pid.
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Merchi mentions that these situations occur when the tempo is not to&fdst. [
Martellement ou le Trill sont précédés d'une Tirade non rapide on ne pince plus
le premier fa, mais le premiere Sol de cette TifddeThis section is

straightforward and easy to understand, but one should note the third measure, in
which the ~~ 'sign is used to denotmartellementlt looks very similar to

Merchi's vibrato symbolasas ' which he calls then filéor flaté, but this
martellemensymbol is much shorter than that used forflé. It occurs in some

of the pieces found in Merchilgaité des Agrémens de la MusicuedLe Guide

des Ecoliers de Guitarresuch as the excerpt below for two guitars (note the last

three systems, in the higher voiced guitar part). Many modern players would

1% Merchi, Traité des Agrémens de la Musigas.
157 bid.
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likely observe the «~ ) sign and mistake it to indicate vibrato. But since Mgerchi
vibrato sign for thdlaté (a ) is significantly different from thisartellement

sign (-~ ), one must understand that a short trill is to be applied on these notes.
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As in the previous situation in which Merchi refers to the trill's similarity
to thecadence jettéand thecadence subitéeMerchi mentions here that the
martellementan be compared to tlkadence feinter thecadence briséeand the
trill can be compared to tikadence appuyés thecadence préparég¢Alors le
Martellement peut etre compare a la cadence feinte ou brisée et le Trill a la
cadence appuyée ou prepailé®.With no explanations for theadence feinter
thecadence briséave can assume they are very short cadences, or trills. The
termfeintetranslates simply as 'false’ or 'fake," implying a fal#enceor a
cadencdhat is not performed fully and completely. The témiséetranslates as
'broken,' which would imply the same type of cadence—one that is 'broken' and
not played to completion. Doisy’s manual contains an example catlence
feinte(which is a shorter version of tkadencebut not as short as Merchi’s
martellementand will be discussed later. As for ttedence appuyénd the
cadence préparéave must rely on Lemoine’s demonstration of tadence
préparée which will be discussed later, and assume thatdlkence appuyéegas
performed much the same way.

Baillon

Although Baillon's examples of slurs contain elements of trills and

mordents, the only place in which he discusses a trill directly is the following

short example of a cadence.

159 Merchi, Traité des Agrémens de la Musigas.
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In this example Baillon shows a '+' sign above an F#, which is typical of other
writer's examples. The small G# placed slightly to the left of the Fesept

only for this example, to let the reader know which note will be alternated with
the F#. In the complete pieces of music that appear at the end of Bailkonlalm

a note such as this G# never appears—only the main note and its '+' symbol are
given. Below is an example of thtadencesymbol appearing in a piece for guitar
and violin. One should note that the symbol is placed over notes that would
require far shorter trills than the one given in the example above—revealing that
although Baillon gives only one sample of a trill, it is not the only way it can be

performed.

161

Like Bailleux, but unlike Merchi, Baillon'sadencebegins on the upper-neighbor

tone, and not the main note. This example is longer than any cddleace

180 Baillon, 9.
161 pid., 63.
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examples found in the manuals of Bailleux and Merchi, so modern players should
realize the flexibility allowed in constructing trills, especialtycandences.

While Baillon never discusses the symbol found in the following example,
he does employ it in one of the airs found toward the end of his manual. The

symbol in question is the one found in the second measure, in the part for voice.

F:l:h
i

i da
L

162

Although this symbol is used only in the vocal part, and not in the guitar part, it
would be useful to briefly examine it in case it is encountered by guitarists
elsewhere. Since many of the authors examined in this study notated various
elements of music differently, it is very possible that Baillon, or someoeg els

could have used this particular notation in guitar music at some point.

182 Baillon, 17.
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Merchi uses this symbol (yet does not discuss it) in an example of the
martellementso it is clear what it is, with some confusion as to how it should be

used. With Merchi's example as a guide, we can discern that the following

measure

163 Baillon, 17.
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could be executed:

T R

—

And we can assume the following example

B i
:f‘.:}:ﬁm

1
1

il

could be performed:

Eerrers

The slur markings can be placed over the notes a number of different ways, and
even the rhythms could be altered to fit the tastes of the performer. But in
consideration of Merchi's expression of these figures, the above examples make
sufficient realizations of the original excerpts.

Confusion arises, however, when one remembers that Merchi's
martellementwhich is being employed here, is a short trill, while Bailleux's
martellemenis a mordent, and Baillon never mentionartellementsior shows
any mordent-like figures in his examples. The modern player should therefore
respect Merchi's examples and begin with them, but ultimately understand that
due to the variety of information found in the manuals of this time period, utilize
flexibility when constructing these ornaments, and try both options, relying on

one's musical tastes and understandings.
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Lemoine

Lemoine's section otadencedor his 1790 manual is brief, but it provides
valuable information regarding typesa#dencesand explains the terms
mentioned, but not defined, by Merchi. Lemoine provides examples of five types
of cadences: theadence ordinairecadence subiteadence préparéeadence
double en montanpand thecadence double en descenddhshould be recalled
that Merchi mentioned that tliadencgettéewas the same as thadence subite
providing another term for thisadenceand that theadence appuyéegas the
same as theadence préparé&ince Merchi does not provide explanations for the
termscadence jettéer cadence appuyéeor do anyone of the other manual
authors, we may deduce that they are similar to their previously mentioned

relatives. Below are the fiveadencepresented by Lemoine.

