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I IT T ReD U C T I 0 IT 

The object of Part I is to try ~~d e s taQl ish the 

mainstream of t 'le develo:p:::lent of the guitar from the ear­
liest beginnings of st":!:'ing ir:stru!llents to the :present da~r . 

Sinc e little in7or~aticn ~ld evidence of e8xly instruments 

(i . e . , before 1500 _'1. . 1).) is available, it has been nece­

ssary- to forsulate theori es on how the3e developments may 

have taken pl ace . 
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CHAPTER I 

BEGIHITIi'fGS IN THE HE",,"/. EAST 

The most fundamental and primitive aspect of music 
is rhythm and the earliest musical instruments were those used 
for marking rhythm. These were followed by seed-gourd rattles, 
scrapes and the like. Ylhistles made from bones and later 
"trumpets" from hollow horns or shells were used. The s e trtun-
pets did not actually produce ·,the sound which came from the 
voice of the man in a way similar to the use of the modern 

megaphone . Later the "slit drum" could produce two notes of 
different pitch and there is evidence of a later flute which 
could produce even more tones. At about this stage came the 
beginning of the development of string instruments. 

The most ancient civilizations were t hose in Egypt, 
IEesopotamia, India and China . 
i. e., Egypt and 1;esopotamia for 

gui tar. The necessity to kill 
of the "hunting bow" by ancient 

We rrQst look to the Hear East, 
evidence of the origin of the 

for food led to the invention 
man. The earliest evidence 

of the use of the hlUlting bow comes from the Upper Palaeoli­
thic period 00 000 - 8 000 B.C.), for example, this "Hunting 
Scene" from Cueva Remigia in Spain . (1) 

back t o 
hunting 

A "Lion Hunt" stele from Uruk in Sumeria dating 

about 3 200 B.C . shows an alread) 
bow being draYI!l by an archer. (2 

highly developed 
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From this we can asSUll!.e that the hunting bo" was also in 

existence in the Hear East as far back as the Upper Palaeo­

lithic period.. 

One can imagine that it did not take long for the 

hunter to find out that by plucking the string of his bow he 

could produce a sound, a sound which no doubt pleased him. 

This seems to be the most likely explanation for the advent 

of the "musical bow", the moat ancient ancestor of all string 

ins trumen ts • 

The sound produced by the bow mus t have been very 

soft as at first t h ere was no resonating chamber to increase 

the volume . Ancient mfu~ probably f i rst used his mouth as a 

resonating chamber in the sane way as the Jew ' s Harp is play-

ed today . This theory is supported by a prehistoric paint-

ing found in a c ave at Axiege in France which depicts a hun­

ter chasing fu~ animal and holding a bow to his open mouth as 

if trying to cast a spell on the animal. (3) The next ob-

vious step was the addition of a resonator to the bow for 

which a tortoise shell or a gourd could be used . 

A classic Greek myth tells of Hermes making an instnunent 

ou-I; of a stick, tortoise shell and cow-gut for strings . 

:':uch more recently , about 300 B . O. till 400 .Ie.D. the Greeks 

j 
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referred to their lyra as cnelys which means tortoise 8.c"l.d the 

Rom~"l.s called a similar instrument tesi,udo which means ~~tle. 

As man's music system developed he be gan to use 

more and more tones of dif ferent pitch which resulted in an 

increase in the n1.1Bber of strings attached to the bow and the 

instrument now becomes lmown as a "Bow-shaped Harp". A 
Sumerian votive plaque from Khafaje dated the first half of 

the third millenill1ll shows a bow-shafed 
being played by a sta..."'lding figure. 4) 

harp with fine strings 

The strings may be attached to a small resonating chamber at 

the bottom of the bow: 

hfifl
f 

I ' . :I II 
{,-' , . I ' , , . I ' 

.,- i! J ~ 
~ ~, I ! 1 j I 

r I;' i : 

t1 i ii! 
I I Ii ! 
~~ 
~¥~-'-.::- -" 

but unfor1;nnately this is not quite clear from the plaque. 

Excavations in the Sumerian city of Ur resulted in 

the finding of a harp which dates back to the time of Queen 
Shub-ad, i.e., about- 2 500 B.C. (5) 
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This instrument, known '3.S "Queen Shuo- ad's Harp", is clearly 

a descendant of the bo, :- shaped harp found at Xhafaje. The 

number of strings used has increased to eleven and the s i ze 

of the soundbox has increased considerably. lono ther in ter-

esting point is that the ins trtunent consists of a se?arate 

neck and soundbox, doing away with the continuous curve of 

the older bow-shaped harps. The sO"lmdbox Vias ornamented 

wi th gold and other inlays and had a bull's he a d attached to 

the front. 

During the early second millenium Baby~on began to 

gain control over =,;esopota'1j a and the Great Babyl oni an Empire 

was founded by Ki ng Hammurabi in about 1 800 B . C. The re-

sul t was that most of the S"lunerian culture '/ias absorbed by 

Babylon . 

Small Babylonian figure-plaques de.ted about 1 800 

B.C . show instrtments similar to the Sumerian harp being used. 

The first one fOlmc1 at ESlmunna
l 

as 8...1'1 oval soundbo:c which is 

held vertically by the player . 6) 

The second one has a !ilore square soundbox which i s being held 

horizontal to the ground . 

Both these instrt11llents us e seven strings an d the size of the 

soundbox is even bigger the.'1 t :lat of "-:/ueen Shub- ad's Harp". 

There seems to have been a rr:o r e or less parallel 
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developme::lt of string instrull:ents in Egypt over this same 

period. But the development of harp type instruments into 

guitar type instru~ents is more evident in 3gypt than in Baby­

lon. This was due to the Egyptia.'l.s belief in life after 

death. They would bury the worldly beloniP-ngs of the de­
parted with them to enSclre pleasure in their fU 'Gu~e existence. 

Reliefs and wall paintings are also found on the inside of 

many tombs. 

.uIany of these 
show a l ar ge bOVi-shaped 

reliefs dating back to 
harp being played. (7) 

2 700 B. C • 

The great number of reliefs depicting this instrument indi­

cates its popularity at the time . The bow was 'Iuite thick 

and broadened at the base to form a small resonating chamber. 
r.:!ost reliefs show this instruIilent as having six or seven 

strings and being about one 2~ld a half meters long . 

This bO'll-shaped harp then ,proceded to develop i n 

two main directions. The one was to a more advanced type 

of harp of about the sam.e Size , and the other towards the 
shape of a guitar, i . e . , a smaller instruIilent with a neck 

horizontal to the resonating chamber . 

A bow- shaped harp from about 1 900 B.C. was found 

at El Assiri in Thebes . It is the same as its ancestor and 

uses six strings but is smaller. The soundbox at the base 
of the bow nas covered wi th a dru.mhead of r awhide . Other 

similar ins tr:u.Iilen ts use five strings, two of rrhich were 

double strings being the first ever evidence of the use of 

double stringing. 



7 

It seeDS that in about 1 600 B.C. it was first 

realized that t he pitch of a note could be ch&~ged by stop­

ping the string against the neck and t hat the lower the neck, 

the easier it was to stop the string. Becaus e moI'e notes 

could be obtained from each stI'ing, the nnmbeI' of strings on 
the instrument could be decreased. An instrument from about 

(8) 1 600 B.C. has followed all these developments. 

It is smalleI' tha.1'J. the "El Assiri" harp, used only four 

strings and the neck is only about fifteen degrees from the 

horizontal. Its soundbox was also covered with rawhide. 

The gradual lowering of 
v 

"Har-mose" instrument dating from 

000 

o 0 0 

the neck culminates in 
about 1 500 B.C. (9) 

I'll' 

the 

v 
Har-mose was a famous musician of 1 500 B.C. and this, his 

ins trumen t, was 
fectly straight 

buried wi th him when he died. It has a per-

neck which was separate from the soundbox. 

The neck was passed through slits in the rawhide ,Thich cover­

ed the soundbox. The rawhide also had six small sOlmd holes. 

At the one end of the neck is a small bridge to which the 

three gut strings were attached and over which they passed. 

The strings were held at the top of the n eck by tying a knot 
of linen at the end of the string and winding rope tightly 

around this against the neck. 
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The S0U11dbox is oval a..l1d a 3Jl ect~·u.m is att ached to the ins ~ru-

)!lent with a cord. :;Iany it/all paintings from the fifteenth 

Cel'ltury J3 . C . shm7 llrcl.sicians playing both the nO'll Bore elab­

o:rate harp and the Har- Eose type instrument, i.e. , this 

painting from t h e tomb of f!akh.t in Thebes dated about 

1 /,20 B . C . 

It i s nO':1 necessary to find a more general name 

for the Har-: ~os~ type inst:nment as it no longer falls under 

the c ategory of harps , nor can it be c alled a guitar yet. 

!Tany different names have been given to these instruments 

from nefer to l ute . But the most reasonable name seems to 

be that of tanbur . o chael ICasha defines a t anbur as being 

' a long-necked string instTUQent having a small r ounded or 

vau l ted ovifor m or pear- shaped body generally with wooden 

soundboard all.d a long strai ght narrow neck ' • 

\ie have already n oted the use of bO';I- .s haped harps 

and later of "angular" harps i n Babylon . The first evidence 

of a t mlbur in Babylon is a clay r elief fo~~d at Eshnunna 

dated a ·t; about 1 900 B . C. The detail of the relief is not 

very clear, but a better 
1 800 B .C. (10) 

~~ --~:d c= -) 
relief was found at I shali f rom 

I , • • 

h ," , 
:' , , 
OJ ,A t\ , 

The detail of these Babyloni an tanburs is not a s clear as the 

Egyp t ian tabU:!" but what is noticeable is the use of knots a.~d 



tassels to hold the s trings in place, tha t there were mo or 

three strings and that there was 8. definite separate neck awl 

body . These illstrtlllents also s e em to have been l!!.ade in 

various sizes. 

No trace of &J.Y "tra.."lsi tion instru.rn.ents" between 

the h arp and the tanbur have been found in Babylon as they 

were in Egypt so '.'fe can only aSSU1!l.e that the s ame lowerillg 

of the neck process took pl a ce in Babylon. 

From about 1 500 B . C. Egypt controlled alnost the 

,-,vhole of th.e Hear East except for the Hi tti tes a.YlQ A:Jsyrians. 

This resulted in the inporta tion of Babylonian instruments to 

Egypt, e.g., an Egyptian relief from the tomb of PateneDhab 

of 1 31 0 B.C . shows a l!!Usicia.."J. playing a. tanbur closer in 

constructi on to the Babylonian tanbur thrul the Egyptian tan 
tanbur . (11) 

'i'here is not much evidence of the IllLlsical instru-

ments used by the Hittites . According to the archeologists 

this is mainly due to the climatic &"J.d geo3x'aphical conditions. 

But a remark able stone carving found at the city gates of 

Alaj a Hiiyiik de. ted at about 1 300 B . C. shows a..'1. ins tr=en t 

:more lilce a guitar tha"l a tanbur and which is therefor e 

c alled the "Hi tti te Guitar". (1 2) 

1~ 
. , !: ,i-, --,t-T-T1" -J"l, 1-;-]'11-;; ,r, --1' 

Two tassels hrulging from the end of the neck indic ate that 

it had two strings a t tached to the neck in the S&"lle \78."j' as 

wi th t he tai:J.burs of Sgypt and Babylon , The neck runs 

throuJJ.'1 the ful l lelle;th of the bo 'l:r and uses a systen of 

frets being tlle f irst evidence of t he us a of fre ts. The 

soundboard YlllS probably '.7ood ruld 1180,1 ten sound holes . From 

the position . of the ",guitar" on the play e-.c'a chest, it Y{ould 

seen tha t the back '/las also f lat . Ano ther s triking featur e 

is -the incurving of the sides. A plectnUll vias attached to 

the body of the L1.strument 'si ttl a cord. 
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This was Ol)vio'Usly a highly developed instrQI-:lent, 

but no links 'iii th its past can be fou:J.d. The amo'J.nt of in-

flu9:J.ce from the Bab;/l onian instruments i s also not clear but 

it is known that there was not a lot of c·u.l tl.U"'al exchange be­

t ween the "3abylo:J.ia.1"ls :md t,le Hi tti tes • 

From about 300 D.C. the Hellenistic Empire VJaS in 

control of most of 't;he Trear 3ast including '8gypt and Babylon. 

The favourite string instruments of the Gr eeks were the lyra 

and ki thara , both of which were types of harps . HO~7ever 

there are a few examples of instrunents of the tanbur type . 

A relief fro:n about 320 B .C. called The l :antinea Base shows 

a young woma.1"l playing a tal'lbur. (13) 

Unfortunately this relief has been damaged and s o some of 

the detail of the instrument h a s been lost , but certain dis-

tinctive features can be seen . The body seems to be tri-

an~Alar al most coming to a point in the middle of the back. 

At the shoulders of the body are definite cusps and the head 

of the neck has a double fan design . ?Tei ther tuning pegs 

nor strings c~~ be seen but }reek litera~rre occ a sionally 

makes mention of a three string inst-.curr:.ent whi ch may have 

been this ta.1"lbur. ~le to t h e lilli~ue shape of the instrument 

we can assume that i .t is for the most part a native instnl­

ment of Greece . 

In about 1 00 B . C. the Romans conquered the Greeks 

al'lU by 180 A. D. the ROillan 3n:pire had control of the !re ar 

Eas t, the I.Iedi terral1.ean land3 and mo s t of .8urop8 . A g"l..li tar-

type instrument dating from the Roman period ',vas f Ocilld in 
Egypt. (14) 

- --:I 
'. i'--__ _ . . ," -----
:J 
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Certain as:.98cts of -chis instrt1.tlent sho\, the possible influence 

of the "Hi tti te S:ui tal.' '' on the Egyptian ta.nlmr . T'he Hi tti tez 

and Egyptians he .. d been at war for many ::,rears but hai IT.3.da 

peac e in 1 271 B . C. after which cultural excha."lges took plac~. 

The body of the !tom8.n period instrument h 'J.s s lightly incurved 

sides and a ','!Ooden .soll.l'ldboard which has fiV'e groups of small 

sound holes , one of whicb. is in the centre of the soundboard 

where the sound hole of the ::lodern guitar is located. The 

section of tl'le neck furthest from the body is cylindrical as 

in the older Egyptia."l ta.'1bur. About half vray o.oi'm the nec;c 

are four holes l'Ihich probabl y ~leld tuning pegs . ?ro~n these 

holes to the body the neck is flat so as to provide a finger­

board. 

In Rome itself the situation as reg~rds g~itar 

type instruments vias s imilar to that which we foomd in Greece, 

i.e ., the popularity of the lyra and ki thara with only a few 

exanples of a tanbur . A H.oma."l sarcaphagus nOI'! in the British 

EuseUlll dated at about 300 A.D. is orn2.Elented ':!i'~h a carving 
(15) of a musicia."l playing a Roma.'1 tanbur. 

Once ag.3.in certain distinctive features are ';lorth,y of special 

note. The instru1ll811t has a very thick neck at the head of 

which is a se?,-i-circular tr.ree painted dec oration . Four 

tunin,3 pegs are s't'uck through the neck in the same \,!':1y as 

wi th the :8gyptian Ro::an pel'iod instrument. The shape of the 

body is siL1ilar to that of the older ·Sgyptian ta.~bur. 

The TIoman tffi"1."b1..1_r ca..~ oe considered to be a European 

ins trument a.'1d all further developEent of G'ui tar type instru­

Dents took l)l3.ce in ~urope e}:cept for one i mport=t instru­

ment f01.L"rl.d in a tom.b at ::}arara in E.;ypt dating f rom the Cop­

tic period (about 450 A.D.) . (16) 
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~' ~~IIr==±===d 

This "Goptic Guitar" is a further development of the .:ioman 

period guitar . It ha s a fl a t back and definite sides . 

The curves in the sides are deeper and now simil ar to those 

of the modern guitar. The SOlmdboard is los t but was pro­

bably similar to the .Roman period instrument VIi th the same 

grouping of the sound holes . The instruEent used four 

strings and the three poi nts at the head of the neck are 

similar to the decorati on found on t he Roman tanbur . 
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C HAP T E R I I 

EUROPE BEFORE 1 500 A.D. 

The development of string instruments in Ellrope 

before 1 500 is characterized by three main aspects. 

1. The fusion betw'een the instrtUllents of the Near East 
;7i th the native instrtUllents of Europe . 

2. The lack of standardization between instrtUllents re­
sui ting in some confusion as to which family as 
instrtUllent might belong. 

3. The lack of information and details of instruments 
:found in dra',tings, paintings , sculptuxes, etc. 

This seems to have been a time of experimentation 

resulting in considerable development. 

':1e h ::we already noted the Roman tanbur of about 

300 A. . D. which seems to be partly a native ins trument of 

Europe. From the ninth cen~Qry comes evidence of an instru­
ment called the "Carolingian" instrument. (1) 

A Psalter from the ninth centtlrY, now in Stuttgart, shows 

several picttlres of this instrtUllent as does another manu­

script of 926 called the "Commel1.tarius Super Apo calypsum". 

The most interesting details of this instrcunent are firstly 

that the body is rec tangul ar and of equal length to the neck 

and secondly that it has a rounded head whi ch holds four or 

fi ve tuIling pegs (the ins trtUllen t having the same l1.Ul!lber of 

strinss accordingly) . The difference in shape of the Caro-

linD-Enl instr<llD.ent to that of the tanbur of the ITear East 
together with the fact that the earliest examples of the Caro­

lingian instrunsnt ap:!Je ar in Northern ;>urope can only lead to 
the conclusion that the Carolingian instrtUllent \\'as a native 

instrtUllent of Europe which developed, at first, free of 
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Eastern infltlence .. 

on the instnImei1.t =d the sides of the body· are str9.igcl t . 

~'he dravring f roB the Stu ttsart Psalter r;leE':xly snO,(;3 ,m arcb.ed 

bridge near the middle of the body . The total length of the 

instr1..unent is cOLlparatively long (almost tile same leI!.,3th 9.5 

the :height of its player). 

''..'1.other instnlment of the "Co=entarius" shm'!s some 

differ ences . 

It has three strings and a thinner Ileck which is Dore clearly 

d.:'fferen tie.ted fro'" the body . The shoulders are rOUI.ded off 

gi vin,?; the body an oval shape . The 

three pegs vrhi ch are in a "T" shaped 

strings are attached to 

head a..'1.d are shown pro-

trudine horizontal to the neck . They may well have protrud-

ed out the back of the head , but were dre.wn as shm'm by the 

artist to indicate their existence . 

Both the above instruments are al';!ays sho,\r.a being 

plucked with the finger3 or a plectrum, but a page from t!le 

same manuscript shows = instrument of slightly different 

shape being played ';ri th a bo';r. 

~----" "'---'''-
/.; " ~-f\ 
1 . ~-: l~' -~:=~~-::-~.-:-: :=:-:::::.':~.:?:::-=-:~:::-::':::: =.~~~;~:~ .. :-=-:~~::'-:-~':~:~~~ 
v' 

.\........ '''-'- -''~ 
--------.---~ .. -.- -

Its body is squared off at the end alld t~le sho'ulders t aper 

off into the neck. 

All three of these Carolingifu"l instruments are ob­

viously the result of centuries of develo:9illent of vrhich there 

is not trace . 

A :French Psalter from the tine of i~mperor Lothar 

(early ninth century) shows an instruILent shortor t h= tl1e 

C 1 · . . t t (2) aro l rlg:Lan lns rumen • 
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ITo head is shown in the dra17ing atld the soundboard (or skin 

covering) has (1 pe. ttern cf s:nall SOlUld holes. 

A dravlills of another i nteresting instru.ment is to 

be fovnd in the "Utrecht Psalter" from the n inth centur~T . 
(3) 

The most outstrulding featlcre is the half-moon shape of the 

body. The head of the instrllment is shovr.n as being the same 

as that of the bowed Carolingian instrument but the size re­
lation between the bodX 8..11.d neck is the S8.me as that of the 

tanburs of the Hear East. 

·,7e have already seen how conquests by the Greeks 

8..11.d the Romans , amongst others, influenced the development 

of guitar type instnlmen-Gs 8..11.d their spreading to new lands. 

The most important such conCluest of the European middle ages 

as re gards this st~Lldy das the lloori sh invasion of the Iberian 

peninsula during the early part of the eighth century. Their 

cuI tural influence on Spain is unmistakable in the different 

art forms including music . The ins-Gntnlen ts which they 

brought from the Hear East were introduced to Europe where 

they influenced the native instnuaents of the continent as 

well a s those 17hich had COEe to Europe from the near East via 

the !.:edi terr8..11.ean l ands. 

The most important of the se instnlments was the 

"Al-Ud" . (4) The first evidence of an "Ud" is after the be-

ginning of the A.D. era . This makes ita late starter Ylhen 

co~pared to the Eastern tangurs. The Ud came to the Arabs 

fro"m Persia . The word "Al- TId; ' in Arabic means the "br 8..11.ch" 
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of a tree 8.l1.d so tha no.:m.e obviously raferr9 cl. 1:;0 t he wooden 

construction of the instru.Eent. 

The AI- Ud was even tually to develop into the lute \7hich oecaL1e 

the most important J.retted string i~strt1ment of -the Renai s sance .. 
The word "lute" is even derived from AI- Ud . most d " -, ....!..~-

tinctive features of the AI - Ud are 'the oval, half pear shape 

of 'the body and the angle of the head to the ned;: both of 

'Ihich bec a.;;,e distin ctive fea.tures of the Renaissance lute. 

An.other instr1).ment shaped like the al- ud but plajred 

with a bow was the rebec . (5) It was also an i;n.yort from the 

Hear East . It is first mentioned in Germa.n literature dating 

from the eighth century a.'1.d the earliest dr~';7ings 9hO'.'1 it as 

having only one string , but it later becume a three string 

ins trumen t • 

This rebec is generally considered to be a forertLrrner of the 

violin family which it certainly i s , but there are certain 

eXaJ!l.ples of it "vlandering" to,7ard the guitar family . Ac-

cording to A.F. Sharpe the Spanish players of the thirteenth 

century pIe_yed 

ma.1cing it in to 

it by plucking rather tha.'1. bO'liing 'Ghereb), 

one of the foreI"lL"1ners of the 6Ui tar. (6 

Hebecs came in different sizes , e . g ., a larger version VTaS 

called '~he "Rebaba", a.'1. Arabia.'1. insml..lJJ.ent vlhich, under the 

i n:fluence of the ; :oors , h a d been in use in :3pain since about 

the tenth cen~lry. 

The manner in which an instr=ent >;';'as played, i.e., 

pluc:ced or bowed, did not tie it to a particl~lar f3.!llily of 

ins trl.:!nen ts • Examples of this which \. a have alre a dy noted 

ere the Caroligia..11. instru2l!.ent EL."1d -the reocc. All throu;;h 

the middle a2:es are examples of similar ins-GrVl!l3uts being 



both bO·,7ed a1'ld ultlc~;:ed... A dravling from the "De Universal! 

by fu"'ab~"'1us :U:;:aurus (7) ShOYlS an instnU!lsnt similar to the 

rebec b eing plowed with a plectrum and is labelled by :leese 

as a "plucked viol". 

/=_'c-'-;~=_~-,==~?\' , 
\ --------'-"~\ \ 

~--------
The Sp~~ish vihuela of the later middle ages, as 

we shall see, wa s hath plucked and bowed. Even the f a.m.ous 

"Hi tti te guitar" of 1 300 B.C. is to be found in the work 
( 8') "Precurs ors of the Violin Family", by K. Schlesinger. 

It was not until the sixteenth century that there was a 

clearer differentiation between fw,i lies of bQ',7ed and plucked 

instruments. 

The oriGinal reason for the incurving of the sides 

of guitar type instrumen ts is not knovm, but vlhat is quite 

clear is that the "vlaisted" sides of the instruments made it 

easier to bow the strings resulting in 

the incurving sides . Thus we can see 

the increased use of 

the use of the bow 

during the middle ages as influencing the morphological 

development of the guitar by establishing the waisted body 

of these earlier instruments . 

A manuscript of the "Commentary of St Jerome" 

da ting from the early t welfth century shows a picture of a 

guitar type instrument wi th waisted sides being bowed. (9) 

Galpin ac c orJ.s this ins trumen t as 

tra tion of a viol in Europe . He 

being the earliest illus­

also describes this viol 

as being 1 the adaption of the bo'."! to that guitar sl12.ped 

instrnment v!:hich was in U39 in oriental countries centuries 

b efore' . 

A similar instrument which also has a waisted body, 
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t~U"'ee strin::;s COnn'3ct'3d to t:':rr83 tw1in;- pegs in 3.. rOUl'1lled 

hea d and -b,VD sound holes , one 011 83.ch side 0:: the :3 trin~s , 

vIas found illustrated in a. passional from Z\<rifal tGn dated 
1180. (10) 

Grullfeld describes tl1.is instrwnent as being ;o:ue of the 

earli est reco2:''li s2.ble gui '1;ars in Eu,ro-pea..'1 art ' . (11) 

Yet another similar instrument is to be found in 

the form of a twelfth ceutUl7 sculpture on 
Saint-Deni s in Fr~~ce . (12) 

F/~~~'·::=J_--·--,- --,-, · -, '-: 
--'-~ -, . '\...:.::7-- -~;; .... --.-~------ ........ - -. '_. ' . 

\ "-~"'---_/) . 

cath9Ural of 

The essential differences axe t:'lat the nee'. :.:'Ul1.S through to 

the end of the body and t hat the body conta i ns four semi­

circular sound hol es. 

A particul ar eYolutionary change '"hich we can note 

at this stage is the gradual decrease in the number of sound 

holes used ~'ld at the same time t heir incre3.se in size. The 

Egyptian "Roman peri od" QJ.i tar had t wenty two tiny sou.~d 1'~01 es. 

The thTee above mentioned twelfth century instrwnents had t wo 

or four l arger s01.Uld holes leadin g towards the singl e l a rger 

sOfu'"'1d :ll)le of the modern gu.i tar ~ 

The spread ~~d po:;;ml 2.rization of 1!l.edieval :lIllsi c al 

instrv.31ents in Europe was greatly h elped by the minstrels , 
jOi1.gl eurs , troubadours ancl trouveres. (13) Jo:tglel.lrs and 

minstrels ~.·er8 active in Europe after the t enth Ce:::l.V¥lry . 

They ',7ere concerned 'Hi th the li ghter siie of rmJ.sic 8..!ld. ':lith 

en tertninnen t in general. Tlley ~)layed a &ee.t variety of 

ins tr-:..lDe::.-l ts includinci the s trin,g i ns tl""u.]nen ts \7i th '.7hlch t~1is 

Shldy is concerned. They a130 trav311ea all o"'rer ~u:ro:pe 8.11d 
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wer·3 not cotiined t o 'J..J.."'1.y particular cou.l.l.tr;.:r . The -I;roubadours 

and. trOtlY8reS on th8 ()t~er hand VTBre -:'",'ostly nenoars of the 

nobi Ii ty ~'1.d did not travel to the ecctent of the jongl eurs . 

They vler e only active for abou t -biiO hlmdrad y ears (1100- 1300). 

The troubadOUTs weI'e active in the south of ~r9.nce end tha 

trouv eres in the north. But there we:r-8 also overfl O'tl3 into 

the north of I taly and the north of 

Even before 1000 B.C ., the "Bissionari es of Ci vili­

zation" , the Phoenicians, had sailed as far a field as Spain, 

Bri tain and -.'Iest :\.frica and '.7ere the masters of trade i n the 

I,ledi terranean. The resul t of the establishment of these 

trade routes over the ceni>Llries 7 3.S the importation of Eas tern 

cul mre to the !,;edi terranean l ands of StITope. I n this way 

the string instruments of the near East were introduced to the 

southern France region known as Provence whe:ce they Vlere 
) 

adopted by the troubadOlITs. 

II vi 01 II • 

The principle instruments of the troubadours was the 

It has already been noticed that the viol was a 

bowed guitar t ype instrument. It was favolITed for its ver-

s a tili t;y-, e.g . , it could be p l ucked or bowed , it could a c com­

pany sones or play sol os, it had a 'iride compass and was 

portable . 

The art of the troubadolITS and their i nstrtunent s 

spread to the trouveres in the n orth of Europe . During t he 

a g e of the troubadours, Cataloni a , now a province of Spain , 

was more closel y linked with Provenca than with Spai n . The 
) 

introduction of -b.coubadour instnunents to Catalonia was thus 

inevi t a,IJ2.e as was tneir later adoption by the Spani sh t r ouba­

dours . 

Probably dl'_e to the spread of troubadour art , a 

gui tar ty:?e instrument a ppe 2..red in :;;;ngl a..'1.d calle d a gi ttern 

(or more correctly gi tter) . (1 5) 1-1; is fh"st found menti on-

ed in the - Orne~_QLPsalter of the thh"teenth century . I t 

h a d four :pairs of gut strings a t-tached -to a tail piece a..'1.d 

was alwa:,rs played vri th a pl ectr'cun. This i nstrument was an 
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orf-sb.oot from. tho? r"'::':J.inst:r8:2J!l of g .. J.i t :3..X' develop:m-:3nt 8.:'ld thel""'G-

fore pl ayed. no particular part in that deve 101lm8!1 t . By t~'le 

late sixteenth Ce~'lt"Llry it was ousted b~r the :QorHl.lar five 

course g1..li tar ~:!hich had de7eloped.. in BUl'"'ope 8.:.r1.d never r8CO"'Te~c .. -

ed from thz ':l10'7. 

Probably tb.a T.10St in.:portant instiru.rnent from the 

middle ages i n th'3 history of the gLti tar is the "Gui tarra 

Latina !! . Its C01.ll terpart \vas the IIGuita:r ..... a l~orisco ll. 
(16) 

A fa.r:;::01.1S collection of Spanish songs 2:nO'Yill as -the "Cantigas 

de Santa Earia", compiled by Alfonso X the w,'Iise" (completed 

in 1270), contai ns illustrations of both tIl8 latina. 8...'1d 

morisco i nstrcunents . Other evidence is to oe fOl_md a t the 

S8...lltiago de COl!rpostela Cathedral in Spain yr}rich was bu.il t from 

1078 till 1211. Of particular interest is its "Gate of Glory" 

on whi ch are carved many different t"lJpes of instrcunents which 

were in 1)_88 at the time including the g;ui tarra latina a...Yl.d 

rn.orisco. 

A clear distinction is always made bet-,7een thes e 

trNO types of glli tar of The gnitarra latin3. is shown in the 

Ca.ll tigas as "being played by a fai r skinned y outh in Spanish 

dress ;'(aile the g;uitarra morisco is shm'm b e ing played by a 

dark skilli""led Arab i n !Joorish dress . 

li La t i na If as the name given to th·:; inc1i genons popu-

lation of the :Suropeal1. I,:edi terranea.i.."1 lan.ds .. According to 

the !.1usicologist Karl Geiringer, the go.i tarra latina origi­

nated from tl'lese regio!.l.s and was t n erefor8 also naI!1ed 111atina". 
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The lower pe.rt of the body is shaped the same as that of tb..e 

modern gni tar but the cusps at t1:.e shoulders are reminiscent 

of those of th9 Greek tanbtU'. The bod~T has a flat back and 

waisted sides. Of p articular interest is the pattern of the 

sou...."'1.d holzs whic:1. r8sembles that of the IIRi tti te Gui t3.r", the 

only difference being that the IIi tti te instrLl.Dent had six 

holes on each side of the body while the gui tarra latina had 

only four all each side . The latina instrument has a fretted 

neck and the four strings pass over a bridee to be fixed to 

the end of the bod~T. I t was this ins trv..men t that was even­

~lally to develop into the ~odern guitar. 

The g o..i ~arra morisco (also called flGui tarra 3 ara-

cenica") was lmdoubtedly a moorish import. 

in Spain was kno','ffi as a "morisco". 

An Arab li vine; 

It is usually OhO'Iffi as having from five to nine strings 

attached to ~~ing pegs in a rOlL~d head. The body is simi-

lar to that of the al-ud in that it is oval and half pear­

shaped wi th a.~ elaborate pattern of small sOlmd holes on the 

soundb03.l'd and about an eClual number of strings. 

It has become neces3ary at this stage to define 

more clearly the shape req,uired for an instrument to be 

cateeorized as a guitar. 

A @litar is a stringed instrument having a long 

fretted neck and a waisted body wi th a flat back and sound­

board cOlmected by sides vertical to the back and top. 



::?ro!!!. t?lis definition it is clear tll3.t ·tIle ;-:!.orisco 

instnm.ent should not be ::alled a &;\J_i tar at '3.11. In fact it 
was closer to the lute far:rily and t~adu.all~:l be33..:.'1. to disappe:).r 

as the lute beC 8J'.l8 !!lore Iropular in :illrope . 

Th" latina <3-11d nOl'isco instrunents ';rere not only 

u sed i n Spain but 9.190 in ':;u~'ope to a certa in extent . 

D'...ITing the fourteenth CGnt1.lT'~:- Th.L1.{e Jehan of ~Tormandy employed 

IITt1.sicians who played the lfG-ui terre La-ti ne" 2~"2d "Gui ter re 

I~oris che II • 

J::he 

ori g"in of the 

most r easonable expl&~ati on foy the linguistic 
"ford II rr,,";+o:r" co"'e~ -f'ro~ : :;r- ', " 01 rros'n p ( l 7) , /0 ... ....... v ... , -' _~ h:).J... _ ~, '-'-v ... __ ..... __ '!I..~ ~. 

In .lvhe lang1.lages derived f r oll Sanscrit , !ltar ll invariably ~e8.ns 

II S tring" . A prefix was added to the "lord "tar" according to 

the number of' strings nhich the particular instrul11ent had . 

The word for "two" in modern Pers i an is "do" and the i;",70 

stri ng fo l k instrunent used there i s called a "do tar" . I n 

is a thre e string instrvne~t found in Ira~ . 

"four " a....~d the lICl:ldrtar " v.,ras a. four stri!13 instrtJ...m.ent found 

i n Persie. 2:rld Ol d Spain" 

Often an instrunent , due to further development , 

w01.11 d obtain more string s tha.Yl it had VTl.1.en originally naIil2S. 

The name Vloul d n ot change t~l.r01.~.gh and so tl'1. e original T.aeaning 

of the prefi x was l ost . 

';li th the diffusing of instrl.1.nlents into new regions 

with different l an:S,uages tne nane of an il1stru::nent becC:tn e 

c orrupt 3d &!.l.d changed . Tile "chartar" of Fersia becar,le the 

II qi ·tharc," in _'!..rabic \7hich t!1en becam.e II qu i t :=trra H in old 

Spanish, II chi tar-rail in Ital ian, "gui tar-ralT i:Ll mOcleri'l Spanish 

alld II G"u.i tar II in :8nglish . 

Another exac.:ple of a name ctl8.1."lg-lng ;"ii th tima 3...Y!.d 

diffusion in~o nei,v COIDltries i s fou~G. in the linguistic 

orif;-il1s of "viola l1 2..nd L' v ihl.lela:'. ( l8) 'rhe be 2;i1L."1ing of 

this devalopnent ';"laS with t:'le Ronan "f idicn12.11 which li teral-



ly me an t n .J trin ~;s 11 .. Thj.3 ':las the Lo.ti ::.'l v'ford, the Lori Latin 

b8ing "vi tU.la 1/ " This became "vielle ll in 2 ra21ch, IlVi1.l12." in 

?rovencal, "viola" in Itali",,", "fiedel" in Germa.7J., "fiddle" 

in English 9.nd flviuela ll in Old Spanish which became -the eS3en­

tially guitar type instru.J2len t of the ::1enaissance called the 

The original meaning of the n~e vihuela during the 

lat9r middle ages in Spain \-,as mOTe general .. Vihuela rms 

the name given to all kinds of string instruments with a neck e 

If it was played with a bow it was called "vihuela de area", 

wi th a plectrum "vihuela de pendola" or with the right hand 

fin:;ere Ily ihuela de mana". The three above forms of vihuela 

are all mentioned in Ylri tings by the Archpriest of Hi ta during 

the fourteen th century. During the Renaissance, howeyer, 

both the vihuela de arco and vihuela de pendola had fallen 

into disuse and the most popule..r instruBent 7las the vihuela 

de mana, an instrument which will be discussed in some detail 

in the next chapter. 

TV10 instru.l1lents da tin.g frOB about the thirteenth 

century, are atRhei'rns Cathedral and the other at Cologne 

Cathedre.l, show a body shape similar to the gui tarra latina. 

d 

Hot much detail is ayailable from the sculptures but the most 

important features are the painted shoulders as '.vi th the gui­

tarret l e.tina and similar paints on the lower 'bout. 

P.nother instrument showing similarities to the 

guitarra latina is to be f01.Uld in the 

known as "Qu.een I.:ary I s Psalter" (1310 

English manUscrilJt 
_ 1320). (20) 

(19) 



This instrtEel1.t ret3,ins the ~Dv.r...ded lO'tl'er 00Ut of t :1e gui ta..rrs. 

latina but has a r ather str;'w"'1ga arra:'1.gement a t the ShOl...1.1de!'3 

as seen aboye. :!. 1)0 s ible explanation for the sha~)e of t~1..e 

upper shoulder is t lv3.t a stra.:p or chord was tied to it and. ""GO 

the lG1.ob at the end. of the oody thus e::''labling the::;;layer to 

hang the instruLlent arOlmd !::is neck. 

have been squared off so t~~t the instrlilllcnt could be l a id 

on its side ;7hen not in use 'Hithout bl..u:lping its ul.uling pegs . 

The instnl..Ill.ent had f our strinGs as did the s1.l.i tarra latina 

but had a single, large, ornanented sOll-nd hole in tile middle 

of the sOD~dboard . 

The similari t;,r in origin of the lllodern gui tar 8..'1d 

v iolin fa."Ii.lies is particularly evident tow3.rds the end of 

the middle ages. A sculnture datin '"i from about 1 '1-00 is to 
be found at the cathedral~ of 'Toledo in Spain. (21) 

~ .J, "\ 
~-1=- - - i ", ' L_,._~. __ -~""::-O_;=-:'-=-O::-''''--=''o=-. .,.--::c;:=~ .. :;-:-'. I" 

~.::C::O' :=-::~'~ :" .'C: j . .."--:.:=,':::.;,)_ 

\ ;" ----_.-. , "'--J ~~-",,.... -' 

This instn1..ment has both the single SOlUld hol e of the guitar 

and the "f" holes of the violi!l. . The shape of the curves in 

the side of the bod:,'- is approximately the same as that of the 

I!Coptic gui tar" found in Egypt a thousand yeo.rs enrlier . 

The hee.a of the instrument is similar to that of the moder!l. 

gui t a r a.nd the total size is abO·1.1.t half way between that of 

the violin and guitar. It is shorln being held on the front 

of the l)layer I s body lil{e a !Sui tar and i s being played with 

the fi!l.:;ers and no t a borr. 

Another similar instrument d3.ting from about 1430 

is sho".!", beine; played 17i th a bO":I . It in 3..c"1. Italian paintinG 
froB the ~ ··Cor.ol1.ation of the 7irgin" (22) 

/~~~ i : ---=-J \ 

CJ\=-"=, - .~--":::-:..:' \ ~ -" "'-----~"',-~J 
\ ~ "-- ~-

" .------- . / -......_._./ -'---
Kins1cy callz this instrument 2. 1Igl.1.it2.r-fiddle". 

of the waist curves is similar to the.t of the mod.ern .:sui t~:;..r 
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but it still has both the violin IIfll ~oles 9..:;'1.d. the guitar 

sOlma hole. 

The las-t t wo :m.ec1i s8val instr UTI3nts of j.l1terest are 

from. Garmany and I t9.ly . The Germ8.J."'1 minnesinger lllanuscript 

calle d the ; ~a..llasse manuscri:pt dating from the fourt ·eenth 

century- shows TJ.OfJt of the instruments used by the mirmesinger. 

One of t hese is a guitar type instrument being bowed . (23) 

f-1-: ... ::: . _ ~_;:-·-~ :::~:~ :~~~:~~=~:=~ .-~~c 
\~~~-~ .. .. _ . -_._--_._------:... / 

This instrv~ent seens to be a descendant of the Carolingian 

instrument of the n i nth century. If this is so then the 

Carol ingian instnunent has become shorter and the sides have 

given l 'laY to slight curves . The head is the same but i t has 

two sound holes similar t o those of the t welfth century in-

stru.'Ilents previou sly mentioned . It also has the same number 

of s t rings as the guitarra latina , i . e ., fo-ur . 

