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ABSTRACT 

Since the 1960s the publications of American musicologist Richard Hudson, 

along with recent articles by other scholars, have shown the five-course Spanish guitar to 

have been at the forefront of harmonic innovation in the early seventeenth century. 

Existing publications in this area, however, deal exclusively with guitar music in the 

rudimentary hattuto strumming style and do not address the development of hamionic 

language in guitar music after circa 1630. From circa 1630 the hattuto style gave way to 

a new guitar idiom that combined both strumming and plucking, thus affording guitarists 

the opportunity to incorporate more sophisticated harmonic devices into their music. 

This thesis endeavors to furnish a preliminary case study on the development of harmonic 

language in guitar music after circa 1630 by tracing the evolution of a tonal hannonic 

syntax in minor-mode Allemandes from two mid-seventeenth-century guitar books by 

Bolognese guitarist Angelo Michele Bartolotti (c. 1615-afterl682). 
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CHAPTER 1 

INTRODUCTION 

Sincc the 1960s the work of a handful of scholars has shed considerable light on 

the central role of the guitar in the cultivation of various seventeenth-century harmonic 

idioms. The numerous and estimable publications of American musicologist Richard 

Hudson form the foundation of this body of literature and, in concert with the 

publications of one or two other scholars, these writings have shown the five-course 

Spanish guitar to have been at the very forefront of harmonic innovation around the turn 

of the seventeenth century.' The establishment of the chord as a primary and indivisible 

element of musical composition, the use of the cycle of fifths as the basis for chord 

progressions, and the development of an incipient major-minor modality have all been 

very convincingly linked to the strummed repertoire of the Spanish guitar. While the 

work of Hudson and others has brought the nature and importance of early guitar music 

into focus, however, the existing publications in this area are limited in scope in that they 

deal exclusively with guitar music in the rudimentary hattuto (It.) strumming style and do 

' Hudson's dissertation, The Development of Italian Keyboard Variations on the Passacaglio and Ciaccona 
From Guitar music in the Seventeenth Century, as well as his subsequent books and innumerable articles 
have dealt in gi'eat detail with the evolution of important dance genres in sixteenth and seventeenth century 
guitar music. His landmark articles "The Concept of Mode in Italian Guitar Music during the First Half of 
the 17"' Century" (Acta musicologica 42 [July-December 1970]: 163-83) and "Chordal Aspects of the 
Italian Dance Style 1500-1650" {Journal of the Lute Society of America 3 [1970]: 35-52) marked the first 
significant scholarship on the relationship between the guitar and the evolution of aspects of harmonic 
tonality. Significant recent contributions to this latter thread have been made by Thomas Christensen, in 
his 1992 article "The Spanish Baroque Guitar and Seventeenth-Century Triadic Theory" (Journal of Music 
Theory 36 [spring 1992]: 1-42), and by Massimo Preitano in his 1994 article "Gli albori della concezione 
tonale: Aria, ritornello strumentale e chitarra spagnola nel primo seicento." (Rivista Italiana di 
Musicologia 24 [1994]: 27-88). 
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not address the advancements in harmonic and melodic writing made in the'guitar 

literature after circa 1630. From circa 1630 onwards, guitar music was dominated by the 

new battuto!pizzicato perfomiance idiom, which incorporated both strumming {battuto) 

and contrapuntal plucking (pizzicato)? 

, This thesis will endeavor to furnish a preliminary case study on the development 

of harmonic language in the guitar literature after circa 1630 by tracing the evolution of a 

tonal harmonic syntax in the minor-mode Allemandes of the Bolognese guitarist Angelo 

Michele Bartolotti (c. 1615-afterl682). Bartolotti's Lihro prima di Chitarra Spagnola 

(Florence, 1640} and Secondo Lihro di Chitarra (Rome, c. 1655) stand as compositional 

time-capsules that define, with considerable clarity, the nature and extent of the evolution 

in the harmonic practice of guitarists as fomented by the introduction of the 

battuto!pizzicato style. 

Bartolotti's Biography and Historical Significance 

Little biographical information about Bartolotti is available. The most complete 

biography written to date is that of Claude Chauvel. which comprises the introduction to 

the 1984 Minkoff reprint of the composer's Libra prima di chitarra spagnuoia and 

Secondo libra di chitarra. Chauvel's biography is the source of a good deal of the 

information presented here. 