EXEMPLE DES CADENCES.
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Cadence preparee. Cadence double ¢n mortant,  * Cadence double en descendant. 164

The first of Lemoine’s examples is tbadence ordinairgor simply, the
‘ordinary trill." It is marked with a '+' sign, and alternates two notes, thiegE

and its upper neighbor F, beginning on the beat and starting with the upper note,

164 _emoine [1790], 9.
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the F, and ending on the E. The dots found above the first two E’s in this example
are fingering marks denoting that the notes are played by striking th&tting

‘open,' without fretting it, and are not staccato markings. The rhythrheor t
cadence ordinairdegins with two beats of eighth notes followed by one-and-a-
half beats of thirty-second notes. Since the trill on the above staff is notatea wit
whole note, the realization of this cadence does not equal the rhythm of its
example; therefore, the four beats of the top staff do not equal the three dind a ha
beats of the bottom staff.

This question then arises: is this simply a mistake made by Lemoine, or
does it reveal that Lemoine, and perhaps other of his contemporaries (but not
necessarily all of them), allowed for flexibility and inprecision withitrill? As
unlikely as this latter suggestion may appear, we must note that in adaolitien t
inaccuracies found in theadence ordinairsample, the examples for tbadence
subite thecadence double en montaahd thecadence double en descendare
imprecisely constructed regarding their rhythms. The only example outfivieall
that contains correct rhythms is ttedence préparédt would be comforting to
believe that these inaccuracies were mistakes undiscovered by the author and
printer, but these notational violations make such an assumption difficult to
accept. The rest of Lemoine’s manual appears to be notated accurateiyhand w
careful precision, save for an occasional mistake, such as the example below

which is missing the dot needed for the half note at the end of the third measure.
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It could be that the inaccuracies found in thdenceexamples are suggestive of
Lemoine’s way of thinking about extended trills. It may be that Lemoine (and
perhaps others) constructed ornaments with such flexibility and freedom that it
would not have occurred to him to notate each one with the rhythmic precision
that we expect and require today.

This notion is extreme, and when one examines the other manuals, such
rhythmic imprecision does not exist. There are examples, however, of forcing
notes into beats that do not fit, simply to complete an example built on a particular
fingering. On page 63 of Doisy’s method, there is a scale that travelshfeom t

lowest A on the guitar up to the high A on the first string, fifth fret.

The third scale covers fifteen tones, written as sixty-fourth notesreyét ato

the space of a single quarter-note beat. Doisy clearly did not take cdjesiohés
rhythms to accommodate the odd number of notes, and instead crammed them
into a space that worked for his example. Although each measure in the first line

has its own time signature, except the third measure, this can not serve as an

185 emoine [1790], 9.
1% Doisy, 63.
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explanation for the rhythmic inaccuracy of the third measure, because only the
first measure of the second line possesses a time signature, yet timngma
measures are rhythmically perfect. So the imperfection of the thirdunedasdue

to either Doisy making a mistake, or simply not worrying if a particulaepatt

does not fit the available rhythmic space. Such a question may not be easily
answered, but modern players must at least consider the possibility that not all of
the embellishments used during this time period were constructed with perfectly
placed rhythms, and that in certain situations, specifically those that involved
fingerings that were convenient to the moment, the player was allowed ttsexer
flexibility and fill the space as he/she desired.

Returning to Lemoine's examplesaafdencesit is unfortunate that he
provides no explanation of how to construct these trills, and the only text
regarding hisadencess a note instructing teachers and students tcagences
to fill large, empty spaces such as the ones shown in his exaniégué les
cadences dans les exemples soient marquées, pour la plupart a vides, j'engage
beaucoup Mesieurs les Maitres et leurs Eleves a ne les jamais faire, et a monter
plutdt que de les faire & vid&’ Such a direction is certainly no evidence that
Lemoine did not space the notesatience®venly over every beat when
performing, but using the wordde twice, which means 'void' or 'empty,' may
suggest that Lemoine thought of these spaces as being 'blank’ or 'enepling ne
to be filled with notes of some type. Yet to imply such careless 'fillingfi

empty space belies how organized Lemoine was in providing five examples of

157 _Lemoine [1790], 9.
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cadences, which is the most extensive of all his contemporaries. Perhapad.emoi

recognized the different types cddencesand used them often, but simply did

not worry whether each note fit each beat with rhythmic perfection.
Nevertheless, the remaining four examples of cadences provided by

Lemoine contain not only the original pitch to which the trill is being applied, but

also the resolving pitch. This is shown in the example focdldence subite

(which Merchi states is the same asthdencgettéd, and appears to be much

the same as theadence ordinairgbut a bit shorter and without the slower, lead-

in eighth notes.

Cadence subite. . 168

The next example, tteadence préparéés much like theadence
ordinaire but preceeded by two-note slurs, repeated with growing intensity, until

the trill commences fully.

Cadencae v ru'p:,-. r|_~1- =
Although Lemoine’s cadences begin on the upper-neighbor tone, this slow

preparatory trill begins on the notated pitch and alternates with its lower neighbor.