Another instnunent basically the same shape and 

s i ze but 17i th some essential differences is shown on certain 

fifteenth century Italian prints called the "Tarocchi Cards ". (24) 

The instrLunent has four double s trings though only six tuning 

pegs are 311o;vn . It does not have a tailpiece but the stri ngs 

are attt ched to a bridge ',7hich is s i tuate ':L half \'jay between 

the sin;' .. " sOl1!'.d hole and the end of the body as on the 

m.odern g .... :i tar . Probably the 

use of s i x large movable frets 

were clampe d on to the neck . 

most striking 

(most lik ely 

:feature is the 

wooden) which 

The !!lOre uS"..lal -;lay of fretting 

fu'1. j.nstn'Dont at this time and before '.;'as to tie sections of 

g'J.t around the neck . 
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histor,Y- t;~.lC 

c;.lOl1G its n:? .. il1.streaill of cle'relopril8nt . 
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The 681181' :).1 style of musical cO fD.p osi tion during tb.e 

late ~."i dd1 8 Ages !.78.S gradually OL1.0.n.;'ill.::-.: from t h e con tra~~')1..L."1. tal 

to the haraonic st,y"le. This evolu-;;io~"'l of st3rle cul:oinated 

in the very harIJo:lic ;,"/ri ting of the ei ghteenth century .. The 

natU2"a~ result of this ';"ra s the increased u s e oi' i:n.s t::'1.c en 1;5 

Vlhicll could play harlllonically such as the -vihuela , lute, fo'_rr' 

course guitar 3Jld the later five caur S8 guitar" 

The G'J.rly sixceenth century saw th'3 cOllpos ers ta:,ing 

more interest in COI:ll)osing for instrLUD.ents instead of concen-

t rating on vocal musi c as before . ~he vihuela and lute were 

conposad for as sel~ious instruments while the four COUT'se 

gui tar rras I!lerely strl1...II~.El.ed as a folk instruBent by the peasants. 

Th e lute emel"ged as the illost :popul a r instr ument in 

~urope cll..,U'ing the R. enaiss ance. That is except in Spain. 

I t h as been suggested that the Spanish did not take to the 

lute because of its 1Ioorish origins. Spai n ,vas under Iiloorish 

oppression UL~til about 1500 . 

The Sp2tnish llrClsicia..Yls, however, were not going to 

forfeit all co=ections with the lute mnsic ',"{hi ch was bei ng 

com:9osed and \7hich they adnired . The result was the develop-

Dent a..~d subsequent pOl)ulari ty of' an instnunent which had the 

sam:3 number of string s as the l ute and ',7hich \7ere also tv.ned 

The playing tech.n.ique was the s a121e as used on the 

l ute al1.~J. the !1IUsio conposed 1i7aS i n a sinilal .... s tyle . The raain 

differellC8 was in the shape of the instrume~t uhich ',7as basic-

ally -t;he S3L,e sha:;!e as that of the guitar. This instrument 
(1) was call e d the "v ihllela de I.Yano H or just vil,uel~, . 



Be cause of the i;:~.'9 0rta:lc 9 of thA vihuela ill the 

history of th3 gLti t::.r it -, !ol;.ld oe '\vol""'th 1,',hila to ... 3'iV8 8. de­

tailed description of the inatru.:c:tent particul-0.rly 3.3 on8 8UC~!, 

instrul!l~~t is still in '3 ~i ::rtence in the I.=usee JacClue-:;lart- Anorc 

in Pari3~ 

Prynna froill villose 8..ccount YlOSt of the -~ollo;,7ing details s..re 
( 2) taken . 

This instrLunent nas rathel~ a shallo','! ~:Iaist ~7i th tb.e 

lo'ser iJout being onlj"" sli.:;htl:r bigger than the -L1_pper. T!'le 

b a ck is constnccted of al t ',:mate strips of darl~ and li :sht 

\1ood . This llas r es1.l1te d in crac s appe aring due to shrinl-::age. 

These dar'.:: a nd light woods "'.re used in the SaBe ';'lay f or the 

construction of the ribs ':(:lich are narron, givill,J t l19 instru­

ment a shallow body. ':J:he joints in the '{food have been rein­

f orced only ;o'i th pa~Jer a11d linen and the back is reinfol'ced 

wi th three hardi'lood bars. The 801L~dboard is made of pine an d 

is t"70 to t hree millimetres thick a11.d is reinf orced '.vi th only 

two bars. I.~arks left on the sou.."Yldboard indic 3..te t/O previous 

positions of t he bridge . TIle earlier !losi tion is further 

back making the string lengt h abollt eig:ht y centine ters v/hile 

the more recent p osition gives a stri ng l ength of about seven-

ty six centimeters . The longer string length ';(01.l1d have 

a l lowed for ten fr e ts on the fingerboard and the shorter for 

nine. The frats cOl1si s te:i of sections of gu t tied arolUld 

the neck. The neck- body joint is reinforc3d wi th a sub-

sta:.'ltial heel. Both the neck and h<3o'!d are decoJ.'ated vii th 

t h e saue combinations of strips of dark and lig11 t Vlood as 

the back . The hea d contains t",'/elve h oles tho1..:.gh I'rhich 

passed the t welve -belling yegs nhich held the strings (six 

double ~ 0ar3es) . The rosettes which cover the f ive s OLmd 

holes a?'e cut from parcrun.e:1t and it is i n teresting to note 

that thay are placed in the sane posi tion as those on the 

RO~rul ~oriod guitar. 

lirlli s i nstrument -Nas obviously s1:ilfully COTI-

strl..lc"tied but h3.s a pTimi ti-,r e deSign . Its 1.mf oriliar ap-

pe o.r a:'1.ce and decora tion eDp~lasises tlle i llde-pendel'lc e of S!Jall-

i sh i ns"t:nEilent 5!alcer s of t he s i~::teenth ce~~tv.ry! . - P!""fnne . 



r::ne C07er of th::; ;"lor:': El~_-:·~es"[jrc by L. ="ilan (1535) 

si:tO":IS 3...!."1 illll..stra tion of' another -vil1.uela D'i t i l tlle main diff er­

ence oGin~ that ")rLly t he centre sound hole i :] used , tile other 

f our b einG r::OT8 iT! the form of decor a tiO'llS • 

'.'ii th the advent of the five c ours e gui tar during 

the sixt eenth centur~r , the vihuela gradually be ga:r1. to lose 

po:;;mlarity. The last evidenc e of vihuela construction comes 

from abol.l t 1700. This instrument is very much closer in 

shape to t he Dodern guitar. 

oval s h ap e d sound h ole ani a 

It has ten me t a l frets , 

deeper wais ting . (3) 

a single 

Another ins trument which emerged from the I.Iiddle 

Ages to become a favourite instrument of the p opulace was the 

four c ou r se gnitar . It first became 

called "Vihuela de Cuatro Ordenes ". 

po:mlar in Spain and was 

It ','la s a descendant of 

the gui t=ra latina and was very simile..r to t he vihuela. 

BerI:!udo '.lrate during 1555 that the guitar was merely a vihu-

ela i'Ti t h ou tits 'b:IO outer c ours e s • The majori t ,T ' of these 

instru.r::sntG hacl ei 'oS'ht strings arranged into f' o'.IT courses of 

dou'ole st·cin.:;s but occasionally a four s in.:;le s tring ins trl'.-

n 81."l t wo.s u sed . 

The vihuela never really crossecl the border of Spain 

into :;;;V.I'o j.Je bec ause of t he ]JQ IJul ari ty of t h e l Llte in ELITOpe . 

fu t t he fOUl' (! ou r s e gui tar soon f ouncl its way in to ::::'ra..'1.c e , 

I t 8.1y and }er;lla..'1.Y. In Italy the nLlliber of strings was re-

This Gave three double cours es u,,"ld a single 

COlITSe f or the top string which \"las call ed the "C.hanterelle " 

or sin0~ng string. 
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The U8e :> f t he che.nterelle Vla3 ljrobaJljr adOl)ted. 

b,Y the four CO'Jxse g"Ii tar after it llo.rl CO;I:e l..t.:."1der the lTI.-

fluence of the 11.1.te in ~"'"\.lrope" Th8 lu t8 also used. a :JinGle 

to~ string, the rest being dOl~lble. The idea of usi:!l; ' -the 

single top string 'rl'J.3 Goon :9op1).lar allov er :Jurope 2.3 S82D in 

the f ollo,,-,ing illustration t3.ken froD -the ti t 12 ~ag.~ of 

IILe Premier Li-v..:-"'e" by GrfL.""1jon fu'1.d i:'ezal1da t in J?8..J:"is (aOOl,lt 
1550). (!~) 

--, ~~\';'j 
-.. -·f~~'.~ 

The most noticeable aspect of this instr..,1..ment is hO;7 close 

it i s to the modern ::;I litar in shape . It has lost ?ointed 

shoulders ::1nd ornamented h8ad. of the ~;ui tarra latina. 'rne 

sOlmdboard does not have the ornanentation of the vihuela 

but only a sin gle sou:~d hole, The 3 ,:n,""e~1 s tring8 are a tt.e_ched 

to a. brid t1'e in the y,1-i delle of the lO~\l,rer lJou t; a..nd a. total of 

ei&~t frets El.re tied a:roi..1nd the neck o 

Another four course guitar illustra-I;ion is to be 

f01.md in (1570) by the S\yiss the series '1',7omen 
( 5) 

~"~usicians II 

artis t 11:0 bif~S S tiI.ll.Ber • 

8;ui tar is "the head which in the latter iD.S tru.r::13~l t is in the 

fOl .... m. of .8,. ;:!croll silliilm' to that of the violi:::l.. 

r..inds one of the 3irrd.l:~ .. ri ties 03"D:leeE J-:i"t::?~e a.!J .. d violin d1.:ri:.'1. :;:~ 

the later :.-iddle .:lges " Besides this, the i !lstru.;.7.ent hc..s 



":,Ii t h the i:1.cre8.se in po] ulari ty 0: -(:;118 glJ.i ta.r in 

:2v.rope there follorted an increase in its St 3.t tlS as a rnusical 

i n stnlB811t & One eX8.TIl21e El.I::ong r2.8.....YJ.y is of Filippo Carafa, 2, 

faEous Italian lu teni s t rrho :;::>la,yed. both lute and .?.1..'ti tar vrhere­

as b 3:I Ore, a serious lut enist ·;tould. hard.ly haV8 stooped -to t l'!9 
""""'ul .~ ' ::;'I r ~ ll' ~a- , ,,1/ (6) v o-~ GL.- LJ - • 

As more serions m,sicians began t o compose for and 

:play the g1_lita r they fOlmd tnat the raYlge of the four course 

guitax W·9.S too limite d f or t:hey had been used. to the six 

course lutes and v ihuel2.s. The r8sul t of this Has tbe add-

ition of an ex tra course makin8 a five course instrument. 

In Spain a five cours e instrument 11a(l been used before t hough 

only occasionally so the j~ovement can be thought of as both 

the incre ased use of th~ "Yil1.uela de Cinco Or denes" (five 

CO"LlrSe vihuela) and the addition of an extra course to the 

"VihU<31a de Guatro Ordenes" or the four course guitar as it 

was lmol'm in the rest of :",v.rope. This addi tion of a COUIse 

could a gain be thollGht of a s the fusion of the six conrse 

vihuela wi th the f our course gLJ.i tar into th.e f ive cou.rse 

guitar becanse after the arrival of the five course instru­

ment both the vihuela an,i tD8 older guitar began to disappear. 

The rise of the five course instnlllent was s l o,\ver 

in Spain th8.J.""1 in I taly probably bee ause of the populari ty of 

the vihuela in Spain. This could be 

first e-vidence of the new five course 
Italy. (7) 

the reason why the 

gui t ar comes from Italy. 

This en ;-.ca-vin& rlas done by E . A. Raimonoi (14-80 - 1530) so \'19 

could ela te it at about 1500 to l530. The body of this gui-

tar is lon ::;8r tha.n usual a.11d there are eleven frets on the 

fing zroo e.rd" The head is almost in the form of a scroll 

like t hat of the Tobias S tiI!.tJ.er illustratio~. .Al thouGh the 

artist h2~S not shown the nUJnber of strings accurately, it is 
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strings" 

l y i n g !le~ct to the pl 2.J er . 

. A":'r'loti1.er :~ i V3 COGr38 ~3Ui tar 1 oJ:-"l sin~Lll,y .from Vel'licF.!, 

i s to be f01.illd i n a Paris ~_t..~_seum . (8) It is dated e.s corting 

from the late s ixteenth century . It has a total of .7.'Telvo 

strings ar:r2.nge d in five C01. .... rses. 'rh3 fir:~ t t".vo CO-;"1.l"' S e3 

haye tb.-ree strin ~s each and tile next are don'ble co'.).rS8S . 

The .fin,ser"board h'? .. s ten frets "/Thiel: s eem to ha-.re bee."!!. n ailed 
"-I- • , • 
In ~O POSl T;lon. If t hi3 i s so then ;1"e C8:..."1 assume that tbe 

frets were pl'obably made of a hard wood. .'1. part icill3.T fea-

ture of this i nstrv.rn.e:lt is the a:m.our..t of orn\-;:nenta tiO!l it h·:?.3 .. 

The back !:Ina. s i des axa striped , the haad is covere d ~,':i th a 

design of marquetry in Persian style as is the :fin~·:el"'bo "'-'I.rd 

The sound hole is co-v·ered \"Ii th an intrica t e l y carved rosette 

and it has a carved orrramental heel. The sOlmdboard is com-

:pletely covered \vi t h desicns and i111 a .jTs incll.ld.in[; t :'1.e coat of 

arns 01 the House of .\us t ria. T.his high dagree of ornarl"!.en-

tation was to beco:r::.e 9. COlill2on fee.ttJ.re over the ne~{t fe"il ceIl-

turies . One can imggine that the oTnam.entation h2.c1 .9. detri-

:mental effect on the sOl.:U'ld of the instrv.m.ent and s o they mus·1; 

have often been built merel y as sho;v pieces . 

An Itali<l.l1 

sho\ys one particular 

live c ourse ri tar d8.te~l at abOl,.t 1600 

d evelop;nent. 9) The neCK has eleven 

frets but t hereafter another f ive frets are stuck on to the 

sounclb0 2xc1 . 

The fini.;8l·'board of the nlodar:1 .:sui tar i s s e t ,:;li :· ~~l i;~Lv ~:.i ~;iLG :!"~ 

th9.J::l the sou.n.dbo9..rd and it continues over tlle bo d,,! to the 

sound hole a.v:ld c arries the e::tr3.. frets ~ 
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'Jith the i nstruments of the sixteenth and seven­

teenth canttu"'ies th<e ±~ingerboard was set at t!l8 same level 

as the soundboard 30 tha t the conti nuing frets na!l to be 

s tuck directly on to the soundboard. 

An i nteresting instrument rrhich ·,vas popul ar in Italy 

at this time , ·/ 2.S the "Chi tarra Battente". (10) The Italian 

\'lord tlbattente fl Inea..ns lito strike" so the ll8.!Jla :refers to the 

way in which the instrument was played, i.e., stru=ed . The 

body shape is characterized by a vaulted back, pernaps an at­

te:o.pt to copy the lute shape rri thout losing the 7laisted shape 

of the guitar or perhaps 8.11 attempt to increase the sound of 

the instrl1J:lent. The body is usually larger and the neck 

shorter th8.-11 those of the then standard guitar. Another ne,7 

feature vias the s1..mkel1 rosette . The strin} s usually pass 

over the bridge and are attached to pins in ·the end of the 

"body. Besid8s these :o.orphological differences, the chitarra 

baJ,;tente \7aS the same as the five course gL,.i tar and can be con­

sidered a sli ght off-shoot from the mainstream of develop:o.ent . 

,;"ost chi tarra battente have frets made out of wood, 

ivory, me·~al or the ol der gut frets . A particul ar seven-

teenth cel':'.u'.ry instrument nm7 in the Boston Fine Arts mus eu:o. 

has five courses , the top one being a single string chante­

relle as ~,s ed on th8 lute 3.-11d four course guitar. 

century 

lI J.izzio ll 

The most famous example of the :2rench sh:teenth 

five C01',rse guitar is an instrument called the 

(ll) guitar . The yeriod 1559 to 1561 saw l.:ary Queen 

of Scots as queen of :France. This ,;Lli ":;ar vIas presented to 

her during her reign there . In 1561 the ',7i doued qu een re-

t urn e d to 8cotl&'1<1 and in about 1565 she nreoente d this gui­

tar to her }Jriv2.te secretary, David Rizzio , , {!:lo vms also a 
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reI a ti onship ;"l i th t:lt3: Clllse::..1. arCl.1!;3ed t Ile ;j 0 o.l o:i.~3.:r of her hns-

tai8,Y . 

It is obvi ous from. tIle .Rizzio glli taT' thc:.t a vory 

pigh G t8.nd3.rd of i ns trUTIlen t :-:lD.killg e:;(i.s ted i n ~?ra.!1.c '9 during 

the si:z:teenth century . Thi3 instrunent ':i.f1.S :.)rooD.bly special-

l y bl1il t for tile queen and so an extra e:~fort rlould h a -:.r8 been 

made . At 8..:."1.y- T'a te thi s is a very a18.borat aly ai:.d ozt:!.uti full:y 

orl1a!llen t e dina truro.en t . 
it 7!Qul d ta.!{e a. ye .'=J,J..." to cons "tru.ot t~e necl~ aJ_o.i1.3 , let ~:tlone 

the rest of the instn:unent . The pegs are c ::lrved in tho ah'J.::;>e 

of the :5're::'1ch ":?leur de L'::/8 II 

1\ 
~i ?\. 0-,' . 

t ) 
\ 

aDd sixteen of t.h8se e :!lolens 8.re inla id around the soundllhole 

tO Bether vri th othel" d·3 coratiol1.s . Ot:he:c",'ris e the sou:i2dbosrd 

does not cO.:J..ta.i:'1 any o t her o:!'namentation eXCel)t fo r the carved 

bridge . The r e s t of t he i:lstrtu.n.ent is d8cor~ted ',-;it: l tor-

toise shell, ivory, :no ther 0= pearl 2....i1.Q ebo:~1:)T . rrhe neck has 

eleven metal fret s and t he i ns trum.an t 1).888 f i vo doubl e CO,\.1.rS23 • 

iJnfor-tu:''1ately no s ixteen t il centul"j-' Spa.ni s h five 

course guitars hav e survived through to today. Bu t there is 

su.fZicie::.'; evidence to b8 fou.nd i n wri t i n.]s 8.nd other literary 

fJources ,:::; cO::lfir!ll its ene tir~e eAi stanc-a in Spain . Tna lac:c 

of instr~. : .. ~nt~ from. this 9al .... ly i3tage i s p~co ~,):lbly d1.1.8 to the 

fo.ct t2D.t the -rihuelo. Vj;.;tS rr.erely a six COl~.r8e !Sni tar 8.l1d he ld 

on to i"tis .)opulari t~r lO:1ger' -:ihlle in the :,. ... Gst of ~'LlrO:ge the 

lute "-12.5 I 01..1J.1U. to be difficult to tUl Le , difi'icu.l t to ~)l::J.~r and 

a. '181",Y clelicate inst71.~"TI.ent 2.1:a ~:las ther(J:(oX'a ;.:.o:::... .. e e:? ... sily 

oU::Jted by -;11e fi V'8 C01.1.ri.J8 gui "tar ·,"thich "",'US !:.10rG rOQus t , 88.sier 

to play ai H.l "38.s i8l " to tU .• "'1e. 



'1:1.1.8 f'8.::l0U8 sixteenth C8i.1-Q.:try poet a~1d. :l:usician 

Vincen t :Sspin81 (1551 - 1624) played t~le five course guitar 

and is credi ted as ha-.ting increased i tz use .9..:..'1d popu12.ri t y i~ 

Sp;3.i n .. Sone SeV811te ·811th c8nt:.lry guitaris ts in their wri tin.{5S 

even ~:t; ~~ribllt8d. the inY9ntion of ths fifth course to Espinel 
but incorrectly GO. (12) 

In 1596 Dr ,Juan Carles y Anat wrote a book called 

y.:y.i ta.rra ES-;)illlOla :r 781' dola which ':las a sinple method "f or 

t Lining ~'1d play in", Rasgado the guitar of fiYe courses" . 

Tl13 instru!il.ent of "Thich he v,rote had four double courses and 

a s i ngl e chantarelle giving a total of nine strings . 

'I'he fiYe ·:::ou rse guitar b e came the Spanish l1?tional 

instrum.en t ;3..."'l.d was connected wi th Spain in the same \'lay as 

the balalaika is associat3d ,ri til Russia and the bagpipes with 

Scot18..nd today. J'hi s instrument, therefore , became known as 

the lISp 8.!1isl.1. ':;.J...i t ar!! throughout Europe . 

The seventeenth cent·ury sav" the guitar as 3...11 ex­

v.cemal y popular instrul:l.ent in Europe, particularly amongst 

the aristocracy. Even Louis XIV of Fr a.1'lce played the guitar 

a.1'ld declared it 1!ras his f avourite i"lstru.IIlent. The result of 

this popularity i7as the increase in the UllIllber of guitar 

m~~ers to ae 8t the dem~~d for instrv3ents . iIa...'1Y of thes e 

"BElroque gui tars" , as they are often called today , are to be 

fotmd in collections and I!lUSel.,UllS. 

?robably the most il:l.portant gl.,i tar maker durine the 

seve:'l teel1:':;:1. century was the German Joachim Tiellce (1 641 - 1719) 

V h::> Y10Z'~~}c1. in Ham.burg . 110st of his bast guitars have very 

elabor at3 -les i g..""ls for ;'rhich he used ivory , tortoise shell, 

eboilY, gold , Silver, mother of pearl, etc. :\n interesting 

point is t hat he confined his ornamentation to back, Sides, 

neck a:'ld head 1·33.ving the sO;).ndboard relatively free fron 

extra material as the s01.mdhonI'd i s all important in the pro-

uu.ction of t he Gmmd of t he instru.ment. Therefore his in-

strmnsnts ':Jere not only heautiful to look at but also had a 

"beautiful tone. 
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ber 1526, 81:10';'18 extrac ts fro!.!i 

ivory a ll ~1ro1.:tnd ""0118 sj.de s of 

in 

neck, th8 back o:f ":i!lich is d e coT a te cl '.7ith. 'olack ~?,~d :;rhi t-a 

chec~:s 1 is relatively short an.a only CO;:lt~J.ins eight frets .. 

The instn:.m.ent ;J.S it s tan is tOd2~'y 11as :3i::: s trings 1:r:.lt .::.. Ci? ra­

fu1 study of the ilead al1.d tride 8 sho\"! tha t i t ~.ia8 orig-inally-

constrL1.cted as 2. fiv8 dcn .. ~.l)le C01JISe instru!:lent ~ 

fe a-b~lre is the Ylay in which the 301.,l..J:ldboarc1 slo::?es d.O·,Til fro::l. 

the hori zo:'l-cal a :fter the bridge .. 

1 --' 
;--- - -.-~------. 

.:.... _ .:.:::..::.=.~~E.!:":-··";~--z=z-: .. "?7'?'!. 

This is a .f zo..trl.re ::101'e corx:.:::only found in -the Italian chi tarra. 

battente. 

Tielke did in f a ct actr':.ally nake batten tie instrLl-

B9:lts as viello One of these is in the 'Tic -cori3. -J.d Albert 

l IuS8Um. . 'I'he back of the ne ck of this instru.I!lent is cover-3d 

wi th a design of flo·-,',ers and a s most of his G1J.i tars have c1e-

sign.s of flo\lers they miGlt oe considered as onG of bis tra de 

lTl.8.rks • 
(14) 

In an i nstrllI.G.ent c a lled the Il \'!ui tarnal!, Tielke 

breaks a .T3_:·;- from. the usual gui tar shape gi -\ring t he ins trtl'::l en t 
al1. almos-c 10311 shaped body. (15) 

/~') ------- - .- .. -------- :1.::"'1"" 
. I .~ 

i , . ------'-. ----,~ - , .. ,,-,,-"' -. . tt ,r l 'T--
. -

\ 

This five course instrument had a total of eiciht strin.ss 

giving ti1I'8e double courses aJ.ld t /TO 3i:l~1 '3" I t c 2..rrie s t~le 

(late on ·~711icl1 it :178.5 CODl)let8 d , viz., ~.T over:i.~b8r 22nd~ lSf)9 9....Yld 

has the i r.c,lOD.tory nl.WOer 1539. ~:"'h8rea8 I1l0St of t;18 i lls tyO.-



of this tina h :::&rl - _ ....... the fin. j erbo3Td set at 

as t .2e 3 Ol.:Ulrlbo ar:l , tl1i s ·:rlli -:;erna he.s a rais e d Zinger board 

sicilar to that of the ::o dern ~,)i tar . 

----.----.-------- -----.......L.....--.----.'c--------
1',----

------.---~ 
To my lG.l0v:rledge this i s the first eyer use of the raised 

fin!!erboa-cd. 

Another German guitar maker who Ii v eJ. earlier d"LU'ing 

the seventeenth centuI',j ;,-ms Jacobus S tadler . His e arliest 

surviving gni tar is date d 1 624- a'l.J. is of -the battente type 

shorring the auount of influence the Italia'l. ciakers h ad on the 

rest of B-J.rope. 

Another v2xiation f roll the conventional guitar 

shape COlle~ from a Tyrolean priest, §ather John of Apsam~ 

~~ni s instrullent rever ts bac!( to a certain extent to the 

pointed shoulders of the guitarra latina. 

The back oi' this instru,llent i s decorated wi th a crucifixion 

scene. 

')eventeenth cen tuTJ' Ital y saw a great n umber of 

[;ui tar l:J.8.::3rs 2.C ti ve. One of these ':ras ~I~atte o Sellas \'1110 

work ed i n iJenice. Se was of Ger ::r.a'1. origin Ull.d his instru-

ment l abel.J are dated bet-.7e en 1630 and 1 641. 

gui tars PI e of the b atten te tY:ge. One of the 

1 630) stil l has nine gu t frets ti ed around the 

),;ost of his 

f irst (dated 
neck. (16) 

The f i ng erooard contains ivory plaques ~i th en:>:;ravi ngs of 

Italian l a7J.dscap93 . His trade mark is the ins <:!ription of 

a s::-.8.11 cronn ne:·:t to his lla:I!.8 and sometimes he did not put 

hi '3 n8J!!.e t o an. i ns tru.~en t , jus t the cr07in. 



.. , 
I;" .1. 

board of a.:o.o thor ins tn1TIl·3n t 2..8 ':fell" 

sce~e of houses and. ·~ree8 . 
(17) It li.:J.3 a -"rery 8hort 118C~-::: 

y,':1ich con to.ins o!lly six fretn, a!1other fo .... :r bai ns 3-hl..1Cl-: to 

i very ple.qu:?s on t l!8 f ing erboard. depictil:ci ch,:lro.c ters from 

Aesop ' s fablesa 

attached to t~1.e brid3e 821d on othe~s the .!~ r a3 s O-Ilcr t~le orid,3e 

8~2cl are tied to :pi!lS £It the e !.ld of the DOlly. 

worked in Venice over the 89.2l.8 period . Gecr -i.;-:i.o f S ,JLl.i t 9.rs 

are a lot more el~J01"at81y decorated t h::.m those of his bro ther. 

!\. good eX8.m:ole of !lis ornane~1t8.ti()1'l is in a chi ·tarl~a batt9nte 
. A) 

'16'1 tlu OI "+ . 

The ornaEent2,tion is in mother of pearl 8..:.r'ld d2..l'"'l:: ;"lood. It 

has 8-11. intricate rosette ·.7hich is sv~llren i n to the body in 

ti·:)T's ;;;-hicil ~:l as a cor::non p: .... L:l.ctice at -the iii··1,3 e ~peci2.11~- in 

the Dore elaborate guitars. ~!\110 ther C ornm_on prac ti c 0 ';r8.3 to 

exteno. tho sou.nclooard in to ti1e neck , flush \yi th t'he fin3'9r­

board. 

C}30ru.i..o :3ellas not only ill8..Cl8 chi t arro.. batte:nte 

in8tru.ment~ but alGa those of the s-bar .. d.2.rcl Sl1321i ::;h ,31}i tar 

:Jhe.pe. ODe "'of these is no"., in ~l~ Pro..;.;ue 
(19) 

vo:;ry el3..boratel~l· deCOl~8.ted. b,9..ck. 



'J!he back and siJ.es ';;ere silyered over 2.nd t,"en the designs 

painted on in bla ck paint. 

The most important instrument :maker of the Italian 

seventeenth century \7aS Antonio Stradivarius (1644 - 1737) 

nho is best ~{l1o::"ll1 faT his violins , viola.s a.1.1.d I cellos. L5tlt 

he also :made 2,ui tars, 1;110 of which are lmo,7n to us today . 

Both these instruments date bet"-Ieen the years 1670 - 1690 , a 

p3riod during which 'ae built very fey! instnunents and it is 

believed that t'aese v'renty odd years were used by him fo r 
. t t' (20) experl:men alan . 

That Stradivarius was particularly concerned '.'Ii th 

the tone of his i nstruments is evident in his guitars . He 

did away wi th all orn2.nentation except the small inlay arolmd 

the sOlmdhole as on the modern guitar . One of these instrtl-

Plan ts,. no;-; in the 
dated 1680. (21) 

Aslmolean : :useum in Oxford, 

It has a plain sOlUldboard , 

En~land , is 

b a ck and sides 

and a c ar'T·.~d ros8tte over the sOlmd hole. Thi s is in COll-

tre.st to t~'.e ela':lorate ornanentation of t he other seventeenth 

Both his guitars are of the Spanish ty-pe 

rri t,1 the 1.'.::;ual five double c ourses. His other ,,:;ui tar is 

da ted 1631. The soundboard is :made of pine and the back and 

sides a.re of r08e~7ood. Bec ause of the quali-t,)T of theoe 

GtJ.i tars it is obvious t,la t he :mus t have Plade others before 

t hem, but tllese haye :!lot 'yet beell discovered. 
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representecl :rJ:ainly "by the Voboam far.lily" 

m.e~ker being Rane Voboa:m.. An inst:rtUnellt of his d2..tecl 1641 i s 

to b8 IO"L"lna in the ''\snmole2..!l lli'UseUB in Oxford. (22) It i2 o:f 

the anQ 

tar in shape 8...."1.d t h e elee;ant ple.ifu""1.8sS of t h e 3 OlUldbo ard • 

The design on the back 2..ncl the purflin.g arol:.nd the sides, O'~l 

the 0 ther !l3.:s.1.d 1 

.A rolati ve of Re118 ':rho ',",ro~('}:ed in I'aris V/ 2.3 .:\.lex-

andre i,T 0 boam. One of hi ::; ~:ui ta.rs made in the ;)"ow.ish S -/;71e 
-' ..... \ '" 

'" " , ( 23 I ,,- , .; aSDl.!lg-won :'0.1,1.8 eum,. :tne on..J...Y a..."Yld. dated 1690 is :::lOW in a 

noteworthy :point is -~he in8tr1.:Ui!.ent~ s s iffi])lici ty and. th!3 laclr 

of ornamentation. Another unusual instrulI'.ent "built by 

Al exandre is h i s ( 2'~ ) It COllsists 

of trIO five COU.rS8 ,spanish guitars, Olle half the size of t h e 

other t '\7hose bodies are built into each other. 

I 
i , 
'. 

S'he trao.i tion of guitar n:i king in the Voboa.'Il faBily 

Ylas carrie r} on by Aleza.'1.o.re's son, <l ean • 

.... ::i.1. the me 0....."0. tine 'I the gu.i tar h a d r::le.de its ·;ray i.!'lto 

other Ea . .:: -::. ZUrOpe3.l1 cOlu"Ltries ~ 

who ~.vorl.:::: :: :v. i n Prague Hade guitars tlle I t:11ial1. chi t S.rra 

batten te "1:;.; . Fe " Other Czech gui tars £':C 0 1.l u:n~G.1.0rn.1 It'.akGrs 

shoy! an attor.lpt -Co add a single che .. ntS!relle to the five 

COUr3G chi t nrra battante making a six course gni tar vii th 

five double courses and one single. 



T!le gLlitar ;,'laS 8.1so iE ;·.:roduc e d to Poland dur:Lng tl~e 

S8Ve:lteent:h centu_ry but the u a}:::ers ru:'e not 8.ctu..ally Imown. 

T le !.lOS t impor ta! . .-rG Polj. sh gLl.i tarist was tTakob .:Cremberg (boril 

l 650) \"Tho vlor ked i ll '::ar8a~;1 ?2.ainl y a3 a com~)o ser for t he gni i~ar . 

The i m:;Jortanc e of the guitar in th", social life of 

the seventeenth century is further illustrated by the number 

of pa.intings by famous painters of -the tim.e, e.g. Callo t , 

Boc'1uet , Vel azCJ.uez , Ronoouts, Verneer, '. a tte au , La."lCret and 

:n.B--11Y more 1,7_ 0 give the &,1..1i tar 9. :pronin8n t l)lace in the ir 

paintings . :,:os t of the cui t £lrs depic t ed are of the Spanish 

t yp e with the occasional battente ins t-.!'1;..l\l.ent. 

The painti ngs confirm the '...l.se of the five course 

i ns tX'UL-nen ts previously aescri bed . Th ey furth er sho',,! all the 

uses to vlhi ch the gni tar ":las put . (25) "Bal li di Sfessani a ll 

"Dame en by Callo t shoY!s 

Eabi til by ~) aint Jea.'l and "D92!le de '~uali te" by Trouvain show 

ladies o:f the aristocracy posing wi th thcir Btli tars . The 

.;-Lli tar '."las pl ayed in the coffee hOli.s es , e. g ., "Le Caffe de 

:aome" by Docquet . It wa s used by gentlelllen to woo the ladies, 

e • g ., IT Atl~1. ts Donnan t Ulle S erenad.e II by an anon,;n:n.ous :~~rencr...I:1a.."'1 

and "Scene D' A.rwur" by J a tteau . Yet other gaintings show 

that tb.e l u te had fallen into disuse due to the new popular­

i ty of the guitar . "Three :.:usicia.'1s" b,V RO!llbouts shoYTS t h e 

gl1.i tar being pl ayed Yillile th" lute lies on the table lillused 

and in ";,:ns icians" by Rombouts the lute act-u.ally lies on the 

floor at the feet of the guitarist . 

'ro end thia cb.ap ter I will gi '.' e a general de scrip-­

tio:::J. of the standard Spanish guitar ':;hich was in use in Europe 

by the end of the seventeenth century . 

These ins tr1) .. ltlen ts ':!ere sli;3h tly s n all er than the 

L10del"'n gt1.i t :J.r • They had five COLlI'388 (five aOlebl c or four 

<.1ouole and one s ingl e ) and tl18 fJtring:J ';rer e tied to t .!19 

The body had D. 10ll~"ia'1. ap~Je,).rall.Ce j?l'orn bly due to 

th,~ ',vaists :lot b eing as daep 8.S t h038 of the ~J.od9.rn ~i t8.r. 

Generally there ';ras a l ot of orna!',:entatioll. but t he later 
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~ ·3..!!.en.1i3. ulan" 

A s in.Jle G01.U1U. hole I'l a s uS8d in t he Diddle of the o odj'" "'..):1 t 

t,vo od or ivor,Y f rets ";:ere ' ... l38i . But, 0..8 "(;1:.83 3 ::;00::'1. /(o-:::e 

frztting . The fin]8rboard ':Ias :.. lush -:;,f i th t~e s01..Lr..'1dbo8.r J 

and e x tra frets ~ii ere t.d ;uck to t h e sound"0oard .. The SOU-UQ­

board e:ctended i n to t!1G fin.j:;l"·bo2Xd f or a f arr centi2eteZ'G) 

T1.1i s Vlas th,~ final forIa. of t~le fi 7 8 CQ1J.TSC be..roque 

gn.i t :?"r v7hich :procede] into tne e i gh t a;:fnth ce"1"IJt~ry . Its 

accep-tanc 8 i n to t he ci:cclG3 of serious I!!L1..3ic is sho"an b.~T t he 
oJ 

'.7ork -i.7odo de TD.:."1er Todos Los Instrum8!!.to s !.Ie jore3 (I:i..ethod - ------- ------._ ._-- .----- .- --- _. -
of playinJ ~ll t ile best instrlunents ) b,Y :fIingllet of : :airid 

(1752) . 

,-. 
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CHAPTER I V. 

THE SIX STRING GUITAR BEFORE TORRES 

No specific date can be giyen for the addition of 

the sixth course to the guitar. It was a· gradual evolution·-

ary process which took place durine the eighteenth century. 

It could be thought of as a reyerse moYement, i.e., the five 

cou:r'se gLti tar going back to the six C01.U'se vihuela, as the 

new six course guitar was very simil8J.' to the old vihuela but 

with a slightly different tuning system. 

In searching for the earliest surviving six course 

guitar one has to be aware of the fact that many five course 

instrv~ents from the late seventeenth century and early 

eighteenth ceni;u.ry wel'e later adapted to holct six eO'lJ.rses and , 

theref ore, are not original sj,x coursc instruments. Once 
again the addi ti on of a c ours e seems to be a firs"i; wi -th the 

Italians. (They were also first with the ad.di tion of' t he 

fifth course). They built a chitarra battente with six 

double courses during the early eighteenth cen'bury. 

Ji'urther evidence of the six cov.rse gui -tar comes from 

Germany where in 1732 a book carLed ;f eu Eroffmeter '1'heore-

J!iscP'&!' ___ u;ncL.I".r.f3ktj..scb,.?r Musi.9- §aal by Joseph ~.~ajer was pub--

lished. CD :rhe six course guitar is referred to in th:Ls 

work and all interesting )Joint is that it is \'1ri tten for in 

Italian tablat1u"e and not German, thus infelTing that it wc'~ ':' 

conGidered as 9.J1. Italian instrunent during the ee.rly part 0::' 
, (2) 

the e~ghteel1.th centvry. 

ish style 

''''' ' ~ raJ:1C~SCO 

One of the earliest survivj,ng guitars in the Spau­

wi th six courses is one made by the French l'.lthie:c 
Lupot and it carries the date 1773. (3) ~j1his glJ.i-

tar was also in advance of its time in that it used six Rinb1.~; 

strings, a practice which became more popnl m.' only decades 

later. The shape of the hCPvd i.s the san1.8 as that of the 

body but an inversion, v.rhtch is to be f01md. on mar~.y g11.i tars 

from this period. 
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The body shape itself has a much deeper waist than its. pre-

decessors . This more obvious figure 8 shape was to become 

the standard body shape, even until today. 

During the seventeenth century the lute became in­

creasingly used as a continuo instrument. To meet the de­

mands of this role extra bass strings (or diapasons) were 

fitted. They were played open only ~~d therefore did not 

pass over the fingerboard . This instrument became kno':m as 

a theorbo or archlute . (4) 

.c ; is not surprising that similar experiments were 

tried wit , ;he gui tar during the eighteenth century. Such a 

guitar da .; ;;(. 1782 was made by the French luthier G. Delepl an-

que. (5) This guitar is shaped similarly to any other 

Sp~~ish gu itar except that its head and ~Luling pegs are simi­

l ar to those of the violin. The bridge is extended to one 

side to accommodate the extra bass strings whi ch are attached 

to the end of the longer head. It has six single strings 

over the fingerboard ~~d fOcIT extra bass strings giving a 

total of ten strings and \'las , therefore, called a "decachor-da". 
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To enable the bass strings to have a fuller tone the deca­

chorda was built with an unusually deep body to give the ex­

tra bass resonance. 

The second half of the eighteenth century saw 

Italia.l1 luthiers building Spanish gni tars with six single 

strings . The earliest sur viving example is a "guitarina" 

(small guitar) by Bergonzi in 1785 who h a d t aken ov:er the old 

Stradivari us workshop in Cremona . (6) Other standard six 

string guitars in the Spanish style from Italy were !!lade by 

;~tonio Vinacci a (in 1790) and Giovanni Fabricatore ( in 1797) 
both of whom worked in Naples . 

During the earlier part of the eighteenth century, 

when the sixth C01il's e was a new featur e, the doubl e courses 

of the glli tar were still used. But by the end of the eight-

eenth century they had been done away with in fayour of Single 

strings. The disadvantages of double courses as given by 

Simon molitor (1776 - 1848) were : 

1. The l ack in cl arity of soemd . 

2. The technical diffic1.l1 ty involyed in pla;y-ing 
double strings. 

3. Keepin;'?; the t welve stri.ngs in tune. The use 
of six si.ngle strings was adopted uniYersally 
ruld has not changed since . 

Another part of the eui tar which was sta.nd ::lrd.ized 

during the eighteellth century and remains as such to this 

day is the sound hole. Preyious to this time they had been 

various shalJeS , e . g ., oval, curved elipsps, t-riangJ.es, II fll 

holes , etc. But it was the perfe ctly rO"Lmd sOlmd hole which 

was to be finally adopteo_ . Th is for two reasons. Firs "(;l;l 

it weakene':!' t he soundboard the leas t and secondly ·I;he rou..'ld 

shape complimenteD. 'ehe curves of t he bouts. The p1'8.c tice 

of coyerin~ the sound hole with a carved ros e tte ~yas also 
,..,) 

dropped . \ I 

~'he luthi ers of the eighteenth cenw.r,y" had. not yet 

discoyered the ar·t of fan bracing hut rein for(.! e d the sound .. 

board of i;heir ins"trm:lcm t s with three or four bars l.'unn:i.no; 
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transversely across the l~~derside of t he soundboard . (8) 

I I 

reS 
)--

This sytem made no contribution to the volume or tone of the 
instrument but merely served to strengthen the s tructure. 

:But there was a certain amount of awareness during this period 
that the bracing did effect the sound of the guitar and cer­

tain experiments were made setting the bars at different angles 

rather than at right angles to the strings in an attempt to 

make the treble more bri lliant and the bass more resonant. 