18| emoine [1790], 9.
169 | pid.
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This produces confusion as one realizes thatalkdence préparéis exactly the

same as Lemoine’s example of tte@lence ordinaireBut because of the way the

cadence préparéis applied to the notes F, E, and D in the staff above, it provides

a precise way of ornamenting such pitches when encountered in a score.
Thecadence double en montastsimply a cadence with a slower

sixteenth-note beginning, starting again on the upper neighbor, followed by thirty-

second notes, and ending with a dip down to the lower neighbor that passes

through the original note, F, and resolves upward to the notated G.
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Codence dautle én montant. ¥ Cadence double e descendint. 170
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Its opposite is theadence double en descendanmtich resolves
downward to the notated note E. The fingering provided in all of these examples
are straightforward and typical, with the exception ofdhgence double en
descendantin this example, Lemoine advises using the third (ring) finger of the
left hand for the G#, and the second (middle) finger of the left hand for the F#. As
these notes are two frets apart, it would be easier to use the first (indexpfinge
the left hand for the F#, rather than the second. It seems unlikely that Lemoine
made a mistake and did not realize the key had changed from the previous
example, raising the G up one fret to G#, because if that were the case, he most

likely would have employed the same fingering as the previous example. So if he

179 emoine [1790], 9.
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mistakenly thought he was providing a fingering for the notes G and F#, then he
would have used the second and first fingers, respectively, rather than the third
and second fingers as shown in his example. This fingering, which utilizes the
third and second fingers of the left hand to perform this trill a whole tone apatrt, is
very awkward, even when played on the smaller fretboards of the eighteenth
century. It therefore remains a mystery why Lemoine chose thigifuiggend it

does not appear that any of his contemporaries used such strange left-hand
fingerings.

With no explanation or description for lnadencesLemoine nevertheless
provides substantial information regarding trills and reveals that playees we
allowed a variety of ways to fill large spaces. He shows us that plagees
afforded the freedom and flexibility to utilize different rhythmic spesuts
intensities to connect one pitch to another, and that players of this time were
highly aware of the importance of embellishing notes of large rhythriueva

In his 1800 manual, Lemoine makes a distinction between the symbols '+'
and 'tr." He explains that the '+' sign is a "different type" of trill, tviscextended
and longer than normal trills that would be labeled with the 'tr' siga.¢adence
qui se marque ainsi ('+') n'est autre chose que le Tril dont le battement d'une note
a l'autre se répette plusieurs fdis® This contradicts the notation provided for
Lemoine's example of theadence subittbund in his earlier manual. Lemoine's
cadence subites an extended trill that is notated with both the 'tr' and '+' signs.

Players must therefore use their own judgement when interpreting theseisigns, a

1 Lemoine [c.1800], 17.
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remember that Lemoine's first manual was printed by Imbault, whilebond
manual was printed at his own publishing company.
Doisy

Doisy gives three examples @ddencesthecadence parfaitethecadence
jettée and thecadence feinteAccording to Doisy, theadencavas used rarely,
due to its difficulty of execution. He advises the player that it is stiltrwor
studying, however, because “if one only played what was easy, there would be no
virtuosos. So the perseverance of its study outweighs the difficultigs.” [
CADENCE est trés difficile a faire sur la Guitare. C’est pourquoi on I'emploie
rarement. Ce n’est cependant pas une raison pour I'abandonner. Car, si, sur tous
les instrumens, on n’exécutoit que ce qui est facile, nous n’'aurious pas
aujourd’hui autant de Virtuoses. La persévérance a I'étude fait donc vaincre les
difficultés]*’? Doisy thinks ofcadencess being a "meeting” or conjoining of two
ornaments, theon-portéand thech(te He also explains that they are “composed
of two notes separated by one scale degree, therefore a semi-tone but no more
than a whole tone.'Teux agrémens réunis, le Son-porté, et la Chate, éxecutés
vivement, forment la Cadence, qui n’est jamais composée que de deux notes par
dégrez-conjoints, et n’a parconséquent qu’un Demi-ton, ou un ton gdplus

Doisy’s cadence parfaiteavhich translates as 'perfect cadence,' could be
compared to Lemoine'sadence ordinairgsince they both demonstrate a
straightforward trill that alternates between two notes, beginnindystben

speeding up before being released to the following notated note.

2 Doisy, 62.
173 bid.

118



Cadionee-parfaite. .

The main difference between the two authors is that Dotsydlencebegins and
ends on the printed note that containsdh@encesign (which is the same as in
Merchi’'s examples), whereas Lemoine’s and Bailleux’s begin on the upper-
neighbor tone and end on the printed note.

Y : o
Doisy uses the' "/  sign to denote ttaglence parfaiteHe uses this sign
because it "describes," according to Doisy, the way in which the fpdrfermed.

Doisy terms the '~' sign arait-trembl&" which he uses for a simple trill. The

wordstrait-tremblétranslate as 'shaking line," so it is easy to understand why

Doisy uses it to describe his trills. T " / sign, as he explains, is used because
it is a shaking line that "returns to one of its extremities...in the manner ithat it

terminated.” [a Cadence-parfaitee se marque par un Trait-tremblé, retourné a

A

une des extrémité:© "/ ce qui indique, en quelque facon, la maniére de la
terminer]*” It is interesting that Doisy uses a line that is shaped graphically in a
way that reflects how he views the ornament, and it reflects a prasédeoy

other period composers and writers.

74 Doisy, 62.
75 |pid.
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Doisy demonstrates more virtuosity in his examples than his counterparts,
although this may not mean that the trills of Doisy’s time were more complex
than those of the earlier writers; the earlier authors may have madexéiples
simpler so the reader could more easily understand them, while players of their
time may have played far more elaborate examples of trills than found in the
manuals. But when paired with Doisy’s comments of lbadencesvere rarely
found because of their difficulty, along with his reference to their exaste
contributing to the development of virtuosos, his more complex examples make a
good suggestion thaadence$rad become more elaborate by the turn of the
eighteenth century, although used less often than earlier in the century.

Thecadence jettéeas shown in Doisy’s manual (notated here with a '+'
sign), is not only more elaborate than the one found in Lemoine’s works, but its

extended length creates confusion regarding its name.

Merchi stated that the trill may be compared todhdencgettéeor thecadence
subite implying that the two were much the same. The infinii@ter means 'to
throw," and the terraubitemeans 'sudden’ or 'snap.' In Lemoine’s example, the
termsubitemakes sense because the trill in his example begins on the upper

neighbor with no preparation, and creates a 'sudden’ or 'snapping’ effect. The

178 Doisy, 62-63.
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connection of theadence subiteo thecadencgettée therefore, seems logical
since thecadence subites suddenly ‘thrown' into the melodic line. But in Doisy’s
cadencgettéethere is no suddeness, and the notes begin with rather long
rhythmic values, beginning with eighth notes and moving to sixteenth, then thirty-
second, then finally sixty-fourth notes. Doisgadencgettéediffers from his
cadence parfaitén that it begins on the upper-neighbor tone rather than the
printed note, but otherwise it does not appear to be much different. The key to
understanding this ornament lies in Doisy’s description of it as being a “wind
without preparation.” [.ce qui vent dire sans preparatidt’ While it may grow
in rhythmic intensity, and not snap into action as in Lemoine’s example, Doisy
makes it clear that this trill should be fast, intense, and appear suddenly with no
preparation.

Thecadence feintes a much shorter trill, which explains why Merchi
stated that thenartellemen{which in his manual was a very short three-note trill)

can be compared to tlsadence feinter thecadencebrisée

Cadeler Fertie NH_
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It begins on the upper-neighbor tone, alternates briefly with the printed note, then

dips one scale degree below the printed note before resolving there. Doisy also

" Doisy, 62.
178 |bid., 63.
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includes an appoggiatura G that precedes the ultimate note in the ornament. He
states that it is marked with the same symbol asdtence parfaiteyet in his
example he uses the '~' sign. This is the shortest of Doisy’'sdduieacesand

also the most complex. Doisy does not explain how it is constructed, or which
parts are essential when it is constructed. We can only assume this to be an
example of how aadence feintenay look, while other variations would certainly
have existed. The player should therefore feel free to include the lower neighbor

tone and/or the upper-neighbor appoggiatura, or exclude them if desired.

Summary

According to Doisy, extended trills, oadenceswere used less as the
nineteenth century approached, but as seen in the manuals, they remained a
substantial part of guitar performance practice throughout the eighteatihyce
Because of the variety of terminology and descriptiocaoiencedy eighteenth-
century authors, it is not easy to classify trill types, but certain princypléir
performance practice are recognizable. As a result of exantimengighteenth-
century guitar manuals, there appear to be four general types of extersted tril
the 'ordinarytadencethe ‘preparedadencethecadence jettéeand thecadence
brisée

Cadence ordinaireandcadence parfaitare terms used to describe a
straightforward trill that could begin on the upper or lower note, and would
typically last a few beats, with no standard length. They are moatgghith
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little or no preparation, but as in the case of Lemoine's example, simple
preparation of plucked notes could precede the trill.

Although Lemoine's example ofcadence ordinaireontains prepatory
notes that are not part of the trill, these notes are plucked and not slurred. If such
notes are slurred, then the trill can be considered a 'prepadsgice The terms
used for this trill areadence preparéandcadence appuyé¢and the rhythms for
the trill and preceding notes could be the same or different.

Thecadence jettéer cadence subiteontain an aspect of suddenness, or
quickening intensity. The tersubitetranslates as 'sudden,’ which describes this
cadence that is played without preparation. The jetdn, which means 'to
throw," is more effective when there is some rhythmic variation withirritheas
in Doisy's example. The quickening of the rhythms incaidence jettémay
diminish the aspects of suddenness for the trill, but if the player performs it by
adding intensity and energy as the notes unfold, as if 'throwing' them towards the
note of resolution, then the effect achieved will be much the same as in examples
found for thecadence subitelhe two terms can appear to refer to very different
trills, but if the player understands that seeldenceslways have a tight and
intense delivery, then it becomes easy to consider them as the same tyje of tril
with only slightly varying characteristics.

Shortercadencesthat are still longer than basic three or four-note trifls,

are termeaadence feinter cadencedrisée The ternfeint means 'fake, and

191t is difficult to determine how long (i.e. beatsnotes) trills ang¢adenceshould last. Merchi
uses the terms interchangeably, and Corrette duanake a distinction either. Although by the
last quarter of the century the tecadenceappears to have been established to mean an egtend
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briséemeans 'broken.' These trills could have been compared to the shorter types
of trills used in the Baroquatyle bris¢ and they could contain additional

elements, such as a move to notes other than the original two notes of the trill.
Lemoine'scadence double en montartdcadence double en descendarg

examples of such trills.

Since these terms were used often, and by almost all of the manual writers,
they must be considered important aspects of guitar performance pradiice dur
the eighteenth century. Modern players of music from this time period, and
somewhat after, should become familiar with these four types of trills and use
them with variety and frequency, being certain to not overuse them.

The most common notation used for theadencesand for generic short
trills, is the '+' sign. Other notations used are the letterthirfifst two letters of

the word 'trill'), or simply the letter 't,’ a capital letter 'V,gaiggly '~' that is

K

typically shorter than the longer ones used for vibratos, and finallj-w.}l sign,
used by Doisy. Such interchangeability of signs, and with little ability to know
which trill should be employed in which situation, reminds us further how crucial
it was during this time period for the player to use his/her own taste and
judgement when applying ornaments.