Gui tars of the eighteenth century fu'1d before show a 
lot of variation in size fu'1d scale length. (9) most of the 

earlier guitars had a scale length shorter than the s tandard 

length used today , e. g ., about fifty seven ce::ltimeters where­

as, during the nineteenth centur~r , Torres standardized the 

scale l ene;th at sixty five centimeters. The main reason for 

the earlier use of the shorter scale l ength was that the 

longer the string , the greater is the tension re~uired to 

tune it to a particular pitch . As the old gut strings could 

not stand the greater tension of the present scale length , the 

older scale length had to be shorter . This in turn meant 

that the frets were closer together fu'1d more easil y played by 

people with small hfu'1ds , i . e., women . The disadvantages of 

the s horter scale length were t hat the guitar did not give 

such a good tone, particul arly fron the bass strings and that 

in the higher positions the frets came too clo s e together . 

There was also a c ertain amolmt of experimentati on 

with the sahpe and size of the fi::lgerboard. It Vias realized 

that the strin.~.!;s had to be far eno"!l.g:.~ apart so that if a 

fin ·:;er \"las put on one string it did not effect t ll e nei gh-

bO"1..U'ing s trin~--:;s • The f act that the guitar at f irst used 

double strin;.:;s seems to have be en a good point in this reg2..rd 

R.U . LiBRARY 
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in that the fingerboard had to be wide in order to accommodate 

the ten to twelve strings so t .hat when the chang e to single 

s:brings occurred the wide fingerboard was already established. 

The ··eighteenth century guitar, therefore, had a fingerl!oard 

of adequate width. 

We have already noted that the German theorist 

Majer in 1732 referred to the six string guitar from Italy. 

Further evidence of the actual introduction of the six string 

guitar to Germa~y from Italy comes from about 1788. Amelia , 

Duchess of Weimar (1739 - 1807) was a performer on the five 

course gui tar • This resulted in a certain interest being 

created in other members of the court. The court instntment 

maker Jacob Otto (1760 - 1829) made many guitars amongst 

other instrlUllents to meet the demand. A well knovm conduc"tor 

and composer at this time was Johann Naumann (1741 - 1 801). 

He was also a guitarist and whilst on a trip through Italy 

'he-:'came across the new six string guitar and was apparently 

duly impressed. On his retru.'ll to Germany he commissioned 
Otto to make similar six string gv_itars. (10 ) 

Otto also claims in his treatise on instruments 

ma~ing (published in f817) t hat he made some improvements to 

the glli tar himself, viz., the winding of the fourth and third 

strings a On the five course guitar only the fifth course 

was wound, the fO'LU'th being made of thick BUt which djd not 

give a good tone as it did not have enough mass . By winding 

silk floss with silver or copper wire a bass string with a 

greater mass VIas then avail",ble and gave a richer bass sound. 

The six strinGs of tho guitar of the nineteenth cen t 'ury oon­

sisted ·of tllree treble gut strings and three bass strings o:!' 

silk floss wound with thin wire . 

The Spani sh 8chool of guitar making did not begin 

to flourish till the end c·f the eiGhteenth oentury . The t-.v') 

most i mportant make:;,'", of t hi s time were l'ranoisoo and ,Jose 

Pa.ges who worked in Cad.iz i:t'o;n about J-79 4 'Lmtil J.8l9. They 

had learnt their trade from tW0 e arlier Spanish luthicr'fj , 

Benedict Wo.d 8anguino. Even though the Spanish had b een lef"!; 
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somewhat behind i n the guitar oaldn g world during the earlier 

eighteenth century one of the gui tars of l!' rancisco Pages Shows 

some remarkably advanced ideas. (11) The date given on the 

label of the guitar is. 1815. It has six double courses 

attached to twelve tuning pegs in a typically large Spanish 

type head. In this way it still belonge d to the transition 

period between f ive double courses and six Single. But a 

study of the underside of the soundboard shows it to have 

three lat er al bars in the shape of an elementary fan as well 

as the usual two transverse bars above and below the sound 

hole. 

) 
• 

. ~~other importa~t aspect of this guitar is that the 

soundboard to side joint is r e i nforced with separate trian­

gular blocks of wood 

which left the soundboard freer to vibrate t han did the eight.,.. 

eenth ceni7Llry practice of the join being reinforced with a 

continuous strip of kerfing . 

Cne of the most important families of instrcunent 

makers was t he Panormo family . (12) Vincenzo Panormo was 

born in I t~ly in 1734 and became a violin and guitar maker 

Vlorking mainly in Pari s and London. He had four sons . The 

eldest , Francis, became a flautis t. His next s on, Joseph, 

is famous for his 'cell os . George Panorno made guitars bu t 

was most f 82l10US for his bows and the y ounges t, Louis, is most 

famous f or his guitars . Louis was born in Paris in 1784 and 

worked mainly in London until he emigrated to New Zealand in 

1854 where he died in 1 8 62 . 
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There was a great upsurge in interest in the guitar 

during the early nineteenth century. The famous concert 

gui tarist, F. ;30r, visited Englcmd in 1809 giving successful 

recitals and spending a lot of time in London. Sor 8.i1.d Louis 
Panormo became closely associated dLlring these years and work­

ed together to try cmd improve the quality of the guitars be-

ing Bade. One of the improvements suggested by Sor was the 

use of very thin and lig..'1.t woods for the body instead of the 
thick woods of the eighteenth century. 

very 

A guitar by Louis Panormo 
important developments. (13) 

dated 1831 shows certain 

above the level of the soundboard 
The fingerboard is raised 

and continues over the 

sou..."tJ.dboard as far as the sound hole. 

As the fingerboard was usually made of ebony and '.'las about 0 

one centimeter thick, this new development was a significant 

factor in strengthening the body to neck joint of the guitar 
allowing heavier strings and a longer scale length (sixty 

five centimeters) to be used. The fin3erboard has a total 

of s eventeen frets, the body joining the neck at the twelfth 

fret as on the modern guitar. 

tar. 

A new tvning mechanism is to be found on this gui­

It no longer uses the teming peg system, hq.t the new 

metal tuning machines, hardly any different from tl1.e ones 

used today • 

'. 

The t lming machine was universally adopted during the early 

nineteent}l century. 
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The bridge of the Pa..'lormo instru:D.ent is also of 

interest. The older eig.'1.teenth century bridges usually con-

sisted of a recta..'lgular block through which six holes were 

drilled. The string Vfas passed through the hole and a short 

knot tied. 

, .' 
1-- -----1; 

On most of the Panormo guitars the six strings are held in 

position by six ebony pins •. 

=~r;IJ})" 

=rfHl1_Lbb:=· 
2 2 ; ) ,-Cl-.J, , .' ) 

The centre of t he bridge is sunken so that the edge will act 

as a saddle for the string to pass over. 

Panormo used a slightly more advanced fan bracing 

system on his soundboard than that of Pages in that he used 

up to five fan bars as 'well as the two transverse bars. 

Prom t he tj_:le that he first use d the fan bracing system 

(about 1810) Pa..'lormo changed his l abels to read 

"Loui s PanOrT!lO, Eaker of Guitars in the Spanish Style" 

which leads us to believe that the system originated in 

Sp8.in . 

Fa..'1ormo ' s instrl'L'!!.en ts were completely free of orna­

mentation e}:cept for the thin inlay arolmd t he sound hole. 
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A can temporary of Panormo was Johann Geor is S ta-ui"er, 

an Austrian luthier, who established a workshop in Vienna 

from 1800. He made many fine guitars particularly those 

which he made in accordance with the advice given to him by 
the concert guitarist Legnani. All their ~abels read 

"Legnani ],10 del " • He was in consta.1J.t search of new ideas in 

construction and an instrcunent dated 1830 shows some of these. 
these. (14) The fingerboard extends over the SOLIDO. hole a 

little and the section over the body is cut off diagonally 

and contains a total of no less than ~ren~J three frets. 

The shape of the body is designed to make playing in the 

higher positions easier. The keys of the ~1J.ing machines 

are all on the one side of the head and the cogs of the 

tuning machines are covered over vii th a silver plate. The 

bridge of the ~litar uses six pins as did the Panormo ~~itar 

but has a removable saddle as on the modern guitar. 

The neck is detachable from the body by means of a screw 
which also allows the performer to vary the Ek"lgle of the 

neck to the body to give the best string action. 

The best representative of the early nineteenth 

century French ~~i tar makers was Rene Francois Lacote (1785 
1855). 
'l~ ? .L :1. • ..:. ont::;:. 

He Vias born in 1Iirecourt Ek"ld learnt his trade from 

He set up his Yiorirshop in Pari s an.d his later 

gLJi tar labels read "Lacote et Cie" which sl1ggests that he 

employed a number of craftsI2en to help him. 

It was co=on practice at this time for all the 

leading gui tarists in Paris to gatner at the gui tar mEk~ers 
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workshop to play to each other and make suggestions for im-
provements in construction, etc . The Lacote '1l'orkshop was a 

favourite meeting place for guitarists such as Sor , Carulli 
and Aguado VTho tested and signed his instruments. 

His early gui tars use the older peg head tuning 

system and have scalloped fingerboards . 

The crest of each wave of the scallops acted as the fret, but 

to prevent the wood .w-ear:i:ng down- too quickly, ivory or metal 

frets were inset into the crests but did not protrude above 
them. 

At about the same time. that he changed to using 

tuning machines he also changed to using the standard f lat 
fingerboard as seen on one of his guitars dated 1835. (15) 
Unlike the Panormo guitar , this instrument still has its 

fingerboard set flush with the soundboard so that the extra 

frets had t o be inlaid on to the soundboard. The cogs of 
his tuning machines are set into the sides of the head and 

covered over giving a very neat appearance to the head. 

The bridge is approximately the same as the one used on the 
Staufer gui t ar, i.e., the strings are held by six pins and 

pass over an ivory saddle. The body of the guitar has a 

very pronounced fi gure 8 shape which was common to most early 
nineteenth c en tury French and Germa.."l guitars. If we compare 

them to e8x l ier guitars we find that the bouts have become 

larger, particularly the lower bout, thus giving a deeper 

waist. ~he north European makers also tended to shorten the 

l ength of t :18 body t hereby making the fi &,-ure 8 shape even 
more pronocmced, whereas the Spanish and Itali~~s kept the 

longer bo dy Giving a !Ilore elongate d appearance to t he body and 

gui t ar. 
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To T!l~~:ce s ui tars of different sizes ',"laS, of course, 

no thing new as the centurie s before ':'lad :produced Llany differ -

ent sizes . :Jut there wa::; a movement dnrin.g the early iTi ne-

teenth Century to ()uild £,cli tars · in f01U' diffe:cent sizes . 

? i rstl.::r , t:lere ~::as the ~:;T~i tm" \'! i th a}:tra '1);":'8::; strinc;s oalled 

the II deC8.C ~10rd.all ~.:I(lich has already eeen noted. Then tl'~ere 

nas t!1.e s tS121d8.r d si :~e normal JLli tar . Then a s~all er c;ni t,~u 

c all ed. the It Tel"z Gu.i ~8..r1l 08cause i t nas c'nne d D. minor third 

hi g ler and :?..rl even snaller ;sui tar c all·3d the 

whi ch nas "tll..!.l.ed. 2.. I01..U'th hig~.!.er than. tb.e stand::trd gl..li tar. 

This ",!0..S very interestins 8.8 it conld. be c01!l.:>c.red to t~e 

strin:: quartet , i . e . , f irst ;riolin , second violin , viola an.d 

' c ello , but it did not 12.st after the tllTn of the: Ce:i.ltn.ry . 

':\.3 ~7e have seen , the !!lain countries i n 'which bfl..li-

tar In,'l.il ding 'took ~)l3.c e Cilu~ing the f irs t !'lo.l f of ....... ' -_. 
,-,.:1.9 ~! ll1e-

tee~1th Centur~,T Viera Gerrr..any , Ital jr , ?r&'''1.ce, Spain 3.:'!d Sng::"a.."1J. 

But ll).thiers \7ere also busy in Eel,V.1.U!!.j e . g ., ') . IJL1C::;{. 

Hal '1..C'L:0.rl had JUY:gers and De19::''1l10y , 3atov , Kr :.:..s no8::~'leko',7 2..rl':i, 

Sich~c;",."l,. ~79re '£ 2:301..l3 ~~1.lssia."'l sni tn.r 1:sJ:er3 ~7l10 bpil t seven 

3tl'>i~; :~ti ta~_3 \'lhich ':!er8 yreiCrr3u. iE J.l .... s3ia at t~e tir:e. 

)-t.'1d 1 c.:3 tl::- , :] '-.~1 . ~~8.l"'ti!l ~\7ho ~l3.d ';,ror:;:ed -:Ii t~ 7~t al_:.fe l" i:i.1 --:rj.9~··nl8. 

b .... ., ' . " "-T C' 'I. \·.r'n_e-_(' ~ 11e "o~c ::,~:-:~e -C3.!.101.1.'J f o~C' 8I o~'e eI!L~ ;Co.'Gln.:; ·C .') 1;..:18 u. -J • .d. 0 - ~ -

~~is ).li tax's ':(1.ich '.7cra no (LL~:fcrGnt :?ro: :l t':J -:7tD.""O ~·?8 ':::~:''l il"lSt:rl'.-
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Dents except for his method of bracing the soundboard which 

consisted of two braces forming a cross under the lower bout 

as well as the two transverse bars on each side of the sound 

hole . 

r~ , 
\ ,,\ 
) "-..1 

The following is a general account of the types of 

woods that were used for the various "Darts of the guitar by 
the middle of the nineteenth century. 

Back Rosewood, Sycamore, Viaple. 

Sides Rosewood, Sycamore. 

Soundboard Pine, Spruce, Larch. 

Fingerboard Ebony, Pearwood. 

Heck Mahogany , Rosewood, Sycamore, Ebony. 

Very often veneered woods were used, e.g., bird 's eye maple 

veneered with rosewood for the back. 

This brings to an end the first half of the nine­

teenth cerd;uxy and a particular era of guitar making, leaving 

the beginning of the establisl'1...I!lent of the guitar as we know' 

it today, t o Torres, one of the Dost important guitar mllicers 

of all time . 
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1 F.Gr1.1nfeld, Art an.d Times of the Guitar, p . 308. 

2 The essential difference between Italia.."tJ. and Germa..'1 

tablatures was that in Italy frets were indicated by 

numbers and the top string was represented by the 

bottom line, while in Ger~a..'1Y letter n ames gave the 

frets and t he top line represented t he top string. 

3 A. Bellow, Illustrc>.te d History of the Guitar', Plate LB 

4 D. Poulton , John Dowland , "Fretting and Tun:i.ng the 

Lute''', p .450. 
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CHAPTER V 

THE MODERN GUITAR 

After the middle of the nineteenth century guitar 

making and design was more advanced in Spain than in any 

other country. The most important Spanish guitar maker of 

the late nineteenth cen~lry was Antonio Torres Jurado(l) 

(1817 - 1892). He later dropped Jurado ~~d is more general-

ly known as Antonio Torres. Orj.ginally a carpenter , he 

learnt the art of guitar making from Jose Pernas to whom he 

was apprenticed in Granada till 1850. From that time he was 

building gv.i tars '-mder his o~m n ruae but in 1869 he had to go 

1880 he was into 

able 

other business for financial reasons. In 
to return to gni tar making until his death in l 892 . 

He worked with tho concert g~itarist Julian Arcas as his ad­

viser and did for the guitar what Stradivarius had done for 

the violin two hundred years before. Through his experiLlents 

and innovations he established the deSign of tho modern Span­

ish guitar as Vie knov; it today. He empbasized the importanoe 

of the so~ndboard in the production of tone and to prove his · 

point he went as far as to build a guitar with back ~~d sides 

made fro.m p apiermil.che. From all accounts this instrument 

h ad a remarlmbJ.e sound. He a l so improved on t he fan braci,lg 

system of the soundboard giving his instruments a rich mellow 

sound and better carrying power. This system is still used 

by many g-L1.i tar makers to clay • (2) He established the scc.le 

length at sixty )':ive centimei;ers and increas ed the body size 

so tha t it would proc1uc e the best results from the new scale 

length. The width of the nut was standardized P.t five 

centimeters and he employed both the Spanish brid,<;e and heel 

8..'3 we Imow them today. His ill3 tnuaen-cs are, need.less to say , 

wi tbout elalJorate ornan:.entation ana. have only the thin decor-

ative inlay a~ovnd the sovnd hole . All no'i;able 112thiers 

since Tor:" 8s have adopted the prinr.iples which he laid down 

ana. desisn -their guitars acco:r-dinCly. 

One of the mos'!; famous of these ViaS I':anuel liaJnirez 
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(1869 - 1920). (3) He came from a distinguished family of 

instrument makers and made the gni tar on which Segovia made 

his debut. He started as an apprentice of Francisco Gonzalez 

at the age of ten and establis~led himself as a maker in 1882. 

The Ramirez name and reputation is still carried on today by 

his grandson Jose Ramirez III who is also training his son 

Jose IV' in guitar making. 

Enrique Garcia (1868 - 1922) was an outsta11ding 

.llupil of Manuel Ramirez who at the age of tv{ent~· five was 

aJ.ready building magnificent instruments. He, in turn, had 

a gifted pupil in Francisco Simplicio (1874 - 1932). In this 

way the innovations of Torres were spread by his, disciples. 

Further ,Spanish luthiers who carried on the Torres 

tradi tion were Vine en te Arias (1845 - 1912), Santos Hernendez 

(1873 - 1951) and Domingo Esteso (1882 - 1937) whose nephews 

still build guitars under the Esteso label. 

The most famous German guitar builder of' the twen­

tieth cent-ury was Hermann Hauser (1882 - 1952) whose instru:­

ments are used by many of today's concert artists. His sen 

Hermann Hauser junior stj,ll carries on the tradition today, 

Another contemporary German luthier, Edgar I~lonch, is building 

experimentai guitars with fingerboa:!:'ds that have complex 

riSing and falling surfaces that correspond with the exact 

way in which the string vibrates thus giving the lowest po~;"d­

ble action without detriment to the tone. 

The guitar is said to have been introduced into 

Japal'l by Kimpachi Hiru.m.a in 1901 where it bec ame very popular . 

Today Japan produces an enorlliOUS amount of factory made gui­

tars suitable for beginners . 

Among the most ir4portant luthiers in the "varld toclu;l 

are Fleta, Yacopi a..'1d Pasg,ual :Ln Spain, Teller in Germany, 

Bouchet in l!'ranc e and Bollmann, i',lUI'tin and Velazg,uez in -the 

Ul1i ted States 0:[ America. All that i s left now iD to (los·-

c::::-ioe j.n SOJll8 detail the ,guitar as i'c i ~~ built lly -t;~1e lu:th:i.eJ:s 

of today. 
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The main aim of moiern luthiers is to increase the 

volume and carrying power of the guitar as well as to improve 

on the tone. The result is that we now have a gui tar that 

is c.apable of holding its own in terms of aural equali ty wi th 

the chamber ensembles of today. No luthier has yet overcome 

the problem of building a guitar sui table for bo th chamber and 

concert hall work. A guitar wi th a sim:ple fan bracing system 

a'1d a thicker s01.mdooard is sui table for chamber works but in 

the concert hall it will not give enough lower partials and 

will, therefore, be reduced to a very thin socmd. A guitar 

with a thinner s oundboard and more elaborate fan bracing 

system will_carry better in the concert hall but the sound will 

lack clarity and be too thick for the chamber room. 

Building a guitar suitable for the concert hall is 

the more difficult of the tvro as it must have enough of the 

lower partials to keep a good round tone. This requires a 

very thin sOR-l'l.dboard which, unless it is properly controlled, 

produces dis~.ITbing overtones and dissonances. The guitar 

muers job is, therefore , to produce a guitar with a thin 

enough s01.mdboard to give a good volume and tone but stable 

enough to preclude harmonic difficulties. 

The soundboard is made of two matching halves with 

the joint exactly down the middle . (4) 

It is at its thinnest in the vicinity of the bridge and is 

certainly the most importac"lt part of the guitar . 

The main functions of the fan barring LU"lder the 

soundboard are to keep the thin board from t1'1isting under 

the tension of the strings, to trac"lsl!li t the vibrations from 

the bridge to the r es t of the soundboard and to discipline 
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and control the vibrations of the board. The number of 

differell. t fa...l1. sys te:8.s used toda~r are too numerous to mention 

due to continual experi mentation. 

still the most widely accepted . 

Some other systems used are:-

BLlt the Torres pattern is 

A more suitable system would be one that transmits 

the vibrations to every part of the s01L"'l.dboard, i.e., to the 

upper Dout as well. To get the sound vibrations up to the 

upper bout, the two tra..'1.sverse bars on each side of the s01.md-

hcrle would have to be removed. The problem is that the 

soundboard and body would collapse vvi thout these bars. Re-

cent experiments- have been made with an "extended system" 

where the transverse bars are arched on each side of the 

board to allow the fa'). o e.rs to pass under them wi thout any 

dampening effecto The transverse oars are, therefore, glued 

to the sides of the gLli tar and the middle of the sOlmdboard 

only. 
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The function of the lining is to give a broader 

gluing slrrface thereby strengthening the corners inside the 

body where the back and top are joined to the sides. The 

better guitars use separate blocks of wood for the lining of 
the top to sides. (6) 

/ , _ .' I ! : .' ,. JJ, '11 0 /'1 
.~ .. : ~ 

These use less wood and therefore make for a lighter guitar 

and they leave the soundboard more free to vibrate. The 

other, less effective method used in cheaper guitars, is of 

a continuous strip of wood uhich is s 'awn alnost through at 

intervals. 

The better guitars again use the latter system for the back 

to sides joint where the vibrations are not as importa.."lt while 

t h e lesser guitars use a continuous strip of wood there. 

All modern Spanish guitars use a bridge on to which 

the strin";s are tied as on the eig..l1.teenth century guitars but 

also with J, saddle over which the strings pass as on the gui­

tars of Panormo and Lac ate. ( 7) 

--

, -, 

A problem with the bridge is that the string s exert a pull of 

several hlmdred kilograms on One of the ways in which 

this problen is overcome is that a broader bridge bas,fl is made 

giving a bigger gluing surface a..Yld new improved glues are used. 
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The main functi ons of the bridge are to hold the strin6s at 

the correct distance apart as \'Iell as at the correct height 

above the fingerboard as well as to transmit the vibrati ons 

of the strings to the soundboard. 

the sOlUldboard across its seam . 

~~t it also ~elps to brace 

The back of the guitar is also made of two similar 

halves but many modern luthiers add a thin stri"D of contr ast-

ing wood between them for decoration. The back is reinforced 

wi th tbrae cross bars and reinforcements down the middle seam . 

r ~ , I . 
6 ~ 

~ 
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The sides of the guitar are usuall y made of the 

same type of wood as the back and also reinforced with small 

strips of wood. 

The heel has its importa~ce in the fact that it is 

at the body - neck joint and its flL~ction is that of rein­

forcement . (8) The less effective heel as used by the French 

has a separate heel a~d end block which are glued together. 

But this method is lL~satisfactory as when the strings are 

tu...'1.eil to the correct tension, too much movem.ent occurs at the 

heel. The Spanish heel is almost always used today. It 

has the heel and end block in one piece &'1.d the end block is 

extended along the back in the form of a slipper as I'lell as 

along the top to a lesser extent. 
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The Spani sh h eel is effective in that it only allows a mini­

mum of movement in the neck - body joint. 

The greatest problem with the neck is t nat the ten­

sion of the stri ngs may bend or warp i t over a period. The 

solid wood neck is still the mos t common but laminated necks 

are used . To give t he best playing action the neck should 

no t be too thick and the back of the neck shoul d be a fl a t­

tened oval shape . 
\ .. ' . '. ' .d 

.~ 

The fingerboard is superimposed on the neck and ex­
tends over the soundboard to the s01Ll'J.d hole where it is shaped 

wi th the curve of the hole. 

(~ ~h 
W 1 \ U { 

J \ 
As the fi;:! s erooard is made of a very hard wood i t also helps 

to prevent warping of the neck and as i t goe s over the sO"lmd­

board to a certain extent , it helps reinforce the neck-body 

joint. A f ingerboard wi th a s li ghtly curved surface was 

often"c'.se ,:;' in the past 3.nd onl y very occas ion3.11y today . 
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The flat fin.:,;erboard has been found to be by f3.r the better . 

The older type of fret used consisted of oblong 

sections of i vory, wood or metal inlaid into the f ingerboard 

and the sharp edges then filed clown. 

[J" : . ' . 

----~"1 .. 1-----
:....: . ... . 

All modern metal frets are of the semi-circular tongued type. 

~ . ' . : .. 

The tongued part is inlaid into the fingerboard. There is 
still a good deal of controversy about ,.,hether t he fret should 
be na:rrow or ,vide. ( 9) The narrow frets give a more precise 

i ntonation but are incli ned to Vlee:r the stri ngs down much more 

quickly . ':iider frets give more volUl!le aDd ere more popularly 

used . The fre t s are correctly positioned by i;he "rule of 

eiehteen" method whi ch is, that if a string is shortened by 

one eighteenth of i ts original leng t h , the pitch will rise 

by one semi tone provided the tension remains constant. As 

the frets are set one semi tone apart , t1'>.is is method used to 

place them. The i;"1'!elfth fret i s al ',7ays exactlY in the middle 

of the open vibrati ng string 

body is joined to the neck. 

length which is also wher e the 

rJathematical formul a e have a l so 

been worked out to give the preci se positions of the fr e ts. 

The standard Spani sh guitar contains a total, of nineteen 

frets , the r!.inetee:1 t:1. ha-.ring its ciJ..dle sec t iol1. 7';l'13sing , 

clue to tll'3 Cl1..L'Ve of tlle 801)11 d"bO?.l"'d ~ 

:-

( 
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Position marks are to be found on the top edge of 

the fingerboard and are usually inlays of mother of pearl or 

i vory . They are on the third, fifth , seventh 8..."tJ.d ninth frets 

but the fewer that are used the better as they detract from 

t h e puxity of the design and eventually prove to be a hind­

rance rather than a help to the advanced player . 

The standard nut a.s used on the Spanish gui"tra:t'-- ia 

an obl ong secti on of ivory 

cut to hol d the strings in 

or bone in which 
position . (10) 

six grooves are 

Some luthiers have contested this me thod saying that the nut 

has two f1mctions. Firs tly to hold the string s at the correct 

dist~~ce apart and, secondly, to place them at the correct 

height above the first fret . They claim that no s ingle nut 

c~~ perform both f lllctions s a tisfactorily and have , therefore, 

Jilade guitars wi tlla nut to hold the string s in position and 

an extra fr e t to hold them at the correct height . 

The luthier, Earco Roccia , has buil t a double nut in one 

piece. 

But the s tandard nut is still the most popular . 

A very important chang e took place on the gui tar 

less than t h irty years ago . This was the chang e from the 

use of gut strings to t he modern nylon strings. (11) The 

ol der gu-t strings suffered from bri ttleness , bad intonation 
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and an inability to sustain or give contrasting tone colours. 
They also soon frayed where they were struck with the nails. 

The bass strings were of silk floss wound with wire and had 

to be relatively thick to stand the tension of concert pitch. 
The result was that clarity and sustain were adversely 
affected. Despite the effort of both Hauser and Pirastro 

who carried the gut strings to the highest peak of perfection, 
they still suffered from the old weaknesses. 

The advent of nylon strings has changed this. The 

treble strings are now able to be produced with a constant 
diameter throughout, ,"thus giving a true intonation. They 
stay in tune and do not wear or break easily. They give a 

good tone and contrasting tone colours. The bass strings 
are made of nylon floss wound with thin vIire. Nylon floss 
has a greater breaking strain than the silk floss and the baSEl 
strings can, therefore, be made thinner, thereby giving a 
greater sustain and clearer tone. The first ever u.se of 
nylon strings on stage is said to have taken place in New York 

in 1944 and Segovia first used them in 1946. 

The following is a list of the types of wood most 
frequently used for the various parts of the gQitar. 

Sou:ndboard 
Sides 

Back 
Neck 

Fingerboard: 
Bridge 

Lining 
Braces 

Back Ba-rs 

Nut 
Saddle : 

Spruce 
Rosewood, Maple, Walnut 

Rosewood, Maple, Walnut 
Honduras i\Tahogany 

Ebony, Rosewood 

Rosewood 
Basswood, Spruoe, Pine 

Sitka Spruce, Pine 
Honduras I:Tahoga.'1,Y·, Spruc e, Maple 

130ne, Ivory 
Bone, Ivory 

Palis8.1l.der (South Americ= rosev/ood) has been un:i.­

versally adopted as the bes t wood for the back and Sides, but 
the world I s supply of fine woodS is rapidly diminishing anll 

it is, therefore, only fo.md on the most expensive glli tars, 
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This also applies to 

but certainly to the 
ebony. The cheaper guitars use plywood 
detriment of the tone. 

In the 
grades, was used 
absorbs moisture 

past, animal or hide rlue, in different 
by most luthiers. (12 But animal glue 

and with the cycles cf drying and dampenj.ng 
the glue weakens and the joints eventually split. For ex­
ample, Stradivarius us.ed animal glue on his guitars but had 

to include three or four nails for the heel 'joint and, there-
fore, would have preferred a supericr glue. 
far better plastic glues being used, e.g., 

1 Plastic resin glue 
2 Polyvinyl resin glue 

3 Li~uid resin glue 
4 ~ransparent Epoxy cement. 

Today we have 

Some luthiers still use animal glue for the sake of tradition 

and because it makes repair Vlork easier in that the joints can 
be separated more easily. 

One of the great enemies of the guitar i s bumic1ity, 
or variations in humidity. (13) Dampness results in the wood 

swelling and drynes s in it shr-inldng. Most guitars call tal~e 

these changes provided thay are gradual. Shrinkage is more 
likely to cause damage to the instrument tnan i s swelling , 
and it is for this reason t hat the guitar should be assembled 
in an atmosphere with less moisture tha..'"l that j.n wnich it will 

be used. The easiest point of entry and exit of moisture h, 

the t op and back is the end grain of' the wood which is, there­

fore, sealed off with purfling. 

The varnish also helps to protect the wood from "j:;he 
'atmosphere. (14) But only a very thin layer of polish or 

1acctuer should be a~lplied for this purposc as too thick a 
coating will hurt the tone. Before the varnish is uFpli ec1 , 
the surfaces are throughly sanded with papers in several 

degrees of fineness. Then a wood filler is applied to all 
sur'faces except the sl)ruce top, Ylhich has a c1.osed grain n,H}, 

therefore, does not require a filler. The best polish 1.1.sed. 
on the finest g"ui till'S is F~cench polish which consists of 
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whi te flake shellac dissolved in alcohol applied with a 

cotton pad. The ebony fingerboard is waxed with bee's 

wax to give it a dull finish. 

" 
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NOT E S 

1 T. Hofmeister, Torres - The Greator of the f,~odern Guitar, 
Gui tar Revi ew No. ~C6. 

2 Some aU'Ghori ties claim that Torres may have invented the 
fan bracing system but, as noted in Chaper IV, a guitar 
by F . Pages, dated J_815 (two years before Torres was 
born), already used an elementary fan bracing system. 

3 Alice Gilbert, Spain's Luthiers, pp. 22 and 23, Guitar 
Player I.Iagazine, v. 7, liTo. 3 • 

4 I. Sloane, Classical Guitar Cons~lction, pp. 16 and 20. 

5 T. Usher, The Suanish Guitar in the Nineteenth 8..'1d 
Twentieth Centuries, pp. 28 - 32. 

6 , H.". Hu:L-tig -J:I , The Gui tar I.'[al~er and his Technill.ues, p. 5. 
7 T. Usher, The Sp811ish Guitar in the nineteenth and 

Twentieth .Genturies, pp. 23 ElJld 24. 

8 T. Usher, The Spanish Guitar in the j'Ti'ne~eenth and 
Twentieth Cen~lries, pp . 20 - 22. 

9 , Eritannica Extension Service, The Guitar, p. 3. 
10 T. Usher, 1h8 '3J2.anish guitar ill the , ~rineteenth and 

'l'wentieth Cen:ttl.ries., p . 19. 
11 A. Segovia, Guitar Strings het'ore Albert ALy;\Llstin~, 

Guitar Review, 1'~o:-J.7 . 

12 

r 5 , 

14 

I. 
I. 
H. 

Sloane, 'C-Lasaic ' Gmtar 9_onstruction, p. 34. 

Sloane, Classic Guita;r Construction, p. 18. 

Huttig, The Guitar Maker and his Techniques, p. 14. 
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I N T ROD U C T ION 

Since little has been written on early gui tar 

technique and nota tion, it has been necessary to refer 

to paintings and other literary sources for information. 

As with other i nstruments there are various and opposing 

schools of thOUGht . In this discuss ion t he generally 

accepted technique has been put forward. 
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I 

A :3.~IEF LOOK A~ '>'!fl CE:~fi1mtIES BEFORE 1500 A .D. 

'Ihe ea.rl iest tecb..'1i que applied to stri ng instru.raents 

involved the right 2EL'ld only, as these instnullents were primi­

tive harps. \7i th the invention of necked instnunents in 

Egyp t ru1d Babylon before 1900 B .C., the function of the lett 

hand changed from just sup~orting t2e instr1.unent t o stopping 

t he strings against the neck . Tae t&"lburs were held in the 

same position to the body as the guitar is today but was sup­

ported by having the bod;,. :r.esting on the r i ght Iorea..'"ID and the 

l eft ha..'1d supporting the neck as well as stopping the s t.rings. 

As the instrumant~. s body was very s mall and very 

Ii ttle tecnnical virtu.o s i ty was required, this position was 

satisfac:tory. The supporting of the instruments on the 

right forea..'"ID can be found in Europe as late as 1 300 A.D. 

The right hand, therefore, pl ucked t he stri n::;s f rom below EL"ld 

usually ~lsed a plectr um f or this pu...ryose. 

for the me t hod of posi tioning the fre t s on to t h e 

neck of the instnun,mt , vIe :r:rust first look at the tuning 

methods of the ilarpi sts and l yre pl ayers of the ancient Near 

East . They were abl e to tu.."le their instnunents to the pen­

t atonic scal e from their iunate ability to hear tne inter-vals 

of the perfect fourtn and f ifth 2~d octave . They started b,Y 



tuning tbeir lo~:.rest 3 tri:i.l} t o:) c.. Eota f rom °che f\1 ; delle 

ra.'1ge of the singer ' s voice Which vie \7ill c3.11 c . They would 

then tune the fourth string a fifth :higher (g). The second 

string -:Ias tlmed a fourth belmv the g (d). The fifth string 

';ras tlmed a fifth above the d (a) and finally the third string 

was tuned a fO"lU'th below the fifth string (e) . 

- Toto~ (t1°1"'or;::..J·i C ~l ) _, , .... ;...J \ ... ...... .... u_ ...... _ 

1 2 3 4- 5 

This aural method ',vas satisfactory for instruments 

which only used "open" strings but an arithmetical system was 

worked out to give the :positions of the frets for instruments 

which obtained different notes from sto:pped strings. This 

system, 

for the 

knol'm as the eCLuipartation princiule Vias also used 

positioning of holes in pipes . (1) 

Basically equipartation was tlle division of the vi­

brating length of the string into eighths, sixths and a half 

and then those being superimposed. 

- - ----------- r--- -- ___ ___ __________ -LH'-"A'-' ... ~r'__ __ 
1 

1 

----------- . ------ --- - ____ ~- _____ _ .. _ , _ ___ ___________ J;;.(tHS 
, 1 

I 1 

_____ , _______ ' _ _ , ___ -- ___ un' __ _ _____ 1 _ _ : - _ __ _ 1 ___ ___ ~--E;;:Jti..;.JTHL 
, 1 1 , ! ' I 1 1 
I 1 I 0 j 

-----I-- i 

I ' I I I J ! I I 
-. -. ·---1--·---1-- 1-- ---.. ---.... -- - -- ---+ -. \ - -- - -· i--- ~-- f -

Of course only the left ha.'1.d side of the string was used, but 

the first eighth fret position to the right of the half marks 

was still u.sed and the first eighth interval was again divided 

into two equal P3.rts . 

I--I--I-- - i ----I----I- -11'-----+----+---
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The rasulting sGale was not 8.1 t ') gether 3atisiactory 

as it did not give the !lnatural!t scale of the "Up a."'1d dovmt! 

system use~ by t~e harpists. Belt IT om this equipartation 

system came a very iillport~t realization. The octave, fifth 

and fourth inteI"Tals of both the equipartation O-nd the up and 
dow:, sys tems 

was produced 

were exactly the same .. Purtllermore, the octave 
by stopping the string at half its vibrating 

length and the fourth at a quarter of its length. :~'rom this 
they took the "divisive" system one step further and divided 

the length by a fifth to obtain the major third. 

1-1 ------l--·\--I --11---- --1--------
C £" F' G C 

By now applying the up and dO'im system they could find the 

correct position for the d by going a fourth down from the g 

and the a by going a fifth up frcm d. 

I----r---~I-I --/-­
c D E. I" A 

Illusic, like the 0 ther languages, went through Dany 

centuries before successful attempts were Dade to write it 

down. The begi!l.t."'lins S of the European hotation system are to 

be found in Greece during the first few centuries of the A.D. 
era. It consisted of letters from ancient alphabets which 

represented the different notes . 

/\ jI J ! ! ~ 

" ., r : .-t\ ". 
i , I 

'I' I I '-l : -,/ N/ C '7 ~I L- " v v 0 I "" 
, 

The lyre was the chief instrument of the Greeks and 

the letters indic9.ted which strings on the lyre were to be 

pluc:t:ed . If ,Ie translate the Greek "note names" we find that 

they give the string pOSitions, e.g., 

=Tete 
Paranete 
Tri te 
Lichnos 
Hypate 

I,owest 
Next to LO':lest 
Third 
Index :fi'inger 
Hi&~est 

etc. 

Then reference to t he II hi gh e s t; II or tll owe stll 71 3.S talcen from 

the relative '.1..' "" POSl ulons OI t h e s trin.5s on the lyre. So their 

hig;.,est note actually had the lowest pi ~ch a c it was the upper 
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mos t B tring on the ;Lns tru-,'llen ts (as on the mo ,J.ern gld tar) 

This means that the Greek notation system was a tl.bla-Gure and 

not an actual pitch notation. We will find that the guitar 

and related instruments contine.ed to be written for in tablw­

ture for about the next 1 . 500 years until the eighteenth cen­

tury by which time the Greek notation system had followed 

another course and developed into our modern notation system.(2) 

~ the thirteenth century in Europe, two different 

pla,ving technic;.ues had evolved. The one involved the s-Grl.UIl"· 

ming of chords and the other, the pla,ving of single notes 

melodically. The gui tarra latina was strummed and this tech­

nique is called "r asgueado" and is still very much a part of 

Spanish flamenco music today. The melodic style called 

"punteado" came from the Moors 8..'1d was played on the guit;arra 

morisco. Most surviving illustrations show both these in­

struments being played wi.th a plectrum. 

The use of the right hand fingers in plucking and 

strumming the strings is to be found with the vihuela of the 

late Hiddle--Ages. There were three types of vihela in use 

in Spain. They were categorized according to the Nanner in 

which they were played. The vihuela c.e arco was played with 

a bow, the vihusTa -de penaola wi th a plectrum and the vihucla 

de mano with the hand (fingers). Eventually the plectrum 

and bOVI fell into disuse and so we can say that the right rwnd 

technique of the modern guitarist began \'6th the vihuela de 

mano. 
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NOT E S 

1 Curt Sachs, The Rise of I'Iusic in the 

2 J. Wolf, Handbuch der Hotationskunde 

Ancient Vrorld , 
pp. 73-76. 

I, pp. 11-23. 
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C HAP T E R I I 

THE REHAI SSlLlVCE AIm BAROQUE PERIOD 

It will be necessary to study four different instru-

ments from this period. They are the four course guitar, 

five course guitar, lute and vihuela. 

Whereas the lute ruld vihuela were composed for more 

seriously, the four course guitar was the fe.vouri te instru­

ment of the populace, who were not concerned with contrapun­

tal techniClue . All they required ·wa.s "a basis of tonali ty 

for their songs and da.'1ces" - E. Pujol. It is obv-:i.ous then 

that the fou.r course guitar was merely strummed. The accor-

datura was G d g b , giving the G maj or chord 'lrhich was 

suitable for chor~ ~trumming. (1) According to Jua.'1 Bermuda 

in his Decle.racion de Instrmv.sntos (1555) , t his tvx,ing was 

"a los v"iejos" (ill the old style). There 

movement towards playing more contra:plmtaJ. 

was, however, a 

music on the four 

course gl..li tar which reCluired a tuning more sui table for con·-

trap1.mta l playing "a los nuevos" (in the new style). It v;as 

the same as the old tuning except that the lowest cov.rse was 

raised by a tone giving A d g b. This gave a tuning of 

two perfect fourths and a !llajor third which i s tl1.e sa:n.e as the 

inner four st:cinGs of the modern glli tar . ( 2 ) Of cours e the::-e 

VIas no st=dard concert pitch as vie knolV it toc1a.y E:..'J.d so the 

tv.ning pi tC!1. varied considerably. The actual naming of the 

notes could be no Illore than theoretical , but it resulted in 

the correct intervals between the COUl.'ses. 