Scores from this time period did not usually call for particular types of
trills, nor did they spell them out note-for-note. Players were expected to be

familiar with them and to use them when appropriate, and modern players should

trill, one must remain aware that the terms weliteahways clearly seperate in their definition and
use.
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be able to do the same. Players should also experiment with starting trills on the
main note or the auxiliary, as the preferences of the manual writerd irathes
regard. Inventing and applying trills (especially lengthy and varied ¢o@sjisic

is an exciting aspect of performing period pieces, so players should invest the
effort required to develop the skills discussed in this section, and enjoy using

them to their greatest effect.
Point d’'orgue

Thepoint d'orgueis not an ornament, but simply a fermata, placed over
notes which are intended to be held somewhat longer than their notation indicates.
Bailleux shows one in his graph on page four of his manual, but does not discuss

it.

e, Lot (.”’ r:‘l."{;"({ &
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Doisy has a short section devoted to it, and reveals that one may "pass

through all possible modulations, as long as one returns to the original Qwte." |
y peut, a volonté, passer par toutes les modulations possibles, pourvu que I'on
revienne au Ton duquel on est sorti en le commentirie also explains that

the termpoint d'orgues equivalent to the Italian teroadenzawhich had

developed a freedom of improvisation even greater than that described by Doisy.

180 Bailleux, 4.
181 Doisy, 49.
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Only Bailleux and Doisy mention or use theint d'orgue or fermatas of any
kind; althoughcadencesthe term most used for extended trills, were employed
frequently during this time period. It is likely that ttedencestudied earlier

would have been applied to moments such apdire d’'orgue
Syncopation

Bailleux shows a good example ofiacope or syncopation, and explains
that it is a "prolonging of a sound that begins on a weak beat, over a strong beat."
[La Sincope est un prolongement sur le tems fort d'un son commence sur le tems

foible]*®?
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Doisy'ssyncopehowever, is simply a way of notating tied notes.

Ar-ticle Y .De la Syncope .

Le mot SYRCOPE vient du Gree, ot ugrifie RF.'[‘RM!CHEHEN.’E__Q_miqm-_ souvent elle =o mapque comme la
TIATBON i fuut, bien s¢ garderdeles confondre e LIAESON couvie, dery, trois, quatre noes, ot p!us..}mséi‘s a1
des Dégrer Aiteérens . Au licw gue 1o SYNCOPE wen couvre junais e dews, qui sont sur be méme ne"&'r\{.Fﬂ?.
ignific qus des deus robes quielle couvre,il pe fawt attequer que ia pTrmi\rr(-‘dm\t on E‘ui’l dyrer le Son gussi
fongtems quiil est néoeasuine pour "mplir la valewr do celle gui ne doit pas fire ablaguee . La SYNCOPE ne
swhmploie  pour 18 Guirare que sirr des notes dont by valeur est petite . Exempie N
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182 Bailleux, 4.
183 |pid.
184 Doisy, 51.
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His explanation addresses only the rhythmic aspect of connecting two notes of the
same pitch, with the first note being struck and the second note sustaining the
sound produced from the previous one. He does not mention anything about
strong or weak beats, although &yscopenould be the correct marking to use
for a true syncopation.

Bailleux and Doisy are the only writers to utilize the tesmgopeand
syncopeand their use of these terms is limited to tied notes, with no clear
evidence of lines placed in rhythmic opposition to others, creating a truly

syncopated effect.
Port-de-voix

The termport-de-voixwas used by Bailleux to describe a brief ornament

that appears to be an appoggiatura, but he does not describe it.

Lort-de-vonr .
e
G

The port-de-voix contains a grace note that may have borrowed time from the

o ]

185

half-note C, making it an appoggiatura. If it took its time from the previous note
(the B), however, then it would not be an appoggiatura, as there would be no

'leaning’ effect created on the resolving C. One should note that Bailleux uses

185 Bailleux, 4.
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small grace notes in some of his examples in which each note is played with equal

weight and rhythmic importance as the notes that appeared larger on the page.

Son-porté

Doisy is the only author to discuss #an-porté¢ and he called its

descending variantehdte

Theson-porté(the ascending variety of the two) and théte(the descending
one) are slurred figures, and it is not known if the ornamental notes should fall on
the beat, as appoggiaturas, or if they should be played before the beat, with the
main note occurring on the beat. Doiggfsite of course, is different from every
other writer'schlte They use the terwhltefor generic slurred notes, while
Doisy'schiteis the descending version of then-porté

When Doisy explains the manner of notatinggbe-porté he describes
the ornamental notes as having “no value,” implying that their rhythmic values
are absorbed by either the preceeding note or the following note. He states the
son-portéis "ordinarily indicated by one or more little notes without value,"
implying that it was typically written out, and that symbols were not normally

used to signify its presencé.d Son-porté est ordinairment indiqué par une ou

18 Doisy, 61.
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plusiers petites notes sans valeur, enveloppées d’une liaison avec la prémiére
note qui a une valedf®” All of the notes are slurred, with only the first note of
the group to be plucked by the right hand.

Doisy’s information regarding th&on-portéandch(teexists solely to
instruct the reader how to physically perform the slur, but it does not contain any
information regarding the ornament’s harmonic or melodic construction. The
simple nature of theon-portéand thech(tewould certainly not inhibit players
from adding them to pieces at their leisure, but Doisy does not discuss any such

practice.

Accentand La Plainte

Many writers referred to an ornament call@glainte and its meaning
appears to have changed during the eighteenth century. As mentioned earlier, i
the vibrato section, Corrette's use of the tptamte echoed that of earlier
authors—to denote a vibrato. Bailleux, Alberti, and Doisy, however, use the term
plainte for a two-not slur that resolves upward a half-tone. The examples given by
Alberti and Bailleux (Doisy's are so similar to Bailleux's they appebave been
borrowed from Bailleux's work) are consistent with each other, and there is no use
of the term by other guitar authors during the same years they warggwsuch
an extreme change in the meaning of this word, and with no confirmation from

other writers, makes the two uses of the waainte confusing. Players must

137 Doisy, 61.
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therefore be aware that the tephainte meant vibrato until the final quarter of the
eighteenth century, when it became a specific type of slur.

Bailleux’s description of thelainteis very brief, and mentions only its
execution and nothing of its construction. Ti&inte, as it appears in Bailleux
and Doisy’s manuals, is somewhat difficult to classify, in terms of beihgraan
articulation direction or a way of ornamenting chordal tones. Bailleux hises t
term to describe two notes, a half tone apart, providing three examples—each
employing the same rhythmic figure.

De la Plainte.
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The first example shows the half-tone lower neighbor resolving to the oct®ve (a
in this case), the second example resolves the lower neighbor to the fifthdan A f
this one), and the final example resolves to the third (a B). Bailleux does not
explain the meaning, purpose, or construction optamte, and only briefly
describes its execution. The teptaintetranslates as 'lament,’ or 'moan,’ so it
relates well to other authors' use of the term. Bailleux’s examples daplay

slurred figure with one note a half-tone below a chordal tone being plucked on an

off beat (in this case the sixteenth note of a dotted eighth/sixteenth note division

188 Bailleux, 9.
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of a quarter-note beat), and slurred upwards arriving at the chord tone on the
following strong beat. The slurring could be executed by either sliding the lef
hand finger upward, or hammering a left-hand finger onto the next note. Bailleux
uses the verboulérto describe the slur, which was used by his contemporaries
for most generic slurs. [[a Plainte se fait emoulant un doigt de la main gauche

sur la corde d'une touch & I'autra]*®®
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The examples provided by Bailleux are identical to Doisy’s 1801 work,

1]

{
.

1

H
]

suggesting that Doisy borrowed this section from Bailleux. The pitches, riythm
and articulations are the same. The only differences between the twoisys Do
statement that thglainte always consists of two notes a half-tone apart, along

with the direction that the first note be playmdorzandddying or smothered),
resulting in a graceful lessening of stress on the ultimate note, and lastly, his
comment that its execution is the same astimeportéwhich is hammered on,

and not glissandoed) 4 Plainte ne se fait qu'en montant, et n'est jamais

composée que de deux notes liées ensemble dont l'intervalle n'est que d'un Demi-
ton. La prémiére est accompagnée d'un Soufflet qui signifie Smorzendo, ou en

mourant. Le procédé est le méme que celui du Son}idrté

189 Bailleux, 9.
190 Alberti, 7.
¥ Doisy, 62.
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Doisy’s description of it always being a half tone below the ultimate note
in the figure is a description of how tpkinteis constructed, and along with his
explanation of how it should be rendered dynamically, these instructions indicate
that it was an embellishment that may have been added at the performer’s
discretion. Because of the fact that Bailleux and Doisy do not explain what a
plainteis, and only describe how it is executed, it appears that they considered the
plainteto be familiar enough to their readers that they would already know what it
was, and where and how it was used.

In Donington'sThe Interpretation of Early Musj¢he ternplainteis
compared to an ornament called the 'springer.’ In the section for the springe
Donington lists other terms used for this ornament. The French terms sstocia
with the springer are theccent theaspiration and theplainte The springer is a
simple upper or lower-neighbor tone added to a repeated note, or in some cases an

escape tone resolving to a lower pitch.

Donington lists the@ccentas an equivalent to the springer, and Bailleux provides

an example of one, but does not discuss it.

192F W. MarpurgPrincipes[1756], Tab IV, cited in Donington, 205.
193 Donington 205, citing John Playfordntroduction[1664].
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Since Donington also relates the terspirationsand 'sigh’ (for an
English counterpart), it reveals that vibratos and neighbor tones were not always
considered as differently as they are today. Words suabpastionand sigh
were mostly used for vibratos, and understandably so, as they literallyonean t
breath gently, most often with some sort of slight tremor or shake in theragr bei
expelled. These concepts of vibrato reflected the 'shaking' aspect of thewotnam
with many realizations moving away from a note, to another closely-reldtéq
then returning to achieve a 'vibrating' or ‘tremor-like' effectll@ai and Doisy
do not focus on the 'shaking' and/or ‘tremor' aspects gildirge, but the
similarities between it and the springer are recognizable.

Paul Sparks, on the other hand, focuses only on the glissando aspect of
Bailleux'splainte, comparing it to Merchi'glissade(a true glissando), and does
not consider other slurring options for its executitrDoisy clearly states,
however, that thplainte was performed in the same way asdbe-porté in
which the notes were slurred by hammering-on the fingers of the left hand, and

not by glissando.Le procédé est le méme que celui du Son-jttté

194 Bailleux, 4.

195 Sparks says of th@ainte "The plainte usually involved an ascending slide of a semit@me
interval that emphasized its plaintive, yearningldy).” (Tyler and Sparks, 268) Merchi called
this technique glissade and used it for intervals of up to a major thiderchi, Traité des
Agrémens de la Musigy 20-1).