An important point wo:cth noting here, is that the 

talllature system used to notate the "lusic indicatecJ. on 17hich 

fret and s ';:;ring the finger should l)ress anrl not the act-v.al 

pitch of the note. This meant that if a cOlllposer so vlished, 

he could. change the tuning of the guitar to suit the partj,­

cular piece I'ii thou t lL.aldn£ it any more diff:i.cul t for the per­

forme:::' to read. 1'11e natLu'al result of this was t h8o'l; various 

tl.,l~1in iS s,ysteL'lS yrere in use as 'NelJ. as those alreHdy l!lentioned. 
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Another popular tuning which was used in Spain was c fad 

which had the major third between the two perfect fourths , the 

same interval relationship as that of the top four strings of 

the modern guitar . 

An important event in the music publishing field was 

the invention of the new movable type press for music print­

ing by Ottavio Petrucci (1466-1593) in Italy. Publishing 

houses were soon ±'lourishing in France where Adrian Ie Roy 

and Robert Ballard published books of guitar music which show 

a certain amount of sophistication. Because of this, a more 

adv~~ced playing techni~ue was required and a study of the 

music shows that the thumb, index and m:iddle fingers of the 

right hand were used to pluck t he strings . 

As the quality of music written for the guitar im­

proved there became an increased need for an extra course . 

A fifth ccurse was , therefore, added during the sixteenth 

cen1;ury. The most frequently used tlming fo:;.~ the five course 

gui tar was A d g b e: This seems to orj_ginate from the 

c fad' But because the extra course had been added as 

a bass course , a bett~r tonal balance was obtainelt by tuning 

the strings hi gher than with the four course guitar. The 

whole systea was , therefore , raj_ sed a tone theoretically as 

well to give the A d g be' tlL.'ling which remains unchan,;ed 

even today. 

The method u sed to tune the strings is explained in 

an Elizabethan f01.'.r course guitar "rutor callecl Kost Select - -
,?Dd Elegant French, Ttalian and. I,atin Songs to Play on tIl" 

GUj_-(;2X. D) According to the text of this -tutor the 10YleBt 

strin!7 should be "G1Jned to a "comfortable" pi tcb.. To t-;,me 

the third ctrine :3, perfect fourth h:!.e;her, the fourth string 

was press8cl on the f (fifth) fret and -this note should be the 

same as the thircl string open. Then to get the second st-~~ing 

a major "ohj_rd higher, the third stri_ng l:)hould be pressed i_n 

the e (fourth) fret and the open second strinc;tcu'1cd to thifJ 

note. Finally the f fret oi- the ~lecond strine; was used to 

tune the first strine; a p",:l'fect fOl)xth hj_ghcr agD,in. 
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!'0:1 a1 tern,::.tiv0 i'.19t~o d of tlL""r1ing in octaves is also 

Once a gain the fourt!:l stz-ing i3 tuned to a :lcol.TIort-

a b l e ll pitch . ~hen the .!. irs t 3 trins open ',7a s t1llled an OC t ave 

abo-.. re the c fret of tha fourth string .. The third string was 
d f ret of first strine; and 

the seco21d 8 trin~ an o ct~ve beloi:l the h fr et of the first 

string . 

The increase in conc ern \7 i th the playing techniQue 

of the g1.li t8.r is obvious fror: the writings of the Baroque 

eui t e.ri s t s ~ A book called -Poema Harmonico Compuesto de 

el 'l'em1)le de la Gui tarra Espanola , .,...~ ++: . ~ ..... ..... -"" ---'" 
by D;~' . '. ~. erau in l694 , gives a series of ins tructions on 

techl1iqne , (4 ) Guerau emphasises the :1.ecessi ty for a good 

left hand !)osi tion. The ha~<l shoul d n ot 11.8..V3 to hold the 

gu.i t ::..=tr ::; ..... 1.. -G a l v:a,:ls be free to ffiO"'l:.te lJ.:9 3.!.'ld Qnwn the fi.ngerboard. 

The g1.1. i t 3.l." ShO,ll d "be held bet",-reen t he richt £'...rlU and -GD.8 l eg . 

~he left o.r[~ s~1.oElrlllOt CO TIle into cont8.c t ';rj_ th th8 rlayer'o 

lJ O(:"y . ~{':18 le ~ct ha!ld thlJ.l!'.O o~'!.ould 'be kep t behind. the 11.ec~: of 

~I8 ? 1 9 0 r.:;;tres::~s the i m:io:ctal1C8 of tile ·~ l ·1-' 1 Y" 
<,;.;.. ...:..,. '..1 ...... -
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nation of the right hand finGers for faster ruld cleaner play-

ing. The lei't hand should be cu!'ved into an arch so that 'l;l1e 

fingers play on their tips and the guitarist should get usecl 

to using the bar of different sizes. 

All these points' are s till essential in modern gt~i-

tar technique. But the use of the right hand fingers in 

playing scales was different. Gueral! states that when play-

ing a descending scale passage from the first to the fifth 

string, the fingers should play on the firs t, second and thircl 

strings and then the thumb alone on the fourth and fii'th 

strine;s. In an ascending scale the thumb should play all the 

notes on the fifth, fourth and third strings a.lld the fingc;~s 

take over for the second ruld first strings (only the index 

and middle were u sed) • 

By the middle of the seve!lteenth century in Spaiil, 

two different techniques were u sed side 'b;;r side . They were: 

(1) 

( 2) 

The str'umming of' chord shapes 
(ta~er de rasgueado) • 

1.1elodic ruld contrapuntal playing 
(taner de punteado) • 

These are particularly evident in the notation of the wcrks . 

Meanwhile, in Italy, the strumming of the chi t=ra 

battente was still dominant, the contrapuntal p 1 eying being 

left to the lute. But with the introduction of the puntoad.o 

technique from Spain, the strumming technuqie SOOl1 lost IJoIm,-

lari ty. This nO'll technique applied to the gui tar nas 1mC'.72i 

by the Italians as "alI a Spagnuola" and was an important f2.c­

tor which l ed to the popularity of the gldtar in Itol1y. 

I;lOSt com.posers of tha 8Gven·~eenth ceni.i1.lry W1'ot8 

pieces which :Lne orporat€)Q, both r ast'!;u(,ado and pun teauo t ech-

nique. Ellt there was the occasional exception , e.g . , 

Carlo Cal v i published a work in 1 64·6 , the fh's t haJ.f of whic!l 

had. p i eces to be played solely ras6ueado anu the second h s..JJ 

solely plUltea(lo. 
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.,Another SOU.l'ce of information re ; ard.ing gni tar 

t8c~miCJ.ue during the J32_yoqTl..e comes from the artists of the 

time wh o u.zed the performing91i tarist as the s,,-bject in some 

of their ·,'1orks. (5) The correc t posi t:i.on of t1:J.e left hand 

[LYld arm as clescri0e il by Guerau is to fov.nd in the engraving 

"D3.Jlle de ::tuali ta" by 'frouvain in 1694-. 

There seem to have been i7.'fO popular playing posi-

tions for t1:J.e right hand 8.:.fld arm . The first one is vrhere 

the arm passes over the end of the lower bout a.."YJ.d the hand is 

placed very close to the bridge. The little finger t h en rests 

rests either on the bridge or the SOlUldboard to stabilize the 

right hand . This is clearly shown in the painting "Lady 

Pl aying a Guitar " by lTetscher (1680). 

3..'1d "Young ,l oman Playing Guitar " by '::)uesnel (1681). 



The other position i s where the right arm passes 

over the edge of the guitar withi n the u.pper waist, thereby 

posi tioning the hand much closer to the f ingerboard . ',7hen 

this posi tion w~s used, the Ii ttle finger was not placed on 

the soundboard as a rule . .AIl. example of this yosi t ion comes 

from the title page of I Quartri Libri della Chitarra Snag­

nola by :r' oscarino. 

The main difference between the lute and vihuela 

vras in their shape . The accordatura, frettinc; system and 

playing technique vlere basically the same . For this r eason 

they will be discu ssed together as vlhatapplies to one i nstru­

ment will also a:pply to the othar . 

The accord.atlJ..T2 .. of both lute 8nd "trihuela" ··\~r8.s · i n per­

fect fo1'.:('t11s , except for the major third bet',yeen the midd.le 

17,70 cours es. This was Hri tten thaor2tical ly as 

G c f ad ' g ; This V/3.3 movm as the G tuning . It was 

also sometiB8s written as A d g be ' a ' called the 

A tuning . This accordat'.J.Ta i s v ery close to that of the 

modern gui ::ar and, in fact, only differs 'by a sinsle semi tone . 
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If the third string of the gui tar is lowered by a semi t one , 

the interval between the second a."1.d thi rd stri ngs bec omes a 

perfect fourth and the interval between the t hi rd and fourth 

stri ngs becomes a major thi rd , maki pg the accordatura the 

s:?..me as that of the lu t e and vihuela (although a minor thir d 

lower) • For this reason many modern tra."1.scripti ons of l ute 

and vihuela mus i c reCJ.uire the third string of the gui tal" to 

be tuned doyrn a semi tone t o give the original tuni ng of the 

instnunent concerned . 

I.Ii l a.i1 

t1..u"1e , 

In the worl{ ~l Laestro by the vihuelista Luis 

(puolished in 1535) , he gives instructi ons on how to 

the vihuel a . (6) He caters for different siz es of v i hu-

el a saying "if the vihuela is big , use the first string that 

is thick er thc~ the thin . And if the vihuela is small , use 

the first string that is thinner than thick'~ . He goes on to 

say that ' the first cour se shoul d be tDned "as high as i t will 

go" 8...YJd then the other courses shoul d be tlmed at the correc t 

interval s in relation to the first . The same instrclcti ons 

Vlere us1.'.all,)' given for the tuning of the lute but in 

Varieti e of Lv_te- Lessons by John Dowland in 1610 he advises 

tlming in t rle reverse order , i . e ., starting from the sixth 

course . (7) The method given for tuni n,?; the six courses of 

the lute OY vihuelo. W 3,S the S 8.JJle as ;'/as given for the four 8.l1(1 

five cours e Guitar , viz ., that the inter val of the fourth was 

obtained by tuning the open course to the note ob t ained from 

the f fret of the lower course, and a Eajor third from the 

e fret of the lower course . 
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The f'ollo',",ring is a page £ron Lilsurgia Universa1is 
by 

, 
.<1. • Kircher VITi ttel1 in 1650 , which shows the tuni n gs of 

different st-.cing instruments cOI!1lnon1y in use at the time . 
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There were certain problems in tuning that we are 

better able to understand today due to improved scientific 

explanations and understanding 2nd the system of "cents" 

which was thoug."YJ.t out by A.J. E1lj.s in 1899, where each semi·­

tone of an equal tempered piano is divided into one hluldred 

cents. 

The distance of two octaves (sixth course open to 

the first course open) is twenty fou.r semi tones or 2 ,~OO c ents . 

But scientific calculations h ave show·.ti that the true interval 

of a fourth is 498 cents, and that of the t hird is 386 cents. 

Thus four fourths and one third add up to 2 378 c entB and not 

2 400. Therefore allowances have -[;0 be made in the interYals 

to get the tuning which is closes t to being correct, :;'n the 

sarne way as the e'lual tempered piarlo is tuned s l ightl;r out o:f 

the naturally correct pitches so that it may be pl ~we d in BEy 

key. The Pythagorean method of solving the pr01J1em on the 

lute was to augment the interval of the major thircI to 403 

cents to make up the difference of 22 cents. ~~he riIeantonc 

method Vias to augment the interval of the f01Jxth to 503.5 

cents. The equal 'benrpere d system used today has the :::najor 

third as 4·00 cents and the perfec t f011.1"th has 500 c en·ts. 

1!'urther turning proble= arose from the f2.ct th8:t 

the gut strings did not a lways have an equal diameter throuDl.-. 

out. This affected the intonation of the string. e.g., i f 

the s tring YT9.S thicker at the bridge end it \'1ouJ.d producD 

slgihtly flat notes on the higher frets as the thick.;,].' the 

string is the slower j. t yi orateG 2.ud , thor,,:['o1'e, the ) .o r icT· th'~ 

pi teh of the r..ote it procluces. In his vrorlc, El_.L~e s tro, 

Milan givGS advice to hiB re e.ders on how to :[in0. ont if tho 

strine is II fa.l a c'r or- not befo2'e ptt1;tinG j.t on to tihe :i.!lSt:::U·-

ment. 

the fingers of each lla~'ld 'llld. then plucked. loy one of" tlw f:i.r:·­

gers, If it vibro.te s as :1.:1: it Viere t~·!O strt::1i}3 "'chen it; :L:; 

falGe ac,o should not be u " ed . 
docs not; have 8.. constant diameter ~ the inCrfj 3.Se <.', mrJ,s8 of thG 

thicke~c 11::1..rts \vill (;[11.188 the Stil:-jJ1.G to v:i. 'bratG in lJ~ Or8 8 8 :7-"" 
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All these problems, coupled with the fact that the 

gut strings frayed and broke easily and that the lute and 

vihuela had a total of eleven strings, must have made tuning 

a bit of a headache to the p18.~·ers even to the extent t hat 

most artists when portraying a lute player usually show him 

tuning his instrument rather than playing it. 

In 1532 Hans Gerle published his !jrusica Teusch in 

Nuremberg in which he gives inst~~ctions on how to find the 

positions for the frets on the lute. (8) One must remember 

that the lute player also had to have some knowledge of how 

to do this as the frets were only tied on and were movable. 

His ins tructions are somewhat similar to the equipartation 

system of Egypt in that they require the division of a parti­

cular length into equal sections, e.g., the fret should be 

half way between the brj.dge and the nut . Fret h should be 

a third f rom fret n to the nut. Fret b should be t wo 

elevenths from the nut to the fret h, and s o on. 

The fretting system given ·oy John Dowland in his 

Varietie of Lute-Less ons of 1610 uses the same method and in 

fact it would seem that ])owland adopte d the Gerle system j.n 

the first place. 

In 1581 Vincenzo Galilei published a book called 

In Fronimo Dialo f,o in which he discussed theoretical problems 

on the lute including that of positioning the frets . He ad­

vocated the so called "ru le of eighteen" whereby the open 

string is divided into eighteen equal parts and t he :fh'st fret 

t ied one part from the nut . Then the string lengtll from the 

fj.rst fret to the bridge i s again divided into eigIlteen eg.ual 

parts and the second fret tied one part from the first fret. 

This was continued u...'1til the r equired number of frets haCl. been 

positioned. This method has been cOllnonly use d since , even 

until today. 

Another fretting system was worl,ed out by :BaroQue 

Spanish musician Garcia Hidalc;os and is descri l1ed in J."lis I'!or;c 
(9) 

P.einci uios . This method i s based on geo!!letric ca.lc ... )_lD.t.""!.,)~<tr.~ 
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and. can bs 8Ullll1J.ariz .e d as f o110':ls . The vi bra ting leng th of 

the string i s divided into sixtee~i1. equal :JCl..rts. The finger-

board i s then dral'ffi as hacring a ',7idth eC!.ual to the length of 

one of these parts and Gzt3nding the full l Bn.:;th of the string. 

I L--____________________________________ ~ 

Another line is t i'len drawn at right aZlgl es to the bottom of 

the string and having the saae length as the st-.cing but is 

dra\'ffi f rom the :ciddle of the fingerboard width . The end 

point of this line i s called fl A il • 

n---~ 
I I ; 
! 
I >< 
, 

! 

I 
I 

A I 
, 

L _ )( - - - --1 

A line is drawn from point A to the upper ri&-ht hand corner 

of the finge:cboard and the first fret is placed ':Ihere t h i s 

line crosses the lef t vertic al line of the fillge:cboard . 

A 

11 
/ I" / I 

/ , i 
/ ! I / : , 

/ ' I / I I 

!\.."rJ.other line is dr avffi from :!:Joint A, this t i me to the right 

end of the first fre t and t he second fret i3 placsd where 

this line cr03ses tile l ef t v ertical line of the fingerboard. 
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This method is continued until the r e'luirecl num.ber of f rets 

have been position ed . 

. , 

,q 

, , 

~_ll JlIusic for ths l ute , vihuela 8..'1cl guitar was no-
tatad in table:L-').r e :fo:rm up l.."'...,."1til , the end of the BarogLl.e era . 

In 1570 Le Roy of Paris published 8. vlork c alle d 

l.:ost Select and Elep;all.t a'1d French , I t ali3-"l lli1.d Latin Son"'s 

t Tll t' G ' t 'POI' 'G'11' 0, . fOl,l.r . .... (10 ) " a .l. _a:r on ne -'Lll ar ~ _ course g1.1.l uar . 

It begins with e i sht rules 'i'lhich explain the t 2.:bl ature 3;isten . 

They nay be s .... F·.,·:'"~ 3.rized as follo~;!s . 



Tlle }f irst ~ule 

The four course 6Ui t8J.~ !las the lO'.-rer tr.:.ree courses 
as double strings tune d in unison a.,"ld, tilerefore, 
played. as i f each COUTse ':lere one string . The 
top string, called tile quinta i s a single string . 
Thi 8, g ives the ins tru.nen t a to tal of seven strings. 

The Second Rule 

The four courses of the guitar are represented on 
paper by four straig..1J.t lines. The top line re­
presents the f irst string. The second line re­
presents the second course, the third line, the 
third course (also known and the "second bass") 
and t h e bottom line the fourth COUTse (or "first 
bass") • 

The Third Rule 

This only gives four notes. To obtain more notes 
the frets are used aDd are pressed with the left 
haDd fingers ':rhile the rig..1J.t hand fingers pluck 
the strings. 

The Fourth Rule 

The frets are represented by eight letters of the 
alphabet, b c d e f g h i. 

The Fifth Rule 

Letter b represents tile first fret, letter c the 
second and so on. 

The Sixth :l1l.1e 

The open st-.cing is represented by t h e letter a. 



~he Seve~th Rule 

If 3 n~ber of letters are put directly over e ~ch 
other then they shoul d all be played together , e. g ., 

I cd- ~ 
t= Cc : . _________ _ -£ ________ .. ____ J 

shoul d be pl ayed as a ·::hord . 

The Ei ghth Rule 

Some pi eces re~uire that you should play above the 
l as t f r e t (i) ~~d are so indicated by the use of 
further letters from the a l phabet, e.g ., k 1 ill 

n etc . For these the string should be presse d 
against the v/oo d of the guitar as if the frets 
were there . 

The accordatura given in the tutor for the guitar 

i s for tITo perfect fourths with a major third be~1een the 

'17.70 middle stl'ings . From this we can assume that the theo­
retic al ::truning was probably c fad' so that 

a 

L: 0 
~" a. 

in our modern notation would be 

u .,1 ,.j , 

The follorring is an example of the indication of 

the frets. 

c d [ 

J 
, 

i I £ 
, 

i I ) 
J ~ • ; 

• ; , ~ • 

J F r I -t-
I 

, , , I 
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tb.e r ;lythm of th3 !liece is i~1dicated . S e :~ i:'1g that , , 
-vne 

gLli tar 'lIas :not able to susu8.in a note for v"ery- lon:; ::l:;:ter 

it had "been played , t?le lO!l~;er not3s 1).S 3d in 'focal music 

su.ch as I:la;ci ms, lon ~;8 ~d oT8ves nere not; -:)~s 3 cl. 'rhe 

longest value ",vri tt8!1 f or t:1.8 gui tar "'7 ~S the :J2~ breve 

(8\1ual to about the ti28 v3.1ue of our r-ini:ul) and this "7.3.3, 

therefore , calle d the )rira8X.::,r tel:lyus ?.!lQ ',Y :-:'S indicated QS 1 
All note valuea t:lereafter \78re sub- divisions of tne -teD]i..ls . 

I 
d 

J ) 

p-
I 

I 
! 

j I' .. , 
I I 1 i 

j ; ~ # ; 4 II , ~ I ~ I 

This \"ras lmo·~7l1. as ioperfec t time as the tenpus ~:ras 8UO-

divided into two . Im.parfect time was indicated. by the 

sign ct. at t ile be ,;in.ning of t!1.e piec e . 

If the te~D.l)U8 \"l 2.3 sub- divided into th:.:'ee ~arts , 

this ":"'1o.s ::no':rn as peri'eGt tiDe 3..:."'1.0. indic8.t·3G.. 8.8 such -:.ti t~l 

a 3 . 
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!' d. 

'1 f'.-
, 

I 0 

I l-
i 

J I : 
- 6 J 

f= 
...... P P il n r--T p: P 

, I 

r- I I 
I " " ,~ .; ,; , 

These rhytp.JJ! indications were written above the fret indica.­

tions of the tablat-o.re. 

1 

6l Ct 6l 

3 d 
I , 

I ! 
I I I J , 

o 

1 

If a rhythm is i ndicated but does not have a letter under 

itself, this indicates that a rest is to be played for the 

time value indicated , 

,\ 

Q / , 
IS d j I I "'"' ! J 

4 , , 
'. -.' , 
U 

Althou.;h this particular tutor indicated the rhythm 

above every note , most tablatures gave fewer indications . 

Instead of : 
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they vrould only gi 'fe : 

Thus a note without a rhythm indication would have the same 

time value as the last indica ted note before it. 

One of the obvious limitations of the tabla~~e 

system is tha t in the cas e of contrapuntal Yrritings, it is 

only able to indicate the rhythm of the top line and the note 

values of rolY other part have t o be guessed by the performer. 

~ 1 f:: '1 
;-1-----,4--f+O-+--1- ~-L~~~~ 
~-a----- --- __ . ___ ~_._~-l. 

I n n I 

II • ., d 
" I , 

I F 

J J . 
\ 

U f 
I 

\ 

Hot all tablature systems YTere the sa'!le but there 

VTere t"lvo main systems . The one u sed by t he ITorth European 

c01mtries such as :i<:ngland , :Crance and Germany had t he top 

line repr esenting the top string and the frets indicated by 

letters (as in t he 31izabetlla,"1 tutor previously discussed) . 

But the Sou th European countries such as Spain and Italy, 

used a t~biafLU'e wi tIl a--fe~;res sential differences. The bot-

tom line of the tablatlU'e represen t ed t~e f irst string aZld t he 

frets '.Yere indicated ;7ith numbers , i . e . , "0 " indicated the 

open stri n g , "i" t:le first fre t, "2" the second f ret, etc . 

There I'rere always a fe'.., excep t ions to t he rule, of cOlU'se, e . ·3 

e.g., the Spanish v ihuelista 1 . I:Iil 3..r.:. us e d the :Jortb. ~~ro:gean 

method, havi ng the top line of the t ablature represe:'lt the 

top string . 
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The followi n g is a copy of a page from Or phenica 

into 

, . 

(\ , - G -, J:l ' '. , 

I ! " , b 1 1 1 O.n -fj- -e- -e- ~ .-, 
< \ -

rJ I I 
, 

I 

I I 1 I +t J (± I ,1 I I 
" I ., , 

" 
.• 

-' I ~" , ~ 

I u , I I I I r 0 

Notice that he has divided the tablature into sections , each 

section containing the same number of beats . These sections 
do not look as if they all hmTe the same number of beats at 

first glru1ce as all the seciions are made as small as possi ble. 

The simple reason for this was that paper was expensive and 

difficul t to cone by in those d ays and the cOllrposers, there­

fore , I!la de s ure that they wasted no space . ITotice, also , 

that Fuen l lo.na u s es the note s h ap es f roI!l vocal notation to 

indicate tl18 rhy thm as against the "grid iron" meth od of 
"s tems" ancl "flags" . 

A new method of indicating chords in the t a bla-:;ure 

systeI!l vras introduced during the Seventeenth Century particu-

le.rl,y fa :,.'" '.':orl:s \'Iri tten for the five C01.~2"s e .;u.i tar. At the 
be ,si=i u .; of his - oak of "-,arks, the cor.lposer ';"Iould .::;i ve all 

the chord "s h 2.P8 S 11 in picture fOZ'TIl, i .. e. , a clr .s::/ing of the 
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so this ss·ste:::n. beCCl::J.8 kno~:m as the II a1l)habeto II ':let!lod. . In 

the book, Instruccion de , ':",sica Sobre la. 

of 1675 , Gaspar SC4"1Z gieies the followinG 

Gui tarra J:;ST)8nOl a 
, " ( 12) c.!.1.o!'a ~.!.'l9..,es . '. 

A ring on a:rJ.y particul ar f i nger indicates that that f i nger 

does not 9ress any string . 

As 7Te lmow the tl1ning system. of th9 five course 

gui tar to o e " d b 
, 

it i s possible to analyse the " f ' e , 0 

chord shapes to obtain their true function, viz : 

+ = E MIN F 
,... 

E"nAT & == Cff-M AI = t:: f"1 A:r IV\ = 
A = G r~!A:r ~ 

= - tv"t- E.t> Q -t 
L::r r ""I>.J = 1"1 IN CLT C' :: ""Mllv 

5 = C M~J H gP 1'<\,~,J i\b MAJ 
L.,. 

= tV = 
c = D MRl I ~ A ,'<jAJ N+ =- At> MIN 

D A MIN ~ 
~ 

= ~ o MIN C G- 1'''1 /,'-1 =-
E = ]) r .. \:, .... ! L =- r 

\.... f't\f['J "P - F 1'1.,,'-1 

In the boo}[ , Pr; ncip; as by Hidalgo, use i s made of 

the SaLle ruethoc1 of pictures, e xc ept that he aelels to each c 

chord shape a s :::lall indicati on i n tablature IOI':!ll ShoT.7ing 

which f r ets of e a.cll s t rine; were to be pressed. 
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Donenico Pellegrini, on the other hand , in a 1650 

publication, gave his alph!3.beto chord shapes in tablature form 

only vIi thout t he -ttse of pict1.1..res . 

A i3 (. 0 E F 6, H 
!l 2: 3 

~ i i J i==Z :2 
,z , z <:; I 

:S--t 3 ! --+-----1 
3 -2: f------+-----j --

KL.M. N OPQ R..5 I 

I i S -I-----:5----ld-- --s---4:----2: -----l - t ~ r---- -3--1---------1-- -- I -- ---- -----3 ---k --- ~--2:-­
i:; 3---- I ----- - -- d

- t-- -- .;s ---ly:------ It--~----­
l----- -~ - lr_ - -- 4:.. 1 - -3 · I < ------~-S--.-~-- .- . 
L........--t--:s----+.---t;.. ---- 3- -- l----+ ----t;-· --- L;..--- ·t;--

These gi VB the f oll07ling chords: 

A = G- ty'(i\] c:r ~ 
c , r---1AJ" N " NMA-, ,.J -r ~ AMp.:; 

B = C Mil-J H " ],)'9 /<'"IPJ 0 " G ''''. 11''/ 

C " D M?J I '" 1\ ty',AJ P '" FM IN 

D = f\ (~IIN K '" e:,b MIN Q == n- [" r ,j 

'" """ ~(I, I>! L = C ~, I N R '" f:> MA.:r ~ .v 

F = t '_ . ... \ -~ 

I t I,..,. ...; i""1 = Eti MAT 'S E. ,'<\!':i 

A comparison be -b.'!e en the alphabeto of Pellegri.ll~ 
.--~' ~ 

2nd t hat o'i: Sanz shoVls a certain correlatio:l . All the letter 

symbols from A to P indic a te the same chord fl.llctions . As 

t~_1.e HidalGo al phabeto also correl ates ;'Ti th this, we can as­

SUlle that this system was a dopted by most composers so a3 to 

avoid con:fusion. The cOlUposer would al so add extra chords 

accordin g to his needs . 
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The rllyt11T.'1j c indic2.tions for t h e88 gi,ren 

by shor t vertical lines on a long hori03ont2.1 ~"' 1..1. 

the vertical line i;ras oelo?! the horizontal line -then the cl1.ord 

vras to be s trl)mmed dO~.Y~T."ard (tovrards the ground) ~,7hich resul t­

ed in the notes of the chord being pla.y ecl fro:n. t; l'19 lO~:ier to 

the upper in ac -tLlal yi tcb... 

f-=j 
---.----,---,----,------

I ! ; j 
( i .Ii'- .1:\ , , 

./1\ I 
-1 , 

J! «I ;! . ' 

~ f J , 

:.\ 
\ . , , 

.i!!- ,~ ,. 'J . ' 
2 

I -" ') )I -, 
'/ , 

I 
<-

I I I , 
~ I 

, 

A..'lY vertical lines above the horizontal reQ.uired the chord to 

be strummed in the opposite direction. 

"J" ) I /" 
, 
{ l\, ,.; ! , " j> Ii 

: ; 

' \ 

" ; 

rJ ~ 
'# To " -;T ~ ~ 
i 

-<I' 
I 

t I I 

The up and dm'm strums Vlere usually ,given to quavers 

which were recognizable from their relative spacing. 

q 
rt 
-r 

q:. 
ct 

\ 

cj: 
ct-, 

-1-1 

I 
I 

\ 

J 

J 
J 
J 
I 

'" n 

I J I 
'l ~ 

I I J J J 

n j J 
~j I JJ J t;; .. 

J--:J n n 
fil Q-

" $ 

J"J n .. ~ Jl 
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.3 = d . 

3 = cd J 
I 

J j 3 J = 

3 J. J \ 
= • 

:5 = J n .j 
~ I Jl n 0 I I =- • 

3 r--Lr = Jl n n 
The following is part of a typical piece of music 

which uses only alphabeto chords wi th their rhythmic inci-

cations . 

0 Ie: H I 8 c.. 
I 

I 

I n I I I n I , I J I 
I , i i * • ; , ~ I ~ , " 
, 

• 

. s we c 8..1'l see, t h e grouping of the notes is not 

particularly obvious a."ld so the c omposers began to break off 

the horizontal line at t he end of every "bar ll 
• 

0 . C t+ ,-I 
i I A , 

\ \ \ I I 

Jl I d. J n I d. .; I ~ , 
" 

The hori zont2.l lines bec ame more "fa.'1.cy" ufter a while and in 
t he end a typical manuscri:pt showi ng the alphabeto nota tion 

would look so~.:e thing like this: 



1 , 
~ 

I 
J 

; 
i 
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c., _, ~ ,rr-r , 

~, , ! I , 
( , , ! 

i , J I , 

The alph.9..beto chord. S:;'"St8J2 was cOrlbin8d ':ri th the 

tablatlrre system so that the pi e ces CO!lSiSt9d of 2. ~o:1"'oina­

tion of stru=ed c!lords (rc;'31!,-ueado) al1.d " i ::sle notes (uunte-
ado) • T!le tablature re2ai::led u_"1.cllan _~;ed but the bottom line 

now took on the e:ctra fU::1ction of being t :1.8 horizo:ltal line 

froll nhich the rhyt!2m of the alphabeto chords could be in­
dicated. 

I f' 
, , 

J 

, 
I 

) 

3 0 

L 
, 

I---+------ - -\---f) I 4 I 
~ 113 ...) -L 

i 
s , , 

_____ -_J ___________ l 
1 I ---..L 

() ~ mIl , 
" '" " 

, 
P ." 

f7:. 
:Jl 

J ----.J -T-- _ 7- H 

, 
" I 

SODe manuscripts show the use of alphabe to rl1Ythm. 

i ndications :for the repetition of chords i n tabla ture for2 . 

~ 
J 

'---1--- r..Lj - z- 3 --,- -2-T---'-
----------+_ 3 +-1 

02: 
----------'-

-It , J'-
I , , .- ., ..... I I 

" -" , .. , 
: 

t U 
~ 0 ..J,.. -G--
i 
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Composi .!cions by the baroque gui tm ... ist, P . ~orbetta 

s h ow t:!le l1.s e of :!:~en.::n,U'2.l no-G?tion b8t":7een the top ~;ro tabla-

t1.1..rD lines to Ci .... re the J:"h~ ... tb.n of t~le c hords. The uGu al 
rhythm. i!ldic a:tion s a"jov8 top line are s t i ll u3e~ for 

single notes . 

~ j 
L 

g , 

I r 5 --;- -- '-j -- ~-' €r---~~~·~~f---·--e-j -, - } ---.-. --- -.-- -.-- + ---/ - -- f--- -3- .- --1 I tE----. L_ u --- .- ------- -------- --)- ---.- .. ----. 
I I .<: r; 1_--:( -.----.------.-.--------.-.-. --- - -- -3-

~ ~ ! , , , .-

J I~ '" j -, , , 
I 

Thi s was a primi tive attempt at more a ccurate 1>=t 

wri ting and the final stage of t ablature before the ch=~?:e to 

actual pitch indication during the Ei&nteenth Cent~y . 

3ec2.use of the inability of the guitar to sustain 

notes for any leng;th of tise , a large n=ber of ornaments were 

used. A lot of t :lese Viera not indic a ted in the tablature but 

were added by the performer at his ovm discre tion. The fol­

lowing were some of the orn=e~1.t and s lur indications used by 
(14 \ 

composers, particularl y for the lute. J 

, . 
J 

I 
) J 

! t·r . , 

i'­, ) 

iGil i El 10 I(Ef 1([; 1\ 
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~---"--l--' ~--L -... _-- _ ... -----------.. ----- ----·· - ····1 
i "-, \/ , 6' , _._ ... _. ____ / 1--"6t: A ' _ 

!f-------~~~-=--=--=--=--~-. - _.- J j \. 
___ ----.-1 t 

I ,I i 
L-.E"c 

< 

i i 

" .. f " 

: j 

, " -- I 

2)uring i ts later .j-eal'S the ll-t2 ha.d diapasoiC.s 

(extr a bass strings) added to it . T~le3e stri ngs did :L1ot 

pass over the fingerboard ar:d ~:lere, therefore , only L:'..ean t to 

be played open . 'r:ley Y/e -:ce indicated below tlle tablatur e on 

what looked like ledger lines . 

~--------------------~I : 
! ! ------------------------~I : 

·--li i 

---6b-

The diapasons \'lere usuall y tt~1ed to ? DC ' but "'ere o:;:ten 

tuned to suit the k ey of t~le piece . 
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bg a'd ' gg bb 
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14 Hofmei ster , Lautenmusik - J.S. Bach, p .7. 
1 5 D. Poulton, John Dowland, p. 34-4. 
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The eiz lltecnth century sa~'l ·tT10 m2.j or events t~~e 

place in t he 2,ui t2..Z' ',"forl d -:lhich resulted in 8. fJudde~1. incre a.se 

in t~le l'lUlllber of con lJosa:rs 2...:.'1d performers . These "7!Gre the 

addi tion of th .. e sixth strins t o t h e gLl.i tar f:LYJ..d the C:1C-\l'.!.3C over 

froB viri tins in t Ublatlt!'e to mensl..IT8.1 n otati on. 

~he chan.se to D.e~3ur3.1 notation took place firs t in 

Italy .... 111.ere t~18 first thol.-.... ,z:hts '.7ere tl1e . .-t; tl18 b'1.1i tar should u se 

the sa.m.e ~lotatio2.1. :3..S the violin . The violin clef (tre~le 

clef) nas , t ;.1.eTefDT2 , used '.7i t il the .suit~1r sOl1nding an octave 

lO~7er t ha n Y!ri tten . (1) The e arliest e ::.:amf lGs of wo:r~~s 
\Tri tten for 5Lli tar in mansural nota tiOl1 B.r3 vary Ilviolinistic" 

8..-Yld primi ti ve • 

dic9.tion , e . g . 

They also l:lade use of the violin posi tion in-

VIOLIIT r~OSITIOil 

I 
II 
III 
IV 

I 
III 

or 
or 
V 
VII 

II 
I V 

Violin , nus i c did ~ot !ila:C8: a~lY atterfLpt to de n ote 

differe.:lt voice :yarts of c1i :i:ferel1t tine valn es , e.g ., nu lti-

pI2 stOyS '.7oul c1 be i ndicated 

(\ , , 
\ 

\ \ 
I 

(l 

1 1 -] 
.... .~ ;,. 

on a single stem. 
r-T--, 
.. 1 I , 

>. :\ 

D,r!:i t h e go..i t 2.Ti sts o~:: the ti r-_e Ylere used to not havi~g the 

differe:'..1-G voice :9~1rts accl.l.rataly- i nrlicateu 8.:3 tabl3.tl.ll"'2 did 

not cater for it ei t r'ler . 

cui te .. ris t3 '.7oHld 1.1.se t h8ir =~.'_G icia:lshi~.) a'3 a e;t'!.ide 8.S to :':lOV! 

lon ~ to Sl.lS tc:.in t h e notes 0": t h e aif Eel"' e :::~. t parts so t:'l :~ t a 



109 

!-~.--, 

. J i 
" 7 , '" .c 
i 

--J-

;"lould hmTe been intcrlJre t e d 2.3 : 

() 
\ I 
Z 
~' \ 

J 
i 

U 

-,------rI 1 ) ) 1 
I ' , 

-;-

I 
T , 
I 

J I 

-(r 

I 

/ 
J • 

I 
-' 

'-T--'--; , , 
I " i ! • V J 

0-
I f T 

, 
.' 

" 

I ' 
" 

I 

II 

The chan~;e over :!'ron primi ti ve no t a ti 0;:1 to that 

which indicated the voice p arts more accurately took place 8.t 

t he end of the Eig11teent~1 Cant'ury and during thz early part 

of the l;il1.eteenth . Both the SpD.l"lish guital"'ists, F . Sor (l780~ 

1839 ) a..11.d D. Aguado (1784-184-9) , claimGd that it YiaS 1' . , :oretti 

(1785?-1839) I"lho Bade t he!:l. a~;lare of the possi bili t~, of accurate­

ly indicatin,'S the sustainins of t wo different p9rts on the gui-

taJ.'" • 

A g oo d e X8jJl.ple of the transition from the primitiv-e 

to the :n.ore accurate notation co:n.es from. liT . Giuliani (1781-
1 829) . The foll owing exam.ple shows the first fen bar3 of 

one of h is pieces as notated by him . 

/1 11 -'-

(

f k _ 

f~ ," 

r----
I , .. 
". 

0 1 7··uJ ( 

I 

Anot!'ler gt..li tarist 8.21d friend of Giulia.'rli'1 by the ll8.!!l.8 of 

Giuseppe .2i cca , used to copy from Giulia..'1i 's :m:tlsic .£' l' l.or .&.'llS 

oym use. -The next ex=ple shoy-!s 20\7 he '."lrote the same ex-

t ract back into primitive notation. 

) ;;- I (11 " ~ '- f ~:\J 
J ++ -f- -r- T 

BeC aU~iG the cui t3.I' \'I3.S not able to sustain a note 
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"blo..ck note!! 2.ppro3.C~'1 to cO :-'.:)osition , ~. e., th9 C0IJ.~90sition8 

abound in the 1188 of crotC! t2:sts 3...L"'1d. q l). [:i"=lers , etc .. , 0U.t ~:ri til 

v ery few ~lil1i~. This Yl.':.;J3 t o i n dica"!';e 2.8 accur,~-cel;:T ::.:..8 

possible , the dllra-cio:J. of es..ci1. note. 

their :::!lusic c~ive lon " ~'er Q1.' .. r2..tions to a lot of t he notes. 

rOT exampl e , the above Giuliani extract ':Io,:),ld oe l)rin-!;i~d. as: 

( I.J!;- -IT I , - I I d -..;..:-,. ,2 
" 

.!Jo ";--j r -', " --. , 
Q' n i 

I 

I 1 + 1 J, T T 
, '.------1 

U +- -+- f r , 
i I : I ~ 

It was only d ..... -:.ri:!.1.g tbe :niddle or the ~Tineteenth 

Century that gLli tar not8.tion reaciled 3..-71. adVD..:!:lced StZ:',3'8 o f 

accure.cy with respect to dl-:ration, because improvements in 

gui tar construction gave the instrulnent oetter sustain. 

But even today the \7ritten Dusic and 17hat is play,,,d i s not 

exactly the sane and de:;:>ends to SO:!:.8 extent on i:lterpretation . 

The addition of the sixth string, a perfect fotITth 

oelo',7 the f ifth string , gave the i nstruLlent its f i nal tl-ming 

which has no t c hB.i1.ged since .. 

(1 

D 
o 

o 
-f}-

1.1he me thodG usecl fo r -Q_'..nil1.J; t~le s triI2.gs 'iTern the 8 a::.~e as 

those used on tha renaissa.'I1ce &"'1.d b3.TOgp.8 .gLli t8.r3, i . e .. , 

-by r elative tU .. Ll.ing a.n.d oct ::..-,,;e ~ , 0Ut t h e i nstrtJ..I!'!.811tfJ Here no~:! 

t""lmed to .~11 absolute p i t ell ',Ti th the help of 3. tunin~ forl~ . 

:~very ins trlJ.Illent h2..3 its favonri te ~\:e.ys, i. e . , 
triose i n \-rhich it is e2.siest to play. On tl1.e 3u i t a r t hes e 

keys are t:13 onss rthic~ US{~ the O ::? D~1. ,9 tri !1Gs t he £los t, :pc.r­

ticul a.rly t he bass s tril'lJs , i . e . , E ill.8.j , :3 run, .s.'\. :.:.aj, ~_ 811, 

D ll3. ,j, D :-Jin, G Z:J.a j and C D2.j . Th8 f lat !::: eys o.re the :most 

difficul t as tile order of flats i'n the ke.l s i .:;nat'Llr8S is 

3::;AD etc . , rrhich are 2.11 tile Ol1en strill.:;s of thG 2;-ui tar . 
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~2 0 find O ..... L t r.lor e 2~bou t t:le ::'Jl a.'yi:l ~~ tec~"'1.iq""~ 8 uS'3d 

b,T the 8e.rly classical blli t:::.ri3t:; , Vle C~l. 10 0:;: to t~le f.::9 th~ds 

2nd nusic of th9 com~)oGers and perfOrL'.er3 of tlle ti:iJ.8 8..""ld in 

particular thOS3 of 3 ar, 82.rcassi ::L."'1.d '1il"l..lif.1.:'1i 0 

iruor:n.ation COID.8 S f roID. t h8 : ethod by Sar . In ~lis ~,~ethode 

)'lour l a Guitare of 1830 , h e ::;oe5 i nto grea t d.e t ail of the 

teclmique and it represents the frl.li t of hiG f ort,} .~.-ea~3 of 

experience . 

~he method is in t hre e parts . ( 2) Part one begins 

ui th a de s cription of t he cOl"'rect l)osi tion of the i nstTI1J::lent . 

The }Jupil :rrr ... :'..st sit in a norm.al chair anu re s t t~1e le f t f oot 

on a foot s tool about twelve centimeters high. The go .. i tar 

must then rest on the lef t leg hut should no t tou ch t :'le -cody . 

The guitar should be at 8"nch an angle so tl'la t t he tuning keys 

m"'e level ·,'ri th the shoulders. He reco=8~!lds t hat the left 

hand be placed ag",inst the underside of the neck and t ,'lat the 

thumb be in the same line as the frets but behind t;le neck and 

op:posi te the first t Yro f ingers. The left hand fingers should 

form an arch oveT the f inci8rOoal'"'d so that the fin,3ers c an fall 

directly on to the s trings and be stretched fa.r Dnoug.'1 apart 

s o that t hey c an r e ach over four frets . It ~ls t b e reille~bered 

t hat the 8c ale leng th of the guitar of this period ",-:2.S a.horter 

th8...-11 our pres ent scale 1enst£1 a.n.d so t he stretches ·."!ri tt8TI in 

t heir music were ac tually easi er to play ths.:.1. they :],re no':r, 

e . g . , in the folloning extract fro~ the Sonata Opus 22 by Sor . 

f. 'dolce 
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nethod ~1.d ',-rere us8c1 to :!.81p ~:ri. th t~l~ e:-:::p.l '~'':''lrJ.tio 2:=-J of t~l ·?! l. '~ft 

l'la:c.d 821d .3·t~i t ar po s i ti ons . 

-("P­
i 

\ 

\ 

\ , 

.. . ' 

Carcassi , in hi3 38 thod , s ta tes tila t t~.lC left 213J.1d 

thUIil.b is occasionally used to stop tl~e S i :;{t; l strinE o"";-er the 

top of the neck . (3) 

9..l'"'n. shol}.ld rest o~ ·bhe ed.ge of the lO',78r bouto ~rlle little 

fi~l3eT ShOl~.ld l)os i tion itself on the soundooar6. :j"L~st fOY'~:;3:c (l 

of the bTidze and belo'.'! the s trines. It Slloulc1 a::rpl,'r oi'lly 

peg<:,i-o:J or sta ccato. The firs t a.::.-:.d S8CO:"Ld :~ i::'1 Grs sl":ou.ld 

be 8.. ri:5'flt angle.:: to the s t2:'ings . 
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p l ayeci COllte~J?or e..:ria8 

' . , • " L 1 • • ;:; 0 TtllG 2.00Ve 'u 2 C!1l1.lQU8 -,::2.G ::105:-57..-

ble on tha older 3ui t2.rG b'!). t is V3"r:'y .g;~730t7 8.rd on t:':1e 1 ~o.lern 

sui t3.I' OJ 

liThe tllUI!lO rrhen ~pl a;:,ring a s tring shou.ld nove in a 

short rot!;.ry DOVG::J.ent so t ilat it descri'bes a circle ":those 

tangent is the strin.::: lI
• Sor also StSt3 G t ':2-at, as the r ing 

f i nger is very ';'!ee..k , it i s "bette!"' to avoid U;] i nb i t eXc3pt 

y,her9 it is aDsolv.tely indispensable . 

Giulian i advocated t hat the little ... in.}er shov.ld not 

be l .... ez ted on the s oundboal"'d. c.s it affected t he resonance of 

t~e instl~lilient ~~d h ampered t~e mOV63snt of the right ha n d . (4) 

~I8 also used t :1.8 inde~: and middle fil1,";ers on1:r for the :91:=.::ring 

of scale p asse .. g83 using the tl1umb only f or OG..SS lines .. It was 

co=on practice ',ri t h other players t o 8,1 ternate bet-;reen the 

thumb and incle:c i n single line runs. 

ITo mention is made of the use of i.;he r Gst stroke in 

~"1y of theue methods so i t ·:i:J.S -,_lost likely not used .. But tile 

Carcassi me thod does a dvise t:2e use of the l"'s s t stroke wi th 

t he t1.'lUDO only " 

;3 0r gives instru.ctions to the yu pil on how to c fl.o os e 

the best s ":c.ri:ngs , sayinz, t;lat if tlley are too t hick , they ,·till 

Ilparalyse ll the sOl).ndboard by makine the tension too great.. :Ie 

also c;ives -the sa28 method for testing the i n.tonation of a 

stl-'ing bei·c"::.'8 put'sine i t on th8: gL:.i tar 2.8 dj.d ~:)anz durin~: the 

43 aroque . 

. ·.·.rrin[; vri th t::t8 firs t fin ,::er "las, of cours e, co~""r~on 

a:.l.d tl::.e C 8..l~cassi ~ethod. giv e s t";lO ty;?es ; 

1 Grand Bar ( ·~-" ··"d n"" '-~e) IJ.J.. ':-J..i. . .i:J ....... _.l.. 

2 Little 3 ar ( Pe ti t :Barre) 

i:he I)osition syste:!:-~ used ~:i2.S the ':)3..28 as i t is t)day 
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Sor use·I a type of ligc.";.:t1:re c G.lle d ~ortD.....:...e::'lto or 

note to the other on the 82.rr:.8 strine; .?.1':to..,:T8 ke8yin:; it de-

pressed to naz-e 3. r8..11 i d CflTo:.:atic scale sO'lJ.nd. 

also ,\'irate glissa.Jlc .. o paSS8.S8s. 

!} iuli3..1li 

The use of t~le slur or lig ado ;:1 ~;'8 common 8-1d :30r 

even d~IDonstratas t~tle -pl aying of long ascencling scale pas3aci8s 

where the ri e.:.1.t hand thunb only plays once 0:1 e2.ch string , t~·~o 

rest of the notes being slurr ed . 

(5)--
= 

, 
j ( _ .c" _+-

~(d 
p 

(0 -· 
'v' 

p 

" ( ... .J' 

"J 
I 
H ,. 

In his Opus 16, the::e a.'"l c1 v ariations , the eiGhth variation 

is played by the l eft hand alone . 

One of G-i1..:.1 iani I S l..1nUrrLl.al tec1micl"ues 'was t~le lIse of 

the violinis tic vibrato called ondegeio12len to n~1ich , c;lhej.1. 

ple.yeo. on the @,v.i tar , sOi.mo.ed more lik e a trill. He indica-

ted it wi 'eh 3. r\../,./\J a.'"lcl it vias played b~- rapidl.! n07ing 

b8.ck and forth over tile fret . It is obvious that 113 did no t 

mean the ondesgiam.ent o as a trill because , in the sa~e \\"ork , 

a trill ;:7ould be indicated. \y:i th thG sJvande..rd l!tr 'l . 

'.Lhe !.:1ain diffel"'en.ce oe-t7,',een tila C2.rcas;-; i 8.:l.d Giuli-

9..ni Y.:!etl'lod of c;:J.ord l") l ayil1g ",7aS t~at Carco.s si al\"la;;/S :91a,:red 

his chords fl a little br ol-:en" l,7hil e Giuliani ~-"'..llj"jCl.ys pl9.:T9d his 

cllo:. ... ds .strictly II UJlislJJ10II , e::cept O~ cer-G['c.il'l rare OCC 2u3 io:o.s 

\'lhere he used the str'L"'..hll~ecl chord for eB.:y!1Qsis, e . ,3' ., tile last 

mOV8raent of t1.18 Opus 1 5 Sonata . 
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1:'1 Po..r t ~~,7 0 of J:i::: :.: :J: tl':o()., S or 8:':"f)18.ins hO' .. 7 ti1.e 

e;uit~ -:.::..ay be :218.;1e to i !.ll tate t~le SOl.1l1c1. of ot:ler iUDtrlL11 3 l'l t C . 

T,1is he did by: 

(1) Varying the Gone colo\.u"', i.e. , t~"le clcr3cr the 
right hand p1 2~Ys t ·) tl1e brid.:;e, -~!le j~~ore ~ril­
lial.l t &"'1cl s}.18..rn t he tone . 

(2) Scoring t he !!luaic uSin.5 the :peculiar charac­
teristic's 0 :::' t'!.1.e i~s trunent to be imitated. 

'2.'herefore, to imi 1:; ::: .. te the 80l1.:0.d of the ~10rn 1 its 

cnara cteristic intervals ",-rill be used and played vrith a fnll 

x~d forced tone, e . g., 

/'I 
I , 

J 
U 

,,, 

To imitate the oboe the right h and should pla,Y- with 

the nails ve,-'Y close to the oriclge to get the nasal sound . 

Eowever, uhat is of Bore interest to this study is 

t!lat Sor Llad full realization of the contrasting tone colours 

t hat were cwailable on t!J.e gui J;ar and he no doubt used them 

in his playing . Giuliani sho'.7ed interest in using 

tone col ours: even in his 82.rly- ~tl orlcs, e . g ., in Opus 

different 

6 he in-

dicates that "tne right hand above the fifteenti1 fret then 

slowly ra ~clrning to its place". He co- ordinates this s low­

ing ease ill sharpness in the timbre ',',i th a crescendo. 

Giuliani called th3 soft tones obtain3d by playing ne ·S!,T the 

finGerboard. sU.oni flautati (fl uted tones) . 

rhe dile=a of ",-rhet"'ler to :play wi th nails or finger 

tips exi s·~a5. then as it does today , although , with t~e im­

proved t8cl ~.:.:~ .. icrL1.es 3....."lc1 unc1erstculdinss of today , the nail :Cclethod 

is g '.::nerally preferrs,l . Sor in his ~ethod stated: III have 

never heard in r~r life any ;-· ... ri. tarist rThose ntethod of pls-yin,Z 

was barable if he :D1E\:led 't7i th his nails II • On the oth er hand , 

another vi:-ctuoso gui t2...rist 3....""l·1 friend of :301", D. Agtlado de-

clared, ir;. ,lis Bethod. : III :9rafer to pla~r v!i ttl nails l:;ec2..1.18e, 

if :9rolJe~"lJ- uSed, the r 88ulting sou~1.d is cle ..:::.r , metc..llic and 



YlL."'l3 

harmoni 8 S • 

wi t h suoni i l8.l.l tati . 

i ll !lis cO'lyosi tions. : ~ot on.ly the c:!,'33ce l'~c108, dec:rasC8.!'ldo s , 

pi~os , fO l'"'ti?S , e t c ~, 'bl . .lt 8.1so t~: ;:.t t ?18 Belou.:r line should oe 
b:cou.::;ht out above th3 aCC01 '199.l'lime::1t. In 2. f8~7 cases b.e ·,?ould 

indicate the.. t a c ert :tin :P3.rt shou.ld be :91~7e d Ol .... t aoov2 the 

rest , e . g ., in Opus III , :Part 2, ::0. 2, ll-= ~.~irites "!!l..2.rcate le 

note d i sopr a ". 

The tec:mi que of scorq.a-b .. lr8. , '.Y~1ich \78.S so f requently 

used in cOlmection wi th the t aol at1..1.Te S~-8tcm faT reaS0:::1·3 9,1-

re ad~r 3i ven, n ow becomes I:."!l~. Ctl les s :f:!'e~uG:'1..tly u s ed due to the 

added dtificul ties it create :] 1.'ri th t rle ~i t en notation. The 

cO!J.posers, particularl y Sor , so~netiD.e8 ch&"'1Gecl th'3 trt.1.r..ing of 

t~le sixth st-.cinc; to suit t28 k8Y of the pi :3ce , e . ::; . , in h i s 

Anda..:.'1 te Lar 2;0, O:;>1.1.s il1.dicat8: "'~ tha t t~le 

string is to be tuned d0i7n a tone to D. The piece is in 

D :ffia j or . '1'11e :.iir..uat , OP'L1j3 24 , n O . 0 , r e'lui res the sizth 

stri ng to ba ttuled up a S3!:D. tone to F . I'he piece is in 

l!' }J.2. j or • S o:neti~"'"le2 t h e :fifth st"2"in.~ has a LGO t o be r e tuned 

a"'" i n his = i.nuet, 0PU3 11, 1":-0 . 1 , in G r~ajor "T;rhic}l has oot~'l 

ti18 sixth [l .. nd. iiit:·}. strin ~s t1..~""-1ed clorr:.n. 24 tone , }iving D and 

G r8s:pecti~;- cl'y . 

al thou.Sil i·~ did not las t lO!lg , is rat::ler in ':: erBG ti!l~ an d ~7 ort1:l 

a l11en ti on • 

of t~e ,:;u.i ~ar a -;.J.inst thz ;)o d.y r e3u.l te d i n t he "~ribr3.tions in 

the ~:Ioocls beil1 .~ d;~:c.pen8d \7hich , it!.. t1.11 .... n, ~ffe c t e d t i18 30nori ty 

of the gui tar • So ?le i n V8l'lted 

the TI • "" "";r o ' " _ ..L •• ,; ..... .... , 
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A last look at gui tar techni~ue 3:u.ring tl~9 Nineteenth 

Century , before 'carregg,. cones from Eector 3e:clioz (l803-1869). 
He ~l'7rote a I3.BOUS treatise on instrLL"'U.8l1.tation vrb..ich contains a 

section in Yihich 1'l8 6.L:ves some advice on h01:i to vrri te fox' the 

gui tar, al tl1ong...1!. he also :na.;::es it clear that IIi t is almost 

impos s i ble to rrri te well for tDe gni t a r ':r i thon t being able to 
~l Q iT '"'ne l'-ns..!-...... -p~,ClYl+. 11 (7) lJ-......... to ,lJ ... l~ ..... __ 'J • 

:rIG describes the f,Lli tar as being sui table for accoIn.­

:pa.nyiu.g the voic e and. fol"' solo nark of e.21. intiLlla t e character't 

~Ie also states tllat sometiBe3 the follm7i n g tUl'lirrt?; is used on 

the gui tal": 

\ I 

l , ' 
~, 

o 

*0 
o --rr-

o 

hut O~e C2:;''L~": ot help thinking that this mus t have oeell for 

siillple acc o -.~:pe.:nim.ent in the ~;::ey of E major 2nd n o Dore . 

~ Ic describes the gtli ta.r as l1avin3 a r ange of three 

octaves and a f:'fth. 

/) 
I , ' 

I 

-+ 
o 

I , 

" 

'rhG ;-J.ode~"'n .Slli ta:r ~oes one tone higj.ler . 



" ti:18 thumb i s useu ::0:(' 1.)11.!.c~cin3 t h e t :--_::'e3 lO',78r 8trij.~ .J3, the 

forGfillc,]er pl:-:"'..ys Oll tIlt; t~l.i.!'d s -;:;rin:.11 the ~~lia::11~ i 'in,:;e-r on 

the S 8 C and s trin,:; 2, . .11(.1 t:.18 t~lird f i n,:'";;21.' on -;-;::0 ~i J:' ;-:) t 3 Vr inJ" . 

I1e~"1.t that to play -the foll O';ring c~1.ord rrg.s i:~:.Jos3i"jle ~ 

/\ 
t-: 

as the t hunb coul d not 31ic1e fron the sixth s 1:;l"ing to the 

fourth string without striking the fift;!i s'~l"'ing ," '~ o solve 
the p:::'obl em the :fifth s tring i70uld have to be inc l uded . 

1\ ; . 
/'--

( \ .' 
... I , , 
C./ 

-r.-'" 
t-r-

P (:n: 
"" 0 

f"; 

" , 

POI' chords uS ing onl~r lO·;ier notes the f ing er s could 

p13.] on o ther strin~;J th~n only -t;he f i l"'St , second. a.~d third . 

:i3erlioz al so giv8s examples of rrhich arpeGgi ated \ 

chord patterns are of [;ood effe ct and. i,i :lich 3..!"'a ~=l.:,·r~~,7e.rd , e . ;:1 .. , 

the f()llo~,-'ing are of e:;~cellent effec t : 

~
. ,'-\. ! 

i I I 

~ . I . : ,. l ;:n ---r-. , ~ , 



Bu t the f ollo·;tin.: are ra t~. 18r 8.'.'t1CTa:r.i: 

/~ ... ~ .;.:.... 
\ J ~- . 

I' \ ,.:;(-, 
, I 
V 

r t · . p.?' 

.,": 1"-- .. f, ' l ' 
-;-

I 

- j-

,g 

"S c ales in gro~Ll:9 s of -b,70 slurred. notes wi t~ the 

yepe ti tiOl'l 01 one note SOl.Uld ',7ell" . 
---.,. 

, , [ tJ i:\ 
,-

I 

Il Scales in t:!:lircls , si~ths a.l1d oCt9..V8 9 are more 

dif'ficul t but 8an be execute cl at a :::loderate spee-i ll . 

:P ar :playing t rern.eloes he 1:tSeS the t:!:r: .. lmb anti fing8rs. 

'\ ? ,... . P . , , ,., / , 
" 

~ 
, 

±d j 

u 

("', 

,- , 
i Ii 

'" , , 
I 

M 
\ 

, . 
t . , 

! 
. il 

I 

Be:::-lioz concludes ~'1is chapter on the gcli tar by 

s.tating tha t sinc e the introduction of the pia..'l.o into all the 

homes -,There ',"ja s ap-y interest i n music , the guitar had been 

3Tadually di s appearing . This vias , of course, C].ui te true . 

~;rith all the virtt"!..oso ~ianists anJ. violinists, etc" of the 

pjneteen th cen~clrY rising to fame on the concert stage, the 

guitar, \7ith i t s then inadeqnate technique , had no chance . 

:S-ut the si tuation ';la s to be saved. to'HarJ.s th9 end of the 

~IiflGteel1.t~1 Century by the i m:?roved teclmiClues of Ts.rreg2. , 

the f01..1n cl8J.' of the modern scnool of £,v.i tar playins , a..7J.d tlle 

iIIl:proveme:~ t:3 in 5l:!.i tar cons trv.ction by Torres . 



1 rn 
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1 :20 

The :Sirth of th:~ Cla ssic Cui -GA..!.. ... and its 
'",:,ultiVo.~i on -in 'fielll1a 1"e f 'l eC~8cl in ~he 

,/or1;:s OI' L . Giuli2.11i , ?:D . 14-9-170 . 

Coste 7 = ~etodo CO~li)l etc Para C-ui tD"rr a , l - 45 . 

3 1._ . Carc €'l8si , Corn:p1 ete Gi..li tar :,:ethod, Part It Pl") .. 9- 15 . 

4 T . Heck , The Birth o·f the 81assic Guita.:c-, :9 . 175~ 

5 L13 and 

6 P ;t Gru .. n.Zeld 7 The krt and Times of the Guitar , p . 197 . 

7 H . Berlioz, Tr eatise on Ins tru..J...-.:lentation, :911 . 145-1 ~~7. 

, 
"t--;- .. 
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Tarr8g3. left no T:rri tten l'2.e thod of rules conGerni!lg 

his estaolisnn.ent of the "basics of modern .sui tar tecil ... ">J.ique. (1) 

!-lis ideas on tecruiqu8 nere, no,';eveI> 1 hl.11.d.ed dO'';11 to ~is :9U,i l s 

and pupils of pupils. T.=a."1,Y- aspects of Tarrega' s tech:rliqu8 h.ad 

been in use before, but b.e gets the creCiit for firmly e3tab­

lishins them as being an essential part of correct perfornance. 

~e sc10':rec1 t h at the use of a fo::>t stool was i!l!.2;l orta..'lt 

in the holJ.ing of the guitar in a :position '.-Ihich Ylould give 

ooth left a..'1d ri:;ht ha..YJ.ds their most natural !>osi tion . 

So:;:, a..'1.d Ca.l'cassi had used the f'ootstool Def ore . 

Both 

The Ta.rreG"a nethod was particularl y directed at the 

posi tion a1.a. use of the ritiht lland f i no8rs. They should be 

at ri g-ht 8J.lg1es to the strings ~'1d the Ii ttle fin:~er should 

not touch the sOUl1l1board or oridge . He Dade a s }lecial study-

of the rin.:; finger and recor:;:rrended that it be developed. a..YJ.d 

us ed as muc~l as the index end middle fingers . He also showed 

t~le adv8.l'ltages of using the nails of the r~Ght hand . These 

\7ere that they :i·3..ve greater clari t~r , a &reater v2.riet~T of tone 

colours and 0: . 'lilOre lJrecise technicl.1.le . 

The nan.ner in w~lich the strin..; ~'las struck was also 

illportant in t hat it affec ted the tone of the instr1."L'Ile::lt . 

He theraiora adopted a technique \7hic~, according to Tarrega, 

had been. ~)r t37iously uS8d by Juli211. _·\.rcas . Thi8 ,-,as t~le rest 

s ~ro}(e OT ;;.~) OJra='--ldo 7ihi c:h consisted of stri~...:in.g t!le string T.10re 

to\7ards t::12 30u.'.'ldboard a'ld t :-cell restin(5 t he finger on the 10'.7er 

strinc:s, r2 .. t~:8r t1.18....1'l lJlucking it u!)\':ards i n a "fre8 strol-: e" . 

~:le res t s -~roke is Q.p.i te na "!Jural on l)l ncke d string ins trlullen ts 

821d ;;rao kl"lo\'l!l and used by harpi:-3 ts durin.~ the lTineteenth 

8entury , 01:.t no nri tten ::'!u:~ t:'lod before ':L .J.rre ,3a uses it . 

Dec 8.use ~arrega ~;7;?"S :particularl;;r cO~.lcern3d -.. ri t:'1 tOl1e~ 



I ? ,) 
~-

of i nter-2st in t h e .2."L.l..i t8..T 3.8 a conc ert instrnl."1ent l,T:lS c2.rri ed 

on by ttl jol, J..:lolJet, :~G ,;ovia and Dany othcT':J . 

:w..odified 8':"rI~d inprovsd 011. the ('::arr e ,:;~~ r.:etl:od b~:t 3 till r e t:tin 

his basic ic1 9 2,S 0 

.An imp orta':-:l t, al t h01J:;h sliGht c:l~;.ge in th~ r i ght 

h8..!ld pos i tion of 'I':.:u"re 6 2. , is in pOlJul 3..r US8 to cla.~r .. Tilis is 

the tnrn~l1g of the l1o..n(1 s o t21at the palE. m.ore or les3 f aces 

the el bow but still :~eeping an gles to 

the strings. This res u.l ts in the s trinc; being s t ruck by t :'l8 
( ", 

r-ol..L"'1.ded side of tIle :aail gi"fling a be t t er tone . L ) 

f ::. ... ounc1 tor..e 1 I 81'l~lrp tone ' 

As the actual tone pro duced on the gL1..i tar deI'e:1..cts 

1 8.rgel y on the nails of the ri ght hand , the inport:3.l1.ce of 

t heir condition 2nd s hape has oecor,:e ful ly realized . (3) 

The~i are bOG t she..ped to t11e S2..:J.e conto"ur as the i"in::;er tip 

a"'1.d. lon.:; enough to e:;:tend sligatly past the tip, but, i f 

e..llovi8d to -sr0·;/ too long , t l1.ey will ham.per s::;J8ed B..:.'1d give 

a thinner s ol.Uld . 

A clos er look at; the Se govia te c~m.iCJ.ue -,fi ll 

fu.X'th er G::~l-:iples of il!l:9rovers.ents 

give 
(4) 

Se .307ia only :yle..ces the front nJ:.tl f of tlis fo ot or.. 

the f oot stool, le ·~vine t he 11eel i n the 8.ir. 
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:J!:'l-1S e..llor;:; for I:()~e fl exibility in iJ0ti~~ f oot ·].lld leg .. His 

left arr::. h 3..:.""lJ'8 vertically i' ro~i. the s~.!.ould.8r. This elilli~1.a taa 

8J:"'Iort to 8l::p:port -: ~'le l .... p~er 82. ... r.1 2::'ld :\dd.s to i;~le e;eneral relax-

e.tion . 

Se ,:;oyia com})lai :!.1.s that stucl3nt s 

te~d. to tel'l.Se u :? -:;hile pl a~rin~ 3.i:1.d so lose this positi on . 

~:hG righ t J.lfuid thUIJ.O should be kept -'-fell :1: or-::2.rd of ~he inde:: 

finGer so they 0_0 not :38t in e ach other IS -,-;ay .. 

8agovia plays the rest stroke with an alnost straiDlt 
fir.zer vrhi8D mOVeS "j.i ainly froD. t:le ~:nuckles and not tl1·a joints . 

i?or the free s tro~~e he has 8. nore cUTved f inger . There have, 
howeve r , lJeen flore recent im.prove · ents and i deas on the cor-

rect method of playing the free stroke. (5) The present 

thought is that the free stroke should, as close as possible , 

res emble the rest stroke. The strin~ should still be strtlck 

"'"ore to'.'{2Xdz the s01.mdboard than ayray from it. This requires 

a straightish f ins er an sre8,ter control a.nd precision . 

:test stroke 

... 

• 

Older 
~'re e stroke 

ITew 
?ree stroke 

3 e ciOvio. has his tlTu.rno nail sha.ped in such a way 

that he C C.ll chanGe from play-ing Vii th the nail to the flesh 

with only a sliOlt ha.nd position chmlc e. Thi s gives hi !1 a 

6l~eater ton2.1 v :::.riety in h i s bass line c.lloviing f01'" ::nore 

interestinc interpretations . 

Ee also teaches the importance of a stea dy riGllt 

:1and 2-L'1d minimn!"1: Iilovem.ent in both h&'"lcls saying that t:18 left 

11.21ld.. f ingers should be at a 771ini I1lUTI. eleva tion above tne strir-.gs 

~1d sho1.1_1d only stop 2.. string -;;i th enong..l1 pre SSltre to g et a 



Co good tonG Lmd 210 Llor a. 

frOB the -51.li tar . 

sage f.!:"'om th8 B. ·;?ri t t en TToct1.1Tl1.al , Cpu:J "'/0 . 
live Jy (a nimala) 

(i) ® 
~l(b:;' 

I, 2' ..:.......::..-

p p 
:PP pizzicato 

® ....... , @ ® ·······---1 

Piz.zice.to is :played bj- using t h e side of the right h a."'2.:i to 

daml)en the strings next to the bridge 8 .. 11d. t~len ~pluckinz t!le 

strings \7i th t:'l6 thumb . 

.l.nother C0illr:1011 tec:,nique is tne ra-;)idl ~ r ...-.1 '--·~ed _ -J ... '_ ....... j 

B.r:!} 0 cigi 0 , str"l.lI!med in the style of a harp ursin.::; t~le t~llli:'JJ in 

t h e u})viard direc tion and ;~he in(lex aT Lliddle fin.::ers in t~le 

dO':inv.raxd direction as in this extl~act frol.l PO-se o jJ"] P . 2 . 

J?:2. ~"ric}::er. 

II ..----:-:-----. - f1 ________ 

~j'jj~ 
f.f rapido 

In the opening b3..l"'s of the Fandal1gL:.illo, Turina 

vITi tes for .:"11 effect called ta~r..-oo:ra rrhore , instead. of :ciciht 

hand pluc:k i~::.~ tb.e ;3 bring s indicated, the -Ch:,U'J.D 8 tr:U:ez t1":'8zn. 

SlH .. l.l"ply nesx t :le brid.:;e , t hus e;i 'ling Q. EtOre p erC!::ts3i vc effect. 

Allegreito tl'anqi-lillo J = 72 
(PCZ't.tt3W:l con d dedo Sm1!'PJ" ja~"to Q 13. 
];)~~t~ Y '30b~ b. VI "J la V cuerd~') 
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~'ro • 8 by 

.r:e-l T.-\.\\BORA < 7 ' 
34e;1 .J, oJ v i!t7 pR_:_i=1 =1' 1=*=' =-1 r I : i J$~_' _p_l . 

. l1~ cOElpletely :ge~ccnssive effect ',-rhich has been ,borrJ7Teil 

fro:n. t h e fl=e~1.co gui t 2.I' is t~e glope . Turina 1..1.9 .3 3 the ~llo::.:>e 

suI ponticello 
> > > 

~ 4r~ _ o \ "~ \ 
-L::"~~?I 

("oll'r):iC S'! -
~1)1I0I'i{.t· \,oil l'· !' ~;nll:i 

Tile gloll e is ::.')l ayed by tappiCl,'S the bridge of t he gui tar wi th 

the ri&-"lt hffi'1d f i :::lgers in the rhythm indicate d . 

i :odern notation allows for Euch more accurate 

indicating of c orre c t durations of t~le notes . But t :1.ere is 

still a proble:n. in the f act that it is not alwa~rs ? oss i ble to 

stop the vi-)ratio~'1s 0:'1 SO:::lG strings at t :'1G end of t he note ' s 

dura tion as this -.-rould r e'luir3 ~oo complicate d a teclmique. 

:.~any modern compos ers have us ed the "let r ing !! or "let vibrate 11 

si&'1. to sh.O~:f tha t the string should sound on till it fades 

a'Hay or the string is again used for some other note . The 
i:::ldication consists of a t ie nar!c as follows: 

.J.'uldallte J = ca. 83 

f
'b ' 0 

• V2 nito r 
,1 'i.c~ r-... 

. '-
, I ~ 

~'1Tffpoco affrett. poco rit. 

, I 

This is an extract from. the y ·g,ntasia by Gerhe.rd. 

In hiu 'sark Drei CCentos , Henze goes bacl: to the 

llblo.ck no te l! a!JJ?ro 9.ch ~:there he uses 2. ser.riqu2.ver , QTLt ';:i th a 



, , 
~DZU ;;.[OSSO 

1 '1·­- ,- 0 

~'rancis ~ol:18l1C, i::.1. bi3 Sar9.b2.nde for g. l.i tar, goes 

right ba.c k to }):ri!!1i tiV8 notat io:l and 2.e ::~.ve s the sr .. 3te.i~1 of 

the different p i;l.rtc~ to be iI:-c erpreted. (J.Y t~1.3 ~Jerf OJ.."T:le r . 

.-.~-- - ----- --"; 

Q) 

f 
2 3 2 

Oil iP9dJ 
00 , 

®- - - - - - - - - - - - - - -

®-- --------
1 -----=-. 0 1 ~I ' 

~ r~ ~ I IEneS: I, 
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T S t:~e:re 2~ {; c l1.oo1 o-? rll3..l"'r e._--:;a? 
Gui tar Revie",7 l To. 1 . 

2 T . Usher , 3~tT.::ou7' :[ Ol-:.:£' Gu; te..r , Gui t ?..l." .:1e-'ri(f.·- 1'10 . 17 . 

3 T . Usher , ':i'i.19 Elal.!.en ts of ~echni c8.1 ''rOT l' C"; O-'lCi!" 
- - ..J.. ...... _ d' 

Gui tar ~1 evi.e~;; ::0. 15. 

t~ V . 3 0bri , The SG:;ovia Tech nique . 

5 T ~ Usher., TO!le ~nd TOIlal ""';fa r; e ty , Gui t a r Revie\7 ZTo . 1 6 . 
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STY L ~ A S ~ 3 F LEe T = D I ~ T IT E 

~ I T E 2 ~ T U 1 E 0 P m H E G U I T ~ R 



129 

I N T ROD U C T I 0 IT 

This 38ction of th.e "thesis is not a discl..'..ssion 

of the Ii teratu~"e :LS such, br .. t a sVJ.d;/ of the genera.l 

devel03.JTIl811t of !.lusical style ~:ri thin t:'le ·;ui tar li tera tu.re. 

~o:r this reaGon certain '.7 or~-s ~laV9 been chose:..'l which best 

exemplify -Gllis dGvelo:pI.:le :::lt . Only ori;-i::'1.2.1 ;;sui t2..r COI.!l-

:9csi tiO!l;:) ilave been included , except for t:18 vihuela a.'Yld 

lute music \"fl.li ·c~ the J1Ii tar llas natlu"s,lly i : l.heri ted. 

~-Io·.7ever, r:rtJ.ch of t!1is 13.tter !::..l.1 .. sic has not a s yet b8en 

t:->a:"1.scri 1)30. 2.net ~)""'1.blishcL~ for J,1.1i tar a} ·~.d, t:lerefore, d08S 

not cone i Y'.. to this disc:1s s io:l . 
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C HAP T 5 R I 

T:~::S r.~USTC OF TH~ RS?TATS3 AITCE 

7"he late ~ ~dd18 !1.ges :;.nd ao::.. .... l y 1~enais ~3 8.1'lce ';ias pri-

But this :".:3.!!l.8 perio d sar'! 

a rise in the interest in i nstrumental -.Ttlsi c by serious COIll.-

:9osers . .!~t fi~"'3-C t='lis instru:Jlental music cO~"ls i s ted of 

8.l"'r8...:."'1gements aid imitati ons 0 "": vocal music but, becanse o~ t ,he 

li::ri tatio~1s of t~le instru.ment3 ulJon which it ... ·'·3.3 pe:C.~O!·I::ed, 
• L 
20 

did not J:88.cll t;le hi,::;;h l evels '3.t·~ai:ned by vocal !JUsic. It 

~:il'8.S , therefore , ree~lized that instrU.T!l.O:'lt:::.l ml~.s ic h;J,c1 to be COJ.l-

posed in ;). st,ylz i.i1.dependent of that of vocal !.lusic. 

The 93.l"'liest i nstrL.wental music which S110':18 t he most 

oI'ig"inali ty ~~d i ndependence of style is that of tna Spanish 

vihuelistas . Th2 first coll ectiol1.s of vihaela IID.lSic Calle 

fron the earl y Sixteentl1 Century when com~)osers beg9..n t o '.-rri te 

their co:rt:,!ositioES d0\712 in f ull f OT th8 first t im.e. Previous 

to t:lis t ':le vihuelist3. ':rould have either i l!rprovised or played 

from meBory. The sL.teenth century vihu81a music f orlllS an 

inporta..'1t pa:ct of the gl'.i t= , s repertoire t oday 3.8 ',yell as 

pl ayin" its :'Jart in the ge,leral history of music. 

Unfornulatel y many of the ori ginal tablav~res f ell 

into disus e durinG thz follo~.vinG cenwries a...11.d v!e:re lost . 

~2tlt th2-1'1.2G3 to the v!ork of such IDusicologists as Conde de :.Ior-

phy, Oscar G~lilesotti a...11.d 581ipe Pedrell, ma...l1.Y vihuela tabla­

tt:.res :1.8..-,[8 1){38::l S8.V9d. f roLl oblivion a..'tld. at t he International 

Con=ress o j' ""usicolo:3Y helrl in Vienna in 1905, certai n princi­

:..')les were :-..; ·~ Ju dOl:m 80 t~'lat t!le transcripti on of this m.usic 

froB to.e t c,~jlature to notation would be in 3uch c. m.!=lflneI' that 

the reGul ti~ '. i sOl~'1d l;/oul d be i dentical to the original . 

The first of the great vihuelist'J.3 ':ra s Luis (Lnys) 

ltilan (1500-15 61 ) . He was born i n Valenc i a of a nO:-Jle faBi l y 

8.J.""ld beCB.m.e a famous TIlus ician , })oet B-l'J.d C01..u ... ti3r at the court 

of :;1. ... ee:o. Ger~ .aine de "!"oix . In l?~' 5 1·1n -o-~'!)ll' ~ l""Orl +1...,0 v:-.--: .... ~'" :) _,-, _Lt" Ol..:.,-, ~ v ... J.'-' ' ..... ~./ . 



first Gaol: of vihusla I.1U.3ic titled LibT'O da ""r • 1 
I/ lllU-

ela de I,!"8..l.1.o Inti ~G!.lle.d..o 81 7 ~2.8stro 1 \'l~lich he dadicated t o !lis 

ath~lj rer ;~1.d oe:''1efo.c to:c , ~:i:lg John II I of 2 o:."v..lgal. 

:81 :.:aes tro 1.T~.'3 ~o t just a collecti on of' 2usic . 

~ ;ilan desi~~c d. it 8..3 a t u tor can t3..inin-.:; i nc t r 1.!c ·tJiO::"13 0::1 tu . ..L1.in,:::,· 

and playing 3...'Yld having the piecea ~"'8.de d i n cliff iCTtl ty froTI'. 
from very e ·3.sy to v e r:r difficult" The IJiece s are in the fo_ ill. 
of fan t asia: , tientos, -;> 3..Ya:J..::J and solo SO~.58 '::i th vihuel a 
ac C Orlll)animen t . 

The bulk of ;:~1a..'1.' s compositions Here fantasias . 

~hey s!lo·~7ed. bes t the r eS 0 1..TCeS of the vihuol.?:. 9,nd g2 .. ve t118 

cor:rposer free rei.gn. to his imaginations. In the collection 

Hi snanae Ci t~larae ..'irs Vi va b;:r Pu .. jol 2.re two fa.:1.tasi2 .. s by Ii; Ian. 
The first i s the "Fa..11tasia del Quarto Tono" (J'eJltasia in the 

':1.S seen in this fa~ t asia , :~ilan \7 3..8 one of t:2e 

f irst co:m.p osars to put teG.:')O indications to his pieces. The 
indication in t h i s C 8.s e is II Compas ) .. 'p~esura(lo 11 ( hlJrried 
+. ) ulIile • It ha.s a free forn and is characterized by TIotifs 

being repeated. in different r e.3i s ters , e . g., it opens with the 
first four hal's being repee.ted at a hig..'ler level • 

o --=----== I 6! . ! I --=t$=:=====-+ 
d 1-5- -I d r 

t~· ;J 

I I II , .. 
§:~t"; n q--:c:'., Q 
(i -±:"i\'=='o 

8 
o t-

o o ! 
i 

o :e-
I 

:=:-rom bar 17 to 25, a "b'-fO bar mo tif i s re1)ea ted f our tiL'l83 i:!1 
differGnt r -::.zj.3ters . 

, , 
/\ I J I I ! I ! 

f I.:). ._: C d -J---*-~-- __ _ ; i :~~. - '" :=C::=~_. _____ ,_ ---{;--- -£l--- __ . :± 
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,3 Jd ' -- -e-- 17 . ---f2-:...:')-- .----.----p---
() f ' ! r I I i'----------f I 
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He usez t hi3 t e c ll.niqlle again i n t!'i8 pi2ce, t~l8re'by achi eving 

sane unity a"ad to the end of the pi ece he has bars 96 - 107 

as a..'1. e~cact reIl e e.t of bars 84 - 95 . -:.'8 als o notic e from. thin 

i'antasie. ho',., t he i lli tial themes of the r.rork 8.r3 not U 8 8cL ag2.in 

but ne~y thenatic Elatel"ial is constantly i:'ltro d":.,J.ced vfi:lich is 

tYyical of the st~rle of t :'le :pe::ciod . 

The second fantasia given by Pujol is the 

of chords and 

"Fantasia 
de Consona~1.cias y Redobles ll ( fantasia scale s ) . 

to the spec i al type which - :ilai:l called This lark belon~s 

tentar de vihuela or fantasias de ten tos • He instructs that 

they are to be played in a flexible te!D.po , t C'l8 scale p3.3sage::: 

fas t a..'1.d t::te harmoni es slo-,7er . To add to t :'le rubato ieeli n,:; 

of the piece he h a s Il1mctuated the '.'lork -;Ii tb. :pause marks therc-

by dividing the ",70r!C into s even sections of s low: fast : s l o',"/ : 
pause . This fantasia also shows considera"ole iIJi tation and 

repetition particularly in the opening a..'1.d cloSing bars . 

1 r- r--,-rl r--r------. ' 
j '" ..,cl~. ; I ' ) ;J!I . I ' Or ±~ . 
I.t,;i§::::~~~[~~~~~· ~I~" ~J~~ . , - , - J-+.RL ) b±?tt 
CSt CJ p -
J 0 1 r- F I -r 

.\ 

2 
J rl I Pi-

\~* 
.. 

F J 0 
I 

r F r f 
Once a gain nerl t h enatic raaterial i s introduced throughout the 

work and old ,-;;aterial aba'YJ.doned . 

_~10ther fant2.s ia by I~~ilan is t~'le l~o . 26 in the col­

lection International A.l1tholog:'{ for Guitar by A. Bello'iT • 

.. 