% Doisy, 62.
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In the midst of this confusion is the literal definition of the t@tainte
meaning a 'sigh’ or 'lament.’ It is easy to understand why the dardyosivas
called aplainte, and why Bailleux and Doisy's ascending slurring of two notes a
half tone apart was also calleglainte They both resulted in a pleasant and
strong 'settling’ effect. Players must value the literal meaning efdh& and
understand thplainteas existing in two different ways: the earlier vibrato

plainte and the later ascending splainte
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SPECIAL EFFECTS

Harmonics

Alberti, Lemoine, and Doisy are the only writers to address harmonics,
and Doisy's discussion is the most thoroligtDoisy states that harmonics are
not used very often, so they are therefore not one of the more important elements
of learning to play the guitarJ¢ ne traiterai point amplement la Théorie des
Sons-Harmoniques. Cette partie, trés-éntendue d'ailleurs, est d'autant moins
nécessaire pour apprendre a jouer de la Guitare, qu'on emploie rarement cette
gualité de Sons. En disant quelque chose de ceux qui sont sensibles et
appréciables, et dont on se sert quelquefois, c'en sera assez pour en donner une
idée suffisantg*®® The primary reason that his section on harmonics is so lengthy,
over five pages, is due to his preference for how they should be notated. As he
explains, harmonics are normally written by placing a small circle aboate,
instructing the player to lightly touch the string at the fret that would ngrmal

sound that note, then pluck hard with a right-hand finger near the bridge—

7 The term 'natural harmonic' is not used by Ddisy,is the generic way of making harmonics
by lightly touching a string with the left hand (adly at a fret that easily produces harmonics,
such as the twelfth, seventh, or fifth), and plagkit with the right hand to producing a higher
note in the overtone series. The other type of baicencountered, but not discussed by Doisy, is
the 'artificial harmonic," which is made by fretfiany pitch, then lightly touching the same string
with a finger of the right hand (most often theerdinger or thumb) twelve frets higher, and
plucking the string with a different finger of thight hand (most often the ring or index finger)—
producing a tone one octave higher than the fretieth.
1% Doisy, 63-64.
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sounding the harmoni®’ His example of this employs the fifth fret of each

string, which produces a harmonic two octaves higher than the open string, or one

octave and a fifth higher than the fretted note.
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Doisy did not like this standard way of notating harmonics, however. He

=

preferred a method using tablature that is found only in his manual. The efforts he
undertook to explain his method of notating harmonics is the reason why this
section of his manual is so long. Since tablature was not used much by the turn of
the nineteenth century, Doisy takes the time to explain how it works before
demonstrating his use of it for harmonf€§His method of notating harmonics

used the French tablature system of letters for each fret on the neck. To play a
harmonic in Doisy's notation, one lightly touches the fret indicated by the

tablature with the left hand, then plucks the string with the right hand, twelve frets

higher.

199 Composers of the twentieth century onwards halliead a variety of ways to notate
harmonics. Some of them have used this methodalbog with Doisy, they continue to develop
their own preferred ways to notate harmonics—naamd artificial.

20 Dojsy, 64.

21 poisy confirms the understanding that tablature met used at this time by stating that "all of
the signs of music were found in what viasnerly called tablature."” Anciennement on appelloit
Tablature, la totalité des signes de la MusiduBoisy, 66.

136



0y

Air, en Song-harmoniques . ecrit par Tablature

|
i 5
£

I
L 1

T
|-
=

| N
P
it

Lo meme Air.aver o Musique et la Toblature

-

-+
rxE

M
-
gE]
T4
-—
s
—

--L
b
-l 4
- .W W
=
i
] ]
ep=t
bl
LR L
1 S
R o

i
prm

+ %

2t

4

2.

s

Menuet, pur Dossy, ow an trouve
notes par Tablyture

des Sons. harmoniques

i

o e

I

hlapehe

I
L
i

=

Lt

il
L
]
1

i
I}
=1

L
17
"

T

I

i .

=z

|

R
I
-0
I

i b1

o i
)
| B S

=+
v

-

les nates

&

4+

ﬁi‘

poser len doigts pour én extraive le

. o
engwait ou 1L fuut

f

sehl plavees o 1

Air de Chasse, dont

e

£

£

51 diae

L Tallature

Suns - harmenigques .

Iy

s
BB
s
Hl.bn R
.“.n .
| L 38
Hody a5
i L_.L
1 $HHH
[ YRR
L
=
al -
HH ERE.

202

n.C.

292 Dojsy, 68.

137



Doisy explains that this system requires less devotion to studying the ways
harmonics work, and it allows the player to execute every harmonic easily and t
perfection. On s'en servoit autrefois quand on ne pouvoit pas donner assez de
tems pour acquérir le grand usage des Positions. Et pourquoi ne I'emploieroiton
pas aujourd'hui, puisqu'elle peut adoucir I'étude ennuyeuse de ces espéces de
Sons? Il Suffira tout simplement de la conndjtféSince harmonics were used
more frequently after 1800 than before the turn of the nineteenth century, the
manuals of Alberti, Lemoine, and Doisy are important contributors to the early
discussion of this technique. Along with changes in string development, and
growing preferences for single strings over double-coursed stringang, t
employment of harmonics became more practical and effective, and eyentuall

became a standard part of guitar performance practice.

203 Doisy, 66.
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SUMMARY AND CONCLUSIONS

The guitar transitioned in the late eighteenth century from the five-coursed
Baroque guitar to the six-stringed classical guitar of the nineteentbrg. In
addition to the physical changes to the instrument such as stringing, performance
practice developments made during this time became essential elements of
nineteenth-century guitar music. Arpeggios became one of the dominant textures,
especially when accompanying the voice or other instruments, and techniques
such as tremolo and harmonics were established.