F 
It is of the :fc .. lltasias de te l1tos type ';rith al t e.rnati n z scale 

~d chord pa9sa~es . I t is lon.,;er tllD...'l thG 0 tl:le r fe..n tasi2.s 
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1 ~ ') 
- ....i.J 

fe .... ·'li l i ar ~ .......... , 

.!Eotific 1.LDi t y i~ tbe Cl·:iS3ical sense tL1.6. ~a-;fin ::s r e:qeti tioll 0·(' 

phrases 8.l'ld motifs in diffe.ce::t re 6~3ter8, e _;:; .. , :~'r'o .~~ ~ ~~:2.l"S 

27 - 34 . 
, , 

", /'\ -V-' /i -
iT=<) 
~ 

i -q-
1- '6 

r-1 '1'''-" . -;-'-, 
1 j ,j J : I 

• ~.r-~ I 
r--~ 

lTe'.7 material is continually introduc ed a.."l'ld , as in l'li s o ·:;her 

fa.""ltasias , he ends ',-lith an e:-:act re lJe ti tion o f a l?~a"3e .~ 

Gen.erally hi s fa:l.1 te.sias s llov! a:'1 i Lt.;..l1 .... ovis a toX';:;,- 8 t ;:rle 

( steTnJJ.in ::-~ from the f2~ct that a lot of iflprovising had been dO:le 

on t~e vihuela d1...U'il1] the previous cent1.1..ries) tll:J.t b.vings aoout 

a f'l...lSi on bet-'-/een h armo:ny and pol yphony . This re::rlll ts in a 

distinctl~' i nstnunental idio;l \"lhich skilf ully use3 '::-i,'!,1J.J:'ati ollS 

and faster moving lines "CO m::J.ke up lor the l ack of slJ.s"cain 

which is avai lable in vocal music . 

~l ~.:aestro also contains s ix p2 ... vanes . 

is uf:)ually thought of as a slor!, sliate12T d.2.::'1.ce, h t.1.t I.-i12..n 

il'ldica-t :~c1 th2:..t hi3 -,)8.vanes wera t o oe playe Q a-(; :J. :.C9..3te:!. ... teSI)o. 

He wrote e s.cJl paY2.n in '3. different mo de and st2~ted. tha.:t t h i s 

\72..8 to hel !> tIle perior~er becoLl9 8.CCl stome d to tl1e diffeI'3nt 

!Ilodes . His :9aval.'lS are shorter thf.'.1l h i s r:J..~lJ. ta3i e~s , 

1: 0 . II I i s on 24 bars 102"1.1 .. 

f'L'- d J I 
I .. ?·· q g 8 ' " 0 

~ :7' ~ 

u d '" 0 

. , u r' 0 u i I 0 
I 

This !Jav ar.. : 

I , 

9. ! 
() 

I 

I a n 
() 
6 c' ~-;r :j 

.~~ ., -v-
i 

(,\­

i , 

1 r) 

I p _.r.-
~-r.:.--

! 
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-'" cl earl j- clivic:'ed. into three p erioQs ~:ri tIl t-::o :[ 01..lr o ·g,T' :?~lT2.S2S 

liste::"1.er tod8.y . The £' Ol "'::n of th8 pa78..:."l is !::lore c losel,~r lCr.'"1i t 
due to t~le clGa.r ]llr9..sin :~ 2.11d.. ,:;er t~in repe1ii -Gion \7i t:'li:c.. e8.ch 

period . 

The .2ore re ).).18.1"' fo:cI1 a l s o st9TIS from the :c"'act t:1.9.t t~le lJ'J.vc..n 

\laS este.blisD.8u as 8. co:,::v811 t ional da..7J..ce :I:'Or2. ::il= also 

admi ts that l:e copied th3: Itali8.rl :?2.V8...Yl 8.J::!.d tb.a t two of ~lis 

p:1vens use ItB.liffil themes ~ 

}Iis other :!:Jost popul ar :pavan is ::0. VI. 

(f I I 
, 

=r@ Ie 
! : -{ d 

I 

g ) 

f I 
1 

I fl g;Li .-

J u- p 0 '0 r= 0 
+- ' \ 

I I I 

! I I I i , , 

~:li 3 pavs1. is lO!1.ger (70 bars) aZlu al thou~~ there is clear 

phrasi n g , it is :1.1ot as r egular in th8 classic senss as the 

Eo . III . He",.,.. tiler.latic materi al is introduc eO. throu:::;hou t the 

piece with a lot of plrrase re:geti tion but fu..('ther unity of the 

\7hole i s achieved by I.~il::Ll1 1J~' repeatin g old material in anotb.er 

part of the :9iece, i. 8 ., the opening b8.l .... s as s11owl'l above are 

.;iven in Z:i1 e:;~act repee.t at b~r 60 . 

i s simila:c to t he Ho . VI ~but ',:/i thout the mo~ce distant re}!eti­

tion of ol d Baterial . 

songs 8.nd ":" -ila..rr \'las a master at '.'lritin .... thcse. In the 8.C tual 

tablature the line to be sung ','las i'lri-tten in red let t ers ana. 

i t is not; quite clear ~:thether the vihuelista -\7:::'8 to l~lay this 

line ~Hhil e a cconpan.ri n.:; a singer thereby dOI.::.1.::iling the pa~t . 

Cartail1 of h i s songs sre char~::.cterised by ver;;'" florid in·t;er­

jec t i ons b~r tha vihuela. after ever~i £e\7 b3.:rS c..s in the 
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ro:;n..'~!.c e s 

In the s o:r.!..~ "To:}a ni 7ida os AGe lt 

One of th.e ~To"b13r;~ t ilo.t faC83 t~1e r .od.ern i:~t3:-C-

uocu-
nents datin.3 fro~'l the time state tl1at tl1e 8 i 2:""L.S8T ',; Oltld often 

im.provise embellisbme:.2 ts at will. :;;ilan, in ::act, ',7T'ote mo 

versions of som.e of :i. liz 80::' :';8 . ~he one haJ 3. slow chordal 

acco r 'ipa..l1.iment and the 0 tl1e:"' 2.. :no1"e florid ::.CCO!J.:}821.i r.:J..-3.:.'l t. 

bellish the vocal 3.19.rt . In his s ong 

is a sect~LO!1 !!lark ed "vari9.l1te ll in '7hicfl the a ccoTn ::')8I.t.iR8:lt moves 

in ser..riqu avers ~ '2hi s vro1.~ld seeD to I:~lan ' 3 use of the 

double version tec~'L""'1ique in a s ingle song. Other fam.ous songs 

of his inclucle lI .A.gora Viniese un VientoTl 

Only thre e years after the public2.tio.!2 of ~l : .~aestro 

c a m.e ~~o ther iTflport ~!.t :9u"':Jlication of vihuela IJ:l).sic" Tni 3 ~:r2.S 

the T,OS :J eis T·i b:c'os Jel ::Je1 "'J~lin TIe :.:usica by Luys de Ee ... rv':?"e z . 

He \73.S bor2"l in Gl'-'anada and "b eC aD.9 vihuelista at the C01.L'1t of 

Y..ing ?hili!J II . The D81p~in is intere8 tin~ and iillyOrtcillt in 

that it contains the ec:.rlie3t ex aiJ.ples of v ariations . 

i s no dOl~1Jt that the v ariation form \'I8.S cuI tivo.ted in 

There 

long "beIore;. These p.7orks see D. to be 3. first cul:!..rrn:J.tio!l 

instead of a besll111ing . 

His lJ.OS t famous vari ations are o:n t he the:;:r;.e 

:tGaardanG L2.8 Valas tl
• ThirJ theme has 8..."Y1 advai1ced J)hr·;lse 

st:L1..lc ·GUTa as i"ound In the :9e.:V8.....i1.3 of LilIan , i.e .. '} t'NO )lrr2.ses 

of four b ;::.r .3 8:lch . 

break thus fo.:::"m.ing t~18 basis of continuous v 2.riatiol1s. The 

~iOI'k begiu3 ·.Ii th three v 8.x>i e.ti ons , e2.ch \7 i th a different 

c :h::::0:"'2vcter bl1. t fcllo~·;in3 the harElonic p:i.~o.;:re ssion of tlle t~leI!le. 

He then gives· three r10re v9.riati ons but in a diff eren t k:~y , 

each. ve ... :ri9~tio;'1 being t en bars in length D.....~d rri th a :'1.e~;r ~lar-

L:o~ic pro~'"'es3ion . Accordi!1 f; to the T.1l.ls i cQlogi c·t : ~~>Ujol , 

each v t:ri atio:"'.!. is IG.83.l1 t lJO be :playe d a t 8. Ilj . . ~·ferent speed . 

IT2.1""'V8.8 Z, lil.;:e ~,~ilan, also ind.ic ated. the teY2:)o of his pi e C:Gs . 
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He used t'.70 diffzrent Sl ':;;~:J 

fo:::.:· f~~st and ~ l'Ol" 810\",#. 

to indi C 3. te t~.le t8!:PO, 

On the £ =0,,3 1180ncle Claroso 

{b 
• 

viz. 'J 

t :'-iO brief v~l..riatio~'ls ;'!hi~h again ~{eep to th8 h8.rJ'lo:.'lic }?:!"o­

gression rather tha:::1 the nelody. . 

Unlike :.-i1 a,"l, ITarvaez includes tr::mscri p tions of 

vocal Ylorks O}' famous cOr::!yosers , a pra.ctice still co=on 

amongst the vihuelistas . Perhaps his best eZ2..!!!ple of this 

is his arrangement of " I.:J.lle J.egretz" by Josquin . He ar-

rlli1.5ed the four :!;le.rt chanson for solo voice with vihuela ac-

cOr::!:!;la,"liment a"ld c alled it I1C2.D.cion del Emperadorlr as it TIa.s 

a f aV'ouri te of King Charles V . This is also a good example 

of the melod,Y- line bGing doubled in the accoTI!.lJanim.ent vrhich 

enaoles the yiece to b e played as a vihuel a solo as '.7ell . 

One of the y1'ol)ler::!s facing the 20dern IDusicologist 

in his lmc1ersta"lding of the music from 'Ghe late ; .:iddle Ages 

~~d early Renaissance is tha t t~e composers or scribes did 

not always wr i te down the chromatic alteration in the lllUsic 

but left it to the performers to add -these according to the 

rules . For ex=ple, in the original version of "r;:::ille Re-

gretz" the cr~omatic alteration i s not indicated. But- in 

t he arrangement by ~'iarvaez , it is written out in tablature 

form u hich i ndicates e a ch note exactly according to the prac­

tic e of the time thereby sho71ing how the original version was 

actually performe d . 

Of the six books published by lTarvaez, it is the 

fifth that CO"ltains all his songs . He usu3.11y IJrinted only 

-the f i rs t f~ ·! lines of the text in his s ongs, sa~ring that they 

Y!er e so ~:iell ~cno~.-m that tl18 sin3ers cou.ld a dd the re3t of the 

w·orus frO !!l I!l2nory .. The best knovrn songs f r olll h is book are 

TE.l1. tas HalcOl'leS 11 and "Con Que La Lavare ". 

TIle fo.n.tasias of ITervi8z ar ·:: L'!.ore clearly and pure-

l y con tr3,p1.1n t3..1 O''n<1I] T-ila'1 ' Q (e--ce1)+ '~or h i~ ... .l..:.c.:. _ _,_ ~ A... ....L .. _ >J I' F8.n t 8.sia Do J _ 



(u.~1.ce in. coun tOl"' TJoi:l t) .. 
\ -' 

Italy fOl"' a tiI.28 .. ~is ~u81ic ation cont::tins SO::.:J.8 of t~.le 

finest inst:rtl:~::'811t2,,1 Ell.sic of the ::~e:n3.i G.s:J..nce .. It ::.150 con-

fir :; t tiBe that thi s in3trv.:::'ellt ha.(: bee11 "tr3::l"i:;C8. 38riously in 

w.y yublic8.tion . 

J:118 EOS. t ~7ell ::no",';n of a l l ~ . .1.1d.arr a ' :3 ;':or~s is ~lis 

!1 ~'2..n ts.sia 3n La : ... 8.nera ]Ja LD .. :tuv i co 11 ill vlhic:'l he iDi. to.tes the 

h .::"l":9 p lay-in.:; of ti1e virt-uQso har:pi st L1..ulli.vico . At the be-

diificul t l.mtil i"t is )l"'o~)erl/ F21:iers t oad I • After 08.r 62 

he e.o_ds a f oo tnote I from he::."e 021 to t~'l8 e:i.1d t~lere 0.1":: SOJr.e 

false notes : \711e,1 playecl ,,'ell t i1ey do not 301:>lld o],d I • 

imi t a tes tile h a r}.: S 01).;,"' .. 0. b:'" c l '37erly ar ..:.' ·3,-:lG"ing ~ s:lort sC2.1e 

p ...."c< .... O ("f'8 ~o .L~"'. + ~·-,....h -10+'e -is o~ n d;f'-;--.. e rC' , ..;.... ..... +-...... i,-. ··· (,, ~ 0'" -i-'lc _ -::..'-'.::> ..... 6 u v_L ...... oJ \;; .-<. .... _J. J. 'J _ ~ ~ ....... _ .r.. '-'_" lJ ;,:) U.I.. __ ' .!.,-=:I , ..... ..::> .l. _ v .!. ,:,., 

har)) anCt 

efZect . 

t~is is repe&te~ 

0'-'- ~-; _. -, 
I ; 
" 

~ tis fX1.tasia : 

r-'~Tl 
, l ~ 

s~e e cl 
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r . ._.- ·.-- ~ 

i. -' -,-~----r 
J Ii , , !":j ,1,: -==r . , 



138 

An other La!.'1-G'3..si a beciins ··;ri t~l 8X. 8.l:raos t i'ugLi.e- like 

e~1tI".r of th.:; 09.8 3 line '.ib.ich rel)e .:?ts t he f i r'Jt five lJ.3J:"s of 

the top line at t h e oct2.ve. 

, ~ , 
U 

I it I 
! j , 

I f r-· I , I 

r r 

p' 

1° 

The o:De~1.i:n.3 r~l:rthc!.ic motif is often repeated. in d.if:fel"'2~:.. t 

forn s dUl"'ii,1.& the ',7orlc e i vin!~ a subtle 1.1:1i t.{ to t l19 piece .. 

~11e ra."1.ge is restricted to i;;70 octaves as it "'Ias ori,'Sinally 

HI'i tten for the fOl.2T course glJ.i tar . 

On the ";Thole tile fan-tas ias of ',:ude.r:ca are lee::: con­

trapu21tal 8nd imitative than t hose 0:: ;::ilan or ::arvaez . 

His da.l.ce I!love ~L.en ts i n clude :pav2 .. ns, ga.llardas and 

. a ronanesca. His galle.rda; 

i \ \ . 
\ ( , ) 

, p 
J I 

() 

o 

, 
, , 

4- I 
I • 

, ' 
I I : 

~ '~ 
J , ~? --1.l 

<-,) ! 
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I ' 

snO~;18 cleaT' :o:lr ba.:L lJ!1..l:'as ing 0.8 in the :9avflns of T.~i l2.!l . 

It l1.8...'3 t ':to 38Ctio::ls e:J.c :h. con.taininz t:rree fO~.l.r ~)3.r :p~3.ses . 

3:J.ch 3ection is r8!)e::!.t9d exactly Givin:~ th·3 ::orci! 

A B 

=.~uderra 1 S variation form is best re]?l"'838nteQ by hi s 
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He Vlrote a total of t-;;c17e v~i::.. tions 0:'1. t~19 t~le~:3, ea.·'):i v ?-l .... i­

atio:n bein:; n Ii ttle ch8..T :~cte:::.:" :~)ioce "follo~:.rint; tl1.e .:i.2...l"'illO_ ic 

prOci.!"sssio:'l of t:.19 tb.3x:.e r8:~~~3r t1:..a::.1. .:l.lerel / e :1bellishin,~ t:18 

m.elody. 

har::loniea .31i j.'l tly . 

CO.irtinuOU3 quavers and , :3.Gco:- :lin .s to ?u. jol, t~1ey are .n:e.lut to 

be played ;-li th a."'1 increased te.::::i.})o as i n t:te :.: :::L."'lt~3ie de t811tOS 

of I~lan .. 

A ... "'1.other beautiful example of his cO:L!1]osi tion skill 

is the "::10YLl.anesca ll which CtY.'lsists of five v '?2'iatio::l.s 0::1 a 

gTOl..llld bass . The \7ho1e 'i"lork is charact _rized by ascending 

lines ir!. cro"Gcllsts as in o:!enine bar 
, , , 

-J r') , --:L , 
j -, ;.'l 11 ! ! , 

h '::~ 
, ! {2 Ii , i i J; 

j (' .- f : ! I l.i I I r :. 
I i 

v 
I 

In his solo sonGs., rri th vihuela a cco!lJ!a.nimen t, 

l :udarra foll o';lS the li:i1.es of :'~il al1 and ~.~a.rvaez, eZc8p t for 

"b::o illilovations. Firstly , b.e I'/rote the vee::!.1. I'ar t on a 

lett9rs. 
"Du'y;;2.8!ldo Ib3. .81 Senor " and 

o:cna:~Gn tation in the vocal :?9..rt , e . 3. i in t:':18 song 

Y ? rescos .1iosl! . 

lI~ri 8t-J 

lI Claros 



l -'fO 

.:\nothe::.."" son!; a:cran;~e :::te:2t by ~,=lJ.de..rl"'2" is tha "Isaoel, 

Perdiste !...: D.t1::_ ?aJ:8. fl Wl1ich has a florid eig:ltieen D:3.r -"ihuela 

introdlJ.ction Hi til the fir:3t six be,rs hintins at t h e !!lelody 

line to CO:J.8. 

3nriClues de 7alderrab8-'lo \'las born in Peneranda De 

Duero in S:pain . In 1547 he :published seven volun es Lli1.der the 

ti tIe Libro De =:v_sica De Vihuela Inti tulado Silva De Sirenas 

Th?y contain nos tly his arra..."1.gs!llents of the TJ.usic of other CO:L..-

posers. One of his arran~~e::13:1 ts is for t wo vihuelas where the 

second vihuela re3)eats the G 123..jor chord bar 8.fter bar in a 

rather oriental a ccor:r,a:niment style . _~gE:.inst his lilonotanous 

bac:c&r"ol.md the f irst vilmela :::>lays s. ver~r '.'restern ·typ e tb.em8 

and ve.riat ions. 

i 
7-

i"s 

" 
! 
! -1 . ~ 

.l. 
0. 

, 
; ~ I 

I i , } , 

, 
. ~ • 

I 
i I 

.A.11 interestj_n.6 point about this Quet is t~_lat it '.79.3 ViTi tten 

so that the 17;[0 pl 8.~ler3 could.. both rC 3.Cl it fron t:'le 322l.e P3.cie 
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bars 10n3". 

:che fOX':1 of thi s the28 a!.1 Ct YC;.l"' i9.ti o~8 is ::' :::!,;h el' illore c!oBnli­- ) 

cabeJ the....'1 8.....'YlY oth8rs yet fOlmd . He St·].t 8 :;."} b:'1. e t~'l 9 !.:e in ~ 

and iITlli1ediately does a v3ri~tion (A '\ 
~ ). 

di ately varies the (33 ' ) . 

v a.:!"ia -l;i ons to After t",lelve 0: tl18se v~~ciation3, h e cne .. ngas t:le 

key- by st2.rting a tonG 10';;82' and stays a t t!lat level to t~le 

e~d. 

Valderraba..l'lo also "'J.30d the ;t G ol1de Claros " theme 

is "b'-/O sets oE v8.ria tians, on.e ',vi ttl fort.! six and t~e otl1'3:r' 

Yli t,l sevent7 v :o v S'.ri a tion:::; CL"..J. no les8 t;l~l one hundred and 

t':renty vsri e;tions on t~18 "GuardauB Las -,;""ac Q.s" th;3T:.: 8 . 

He also indicated the degree of dif~icnl t;:,r of h i s 

Amon", 

h i s easier 'pieces 8.re h i s Sonates \vhic~'l axe s h ort t~'l..:,ee :9a.rt 
pieces . 

The Silva Sirenos 8.1so includes sO~lg:J [ll).ch as 

!I Ay De ~,:i 11 , "Donde Son "SS t ;3.3 Serrana.s? II 

vrhich is 8. a t rophic song rri th each of the t~lree ver3es to be 

S1."!l1g at a uif:ferent d~Tllarric 1e-'[91" 

1;'1 1552 Li o""'o De ~:usi c a De Vihuela OcT DieGo Pi sa-

dor ·'( 3.S pu"':JliGhad. in Gala:·J2.n.ca .. 

i::ith a ' fer' of h is O~Tfl com.positions . 

are tn8 

p a Y :::'ll 2w.'ld hi s liLa Corteaia '! (courtliness) ,7hich is co""';"::?l ztaly 

hor_:'~ ':phonic a:.,ld ~:las actually a :?arod:r on -clle ~) ;~~V3.:l3 of t h e 

nobles ~ 



~Ie also '::ro~e thir t y seven v'?ri ~ttion3 on !l Co~lde 

Claros II all i t':re l "",-e 011 

Ot her ::? o ~:ular 30nJ'S include 
"S i Te Vas __ 32.Y':.ar, Jual1ic IJ , r!De Los t1.1ar::loS Vengo II , ":2n La 
]uente 1)el Rosel li E' .. nd 1'Gv .. arte , Guarte Sl ~ey Don Sancho!! , 

all of i7hich have very easy acco:n~)&'1i1ilents . 

:i:he last important ~)ublication of vihuel a T.1.1J.si c 
'1..0'1' 0 "" '.p O • 1 C 2JIl.e _ .!..:-I. .. . . l ,St--:'8_ de Pu.enll :t:..'1.a . Hi s c ook Orn!:J.eni ca L/r a 

,7as published i n ", eville in 1 55 4- . :!?u enlle..:."'18.. , blind f r Oi.2 

birth , vIas at firs t chancer :;:~usi cian to T:a.rques a de Tarif9. al1.d 

l a ter , lilc e :?isador, en tared t :1e service of ? hilip II . ..Uter 

1563, h e ',7a8 cham1)er D.usicia1J. to ISCl,bel of Va l ios . 

by all a ccon,:rlt8, a remar;cable pla.;;er a1J.d cou ld cven 

He ~,7e..S , 

on 8.l1 

i ns trU.Llen t the. t :.~tC.s no t t"ulle:i. J?arti cularly clever r,ras his 

idea of plucking one stri:;J.g of each :)air of Jo"!..:!.bl e stril1.Zs :::or 

snstain ed notes and plllc~:ing the otll er for :9as sing notes ~ 

!ie cO!.:."1p o.s6cl for the vihucl 2.. and for the fOl)~'" [l.n c1 five cou..rse 

gui ~: ar s . 

One of his i nnova tions -;;a:c.; the compos i n g of :9ie c es 

in groups of -til 0 , the :firs t being 8. vocal setting and t h e 

s e cond beins; an instrUI:18ntal fa:!:ltftsia r:!ilich ~'ias an i Di t a tion 

of the voca l movement. 

His fant :3.s ia ; 

A I I 

i 
I I 

/ l I , 

:1 
I , ; 

i n 

I : p I 
' ~ > 

;2 i! I' ', ' . a f' L- r l! , , 
I I 

,~) 
, 

1 

r 2Jlge of l eSS t~l8..l1 t wo octaves . It is lar~el:r hOIilO] l1onic . 

In contras t , his "~~ant2sia. de '~tedobles ll; 



is ciuilar .1- _ 
l; 'J 

In h i3 /I F2.l1·tasia Solve Una J?...:1.C ~ : :ld.0 ? o:!"'c9.ic tI 

:le introd.nced the theine i;.7811 t y nine tir .. cs in .).i:fi'er811t 

forms • 

~ii3 e...rr~"'1g8::lent3 of S0::1g3 for colo voice e.nd 

vihuela inclu de Bany ~:r?:ich had previol).sl,Y o ee:l set OT 8t~!.e:r 

vihl).elistas. These include "?aseabase 3 1 Rf~:r _ ~oro 
3...'1d Pisaclor), I1 A Las Armas" ( Pisador) and 11 :09 Ante quera 

Sale "81 I._oTO II rrl1ich is "based on the sa.:."'1e a s Pisador ' s 

Today the vihuela r::usi c forrns 3. very i :::lporta.:."'lt 

:9art of the 3V.i tar ' s re :1") erto i re becaus e of its :his toric 

va111.e a~d t he hi.:; h Ciunli t y of t;~1.e TIusic . 

The other instrument froD. '.7~lich. -!;il.e gLl.i ta.T derives 

m.ost of its earl,T literature is the lute, 9 ... ILl t :'18 Basi; 

important nenaissa nce lutenist as r ega.:"C"ds t~lis Ii terat1.1.ra 

is, undoubtedly, John DOYlland (1 563-1 626) . !-Ie vras ~)rob'3.bly 

born in Lonclon 8....11d by 1 580 was in the servi ce of the En:~lish 

ar;lbassador i:'1 Paris , at n:l ich time he bec :J.l:le 8. Gatb.olic. 

He retD.rned to ..!;nglO-l1d 8.;."1d , in 1583 , receive:::!. the de,z-.cee of 

3atchelor of ~ .. u8ic at O:A.-ford .. In 1594 , ha- in,; been llliaole 

to obtain a -") ost in :S!.lg1 aYl. d bec ause of his reli sion ~ ?l.8 

W8~t to GerJ::a~lY ~;(here he nas \-'811 r ecei ~·led 8.:1d 13.ter jOlJ~"-

::leyed to Ita ly- , only to r etur n to lT1.lTembu.rg. 

U~) the G8:G~18~_i c fai t;l to beco!-.8 a :!?'ro t est:tllt, he ret"t'x"n3d 

to :2l"lgla."l1.d i:a 1597 ai:ld i n t~le follo',"i~.l; ~n~:1.r b-SCB:_le l:"l ta::.i::;t 

to Chri8ti2~ IV of Den.m.a:rk ~ In 1 612 he f ino.lly obt'l-L ":.:ed 

tIle !lost he nost desired. , tha:t of lute:.:list to -::;··}.2 ~ ~il1 :-~ 

of :3l1g1alld , C~1aJ::"'le8 I. 

~O ,71a:1d. n Gver cO':l:ytled or ::?l_tbli c::~.ctl 8:.."lY 

lute Dusic exce~')t for th3 ins ]!iece s in ~"lis Varieti ~ of 

30~Q 



Lu-:;e II9ssons 3.::.1 .. 1 tIle fel:.~ t~la.:; a::!T)e ':::~r in _'lis son£.' boc:~s. I~he 

r esnl t is -Glls.t -:;e h2..ve too 2.i ttle i~1.fo::'Iil2.tion c..bout t11e V2.l--iOl'..S 

n3..:."'1.ll8Cript:: as f:J.Y' as. 8.;';J.-t~le:tlt:i..ci ty , chT'onolo ~,r a~ld o:ri ,~~i l'le,li ty 

c.:re concerned . ~~uTther cOL..1.~'lic8.-tions are 2rlded by' the fact 

that DO'.713.2.1c1 ;.70111c1 often r 8'.'t:::,i t2 one of hi s 8:rclier )ieceg 

T'1aking a fer! ch2 .. n~~e3 , g iYi:-2s it J.. ne';,r nome :J.il.d pras8nt i t fo!:' 

30~e speci~l occ~~ion . Of t~13 ~.lO_ 8 th,~ i;:ro hundrecI. survi v-

i::1.g I18,nr:.scri:;Jts of })orrl2.ud I s :::>iece:J to "be fOlln.d in England c.nd 

the rest of ~urope only t l1..T'8e cnn be definitely said to oe in 

his handnritin,:; 2-'1d six ot:ile:cs llave llis siVlature . It h2,S 

only been tbxoccJ;h close e ):al.liD.ation of the manuscripts and 

their cO"':;1 D.:c-ison to the style of the Imo',,'ll ';rorl:s of llo'::l2.nd 

2-"ld the styles of other C02:)OS ers that ',7e kn07t today vrhi cn 

pi eces may 03 acc epted as co~nG fron his pen . 

Dowland I S favouri te ,:orm for solo lute comyosi tion 

nas the g al liarc, and thi rty 0:: these can be attributed to hiI:l 

with certainty . One of the ;nost "0o,,;)ular of t~1.83e i s the 

lI Queen Elizabeth her G-alliard" . Thi s 'wor k ;7a8 a revision b:r 

D0'.7l<mcl of his e2..rlier 1,7 0r~( c alled "I:. :ilarc i es Galliard". 

',rhat is imm.ecli2.tely notica"ble about this piece is hi s very 

COl!l.'llOn practice of buildLlg -';11e vlork out of a certain mU:loer 

of themes , each VI i th a tlifferen t c har2.ctar and each one oeing 

repeated 'ai th em,Jellislunen ts , thus gi vin,; the form _~ A' ]3 B ' , 

etc . For exa:::J.pl e the first "bar of the Queen Elizabeth 

galli ard ; ~ . 
I - - 1 , 

(\ ,, / .2.- + I 

Ii 
i ,";.,. 1<- : : I ,~. ., 
• \0) '. • 
iJ Ii 

- .... ! 
'd' I T I I , 

8-"r'ld i n the 8IJ.bellished re~eti t~,')n is ziven us; 

e :'. 
f 

U 

;--; ! 1 
, • I I 

11 ' • - J .t--

" n 

7 

i 
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They are 

i .-+.:..-.: , : 
'- • , ~ 

\'las a130 used by other COB~')osers suc h as 3;rrd 9..l1(t :3ull . 

The " I.:ela.J:lcholy Gallia.rd " 

of ~"1 ei e h "t b8..T strain being re:;>eated ·;ri tll '3~bell i sl:..z..e!lt . 

I t is in a Dinar key ru~d ~he three s~rains retai~ tne D~~de~­

lying vein of sadness thl"OUgtlOl.l t . 

Perhaps the l!lost l)e2.u ..lci :L ul of :ti s galli "?.rds is his 

" Gap taine Di c'or i 
'" 

~i?er his G·alliara" . :Jcr:rland no doub t also 

thou~ht the :!1elod.y beauti f1.tl as he l).sca i -I:; =012.1"' ti!.1es , f i :estly 

. as a. ll..1..te solo, then as a solo song ,\7i th lute e..cCor.l~J8..!.!.inen t, 
as a four :92:Tt e.~ire and le.stl3T for.?. -five "na.rt choir ',7i th l u te 

accon}J3..t"liment. 

Of h i s pav 3.:J.1.s "the '::r.J8.chrireae _.mtiqL~8.e ::?avt?....11. I
! is 

t he 1~ :) 8t he8.rd tod8.~r . .\.ftel" ':lri tin:::; i -i; for 11...:.te solo he also 

arran3'ed i t for voice ancl lute and le.ter 20:c viols e.nd 11..lte . 

The lute sol.) is in the fo~.:'IC. of t}1ree dt :rfe _ e ::..".:. t :J trstins oein.3 

r epeated lHi t:':l ez::oellislillen t s. 

',::>8,78:::1 of :Jo-.;;le..:'1d I s fantasies _.:.T e k Ylo':rn to 11.s . 

a1"'8 bU.il t on clj_E'.. tonic t:-ne:::les and. t~e :r,}Y.:Qil1.i:::~Z '1;-::0 8.re ::ore 

c h rO!J8.tic . 

/1, . .. :' .Q • ..'!.. + __ • . 

!~'.,'-,;... ~~". §".--, - - ~. 
'~.. I 

\ i , 
.~./ 

r 
I 
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Tbis theL!.8 COI:.'!.e::.~ 

t he 0:;'18 I:s.lnel 

clU~oBati c s c ale : 

\7hile the 

six note chromatic scal e . 

-
9 •• J' 

! 

begins ~.Yi th a des cending 

• ? ; 
I 

I 
A 
~ ~ 1/ Sf ~ r "1 ! ...- ) 

l.~'_,--I i 

In both the fantasies the clrroL.:atic 1)l:..rase8 OCCUT at least a 

dozen time s 8 .. 11 (1 Doth S110\,1 re:.ner kable cO!I!~lezi t,y and r equire 

all a dvanced t ec;1.!."1.iqr.8 to be :Jerformed . 

Of his ;,l::.~ail1.s (old :2:J.glish form of t he :Uler:t2..."lde) 

t he is t h e Dost attractive piece. 

The common teclmiQ.ue of givinS an el.:bellished. v ari a tion to a 

t he • .... .1..' repea"'G OI vile first strain, 
the o:penirrg motif a tone l oy:er . 
lst Str ain 

./1 I --"l 
fl .:.. ~ ->- +-
~-- ") 

j . -- '" 

, 
~f~ I , . , 
' .. '1 t!. !;f • f , 
ej I 

I 

2nd i)train 

~ -- j 
,...--: 

j] ! l :· ~ I - i>-
it- ~:.:. " • .. ':: ~ 

( ,I ) r'- • ' .... \ qr < 

I I 

r ) : V 
.~ 

After 

tile sacond strain b '~gil1s vri th 

~- , 

i , ""I +. • I 
I • I ' 
I .~ ~ • .j 
I .;~ Ii 
I ~ 

F i 
I 

~ I· .. _ ..... _~ I 
I I ; C: ,: ~. 

CI 
I I "=ti ! ., - -'\ 
~-:;r 

I: 



Hi:: ·~ se-t;tin ; :)1.' th3 

/! 
f ; -h--" -1 

(~12~~ ~--~t:f-- :-~~~t~jf.:~~~~ .. ~;~~~-~J~f-~:~r~.~~~~~~~t 
OJ 

He also us ed the .!al8i~·1.:s:1.a!..l tl).l13 in 0118 o :~· ~i 3 ... .:;J..lli 3.:rG.3 . 

Pr02 :1.i r3 lis t of jigs t he 

mas t no "te'"lOr thy . 

A .:..' B B ' e n ' 'J 
tut uses 9.21 a:."1.3.crnsis of t N O cl:Ll..8.VeTS into e :1,c :l str ~~ in .'?:'ld i~ ' 3 

repeat" thus .;;"iving the yiece r.lora fl ot:i 8.:nG.. conc82.1ill"; forr2 as 

8.g3.inst t!.le rigid for:w. IO ..... 1..l"'l.J.. in. other -:fOT~:S such. a s t he 

1• 11 ...... Or,'lj '"'l on ) ~_ ..... ....;.......,. • .1. _ _ , 

11 ->""" "1"'12 ' Q T!(') l l SIt .;J . .... ,' -.:...:.. U. Q ..;....J ,"" _ , , lI~he Sh08-

ma:::er I s '.'life 

Due to the lack of ~.-;ri tte:n music f or t!1e lut8 oef0re 

the Sixteen t!.l Ceutur:,; it is not :CllO,'j ll '(:'or '10~"t lon "- ~he 
!., "'- " . - - ' 

lU.t8-

solo 30115 c02bi:la tio'0. :19..1 bzen u sed . 

'P'i 'Y"' .... .l, 'Doo'r ) '.:- r . 0-1 --" 0" ° 1- r~ __ .1.,'::'> v ;..J .:::1. .. { " .,j .l. ~') ' :> . _,.::.. i n 1597 . rrhe sui tallili t::,r- of the 

~:h3 '"."!orrls for the 0 8:'.1..1 ti:fFl 

~lO ;! 88 of l07C II CO'2e from by ~'nl ':8 Greuille, 



setti;'l,-5 .. 

e!lt .:l2.l!.u8cri:p-Gs . 

In cO::1tr z.s t to this 810',-; :-.n.ovin.::; :: 0::'1.; i9 his H? ine 

l:nac:·:s f or Ladies II vlllicr.. is a 8 tro:?hi 0 forn . 

Bent i s T:1ainly C:.101"d8.1 but .0o·:.rle.nd has been [;8.rticularl~r clever 

in o"bt.'J.iniac; a rhy tbItic o ::-:.l E!..:.'1ce betrreel'l the lively melody o.l1.d 

the vt'ords. 

is also str o:"hic but the 

lute accorrt~")aIliBeJ.1 t is ffi"L-:ch 8.o:ce elaoorate wi til cons t ant 

COllnter melodies . 'l'he acco!1~)aniD.el1t i s e:cc llently ',T.ci tten 

in t:lat i t not onl y 3up:ports the vocal .line but is ecp.:J.al ly 

important in t he expression of the text. ::'or example , ill 

the eighth IJ3.r t~le lute echoes the r:'wtllm of the v ocal in a 

cre3cendo line . 

V o:<:.<:: ! /\ " 

(7fr j ~ 

I f' J ~ ! g; -I J J' r "1 I 

! , 
,. 

i 
!\) • , 

() u • 
~ I -t 

I 

J 
, 

I t 
, 

&t" IJ 
~ I ~+ iH ~ 

, v-

I ~ "1 1 '] • p ; '" J ~ U -r It r 1 (I 

I '1 i; I 1 ! ! J 

I , l--v 

II" :il t t hou l.ulkind thus reave me " is t y:pica.l of 

DOi:il and I S Ij.e la.:.t'}cholic lsri ting " To add to the ex::pression of 

tlla lJains o£ l OY3 he llse3 certain nlelodi c devices s1.1ch as the 

sndden ch~lr~::;e to g sharp on the ~:;o:rd :I part II 

1 9.8 t line oi eacl! s tc.....11. za . 

L ~\ s=---=t ; , , 
, , , 

---1' ) J :' :? c; p :::>;'(-; 
<1" 

OR l:r.; E :r. P,~:~T 0 C. RU 

i n the :Jecond 

! .J 
-------EL i 



Fe 'P;nd nO"llqj~I ' ';1'\ .~ ..I..' I_ O,)-j~ ?lJ-r ...:ly'n.:'l · ....... ~ - ~~'00"1 • - ..1- _ .. '-.J. ~-~ ... _ .J... _ _ __ v'" 1. ..l- .... _~_ -J LL!. \.:.: --., :..r.., ..:...:.! U It 

out 
Tn.e accomp2.nillen.t COl1sis G3 o f C!1Cl .... c13 ··"fllj,cll · .... 0110·.-- · ~!J. ,3 n eloll.;T 

line as v/ell , '.Ii -t;h 8. c !lo::..'"'d y8:::- note1 e ::c;e~pt \ ih.ero the l.'"oc .'3.1 lin~ 

has to hold 8. long n O"!:;8" o.t '.7hich "tiine'l the 11~_ te Zills in ';ri-ell 

a fe~-f decorativ2 fi;;t.Lr8S , e . :; ., 

~ ' I ;: I; -~ , $ =! ,~ -r( i r j- =C 
cJ r! +- I J L- l -~ -17- ( I 

1 ~ L _____ o ' \ 

The SOl'lg 1I~\..;'!El~:G s'rfeet lovell -;las oI'ibinal ly "oT.ci tten 

by DOVll &"1d as a lute solo . It ,;ras only l ater that h e l"'eset 

it for voice fu""ld lute at the sase time c~a....'1. f;"i.:ng -i-;~le itwdo.l 

minor seventh of the illstrllYl'18ntal versi on t o 2, :s.ajor 39v enth 

in th'8 song .. 

h r · u 

The fact t~ .... : ,t t 18 p iec e begins wi th e.Jl unaccei-:te d sylla-ole on 

8..l."'1 acc .... nteQ note frO~l the fact th:s=.t i t ,,:.,~'.. . J o!'i .::;in8.11;,r a 

I'ute solo . Tl18 f irst half of t112 piece h:~l.s ver,i s iIf!."')le 8.CCO:-'-

lins . 

" , 
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Il~ his SO:n. 3'~ n CO"l"".J.8 ~e .::.v'1'- sla'3ptl .... "DoUl3.l1.d 8110",[3 his 

abili ty to 1,' , tilio2 the \li f- _ ere!l t ':;orL2.1 ch:.1rac t3risti03 of t:'1e 

l u te . ~J.e US8S t~18 ful l 

Vi}lich have a fuller sonori ty . ~hen , :?..fter Q ell' rr1.-.t ' ) '.110e 
,-, ,;;;I .... !:JL1. L ._' ... . -=:> , 

the >lor ds So or.. but 

t hereby giving a more mutel: cl'lo:-:. ... d . 

Other s on::;s by TIo.rl3lld i n clude WT'tl2.t i f I never 

s p eed II , "Plo'..7 not f s st "j-e I01..Ulta.i!ls lI, 

"S\7eet , stay c::rhi le!l , "Jaction tha t ever d-:'7ells ", "It nas 

a tim.e 11 , li Disda in ~:le still ll, IT 3113.l1 I sue iI , 

IILacly if you spi te ::-!l8 II • 



modern ins tr'..J.r::.el1t 3.1 Ill1} .. s ic -,-10.3 c::.:r.l:~ie6.. O~l thro~.~. j·~.!. i;h.e J aroqne 

era '.7ith furt1.1er innov2..tions in st~Tle 8..:..flG. :fo~I'l. 

the aixteenth c ent"u..ry vihuelistas had. bro£en ::"3 .. :: .. ' :3:J f rom the 

v ocal style, t :leir COl..~~-?osi ti0118 still 3110-,78 c1 \~vi cl8 ::::,"ce of be­

inG r1ri i;ite~ in Ilyoice ~8.rt8" such a 3 in tl19 ~;.m":,~ollic 

:;>assages of ::il8J.l o 

~l)u:cil'lg the Bev ent eenth Centu r y- t~le cOYJ.p osers began 

to l.' ealiz9 Dar e 8.Jli Tllore t}l8.t the in:3 tr~.1E~ents cou l d do c ert ain 

things t !l2.t the voice s could not . 

r epeti tion of 8. n ote, " ' . t 1 blg In erva .... 

Tn e :J 9 included t h0 rapid 

j VLl:9S in t he ,"-':) lody- a."l.Q 

t he executi on of brol:en chords and chro.!:1C.tic s C5.1 es . 

Both the vihuela 2..:."'1Q the f01..IT C01..:Ts e :u:i.. tar :1:J.:."i. been 

succe8ded b~i the ne 1.7 :five C01..1.rs e gt'..i t2.T by ths be ..:;il1:n,il1~ o:~ 

the 3 eventeenth CentlJ_ry . 

thi s instru:Jwnt c;rere Corbetta (Italy) , '3 2rlZ ( 3:92.i n ) and 

de iJi see Ct'l r 8..11ce). 

A f irs t gl ance a t their ~;;usic S~lOl,-'S t il c:d ; t hey COI1-

pose d in "b::o I13in f orns . The I t ali a.r"l and Fr enc}l conposers 

wTote dance suites "ithile t:18 Spanish c O' ,:,9osers -iT'ote aainly i::.1. 

single mOV8::l.i3;.1. t da:r1ce f or n s . 

D.. thorough l,}.:..:d.G::C~:3 t;illdi ::.:;; of t 1.1eir ins trur~en t as th8~i Her e 3.130 

gre c..ter disti:;'lCtiOl'l bet;·"!een the cor:l~")os 8r ::.nu tho ::Je::.'fol""'2er .. 

~::le firs t of t Ile 2,Te 2.. t b 3..rOQ,"L .... 8 .:;ui t i !:' is tG ':.'8.3 the 

Ital i3..l1 ~?ranca3co COT'Datta (1615-1 689 ).,. ';'18 1,7 ___ .... 8 b orn ::.:. t 

?av i o, in Ito.l y 8....'ld '-,' :18 first discovered. Dl t he IA.lk2 de 8-uiS8 

.. Je Gli ::ic:'1e:1."' zi :".rl!~Ol1ici 

Co:rtett2. toUr f:;(l ~ ~l.1.rol!e 8., '; a concert 
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'."/hicll he deLlica"ccd to Cl1·s.rle.:: II . 

1588 Jor"betta had to f13G tc ~"" '::ri3 ".!~12T> e he died the follo:,"fi~:l.": 

Corbstta wrote in a Y3..T'iet;l of B.l1.sical forms but ~1is 

arc !'1is sni ces • His e2-rl ier for3 o~ ~. 

Lo.!:18 

sui t2 C0T'1 e8 i'ror~ t h e V2.rii ~aJr; c; i publica.tion . ~l1ese 

" 3 11..i tes ll ':'ere 8."'2ongst t ha e?.rl iest dance sv.i tes to. be com]os~d 

0.1.1Ti ng the 3 '-' ...... ot2.ue · ai.ld consi3 ted of only t:!1Tee BoveDen t s , 

AII28::.'1.da , GOI"x'ente 8...11(1 3arab 2~.::.da . Althou&h Corbetta did ~ot 

use the term. "sni taH :1i:c.self , he gTou:.)ed his pi eces in the 

abov e order &"l.c1 indicated t:::t2ot they 'oelon2:cd t ogether as one 

vlork . Al l the mov e!2.ents are in bine..rzr f o rIi!. ~ as ~,7ere mos t of 

the o9..roque sui te movements . 

Co::-betta achie'ies a rem.arkable l.Uli ty wi thin e a ch of 

t he suites . All tirree nover:ents of e=tch sui t e a r e in the 

sene key ll..s inS t:1.€ E1.a j or anc. Dinor t0l1s.1i ties · as 3.ci2.i!1s t t:1e 
earlier modal syB:tems . Uni ty i s also achieved by t he re:ge-

ti t ion 0:: certain phrases in all t },-ree Elove!::!.e:!.1 ts . In fac t 

the corren tas 8.J. ... e so sir!li l e...r to th.e alD3....11d::).s tha t thay are al -

most D.. vari ation of the alDal'lda$ The sara-bandas always in-

tro:luce ner: mat erial but \"Ii th r eueti ti on of certain l)d.r2.ses - . 
S Dinar . 

A Good ex~:?le of this is his suite in 

f.I:he al"n8..!.l.da begins : 

1)- , 
I 

.~ ;a= fu2 ,--

~I 7-
7-
I , 

r---. , 
• I 

i 
+-

" 

1 .( , 

Gl."l1d t~e corrente be brins 7!i tll a l ::lost a v ari2.t i on of th8 abovz : 

il L:- J 
! JL~' j J ) ,fs:,. ) I " I r 5~ . " Ii t\) ~ I~ l, \ I ,._. , .1 O. I 

J 
, I i I 
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Bars 12 8.Jlcl 13 of the 3.11.":8:1d9. .!J.I'e: 

Tills is rep eated in th.e corrente at bar 27 8.8! 
, 

J 

::i.p 
o .! 

! 

I 
. I 

-;--e' 
I ..... 

·1 p ' 
! I'" r 

i 
-' 

I 

j--:l \ 
3 i 

I 

J I 
~. i ) 

rr" I 
'IF-- 1+t 

I 
Once again l ess obviol:S 4.;he~1atic repeats can be IOl1nd oet';feen. 

the alLl9..l1cLa 8.:.:~d s8.r:J..ba:1cla . Bar 15 of t h e alBanda h as: 

.---1 '. 

, ' rI 
~ -~ ) J--r 

" I , 
~ 

l ! 

I ~. 11 T , 
i I 

fF
1

-·-
U -, ., 

~ 
'::hich occur:; at bar 5 of s e...rabs..nd.a 

, I 
r----l I I t J I " ..L ) I / \ L ---r ! i --;- .Ii i , ,..:~ .~ -j , 

~ Ltt= I r , i 

~ --=:r-.,: .-1 , 
-t-L I _ _ . .i~ 

;~ 
, .I I 0" j r p i I 0.-

, I 
! I 

, 
I 

The Llelodic &"1.c!. rhythI!1ic sequG:-lcj.al )?8.tterns ~,7hic~'l 
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Cornette. I slater s1.:i tes h8.~\re .9...:."'1 i ncreased ::J."LlZber of 

movements . The s1.'.i te i n D · ~8.jor :~rom La Guitarre Royal h a s 

five moveDents . It t)cgi n s -:,-i th c1 2?relucls and the!1 1'01101.78 

the usual allemande , coura.;1."te 8.'.ld s8.rao2.:.'1a.e, tnt t!l(,lr! :le add.s 

a ch2.coi'LYlc to end t!le \,fork .. He is , t~lerefore , stil l endinc 

his sui ts -.7ith a slo',., moveTn.8:i.1"t as he did in his earl ie:!7 suitas . 
It ;;ras at about this tine , :lO'.':eVal' , that con:£)os3rs 1:Jega.'1 to 

end t:heir sui tes i:ri th a gigLl.e thus giving a Ii gll ter and. fas tar 

C108 -8 to the worle " ~rhis '3ave the TIl.1.cleus of the da:.fJ.c e . ~ 
SUlIJ8 , 

i. e. , alle.8..8..nde, C01..IT8.n te , s8..r?b3.nde fu"1Q 

nucleus further mover:J.ents nQCcld 'oe added 

gi 2,.l.1.e. To this 

s u ch as '9reludes , 

minuets , bourrees, etc . , as seen i~ the sui te~3 of the lat ·er 

Prench guitarist, de Visee . 

mentation . The practi ce of adc2ins orn2J!lents -to the music \7aS 

at first Il..mctional in t:'lat it nas Il83-n.t to ma2.:e u:!! f or the 

l ack of sus t ai n i n the i nstrl1.Bents and , . as seen in t he sui te , 

they are found on the lOl1cer note values and particularl y in 

the slower ::nOVel!!.8n ts • Thlt during t:'le Sevente enth Ce:;:d;ary 

they also 1:J e Ca.Gl8 idi omatic of t~e flori d Baroql'.e styl e and are , 

therefore, not 1.U1co:mn~only f01Uld on the shol~ter note values as 

wel l . 

Like all the ea~·'lie~ sui t8 G, '?ll tl.1.e Llover.':.ents of 

the D Eajor suite a.re in the 88..2."U9 l:::e:;, Oll t the:..: do no t have 

the SaLle iDter- DlOV81I:.ei.1t phl"2..S8 r3: :peti tion and -variatio!l fOl:cacl 

in the earlier suites . 

Corbetta also wrote in rarEs ot;ler than the :::ui te, 

t?lough t:'l8 S G are of less im~orta~lce . Oua o f these i s ~is 

veriations on the them..e . 

bass lin a '(:hich had t he function. of .::;t"'_i tlin .::;: t i te 11.Jrr.:.o:l.ic I~ro­

,:;ressiol1. of the 1:ror~ so t llat in the varia tions the llar;~:onic 
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COIJ.:91ete l ,:r diff ·3TGnt . 

In contre.st to 0orbetta, ":rh;Js e oe '; ... .; ":: 0.::-1\::8 :l:::"' .',) 
, . 
~118 

,~ ." (16'fO- l 710) 

\78.8 'born at ,J8.1~.3.l1da ill 3 ain . 

Lelia Calis ta . 
wi th Gristofo~CD Caris8:"li anel becar.1.e the 0::' ;'.;,rli8t ~'..t the -:.:inS ' :J 

Cha:pel in ~. ~ a!,l e s ~ Ha r e t;u:r-n.ed to Spain and cO:':l.pileQ t;hree 

books of glli tc~r mus ic ':[hich he lat'3r l)ubli s n8 Lt aG 0120 oo ok 

1).nder the title Tns truce; O:!.'l De =~iJ.sica :3 01J"r e j,a Gui t ar1"'a 

ESTI~~ala (1697). 
l1avi n 3' been close to the folk Bl1Sic of· the tj~E3 as it cO:'ltains 

l'J.Cll.!y of t he dance tU..i"18S that nere T)O:qul&r in his d0.~~- . 

Century· • It i s 9. fast., colo1.lJ'ful dance in tri:ple rr..eter ai'1.d is 

de3cri~ed by Curt Sachs as ' bold, l)izarre a .-'ld e x otic . 

cO::J.oinatiol1 of skip and s t:a.IilY an.d the alt8rn·,?"tion of heel and 

toe i :i.1. t~"'lG stam:9ins 2J:e charactex'istic I (:Jiuilar to fle.:c.enco 

d821cing) • Sanz i S version of the c.'J,n ario!:;1 c e..:.. "l; p.~ii11;:l cOl."'lveys 

thi s .. ~ 
Sylrl v. 

_u:.othsJ:' of his rtor~:::3 is t~e (iC .. l".:.C e 

Tb.e forrrt o~ the piece rec a lls t:le DO',',l;.1:'1.(l t ec2L""'1j. (~LJ. e O:L s t .:ltin.,; 

t~e the~.:1e 2.nd then ref.ltating it ':ri th a l 2.DOr8.. tions, D.l t~:';.on':;'l 

G~~ill follo':,in::; t]18 original :='31oc1y J_i:'18 to ;:l, certz.ir: :~ ~-::t3J.1.t . 
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.. A 
, , 

C G ' 

the2J.. only t:!..e -variations: 

A 3 C l'J. ' B ' ,r: ' 

I 
p~ 
~ , 

?11,3 ~) anz tllG -:"_8 S , hO',J8Ver, are ;":luch Dare clos e l y 'a,;:J :3Qci C"!.ted to 

eecll oth2r and ::01 10":: e ~c ~l ot::1er natlU':~lly , ',7rtereG.s t h e DowlC'.J.:..(i 

theuez each have t heir o:.~rl1 Cll2.ract8T' 8..:.r1Q are t o a ceTtaill ex-

tent inds?82dent of each ot~~er . 

Hi s II :? e.." a.:."1 a s II is -ari tten i n fOr111 as tn .. 9 

Esp2.:!101eta, !Ja-G the v .rriati on is not "t~e "Uo\71anJ t :i]!e e labor-

atio:'l as :COi).nrl in the 3 s :;;>mloleta . 

S8..!~1e te:ct"ur e as the t~le;~e : 

J -J-
! 
i 

, 
: 

] I~ 
: ; 

~- -: 7-L! I I I u 
1 

In:3te3.cl it retains the 

.0 , 
I 

, , 
I i -e- ! 

8f-J 
I ~ I 

I 
I 
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a ty~ic£':.l ";.,~ ,..; 1 I-

the:!:l8 (as in. t.'1.e Pav8.l1e..). 

(q..v 
J 

,...j 
t :sd ----,;;:;---

b-
• o 

! 

I ( .J 

'S 

r-r------.... 
./';) I' i --. ~l- - n-I -I ~ f } -tf-,; 1 I ! ' _ !. ~! : 

~:=;:=====~- ~ +'" ; l' ::t:r ~ -j -V, ---- ----- ----f---~ I '1'--7- ~. , 
" - "- -- - _..._-l.! -::r::=r:: - - I r: _4" 1 I --1_ , ' I~ ,---,J--t--i-
~ 5 .0 I - -,-,!--_L_',-r-J"--I 
U .0 ~ -~- ----.;)~ 

r i 't 

i s ~lis v ::.:'.:ciL'.tiol1.s on t~18 q ~;ollia!l theT.::8. 

_., ._._ .... a 

tb.e~lG and t~lr8e vc..ri:3~tions. Thz tl1il~ ;i.. va1;"' :L ~:'. ti O ~1. rl1.218 in C 021-

tinuOU3 QU8,';7 8T'S and ~~?llZ indica ted thc.t it i <"";: .!.;o ~j.e ='119../8:1 ?. t 
a"1. incr8 as 2) :-~ '1; 3U~:O • 

~Ii G 

CO:x..1.8 caD S li:1.e; 
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In r:;~G t, th3 3ev:="G. t '!1 v2.ri :.~ti o":l haG 

Ee also introd~2c eS dif ferent rl1;,- tft "Y}.S i nto th ~3 v ;::riatiol1s . 

Th·e above 8:;:2...~:pl e is in rtJ..YlJlinb' quavers, the fifth variation 

has a dotted rlwtID3 
:~,-
. t i ~ 

-r-. I sj.. ; , .. , 
I 

I I 
) i 
--j 

,; i , 
i 

an.d in the ai:;:;ltll varie.t ion ,1e uses a rhythmc 2 o -[;i f t ,la t one 

'Hou1d expect "!;o f i nd in 2. '.70Z·1;: 

Sanz had t~1.e idea of tryi!1g to r eyroa.1.'ce the :l30l1.:'lcLS 

of the :90.1 2,82 11
, p8xticularly tru ':"":'1!let fan..f2.res, on t he gL: i tar . 

His ~:Ioric ;:Gl a iron s Zt T;t~Q mpe ttA f! u sas the c!laracteristic 

i n tervals o~· the ins tru!Ue:n ts . 
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Othe.:"" such ":tor1:s O? S e .. nz i:1.c l ud.a 

? r anc e" and 

20bert de Vises (1650- 1725). 

tar by Corbett8.. 8.J..1.cl b e came c:12 .. n ber ::lllsician ':';0 th.o 

(Louis XIV ' s brother) and proteGe to Colbert (Loui s I TV' s 

master of fin~~ces). The :publicatioa of :::!u3ic 713.8 a d:"f'f i C1..:1 t 
and expensive !Jrocess a t that tiI!!.8 , so ~11hen d.e Visee c ompiled 

his first boo}\: of <lance suites (L-i vre de Gui tarre) , he sent 

it to Loui s XIV f or a:P? To'T3.1 . Louis, in. turn, fin9J1.e ed it:3 

publication in 1682 . 

Louis a..Yld e::'1ter tained at h is C01..u .... t. I l r()~ " b'""" 11 oub, l ie ... U .!-lSL18a 

his second collectio:l of sui t eG ,,(hich h e dec.lico..ted t o t:18 l:il1.g 

a.7J.L1 yet 2..nother vclune in 1689. De Vi .'Jee :: 2.3 o.lso a lutenist, 

theorbois t a..'1.d sing 8T , 8..!lcl his last publication (1716) Has f or 

lute and theorbo. 

:,~ost 0:[ his suites nave :J. h i ?;Ll IlUsic c:.l tluali ty and 

de Vi see ad!:li tted. that he ~723 influenced by Lull~r , '.~rhof3e s t~;le 

he copied to a ce::,tain e xtent. His suite in JJ r:D.nor is 

generally c on::;idered to b e h i 3 best -1"iOrk . 

sis te d of ts .'1. ::n.oV8!J.ents in t~e f o11o·:;i~:1.:: order: pr.:lude , 

alle.L!.8.nde , C')iU"ante , sarab8.i.~de, ,3i ,s-U3, 1.:.;8,Yotte, oov.:cree:" 

rtork have tl~G ILOV 8:len ts rea:cr2.ll :_~e cl in accord.ance ~',r i t;;.l the 

8.:.1cient IorLl of the sui:;8 , leaving Ol ...... t tj:le Ds.s:-; ac2...gli ::~ oecG.l.:;"se 

The sv.i te is, thCT3fo::.. .. :;? , f01..1 .. l1d 

llinl..l.te I, ;.:1il:U8 t II, 0 01J .. rree 3-l'ld :;ie;:."!'8. 
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--.; ~ .... ,... ,. 
-,- ..:; ~'.~:; . 

He also illa~~es use of 1 ·)n3 clescending lines as in the 

seco:::ld half of the bourree ; 

(\, Ii 
· t~ ~ ;' ,. 

1' \ j \. ? 
! '" . 

J ( 

and in the second half of tile 

J 
, 

"-

£b 
! ! 

~ 
, , 

J 1 , ,; 

I ":;3 . " : ,~.~ 
I l 

(j 

J ", 

gavotte : 

i j , 
d 

, , 

, 
j 

I 
o? 
I 
I 

! 
,; ' 

"" 
+ 
i 

I 
I .. 

-r-, , , 

r 

~ 
J. 

T 
I 

... 

"-., 
; J 

7"' 
i 

~ , . 

i 0 
I , 

Other effective bass lines are those tllat nove 

chromatic ally as in bar 10 of the C01.U' 8..c"1. te; 

/1 J i rn ;--ri I I 
! .I , > 

J 
;;I . • j . i .. " PM ". ~ 

G,·'.J , . '? r :1+ ~ 9r ~o 
I 

I 
-~ I , . ~ . 

" .(j i I , , I 

ffilU bar 10 of the 3i ~,e : 

~' \ 
F r 

I 

\ 



i ,... 
r 
i 

:r- . 
i -,;-.1 

J . r -+-- ' -+- ; 
i. -·~·1 

~-r. r 

~--. , , 

gre:J s i on (D J:i::'10r - .\. rn.a j or - D ~:!il1or) . 

to a ::::lajor chord orr the subclominal1t ((~ !~:ajoT') after "r~i ch 

harBony goes tllTo!J.],"h t~le cycle of fif t hs ·u.l1.til l t arr:'v 8 '--:.i a.t 
t!18 }3 flat I::lajor chord (G maj or - C Lr:2.jO:L ... - ~-,1 .:~ajoZ' - B i12:G 

l'lajor) and then dro:,?s to t ?le d02n2.:1 t of t!le ::e ~" ( A_ n ajor) . 

He US'3S ty:pica1 o3.l'oq,ue ssq,usnti3.1 :Dattc;,' ns . A sood e:':2m:!le 

of t:2is cO:J.es froB tile ·)reli.1.de : 

~ /i i' I ' 
, 

/ ' 
! + ' i 'l • ! 1- .; ,/'! ) ; . ! 

f13 
. ..-' . 

\ .. " -; GJ 
I I • ) ~, J' 

I I " " .-
j§r' 1 k ~ .. .. ,...- t .' '" ) r .; 

. } -r- ( ., i U7 -'-r 
, , , I ~ , , ' ) 

I 

Irh8 bee.1).t~;- of the :r:.elocly lil'le, -,-rll2.c:'l is s::ili'ully 

balanced by the bass line , to:3e tiler ~:li"till ·1-;:18 vary r~'l]"thEic 

flo~:: of t~ le faster !::..oVeT:l8:::~"':; S , make thi.s aui ':c·~ the t'i03t SV.CC8GS-

£1.1.1 to come :;:ro::1 2W.ly oc.rol;.v.e ;:;ui t aris t. 

the gtli te.r ~o J8 tlmad as follo~7s : 

0hro:nol() ~:;ic 9..ll~r , 
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OEe !:; 1..li tes 2.ll Ci. i s , 
";-' 1.' r q +. :-: ".).1." -:-: ,~.q ..1..;,'" 1·. ·~,"J.- 'll. 'o'.e : ~ Y"'.". ·,"" .e ·1:; _. -~¥.,.. ··, · !- ·'... o ,., . .• ,' .';.-- . '-re" - ............. v _ ...... ... 'j _ ''': ~ ..... _ ~ ...:;<...!. v ..., • .J:... ..... .:....:..:.' ..• I Jt '_!.._ .l::. It 

G lunor ( D' ,', - '0 
~ _. . 12714) 

the :?olli 8. t :: e'11.9 as did DOS t Q~her ::sui t :.lriS"G3 • 

I could onJ:~,r repeat t~le foll~es 0; oth ers I .. 

::211e Inte Baroque yeriod s .-:'::.' '0ll:) '3l1.cl of' tIle I!O :·YiJJ .ari -;';:i 

His wor:{r~ 9.1"e 

f3J.-> too Ul.,"'..!-::e l ' 0l1S to ~lenti on but include LJTelude3 , :fv.Q.le ::; , 

s ..... "i -C=:8 , ~ tc . 

0 :!.18 of t~le :.: Ol" G- TilOSt CO::l~)osel""s of 2.11 tiLle. 

lusic . 

-:re os, ';:ere 

1\ " 
( /~. 
'. ' 

: ;'\i 

~j 

consi. dered to l.>e 

His inter8st i::l 
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Other .:I.1..1.s:Lcolo-· 
gists, hot7e-v8r, rej e ct this a:."1c1. ~1.1..d6e tile r:nite t o :)'.; 0..1'1. 

ori .:...,'ina.l lute con::posi tion ~ 

':rhe ~. (!orl: has s i:: :':QV8E~en t s : p :!."elude, alle!£:.a::lde , 

COUT 2.:l te, s2.rab2..:.~de, bonrree 3.::<1 :~i :;ue. 

',Ti th a SlO~'1 introductory secti ':)l1 of fiftesl1 ba.~3 ~"'!J.licb. is 

cnare..ct·grized by rapi d sC8.1e ~")::.s sc.ses ~01}.i.1.C-(;;.,~. ated "by ae8.~J 

chords : 

1\,. 
! 1--rL 

,......-. , , ._ -
\ 
( 

#" ,. , '"' : 
.. 
" " I l I f ¥1! ~ 

1 ,T ". I <II' • ! 

( --"I ­
I 

,) • 
, , - • I ' I 

r iJ;r' : 

" ¥ ­, I .r: 1 
-
T 

I r j +--
L 

It then I!lOVeS into the -:)resto section b e :p.n:nin~ ·.~:i th the 
follo-,'iing L1otifs ; 

i -1 ; 1- p-+- ) t :::.I 
I I 

> • -, .. " 1 

" , " I [ 
, 

f 
... ;; 

I LELt '--c::::~ 

J\ ,; 0- ~ L -J-I :....,.. ) 
'/ .....,...\ I 

( ) .4 
, 
> ~ 

1 i , 
J I 

," j V 
v 

I 
I 

:1 , 
; 
1 

which illi!~lediateljT gives the cO:1traJ)'nntal st3r1e with l,%ihich i t 

continues \Ii th !le',', entries of the hea:i !2otif bein3 nade at 

differen t Joi~ ts a:'1.d t~le r~l:r·Gh1."'!ic IT:.otif .. ., . do!:!i IJ.a ttng 
tlll'01)V10l'. t. '1:he ~reS to is oasically i~'1 ii.'! () ·") .'3.rt -;rri tine 

·f illed in '::i ~~:1 t~le occasional three, fOl..~r or fi-:te 1)art cho:!:'dz 

·.7hich j. s ch8.~cac"teristic of :::lost C02.'1 traYl..l.Il"G2..1 In te 8.:i1 c1 :.:1.l.i tar 

rrrusic . 

paclc8d -:Ii th 3i.'J.1.i_ic2.Y!.ce 8.c'1.Q. activ i tjr lo:;,G.s to t~1e clL.la x 0:: 

t~le las t Q8.l'" beins on the E najor chord . 

th8 l:ectic fligiltS of t}::.e ~; relncle , 

Bore Sere:l8 811-:1. ~elltly flOi-i i:.:..,::; alle:J.32'lue . 



, 
1 /j 

, 
, C- "" ::r ' ! ---, ! 

,. 

J~lil 
.r ... I i • , 

l "" 
, 

, ; ; 
~ " 1 ++1 '1 j -r- - - 1 . t : T - -,-!- 1 

""",r - r-" ;..-
~ l_ --l 

-- I' 
-' ~ 

L .-, . , : 

This j!!8.y be co!.::::> ared to ~1.is addi tioE of c.hords to the t",-:o !)§"'t 

:yrelude g i villci a nul ti- :?8Tt sO"l}.nd to tn8 ':lor!-c .. ;Je can, thers-

forB, aS o l1.:TI8 t ha t 3 a ch u:1d.e:cstood the clifficnl ties of ]J erfor~­

in.g CO:l{;raplu:ta l Busic on tha luta an.d -,7as aole to nak e the 

necessary- all o1.rances \7i thou t lettin,2; the Dusic lose its ef..!.. ec­

tiveness. 

The subtle, but cOTI:ylex , rhy tbr::Iic "9atterns of the 

c cu.rante, ~9res9nt a certain aIilOunt of di f f iculty to the :Jsr -

for!:ler . I t is i ll triple ti~e wi th the six b e~).ts of e ach b D.r 

di'Tided into ei tller three srouJ!s of tuo or two grOl':_~)S of three " 

Of great interest , thou;;!.'l , are the chro ~::atic l i nes i n both the 

JIlel ody a7J.d bass 1"lIliah occur i!'l bars 20 and 21 ; 

/\ " 
e 

! "- J. ~ i 
\ 

. . ' ..... ! d • r ". J" .".-1 ', ~' -- I ., " 1 , . r 

e·) ". r " 
, 

;:' .? eJ~ J i ; " ~ + ... C> 
! ::Itt-~~'" ~ 

/ J ~ 111 1 ! 
~ r ." 

' i i I 1 I 
' .. / 

I I \ 

arrel ';/hich culcin2.te in the f i nal cadence. 

Th8 saraba . .nde is reLd.ni s cen t of the 810;7 s ection of 

t h8 prelude -,-,i th its rubato feel Mel a1 terna tin .:; s c ale and 

chord pass a":;8s ; 

J ~- 1 --.:: '- 1--, /\ .' If"" ~- I ! ~ -j'- , !, --= 
i -: "" . 
f ~ ~ l\ 1 , . • • 
'--- - ' - -'" \. ~ ~ I· ., , j 

-t" ( 1-r .I 
v 

~{e D.a~{es ef fective u s e of :plo.cin.,3 I1ajol'" ~~,l :n1101'" cho:i.:'dG siD.8 
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(-\, 

J ;! 

j 
Ci I . ..,.,.----; 

o 
! 

! 

The "".:J ol'..rree i s the r\~o s t li .=;ht h e::'I 't8 cl ,) f -the '~ '!.07,z-

0.08 3 l'lOt ac -tu.all.j"t" S 01.u _d li~: e 2-11. Up- b 8 2.t; 

, \ ' , 
~ 

r + 
I 
I 

._ --- - r 

" r , 
~ ' • .,1 

TIle .g"igt1..8 has a f2.s t ::':'lo'.iil'!.,z contrapuntal text"l.:.re il'~ 

con tinuous S8L.D.Cl"t.urver3 3ivi:-;'3 e.. joy f n l endi::: .':S to the \·lor"k . 

As CC.TI be . se e::'l £'rOf.l t h e f i!'st l~ 1.t ~ 81.}.i te, t:18 TI:? C!1. 

lute 3ui tes are the D.OSt i Jl,?orte....nt ~:;or}{8 i.:.'l t~~ 8.t f orm. i n t :!.e 

gLli tar Ii ter3.-ture . 

3 ach r 3 lute sui te ~~o . IT i2.1. D cinar (ori .::;inally 

C minor) exists i::::1 the Lei ) zi .::; Stad. tbibliot!2c~:: a s a 

8.rra:."l ~ed the s l).i te f or thG clavie:r, the!'e i. s definite proof 

tha t it n a s o:!:'i:si:aally COY.l.l )Os.ed for the 111.te . 

g'i~ue .; .J . ~ , 

.,L. 'J ' . ' d 01. .... b le . The 

at t h e ao:xLll s.::.'l -C l ev el at b :;.xs 17 anci 33. 

~0:r18 T:10 S-S ... 8D.ar~;: ~Qle tlo-ven ent i n 

.. , ~ ... --: - '"1' '"l -r ' ''' ). 
'!.,;" " "'_ " ' ... ... . ;:0 

~, . 
u.:.ll S t .... " --~ 3~.:i t '3: is 

is !')l). i 1 t 



1\ 
1/ 1 

AP 

l\ 
i-L-
\ .. } .""-

(\» ~:. 
'- . 

i .. ! 
~ .. --\-;.! • 

>F ~. 

......--1 
j " l 

! ;-+ 
• 

-

- ., -., 

1 ':;6 

, 
I J'. ~ :,.l ). 

-~ . 

i 
f' 
i 

and adds a h2.u .. '1.ting illiCl ancholy to t11e ,' :'101e \70rk . It is i n 

strict t::u."'ee part -,rri ting and is forI\~ally di"'irided int o three 

,sect,ions., f~ (b2.r s 1- 48) , :8 (bars 49- 109) 8-'1.d the _'- ').gain 

but rli t h a fe .... ·[ slie:;:'l t changes -\7hich brin~"S tl~e I:lOV81nent r atller 

close to sonata iorhl . 

~he sare..b 3....l1de r e tai:!1.s t~e nel8Zlcllo1y of the fU r!11.8 

bu t the :~?;i6"L"!.e h as a nore c:leerfu.l ther.:'8 . 1'he double resolves 

t he melocly of tl.le s2.CL:'8 into even flonine; se;!d t.:.uavers but 3ac~1. 

di d not sticL to th·:; ~l2~rI,:"oilic ~)I"ogres :'3ion of the S-i.J,1..1.8 8..'3 ·:H;. .... 3 

the ~r8.ctice of the ti~ · 8 . 

r:~le sui :'e ifo . III i~l _~ ,linor (origillally G 1:inor) 

y!9.S found in 8. collection of HLsnuscril)-Gs titlect. P ieces P Ol'.r 

~,7hich a:re n 0 7i ) r o -:: eT'.red in the 

The s u.i te i t sel I tJ e ars t~le title 

Sui te Pov~" TJa TJuth a :Ionsieur Schouster Par J . 3 . ~Gac~.l. 

:.=Ol)~lSieur ':j C:10US t er is thou .. ,C;ll t to have b e 3Tl 8.. C ~.1. 3.;J.ber rrn.lsici o.~l 

in Dresc1e~.!.. C';. t "Ghe ti:::e and fat '!.e::.." of Jose:l i"l ':;Ch~)L-:"3ter ~':ho 81.7.0-

seq1l8ntly JJ.8C3.D.e Ca"Jell ~::e is t e r t~'l ~re . 

UnliJ:e t:'!.e ::'~irG t t:.70 sui te::; ~ t21is 3ui t ,~ ~:j~G ori ~,i.;'12.l 1~r 

.. ~ ~ ... , 11 ( ,' ." ._" 1 'l \ . " n . .. ~ '\'r:"l ";j l.le:'"'\. ::: 01' lJ_18 ce 0 , j,."jUl C~ ~)1 3 CI) ·c .:"a ·:_._ e/ nu " .· ..... a cJi .LaLrer 22'-

r X l'::;8d it fo r 8010 l Ut2 hi:~:.self. 

"T\-"'~"".,Cl·'~ "11 " -" a'-'1~ co"r"'·l·l.~ ...... ·":I- ... .... -t) '·1 ... 1o :"' .• · ~·.,.r('! ·l.,.+ .. ~ T_ , .c.·.mro";-:T-t':I. -.'_ .. '.'. y.L .... _'/. l.:: , ...:.. ·. ~;.1.'l.l.I...!. c: , v. c":' L:....., .::l.;),...l. .• ;.<...i L:. 0 , _ _ ~~ .... _ ~U.\ .... Vl.:; 



" '''' ~ ) u __ ... QJ!. -:1. 1 ~!_:':8 t~~8 ~)Y'Dlu~le to ' c':'~ -;.:-' j. :."st 2..'-~-!;':! ":;:!Jj. 1,; ;:- , i 1; .;~: .. ~:l ~·.~S 

310':i 3ac-;io~: :i:;l .~ "')~i'OT'G Cl"l2..:!1 Ji :'1 ~; i::·:to ""::;:12 fl .:Y:rin.:; 

section in~ . ~~l :::~; it \ ·r:,.:} ori ,jill7>,lly <.1. Icello :3010; 
() 

r-_____ 
.' I 

'] 'j 

. , 
, I 

-J-~ t t 
I~ ~ 

(1 
"" '1 \ 

,~ -
, ) 
G 

I 
i# 

1 

,. 
! 

I 

.-.• 

=-=-1,-,-1 
, j.. ! 

.. 4f 

I 

-=l 
~ ; , 1 

1 J , 
" 

-.,,-
I , 

1 '1 
- , 

! 

I + : .~ r 
~ 

l -, 

, , 
" " ; .. ! i 

'1 ;J' 

1 1 i 

:ri18se che..:r>""l.cter::' stics 2.re fonneL in 3.11 tl~e :'::lOY8:ae t l-Gs of the 

sU.i te . 

ori~in3.11y ·:;.:. ... i t-tan :Cor the L"L:t3 but fo!.. ... t~'le 3010 -;ri oli n , :_',180 

0 .'; I3::ch . 

~-\ s tu.d.y of the .Dusie ce~ct :J.i:::· .. ly C:rLl.~g3 a ts t:.lo.t i t ~.7::':'S 



163 

1\., .:.- K' :\ " :~ :, ~ "- f:: p,. I I l\ ~ 
" 

i' 1' ... "-
1-.:-"-- J ~ ! ;> , , , " 

I" , . , p I , -> 
I (' - -~ , • I , . , ., • ,;- ; 

-~ 
, . I 

> ... 1] §:.;j: ! .~ ' . -,.-
~ , , 

f 

~ I 
T ( I 

has s zve~l 110V8:-:te :1 ts , 

and arr821g8d ot1l8r sho:-.ter ';;-orks for J..~ , , 
!.J.rle .!-u tie . One of ti:..es e 

is the :prelude, fugLol_e 2:'1d 2.11e ; "1"'o in TI Elaj or (origina.lly 

E flat 1J.ajor . ) ~he orisin2.1 :cl3...11uscri:pt be8.rs Bach I s anto-

g.caph "Tnich i::ldic2.t '3S tne rIl1.sic to be 1tP"".celude ::'"!ov..r ~a L~J_th 

o ·:;e:(!lbe:.l ll
• The o?Y3ning oar of th~ y:i'"'81ude has a bass :i."lo te 

011 the firs t beat fGllo\·red b:- the r:telou3r lille in the- 1;~-p'pe!' 

r e :.;"is tel": 11 r : I ! ~ /1 I 
J ; ItJ I I I /; I I 

;\, II --r-- 1:... ; 

.l ~ ) 
~ 

~ 
I J.;-.' 3--- +1-- <t -

r 12; 
("! 
<.) 

~ . .... -
i 'l 

I 
This idea of the leap up after t~le first beat of each bar 

aOTlir..ates t 'J.e -;Tho le :'1r81ude . 

lJ.'he fU:J.l8 begi ns \7i th the }!lrra3 e ; 

~) ,. 
(" ; 

1 
; 
• 

I 
] , I 1 

I 
1# 

I !r ' 

9<~3.in in b~c 7 to in ~;rQd'..~, ce the third ~)2.rt after whic~ -the 

W01"~( continues in three })2..rt ~:r['i ti ll~~ Alultil bar 29 at \-,hich 

:poi nt t~1.8 :!:'.:L ddla section of t h e fUGI..1..e oe gii1.s . ~Chis .:.i.idc11e 

section has a co:r.l~)letel~,~ diife~8~J.t textv .. Te to the 
~. ulon. 



u uin::: cle~ 

r:.., , 
~: .1' 

,.. 
I 

l-
I , r ":, 

i 
tile second section "bl"e a :;::'3 i~to se:riqua-'l8l"'.3 r:it11 -cile top li~e 

do.!D.inatinz un til b3...:[' 77, fro:1 wl18re the £ i l.. .. :-;J v '';8':: t i O:i.l j~ z re-
.... . , . 
..J -"" .... , ' ) .. 

Bach does , hO~;JeVeT , in '::er:r"L1_p t the flo-.7 ai' '~:18 l.:idl le 

sequence in QU8."7ers .. .::.11 P2'li.1.31.2.;.~1 J Oi:i..lt .'J .. bout thi 3 I'ugue ia 

that the openin.~ :?hr2..S8 is useu -to introdv.ce t!~8 'i;hYa8 voice 

parts and is not re~el"rad to a gai:'l (e:·::c ept , of C O~t~(, ;3 e , 

r epeat of the first c ection) .. 

The alleg.co is in 't";;o :par t C01)~1te:cpoi~t \"Ii t :1. t:1.9 to:p 

line dominating . I t is siilll ;~:r to the prelude in that is 2..1;;;0 

the openin] bar . 

l\.:t :::; { , 
\j-ll~_ :oj 

" ~{) 

, ! " l ~ I 

~\.nother OCo.u tiful ~:io ~cl-:: is tll8 fl..~glle in .t'_ ::unor 

(ori,sinally G Binor,~ . 

vel""'sio::1.S O:L this '.-.ro ::~l::,. 

Bach actv.ally ~-.-rote t;~1:r'8 e diff rent 

1\11e one ayp ears as t he 1:---... 1.3118 in -!;he 

v"iolin sOll::!-Ga i n G ~:inor, 2.!lother in the :::-r '31ude c .. 21d fnglI8 in 

D :r.:-inor fo:c organ and t~le 12~st for llJ.te solo .. 

sions 8.1""8 so ap9rOl)ri3..te to their r8sp8c '~ive j" ::'1strL1.:2.e"::)" .. ~s tha t 

the ::r!.1..1.si col o.~;i8ts :1.2;'ire found it i!.'l:;)o8si"ole to d2cicle :.or -:lllic:'l 

instrUDGnt t:12 ::m.l.sic ",7aS ori .;inall~l ~:.I :!.""i tte!l . 
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:-;---" 
! N 

q . i 
> F 

'=TI 
! 

first S8 ":.ren bara alone it is i2l"~I'OClP.cecl 3 8ven "ci:s.es . jJut 

S8I1iql1.8..vers ';,-hieh do not COl1t;:~i~l a.ny ~"8ferei.lce to "ti1.8 ti18r.le 

so:me effective disoOl'l8..:."'1.CeS, e . ,: . 

," , \ 
C' -,-

J 

'i'~le \70r~..: 3.180 contai~s 

v -J.. I -- --' 

I 
I 

S-!llc last lute :piece b~;"" Bach i s the prelude" in 

D r.d.nor (oriGinally C Llinor) • Once 8.:S"8.in i t is not ~ '""i'lo::m 

\<rhether it '\79.8 ori ginally l.7ri i;ten for t "'.: .... z lut e or lcoybo3.rd , 

but i t is ~)8.rticularly lceyl.)oo..rc1ish with the divisio:n of left 

a.1.d riGht hand!":> being "")bv ioJ.s . The 2.c-G1.1..al :o.a.n.1.1script \"thi ch 

tion 
The r>r elude is based Oll a !Ji!lgl e b e..:r' rhytllI;'lic 

~+­
() r 

; , I 

, ~ 'I LJ ; 

..1-" • una lnscrlp-

"" ' . ..L lgu.r03 , 

\7hich is co~;:,-c9..l1.tly re'J8 :J. te0. '.7i th cha::l:::;i ~1. :s llar:::--!.oni zations. 
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I I I 

?~~=?IOD 

~\!le :8 i ~~~1-7;e 3:'l th C8~l~.:S.""~r S ;).J the alv811t vi ·tlle si:,.: 

str i l'!.; cle.3s ic.s.J .. ~~Ll.i tar :' . .!!. ~ :::',:''2. incrc ::1:· ... e i _l t~"le -f.ll11J.0e:;:" of ~;er-

The 001£l-

~~Ol", Gi 1;:.li::.21i 8.:.'1:1 .0iabel l i .. 