This study has focused on ornamentation to gain a manageable insight into
how guitarists of the time period approached their instruments and the music
available to them. Not only does ornamentation practice shed light on how players
applied articulations to the score and embellished it further, it also lets us know
more about how guitarists thought about music, harmonically and rhythmically.
This study contributes to the understanding that musicians of the eighteenth
century were expected to embellish notes using trills, appoggiaturas, anelty vari
of other techniqgues common in the Baroque era, as well as apply articulations
such as vibrato, glissando, and slurs. These expectations were echoed by non-
guitar writers of the time period, such as Johann Quantz and C.P.E. Bach, and
were typical practice in the earlier Baroque period.

The manuals studied here were printed in France, as those printed in other
countries did not discuss ornamentation. Although the manual writers studied here
used the five-coursed guitar, and not the new six-string guitar, their discussions of
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eighteenth-century guitar performance practice lend valuable insitig mind
of the European guitarist at the turn of the nineteenth century. Some of the most
salient items learned examining these manuals include ways of articlatiag
the variety of trills in use at the time, possible staccato scales agharg,
contemporary concepts regarding the appoggiatura, and special effects such as
tremolo and harmonics.

Slurs mostly consisted of ascenduigiteshammered' by the left hand,
and descendintyradesexecuted by plucking the string with left-hand fingers.
Notations varied for these slurs, and most often they were marked by some type
of curved line, called Baison. The most important exception to this is the use of
the (') sign for the first note in a slurred grouping. In this instance moder
players may not realize that this first note is part of the slurred group, and should
recognize that a note with the (') sign placed directly over it should be gjucke
and the following notes slurred. Staccato techniques were not clearly defined i
the manuals, although some of the detached scales, which often used the thumb
and index finger of the right hand, and Merchedgterie may have been examples
of staccato articulations.

Guitarists of the late eighteenth century used both short trills and extended
trills, the latter most commonly call@ddencesThere were essentially four types
of cadencesthe 'ordinarytadencethe 'prepared’adencethecadence jettéeand
thecadence briséelThe most important issue regarding these trills and how they
were named involves their preparatory material (if any), and the mannerahn whi
these notes were executed. The 'ordinaagtencenvas simply a straightforward
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trill, while the 'preparedtadencewvas the same but with some notes leading into
the trill. Thecadence jettéand its variants leave the impression of the notes
being 'thrown' with suddenness, while ta@lence briséwas executed by

keeping the notes of the trill short and brisk, to achieve a 'broken’ effect.
Cadence®ften moved to notes that were not part of the original trilled notes, and
examples of these include Lemoinegslence double en montaridcadence

double en descendarilany symbols were used to denote trills and cadences, so
players must be familiar enough with them to have a reasonable idea of what was
expected by the composer. Lemoine's examples are particularly helgiul wh
learning these symbols. Modern guitarists should also be aware tpairthe

d'orgue which looks the same as the modern fermata, was a common place to
applycadences

Since none of the manual authors discuss the execution of any explicitly
appoggiatura-type ornaments, it can be difficult to determine if any of those found
in the manuals qualify as true appoggiaturas. Baillqaotsde-voixand Doisy's
son-portéandchltemay have been appoggiaturas, if the ornamental notes were
played on the beat, and players should consider applying appoggiaturas and
similar-type ornaments when playing music of this period.

While many of the practices of the Baroque era still existed during the late
eighteenth century, there were a few new techniques that were developed duri
this time and continued to be used throughout the nineteenth century, and are still
in use today. Harmonics were discussed by several writers and they employed
different methods of notating them. The tremolo technique appears to have been
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born during this time, with some writers such as Doisy considering it a type of
arpeggio, and other writers using two-note varieties (for the top voice) agswvell
the now-established three-note figure. Fingerings were not provided by all
authors, but the ones who did include them used the thumb for the low voice and
the index and middle fingers for the top voice; or p-i-m-i. This fingering may or
may not have resulted in the sustained effect characteristic of the meaeototr

but it is clear that the figure was becoming common in guitar practice during the
late eighteenth century.

Not only had arpeggios become one of the dominant textures by the end of
the eighteenth century, Merchi implied they were the only texture considered
when accompanying. Some writers used interesting right-hand fingerings,
involving repeated fingers over several strings, and Merchi used these in his
batteries It was common for writers to instruct the reader to sustain bass notes
throughout arpeggios, with some using special notations such as clear note heads
(Doisy) andiaisons(Baillon) to warn the reader to not stop the ringing of the
chord's bass note. Doisy and Moretti constructed large charts of arpeggragatt
mentioning they were only a brief sampling of possible patterns, revealing tha
guitarists had developed an extensive repertory of arpeggio patterns bntbé t
the century. The nineteenth-century guitar relied heavily on arpeggiaia
trend is visible in the guitar manuals of 1750-1800.

The transition from the Baroque guitar to the nineteenth-century classica
guitar took place during the late eighteenth century, and elements of both blended
before giving way to the instrument that would thrive in the hands of guitarists
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such as Sor, Giuliani, Aguado, Paganini, Legnani, Coste, Mertz, Carcassi, Carulli
and others. Spain made significant physical changes to the guitar itself, Ital
contributed greatly considering its players and authors who worked throughout
Europe, and France did its part by publishing many works for the guitar that can
be studied today. By examining these works we have gained a better
understanding of the guitar as it transitioned into the nineteenth century, and are

more confident when performing music from this time period.
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