Jose F arjino21d ~,~?"c9.rio 30r (l780- l 839) · ... '3.3 oorn i:'1 

3arcelol'l8. and !J9 ;3p.,.n hj_ s musical 3tudies on the violin a:0.d 

'cello . 

n:us ic a l ed.uc~:.-i;ion ~;;9..S ~i...,...:r ·~~lere d. , :?articularly in the fiel d.s of 

harmony , }Iis 

Sl~p:9r8ss8d. at the ::.!.c::18.ster:r so 

g..1i t:J..r p laying "\-i:.:.8 , 

it -.': :13 only '::1._::t2r he 

lelt t:l3.t' }18 could elevate :':.:-.i:c.sclf Horz 88riGl;;.s l y -GO the i~1strl1.-

:he l e.ter joined t he Ci..":SY a:.:d after t~:lG 2 rench. invB.siO!l 

of S~ain, :18 d8cidecl, 2~l on.3 ':Ii th T:~a;ny other intzllect1.'l .. als, to 

t!:rr'ow in hi s lot t:,i tll the ~O::1.3.:72.r tes in the hC .:.JG of a better 

~l1e resnlt 

la:-,v8 2~S ~:re ll .. .. 1..l' t e:.'"' l312 :-:8 li yeo. i ll ~·e.ris -:r!~ere i1.8 J.3 80-

~~u8 ::: i 8. ? and ':f ':~O t :le fil' Bt :'1.1i tEl.r j_st to b3 i :;.r-".ri t e d to :pl ay for 

't~le 1 or:don : '>:li l i122'!:lonic S oci et~r i n t Ile 1~lUl:3_T'(~ 0.. ~: ~~ ::;.1'"'S of i tG 

_10! "" 0-'--00 <:"(:'\ ; ; ·''' ; ~ lJ e J-~ (1 1": ,., .. . ; ..:...~.o .• , .",-. '""'l IC'.cl·r,l01' ·J :, --1 1r.:.· ..... ; Y' '':'I) .. ~ _ I .. ~ . ..... ..;;:> ..... , ....... ... '_. ClQ . . ..... ..l. -=> . .... _J • ..., " _~ . ........ _" _" _ . ~ '- _~_ ..... ~ _ _ .1.._ , O}!er2.3 , 

~· e t ~ee!l Qiscovered . 
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... ::!.E:r"O ·.~inli::·,,:,'l:'. (17 · ~' - l ~j~O) '.": ::.::: ~:JOI'll in "Jolo,Y'lD. in 

It~ly c.nd i.:c ~.:l!.l ll~- :3 Ci.'.'1j- i ::.c:; t :-:2 .:r'.i t~..r . .J..1J. Yiolin, l a ter COl1-

started a:.!.d ~~!a8 

_.u~to:'l :JiabGlli (1781- 1853) \'ras ooyn near ;-';alz;bv..rg 

in 'ustri 3. 9.J.ld beg 9..Jl b~l f ollo':iin~ a c lel"ic 2.1 career tut later 

Dia-

close as r:iociati on r,ri th G±uliaIli . 

fo r Ds, e . :; . ~ SO:::1a-(;e.:], v2..T i :, .. :1:;ic~:: , concertos, s t7;).di eG , fa~ -~a-

8.iI' :;"~ , e tc . 

8-iuliani wrote only one three :move!7:.ent so:natG.. 

This \7 0r~C is his Op . 15 :~o . 1 i:~ C I.:.e.jor l:.~hiC!h h:J..s becom.e one 

of the most l10]ule..r sana tas of The i7ox'l~ 

is in three ru.ove!~\'3nts , .Alle.:;yo s ~)iri t08Q, _'..d2. ;j"io COll ex,res-

The first novc~ent is in sonata 

form wi th t-.70 the:r. .. es in the expo3i tion . T!le fi rs -t; tl1e:J.G 

oS;!,i.ns \lith 2....."l accoE.2!,~'liI!lent fi :3T:.re on to ':lhic~(l the :.lleloc1.y is 

built ;~r-oL1 the second half of the seco:i:d b8.r : 

1
1 l- j ;' i f 
1----"""" - L.---"""" I 

i 

• .. f ( j ! _J-J.... l...i _1,-,-- L-i---"-

.:.i' ter t~le tr.':".:!.s i tiOll .:; ectio~1, in ~:!hich t:.18 :::'l1 .. sic lJ.odll.13-G88 

tlll' OF3;h D .s"9.jor to G E..ajor , the s e cond t~le . . 8 i s i 2.-:.i:;roduced in 

to ~:r:lich the: :.:elo rl;l is buil t : 



/\ 
! / 
li:r 

fl 
! i 
i. 
, 

t' ' h\ 
\OJ 
J 

" 

..J '. 

I ! 
, 

, I ,. ... ' ; .... , I I 

r i' " I , , 
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I , 
i ~ . 

-' 
'i 
-- ;"i 

r 
I 

r 
t ! L ' 
f' .. J::± ~.--.- 1( , · 

J. r ; :,=2.;- " 
" i -[::;rT-'- ' " ; I L...--'---- it"L-.:----

...... ' 

t .- , 
i'-- . 
~ 

.) .; 
_ , _ I 

-\~ I ,) I 
!~J_.- -

----r 
- - i 

"'" 

Before the X'8 ~leat bD.8~: t o the be::;ini.1i l1::; o-p tl'l0 ex!"' os i t i O:l , t~e 

-... :f l a t no ts d..:c'ops to 2. {} t i.ll'.S gi vin,~ t:l ·~ (:OI ~ -i n2.::..1 t S8V 82-:' t;l o f 

tile openi?l g "G.:18T.13 .. 

- . . . , ~ 

ctlIl1l n lG(lSCl 

:':':l"!.is 
E r~9.jo:r cnorc1, ~10-.7ever, 8..1S0 ~la3 a do~i:'l :;.at :':llilction O.S t~e 

dev el opLlent is in A ninor ~ 

(rinlia:..r'li introduc e d. a 11e',-, t21e;;le in tl18 c1ev81o!rrr~e:i.1 t, 

f i r3t i n minor ; 

.-----1 . 
t _ ! !~ 
j I , ,; , 4 

and then i n r .3.:j or: 

'1::12 tr:J.2.1si tio:.1. f ron tl18 dev a l o9.::t9Y'.:. t i ::'-:-. to t:'18 :::"8C2.~)i­

tt"!.l8. ti on J.3 n o .... :e ~-i:13:t the I'8ve:c ;~ 8 of ~::'..e tr3.-~:~:i t:i. 0"1 1':::.:'0",: t :.le 



( ". Y' ''J'or\ > v ~(,;., J • 

f'l I , . I I I 
i ~ 9'~ v~ ..l -t 

: : ~ ~ ~: ' ) - .. ~ ! £J }~ I " j • . l ,-; 
~~j 

v, ~ ~ I ' .. .. > :;:::r'" ~i' , .P \" r-: ;l 
.. 

c)' -""L. ~ II i 
j . 

1 .- , . ! 
I ~T r I ., I Y 

, 

'J:he :cec a~i tl).l ~tion eont:lins 'oatil t~le!'.leS of t }18 ex-

:90si tion 
• . ~ J . 
In "t; tl8 DI)l!lC 

Tile Ada :;io is in "Gfle :::lo:2ina....1').t (G L~ajor) 321d is 

clle..r Etcterizec1 by the !.lelody li:;'"1e baing su:p~)ortoJd 'by r epeated 

'b.-ro note chords : 

...!.. 
I> 

!-
• r 

JI 

T 
, , .' u- • J> 
L.,,,--l ! .c 

The o~enillS Deu S use horn intervals ; 

t 

i1 
i 
I 

.., 
i 

~L 

J 

I 

-~ .. 
:L _ ~_ 

" ( L.------i 

.­
I 

a...Yld clll.~in:j t~le movc'aent h~ i l'ltrodllced the t::~ar28S f rom the first 

move::len t, c . S ., t !18 ac c o -:":::Jan~ !!1en t fi gLITe of t ae 58 C and t:.'l81;:e 
of the eX2)osition in cox."oination n i t h t~c .(:"L~C"s ·~ t;he :-:~e: 

:le i' e:cencerJ t o the t~~e ;.:e f~coL.: t h.e cleve lOl!~-:19 .n. t are also to oe 

fOlmd : 
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of t?le tlrree l.!.ove .. ~8n·~:8 . 

! 
1 
i 

J 
L , , 

.,+-! 
" ," -;:f--_.t--..... -{ 
. . ; ! i 

l.oc_c:.l:::_ L.:..:-j ! 

~he Dover,'ent is tie'.:1 to t:'l9 -,~cla.':;io i ::.1. ~ :'ll·;.sico:2 .. co).} tent; 

th'9 COI:1p a:riSO~l 09;;:',"ee1: t'~ le _"ollo';rins t' . .' () 8::·;;1:" ~:'C ts; 

ADA:}IO 

.ALI3GRO 

j . "\ 
\ . 

r=-":=::":':i:..:-~l 
I , • 

j 

_-(_ ..,L ..L ..L ". r F !; I I ' , . ______ 1 
L . _ .. _ .... t __ .-J 

1 
U 

, 
- I 
,) I 

.b.J 

; , 
I , 

1 
and the fac t t~lat h3 e21ds the al18;.)"1.'"' o 8.S he be~·.J.n the _'_d2.t;-io , 

i . e . , 1,.. ... s ing horn i:'l teTv:;~ls! 

I 
1 

? 
'"" I J 

--. .-> or" .-l 

I_ i~~' 

, , 

=f----G. I . 

of Sor and 'Jj.:..bel1i as ':.'811 , ",78 cc..n sec ·~;ll :.!.-;'; t~12 c :i..2.Gsic2:.1 .:;t.1.i ­

tar' sonatas :-- re forfiall.y cOll:> .~.~b13 to t:le ")].8..110 SO:"::!2.t2G of the 

t i ne . 

821cL II by Dia-,J8l1i 2.:1d the 0:9 . 22 by So~C'. 



to C 0':"12" ~on. 1.1.~3 e of 
:J :'\.1 o8rti ~J8.SS II .. ~?lis con.-

sists of a chord 1JGi~1':; oro ~. :G!l in 22.1 j.:''lC2sse.2.:..-:;ly reJ:e ·.:.~ te::l pat-

a i-': 8,j-ooard d.8vice, it i8 ofte n fOll:1 U 2.:£1. ,-~.;ni tar T:l1."!.s ic, 

mOV82 8!1t of 

I ~ 
\ 

(,1 \ ~ -, 
, ) 

f , 
" .. ,'. 

J i i 

--V V 

, 
I ? ; 

• 

1 -
~) 

• 

" ..:.,0 . 

\ 

? 

2 oy 

J 
, , 

." 
, , , , , 

uelody line '.78.8 S1.;;'::;8Tceded oy ::lelot.l~ .. lines i !l ""C 8.3l";.18.l" ::>~..r2.Se8 

of tt:ro 0].:' lom" OSX3 e 3.ch res ul till'; tIl ::.. ~!eriodic 3 .1.:;rl.lct":.~T G . 

] iving a oal3.l"!2 eel o2.1ening period : 
I 

-.l- I 

(l I 
; .I! \ 

'" I ; 

\ " 
, '" i \ 1 p I I ,-

f 
t I , 

~ .s < k 
, 

I j : ,I • t I I ,. < -.=!- ',I- , L· , -r" I 
.' ,,' - :,"-- ( I --l-L.J I - I -, I 

I 

J 1 I 
\ 

f 
I \ 

, \ -:l= II ( 
i \ ~ \ 

L~ • J 
( i 

.f 
" ") - \ II < '" 1\ \ I 

~ , /" < :f. ~ '" 
'( , ,J:. 

? 1 • 
T .,,- l ..; ; 

.., j I" I 
I I I I 

, 

0\ ~ W 
fr ----r ~ C£ ' ~ ~ • r :·d 

U l , -;,1 L\ ! --:; ! . " L.LJ f I 



o 

It CO.:.1-

divisi o:l . 

the -1- ..... , ~~ 
,J ....... ... 

I t is 

S 0 1"' a n d 1 i nlie~!.i 

bot~ tOUT8Q a2.1.cl ~,,'orked in t~le -;;hol e of ~\ITo~Je iro::"l 2:!l "1a.'1.G. to 

i . 8 #, S a....l'lZ to 
, ~, . 
::J":! 8.ln 

aftar r.rhi ch t~le allegro sec tiOll b8 ~i21S in :J ..... :aj8r . ~h~ :.:'OV8-

:::'ie~1t is t\vo htEldrec.. U!1.cl sev en t .Y thre8 ~JC2'S lO:Q.::'; ?:2'.~ (: '3110"13 a 

tec}ll1.i :riJ,e ·,',h:"cn is cO ::Lllonl~'" fO"tU1d. in tIl8 cor:.:90 '3i tiO:1.3 () :~. the 

clas sical ::;ui taris ts, l; :::trticl} .. l8.l"'l~T S Ol'. 

h:J.vin::; a D3dal note on an O) GYl stI' i:n,:; o-"r8Y.' -,~(.li ch t h3 :".:elody 

moves ei ther i2~ si:a,;le note :::; or double :":.1.0 t8 3 :,~'covinz :·::'..T ::!.llel . 

l?O 8:~;:ar::.::?le, ·~h.3 alle :::;.;. ... v of t~e "C}r s~:l :] ,:,lo" ':·3 ,;lllS ':: i t1:1 t:18 

:f 0 11 o-,7in.:; ; 
~ 

I '" 
L '~, 

r\ ·~ 
\ , -1----- " 
.\ 1. "7 

\. i ~ -'!", " 

+-fl . , .. J-
.. f-

-GUG 

J +- + + -r 
i I . l 
L_I __ ~ 

)!1 14 
-l-

I 

I 
.,,-~ 
--I 

:-0 ,-, ' 
I 

-r 
I 

--/- t- f 

l i I _ _ ._1· _ _ 1 

~ j , 

·t -I- -/- +- -r- ... 
I I ! I I I 

I • +- , 
2F , ,c 

-I- --/- -/ - of- ;-

L_LL. ! 

I 
I : IJ • 1";1' ~ .! .,; 

" , 

-" '.1= , 'f , '1- / . I , J' 
I .i, _.1.._J i i : . __ i L I L _ ____ _ 1 

1 
, I 

:; ... 1 i -4-.~ -t-
-;-::::~ 

, 
-~ , ..... -

/:"0 ~ 2 

! 
oJ- '';- j . j 

; I • i L.-L_ .• 1-_ _ • _ 

-/ ( 
! i _ ___ _ 
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~, 

O.L ::-i 1':,J. i :3.:0.. i 
, 
Cl.: . S \) 3. 

a classic OP '0TS 'JyeT~.I..re ::11:.:3. is --rery Ii orC~13S tra l i! 

is a 

as 31.:' .. c11 of this _Ol~ 
. ~ 

l 3 ... ' Ol"". :Iis 

He ~::rote 

35, 44 82'ld 6(', to -r~ ;"~ 'i .......... .: 
difficult. S or l s bes t s "Gt:dies have oeen :A10lis hcd in t 1.1.8 rrgr~c 

oll ec tion 1 tllere-

fore, 5iv9S t h e oest i .:::l~")l"> ession 8f 2 or ' ~] st"Llrlies d':''ld "1:;11.::3 tech-

'1111.888 a 3::)ectz include the IJlayi::l ~ of t llT8e ·)I' fOlIT 

:98..l." 1:; chol"'ds a s in the ~;o . 9 of the collection ~~":lich is entire-

ly in deta c1l9d "olo eri: chords ; 

~ 1\ ~ I Q ~ ~ " -j- i 
.L. --r-, I 

? I[ 
~. "" i' , : 7 

C 
'""' .~ 

1 i 
--. 

J "f J I ~A , (\ ; .. , ~ I. 

~t'" 

V -rrr i I V + [; U 11 " 
V v 

w}1.ile others e..re in l)ro:~en c:'l'J:rds as in the : .0 . 6 ~,7hicl1 C01:-

s is ts of t lu:'G8 :98..rt chor:..13 bro~·;.:el1 in a r eIJe 3.. tetl l'i:ght ~:'8-""1d 

pattern : 

/\ i' P fL-
o , 

J. \ , - ' : 

\ ; . 
, ", , ; .- <' 
\. " ~ 

, , 
1 1 ." 1 , 

I j, V .. 
V 

,'-0.' , , 
V • 

;i!.81ody line :,Ti th -oro~:~n chor ::3 i n tb.8 G t :.r l e of ~h8 
"D ."} c.' -, I r 
"::J ::.. ...... ;J 8.3 in ; ~ o. 2 : 

• , 

II !tl bez'ti 



:10 . 8 , require the bas3 line to do:mi:::.ate rli tIl t !1.G 8.CC O:\9~~-::.:i­
m.ent "being pla;/ed on to~ : 

'\ 
I !' I r--' I. I I , ------r, l . ;" , ~ l '" " "'-----.. 'fB • > :::::' ,,. ~ • IC~ I , 2- ,,I , , .-t 

(£7 4- I 

'5 11 , , ( L! I ;d' J ' " .' r I , 
-I 

rl 
Itbl G:=: i L_ • ~ . = I 

..:\. t e e:b..ni c..,!ue "'ilicll is 11S.rticulo.rly cliffic1,.,'~l t Oil tlle 
+' ... , •. r:>+. O· .. f ~la~~ ';'""O" "r G ..... , ..... ·· ... 11,,1 n o ,f,,:",! ,:,, '-,-; +n' u _ U :"'J -:J ..... ..:. .... v !-" ...J... ,- ," _...... .;..... !J ...... . .j • _ U ... 

n93 ~:': " 

;' 0 . 12 ',7l1.i ell :::L8'Te s in thi:c'd.s : 
J 

--r- ' 
I 

+. 
i 
I 

and the ~To . 15 ':ihich TL:ovez i:;'l si~:ths: 

r} 
}Qii ~

---'-"'--I -, 
: I 

It , i ~ 
I~ i ~ >. 

. I ~ .- , • 

.-. 

.' 
,. 

p 

I 

-f-. 
1 

, -, 

Ii ; 

llil:J. S ~ :00 t !l-

Ii 
It 
! 

Other studt8::~ :: ::l~lucl9 the rapid re'0e t i ti0~ o.z ~10t-S8 as i n 
ITo . 1 0 ; 

c) 

( J 
• • 
~ 



. ..-
' • .:18 

, 
U -I-

L-

, Q .'l 
.LVv 

:::::::?11 i' \?: .. + 
I . • 
~ if;! ! -, 

"' ~/ I 

I 

. '."") 
:::- . 2. 

SOl'"' COI:1.posed i::'1 a zrea te:r v ari e ty of ~.: e~r8 tilS..n ·had 

(183!1 u8u.a l on the :ai tar . ='~is key 3i:S".J.3.:f;',.::.:res r 2.:'}.g 3 fro::':l TOl-IT 

encl i n 

:flats c..t O?l8 s t2~6e . 

In -t~le f ield of -;;11..-2 tile"J.e 8..!."'lo. v 2.rie.:t;iOl'l3, SOl'""' once 

aJ'8.in r e ig.as SUpreL.18 • 

.. , ~ "l' (0 lC' a ""GE8Ll8 oy .::-'al81e.l...O p . ...... 0) . 

Sor :'::1"-13 -C ha-ve been al1. aOr.1-1 rer of the -:7ork of = ~oza.rt 

"Tile ~~asic 1!'lnte" .. 'Eilis c all 

be ass1..lCled frO:d the fac t th~t the G}? 19 b y =:': or is his arrange-

Bent fOT 3010 gtl.i t 8.J..~ of six airs froIl 

Or.> . '3 v ;).:;. ... ie'..tions are based on t~le 110 Cara ..'\.rmonia" theBe 

frorl the Sa:1l3 ope:ra and tlla"t Sor ',yas 8.l1 COTIv oser hiwself . 

r~h8 v2.1."iations be gin ~;!i th a slo·\.j introcluction i:l ~ 

Dinar ( ...... ' ·e·' t" lJ\ I .L 'J three bars) Defore the t:1.eae is stated in B najor . 

Tile the::"'18 a nd :five v~.riations 2.Te all in bin8.r,Y- fox'ill. i7ith each 

sec tio.!..l. beine; I"'8:geated. ..:\.11 t h e v a.r i3.tio:"13 , e::{ce})t t"he second , 

r::-nich is in E cinol", are fast sho·.7 }1ieCe3, 82.ch one being al­

most a St1) .. U,Y- Gxp10i ting a par ticular' :plsyin3 techniClue. The 

ly brillia11.t te~lu1ique . 

Jor chose the ~iece titled 

b;/ ~:c;,.i s iello 2.8 the ther~e for :.!.i8 o>g . 16 v8.riations 

The ·c::.~ir d. 

v ari 8.tion cO~lsists of asce::'1d.i:1.g e..::~·i descenc1il1,3' ::;h.ro I":.3.tic 



'\ 

(\ ; 

~-f­
k.<-­\'; -~.~ 

i 
U 

line; 

, '- -----

~ t·~ ~ ~;---:.;- b ;: 
•• j 
" 

l\ , , 

( 
!t 

.,C-"1 
ij j 
I 
I 

.­• 
!/ ,. 

r=-:r-i 
J .; I" 

fr-
, -=+= 

V 

J 

j.t, -'v~erefore, c ons is ts of a fe.st !:lovil1 .5" sillCJ.e Belody line 

nainly Ol1. the third , f OU1 .. t~1 and fifth stri:l~;3 to -LJ8 )1 Cl.;:,r8u 

entirely in 8.SCe2'lc1i~'l3 2..:.""ld dascending ligaclos . 

hi:=~les t ~Level 0::' C o! .. posi ti on. 3~·:ill . 

His t !lree concertos ( O:J ~ 3,', 
~ , 36 2...'1 Cl 70 ) 

:Ie ';{ro te these cOl:..ce~{'tQs 

i r, 

-'" 3C i:.l 

of t~le 

·.:i 0 ·. ·.3 



1 82 

i t .~~J.:'s·c 0 e 

S Ol.:'9. t '3. f or::l lliltil 8.:.cter .. n ,\("\ 
.L() L v , ti:-J.8 (}iuli ;. .... 11i ~ls.d 

r.rri t t G:::J.. ~.Lis C OEC 3:Ct0 8 • 

r~}'e (1....... '70 cO:'1C e·('~o "~ :7'<:"' ~'FT'; ;_.1..'=\ ..... ~o -"" J·'-"!e t,o-... Z O"1J)' ..J.. ·-=-r .""~ ..... y . I __ ._0 l . . ....... _ _ Ju ...... ~.L.J...J.. !.t ., . ) ..... J.. . '.;J~.,l.Ja , 

a s~.1aller .~;,'_. +: ~_-r , .. ",_". ,_. C '_.l ~~T;:tr::! h ~~'e' 0.' a ;"!) -l l' o'r +'"h -i ·""'d 1, ; 7 1, ,::, ,.... 
...:,... U . f .... . ;,:) u . __ (;. _~ _ - v .. __ .... --- ~::a~ - .... -

s tc..::.:.:dzxd S'ui tar. 

::;ni t 2 .. r 1:ey is a ~I-j ~lor t hird lO~-: '3r, D TJ.8. jor (301.Uldinc .: I:1aj OT ) 

:::l inc'e -~:le terz .. ~ ..... i t .:2:' is no l Oll~~:er ~e:::ler ~ll1;:r 8..vo.ila'ble or 

})1:3.ye d, t~18 o~c~los tr8.1 Y2..rt 11..9.3 ·i) 88L1. tr8..:1s:p0:-Je cl d.o·\;r:n. to TI La~ior. 

The ex "os i tion 2 9,.8 t:18 l.:!.sv.al ':;": Q t~le.llleS , ht.:.t o:'.ce a.~ain t~le 

develo~)men __ t 6.oes n ot d ::r'h~lOT- t:le.:.:e: bl:~-G fi n d ::.: 1'!8~:! T.1.-9.terial . 

~Cher ~! i:3 the 1.::,su3.1 vir~).oso ' s cadenza 'lear til.e ei-:d . Roth 
the Op . 36 and. 70 only re3tate t he secon d eX2"os i ti on t hew .. e i n 

t he toni c , 1 e ::tYi~3 on t the fil"s t t h eE':.e ~ 

The seco_lJ. p"':1d thil"'d :J.ove=.ents of the t hre e concertos , 

li~:e t i18 Op . 1 5 8o~lats., are of less i mportance . Op . 30 and 70 

b oth have slo'.7 s~c o:'l cl BOV3:~e:.;. ts i n 
r 8 JJ.:tr~-::ed /I \ ,:.l d .J.:"'.l'iJil'lO 3icili-

8...110 11 a:.t1d IIt .. ll s. : o.'l 3.cca ll fin2'.198 . ~he 0~ . 36 co~certo has its 
; YI 3 o::l l l u- a 2 ron_jio 
_ .!..i. -1 - ..... - 1.1 - -

-'. .j-

f inale . :SOV8::~8Yl t 

.; e 1'l2.v e 8.1re :J.J.ly noted t:le exte::'1.t t o rrhich the -vihv,­

ela (o:c 11,.1,ta) - voice COmOil:lation u as uS8d dV,rj,l1;3' t~8 J.8n3.is-

san ce . I'~ r:s f',; ':'lOt lL"1til the ·2..ate Ei S~lteell th Century that 

trios , etc . ~~~'!.,~ co s..bi ll 2.t;i c~s t>,3.t '.7er2 i.1.s ed included :5Lli tar 



GUTrr;..:1 I 

TT 
-~ i'tcc or..~ 9..11i !:!.e:i.:.t 

, 
. "'-

3 

.. \c corxJ8.ni:::.cnt 3 

Then til e ma in bc Ii:;- of ~~le HO}:~~ be 3il13 • 

firs t !.1ovemen -c. 

e tc . 

~30r ;12.3 ~:!ri t t en the 'aor:~ so tha.t t:l.e 5'l.1. i tar ::->l2..yillg 

the TIelorly line has 8. si::lc1e yJ.r t to ".)la;r T:,rhile G:19 acco ._ r~):.n.f--

GljJ ~1)1\ I 

: . \ . , 
. I 
j 

f , 
; -_ .. -- , 

(/ , 

:13 in 

[ , , 

'" :~" 
I 

V 
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I V 

- r':" :~ T ,-I __ v "-' ..... v 

disc':),ssiO::1 for t:le foll o,,·rj.'::l': re::~jo:n3 . '.rhe classical Cf)T':posers, 

e e.rl y ro'Lantic . 

f2heir C0TJ.:posi tional st"tIe, hO':rever , re:22.tned b :~1.:Jj_cally cl£-Ls8i-

c.al. Thos;} CO.L!.3)OS8l"'S ;7l~o did li-:;e ',"l i thin the ~ri:'"1eteel1.th Cen-

tlrry, i . e . ~'ferre..:.lti (1802- 1387) , Coste 1130 6- 1383), =:~el .. tz (100 6-

1856) , etc., ars of l:i, ttle i=~:r)orts.:.t1ce in th2.t their f.:.lH3i c is of 

a lO\'tar y'ue.li t;r and. sho",1s no })xcticular Cha.J.1 t18 i n !!ll"'..8ica l style 

froID.. that of t~le c l assicis ts .. The one nineteenth ce::"1tuTY C02-

lJoser ':111.0 is of i~l)02 .. t3.':'lce is .'~:.\2.rrBg("'. , 0Ut t~le follov'/ing ci!.ar-t 

of the life Sp a..1S of the d :i. ffe:r8nt COD.:' osers clearl~" ShO~:fS ~T 

x' sasan for placill;S him at the oegin~ling of the line of modern 

COlIl,JOSers . 

Sor 

Giulia.'li 

Carc~:.s8i 
~--==-----------. 

Tarre ,,'")'a , ----"="-"-_-=.=-._--_._.-

Llobet . . 
~--,_.-_-_ .. -- -w-._ .. -- - ~ .--

? once J 
--.-.--------~-.----

Villa LODos "--___ -'-0._-_._-_. ., 

both the g-u.i tar and llia:o.o 8::.1.d later cOI:."lpletel1. his -,?2.3.rlO 

s trvi i:Js at t he ~=acJ'id Conser-vatoire . 
.... . , 8onservauolT33, He 

:fi~'l8.11y settled i :i.l J38.rcelona n:l8ra :19 t 2.u,:;.iL t t·:~e .:1 ..... ~i t2.l ..... 

::·I:!.3 :?Uyils ir~clr.d~d G"uitc.rists of t~lC c:J.llio re of ~:181)e'~ 221d 

::':'1).i txc O.l'1o. con:r;ositions 9Ie of t an heard in 
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ever "been used befol"·e. In fact it i3 CO:r~l, ~on :.for h is COT1-

lil-:::9 the ..:'..1 bo: .. 'c.cl?~ :;0 1.1.T) to t~le seven te en t:h f re t . 

6':"3 one ',7ov.ld 8:~pect , Tarre,2;8.. ' s n os t f8.:c!ol1.s I)u~ils 

Llobet 31H.l "L1J. jol CO:l .,!t; i l:U 3d to cOD.:pose in very 7:1U. C·1. the 82me 

st:r1e . IIi ,3ttal Llobet (1373-1837) VI as one of th8 s-.ceatest 

concert g1.1i te.rists of £11 tiJ!le and bis c ain oontrinl.1tion · to 

t:he gl.li t ar Ii tera.:Cl}.re c ons ists of orilli c.~lt a.r::'a!1g3!J1el'll:s . of 

S~)2.:...t1i sh fo1 :: 302.138 (es peciall:r f r o:!l Catalonia) for 3010 gui-

tar . Hi s e..bili t] at ~arJllo~lizill'::; ::J. SiT:T01e follc Delo' y t.7i th 
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., . 
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IIC2.'1.CO Del Llad.re" 

:::,.-; lio :?1.l.jo1 (bO ""l 1 886) ~as cto!!.:} T"l:cll t o further 

the stud:r o~· t~l 8 gni tar 8...."1.cl its hi :=; tOl"Y. 
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a.!."'1 c1 ill the cl_osil1':; s ec t ion of t~e =.:'asl.:u""ka- Ghoro; 

Villa- LaDos I cOTIlyositions a.re b2.sed. on a s ingle tonal 

cent re 8.3 , for eJ:8.!-r4~)l e , they al1;7ays be gin a..~d. e :n.c1 , in a pa:cti-

cular ~::ey . :..:rovrever , h i s cO:'l~osi tions oft9n 8011. -z;ain short 

S8...:;es an d t~!.e yOl~T to ~lali t y i s n ever ac tually es ta.bl i shed . 

Thiz t.~~er -: f OY'~3 , to h i s 'p2To..ll eli ::;Y:~l as both 

hav·e a clecor[:tiv e ID.1lction . 

c an be fOlUl cl in tl18 third pr81u de V;Ilere ::'..11. ascendin::; lJ8.S3c:.;-e 

r8801ve::3 to 2. C :::-='2..jor sGve:nt:'l chora o.ncl -tl1.'311 :J.. s i rrrilar :9?ss8.{;e 

resolv es to 9~'1 ~? s h ar:? !.le.jor ch or d. : 
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for 3. cOu:cti3r) 
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( '),.. . . -. .... 0 · ' ',. ":"', -..1 V __ --

ci to :=)8 .• :i..1"tO) k~ ., :.:: 
'~', ... .... te:-:ts 

is , therefo:c.::; , :!lore c!'! .. ro:lG. t ic. 

~.:cZ'ia Ca3tel!luovo-~9desco (1 395- 1963) "' i !"13 ;)0rn in 

::" lorence and s t1.1tii 8d J:i.usi c 1..Ll1der I .. =:?izze t t i in I t s..1:.r -:rh:J l"' 8 ~lC 

bec ame a le 3.din~ C OB) OSer . In 1 94·9 he -:;as forced to 1eD.ve 

Its.1y f or ~)oli t ical reasons a.nd s e t tled i n th :~ lJ 0 :.~ •• \.. .. He 

cO::L.posed ::"18...7 \Y ::iorl:s fo!' the 5L1i t :.ll' 8.nd the s e s ho':: h i m. to be 

2~ illli ~o.Llal1.tic, i,i h ose cO!11Dosi tiona s.r 'J :[1"8 0 Z -:"""O: :. ·t"fl:3 ':'1. t.;ie~h 

c entur-- "i.sT28 !1 . !·~tJ co':nbil1.ed. his l"~S:JOllse to the:: rO::'22lti8s 

,vi th cle,ssica.l ~:rlJ.ri t y . 

l1"Lc11Jer of differe:::lt c05.1bi~ ·3..tiol1s for '.7hich :1.8 '.- 'ro C8 .. 

il-:c l ude nor~:s 
r........ , 1 U" '--'.:I • ...L.. , 

on 
JJ ' 

t-,70 3'--1..i t ar s ~.:,:.\..1 orc~le:J t r t:' 09 . 201 . 
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He also '~7I'Ot2 0...0. 

o~).. 205 i .J 8. 

n:::7 :"::'1 tc~Gi :3.. i l C~j . 1~5 i s 3 e or~u for :yi8.J.10 ';!.n ,l .j'\,.l.i ·t; ..... U' . 

In 1961 TecLa3c0 T,let the duetists 7 r esti :3.n :.:l Lo..:oya 

::Chese incl1l.. : ~e lI ·.Jons. tin::!. ':iononica " 

O l "9 .... ;>"'\ . 1 ,..., . ..... •• • ... ·t ..... . ::0 ..t.._ • ....... 1.. ..... :9 .. '.J ;, ... .:.lC .!.l v O.:.L :. l .::; ;'J 0 :.. IJ.JeUlJ,y.!.oP .. r 

~ .!.. fe \·.' yaJ.r a later, 3.ftc~ 

dedicnt8 u. it to :'ler ae!:!'Qry . 

I{c a13Q rtrote :l8.1~r :;l o::c1{s for voice in eor;llJin~tion 

\'I i th the ::::;'..li t ar • One of t h e e~lie st of t h ese ·:r8..S the 

Op .o 151 fo r £01..-:'1'" voices o..::J .3Lli tar bO-sed 

on a selection o:f :,J oe::£: 1);( ~:; .. Ga..rcia Lo~ca . He ~:rrote 17:1 0 

30ng cycles for s olo voice ani gtl..i t ar . onG 
, , , 
lS ~ .. le 

:Jp .o 136 ( f o:.. -o,'?..ri--'cone) 2.'::1.(1 t he other is the 

0) .207. !J ? latero Y -{Oil 

0:-9 . 190 is 3 COI'8ct for II 2.Tr a t or and 31).i t 9.r anJ. b a seu all 2. poem 

b~;- JU8.!l 2 o}l~o~ Jimene z • 

Tedesco aJ.so ":iTote of :thieh the 

Op . 1 70 collection is r a ther interestin~ . ~h.es8 .?ore his 

3"lli t3.ri s ts • 

cl ... rived fro!..!. t~"l8 .;u.ito.ri3tS ::arne of n otati -:a:; a ::; c8.1 8 in ·,7hich 

e&C11 le~te~ re~re~e~tea a note . 

-:"> ~ ;'1 ;'::l ~" ; 11 -")r.! ";" .1, ");'1 ('corn 1 913) "-,t" !,,,'.,,,_' r->(l' " ':~_',c, : J.' C l:_:,_ ,_·cl~;'" ..J·_~.I.u ';""': _ ~_. :.J .!.lJv............ 1. .... . _ J .... _ _ _ _ _ 

- ., -: -
1.. r e ..1.. 8.J:l CL. a."'1.li 
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The t}:il"u Vo..ri2/cio~ :2'l.D...rl:ed ! ! J es tl088' ~ 

line oJ 

" - -,. 1'----:--: 
'" I ff ; . , • J' • ;j. ~ I ,. , , ", , , , 

I "" i " ,. tJ J :; ," ' F > • "7 
..,. 

i ') ~ i' jf ,..-
"1 

!. /I, 
I .r-----t I • l ' J , 

J 'I .. /' ,-' 

~118 fOU.Ttll v :J.ri;:~tion i 8 ;I lIne :':.8 Y- if 

ized b,:r short bUl"sts fr~D. th3 .:;ui tar 0.1 t8rli. .~l.ting ::ii tIt cOTJ~)lete 

si1811ce givii"l .~; the eerj.e effect of ni ~ht . 
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!! 
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~p? t= -J 
'1' 
FFf 
-, ., 

--. 
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H \ .r­, 

3.l':ld 

cor..s ists o'f a :; 21od.~;- lina ~l8.~recl in oc-GB.ves (trlo octavl~S 3.r:8.l~t, 

i.8 .. 1 on t:-LJ _~:, J..~ s t Cilld. Zi ::t~l stri:133) ':, i t:l t h e :].cco!:.t2: an:.i.:.~e!!.t 

O~ t~lG o~:)en i:"~ler .8 tri:'I':::;S : 

, " , h 1 -)- If'. - J- Q-
/i .-' -~ , - -;- -, t-- t Ii I - .- .- -
\.c-------'- L h- R=i. --+--- , -
" '-- -, -]- ;'--,- , ~ ---.;~ 1'-' -':;'-'hr---e---l I '" - ," , ), L-\.--~ ----
\~· -J----F·-! til { -+. ! I-- '=--C_' _·1 - 1 _ ~ I . .i _ __ L 

';- - 7-J .] rr'- ~!.. n '.1 L ;;; -;r.. '"1 
, , ', i , -' ,, _ ~.>-v i" -.t' '-;- -" ,- -T ~- -

U +1 -:; ::;.. 'I L __ bd I . T I" ,+ -r ,)- J-
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8:qJrsssi"'le chord "'1c .. :1S8.3CS , 
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.,.' ~ . c. '1 r j.. ;;----r- ....... 

. I 1 : ! r 3C ¥ .-"~ 0 
I : i ki .7 1·-~1 n1 .4-, 

- .-' --1 I , i 

-,7ri t ten in "triO trC!"'ule clefs 3.3 in the res t of t~'!e ·.7ork f'ro!!!. 

t?lis :?oint . The uppel" clef ~'l_""3 the };1.elo Cl,j l ine 'pla~;-e d as 2. 

four n ote trBI2elo -\'.'hile the 10',7 81'" clef has the acc ora;anvin::r 
_ cJ ' . ' 

b .~ss "i."thich i s : :o :Jtl,j on open s t ril1::;s : 
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The final v a.riati on i s 8. "Passacagli a " with the 

r a:peated basD line coDin2; fr om. t he a l t o part of the original 
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This i3 the lonci8st v s.riation .and buil ds Ul) to a !~9..~:;nificent 

cliB2x VIi til the u:!.):per clef' bainG ';,rri tten in ful l chord] end 

thG 02.9 3 line at one stage in three notes , e ach 2.n oct ·3.,-... re 
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In tha rr:iddle of 

the mOV8IJ.ent i s a section "';711i ch "begins in S- s~l"J.rD :":'cl.jo:c allu 

'I'~le '.lark Bnd'3 wi th 

1:ihat at f ir:":: t sou":"""1clz as i f it is goinz to ~:3 a r ep ee.t o ~~ t:'l8 

seC! ti on 8 tar t i::"'l 3 in G .J ~ :arp :::3. j or, on t, i n f:']' c t , i.i:18 :[;:1..1.8 i c 
slo~;{l;~r dies 
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tl.l:J.t ax G anusing 2"::1d 

8atirica l o The Old 
T," ·'-0 II ...... l..,- LJ...... , fl1,l~e :Ierd ]30.;-" , 

of the tex t . 'rhe mela.."rJ.choly introduction ~o "The Old Lute;t; 
.'.)=_ .::":\. ... ' 
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' Lignt and colour are f e.ded from. the j ade stops; 
Dust has covered t~e rose red strings ., 
De c ay EL71Q r l..lin c ame to i .t lo~.; ago 1 1 

~h.ese \'t!ords are accOi.'l~)a!li ecl by very ex~res.:;ive dissono.:.!'l t 

hax'n onies; 
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voice part a l1.d 3. descendi n g 3.C COE:9C!.l'limen-t i n. ·~roken 'Jh ords 
on t~8 gui tar : 
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r:.~9tl"1o.i of v.u s ic2.1 OZ'.g'021ization in :place Q:E" t~18 ;~~i 2.tol1ic 

~heS3 c OTIposers i nc l"l..lde :~r:"'l8 t : -l"'enek ( bol"u 190 0) 

&"1.d. I-T ans Eric:l _i})oGtel (bOT:l 1901) • 
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The "Sechs i:usiken" OIl . 25 by _<i'pos tel gi78 us an 
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'~:1i3 line is t~lel1 l!r3 fJ '3~l t cd t:1.I·O"'J.. ·.:;~1.01".t t~:.z -'":o"'\r3 .. ~8:':-lt i:.1. 
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Ll.':: .. lJ.. is 

f~ee in forM and t~e.s.a.tic tre2.tLlent S"nd t~lC finc:.l r:love..:J.ent is 

2 .. g:.;.in t i tIed occnrs in ell 

t~18 different re .:;is ters ~ossible on t~e [~~li ':-;a.r : 

i' r 
1£1:'3 I orBal s chene is A B ):.. C -, . 

This ~e'. 1 ·u.siCal la.:..'l ':;11ac;e i s 3.180 L!.CcoI!l:98.l1ied by 

other atte.m2,Jts to break a;'iay frOI:l tradi tiOll8.1 r:1lls ic8.1 style . 

Thyt:1illS hav e oecol!le T:ll~ch .r:l.ore cOE.::;>le:;c and dyns..8ic indications 

have become :aor e fr 3qv.ent a!.'l cl. a cc;"-'.ra te. 

of lillUSllal effec ts a:;,:'e required. fro;]. the sui ta.ris t suc ~: as 

s"L~dden c hal1ges in to:18 colour 'or tile Ilbel1dillg l! 0:: a string 
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~)ussO"G ul, the gni -

t3.l"ist has to brrl.s :l hi s ll a ils 8..1 on3' t::8 0 3.£S s 'Grin~s to ootai!..1. 

2. h issins Gf~ect a.rld in B.:.10thsT st3cticl1 ~1.e :-;J.OV8S a hard object 
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