2 
While terminology used to refer to this style of guitar playing varies somewhat in the scholarly literature, 

the terminology used in the present study is adopted from Gary Boye, "Giovanni Battista Granata and the 
Development of Printed Music for the Guitar in Seventeenth-Century Italy, with a Transcription of His 
Works for Solo Guitar" (Ph.D. diss., Duke University. 1995), 4. Boye points out that the new style was 
referred to in the original tablatures as "battuto e pizzicato." Thus the adoption of Boye's modern label 
battulolpizzicato puts our terminology in agreement with the primary sources. 
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Bartolotti's Libro primo marks his first appearance in the historical record. It was 

published in Florence in 1640 and dedicated to a certain Due a Salviati. Contrary to 

Chauvel's description of Bartolotti's patron as the "Duke of Salviati,"^ however, the 

Duca Salviati mentioned in Bartolotti's dedication was undoubtedly actually Jacopo 

Salviati (1607-1672), Duke of Giuliano/ who patronized many Florentine artists and 

musicians, including the renowned Florentine painter Franccsco Furini (1603-1646).^ The 

next record of Bartolotti's musical activities places him at the Swedish court of Queen 

Christina in the years 1652-53, playing theorbo for a group of Italian singers under 

Vincenzo Albrici (1631-1696). Chauvel puts Bartolotti in Innsbruck for the years 1655-

56. following Christina's abdication and flight for Rome in June of 1654. 

Bartolotti's Secondo libro di chit ana was published in Rome and dedicated to 

Queen Christina, who had taken up residence in the city just before Christmas in 1655.® 

That the undated Secondo libro was published before 1659 is strongly suggested by the 

high praise afforded Bartolotti by Giovanni Battista Granata (1620/21-1687) in the 

preface to the latter's Soavi concenti di sonate musicali per la chitarra spagnuola 

(Bologna. 1659). In the preface. Granata lists Bartolotti first among the most 

distinguished lutenists and guitarists of the day who had adopted musical styles "from the 

^Claude Chauvel. introduction to Libro primo et secondo di chitarra spagnola, by Angelo Michele 
Bartolotti (Geneva: Minkoff Reprint. 1984). 

PicCTe Hurtubise, Une Famille-Temoin les Salviati, Studi e Testi, no. 309 (Vatican: Biblioteca Apostolica 
Vaticana, 1985), 499. 
' Chiara Stefani: "Salviati," The Grove Dictionary of Art Online ed. L. Macy (Accessed 8 October 2002), 
<http://www.groveart.com> 
® John Bergsagcl: •"Christina [Christina Alexandra], Queen of Sweden." The New Grove Dictionary of 
Music Online ed. L. Macy (Accessed 30 October 2002), <http://www.grovemusic.com> 

http://www.groveart.com
http://www.grovemusic.com
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lute to the guitar, from French to Italian."' Of Bartolotti's two guitar books, only the 

Secondo libro, with its marked French influence, fits Granata's description. Sometime 

after the publication of his second guitar book, Bartolotti relocated to France, likely to 

serve in an Italian opera troupe recruited by Cardinal Mazarin.^ Bartolotti seems to have 

spent the rest of his life in Francc, where he was intermittently affiliated with the royal 

court. In Francc he was known principally as a virtuoso theorbist and, in 1669, he 

published one the most noteworthy treatises of the era on theorbo accompaniment, which 

was dedicated to Louis XIV and which bore the King's coat of arms.*^ Chauvel puts the 

last reference to Bartolotti in the historical record at 1682. 

Bartolotti's historical significance has not yet been adequately appraised, although 

i 

he is recognized in existing scholarship as a leading figure in the Northern Italian guitar 

school of the seventeenth century. His influence on other Italian guitarists, and 

particularly on the most famous guitarist of the age, Francesco Corbctta (c. 1615-1681), 

has been recognized by Richard Pinell in his book Francesco Corhetta and the Baroque 

Guitar. Pinell acknowledges Bartolotti's Libra prima di chitarra spagnola of 1640 as the 

true source of many of the most remarkable musical concepts found in Corbetta's 

landmark Varri capricci per la ghitarra spagnola of 1643. 

Among the new musical ideas borrowed from Bartolotti by Corbetta are the 

inclusion of a set of 24 continuous passacaglie in all the major and minor keys, and the 

^ Giovanni Battista Granata, Soavi concenti di sonate musicali per la chitarra spagnuola, with an 
introduction by James Tyler (Monte Carlo: Editions Chanterelle, 1979), 11. 
^ Chauvel, introduction to Lihro primo et secondo di chitarra spagnola. 
^ Robert Strizich and Gary R. Boye; "Bartolotti. Angelo Michcle." The New Grove Dictionary of Music 
Online ed. L. Macy (Accessed 4 June 2003), <http://www.grovemusic.com> 

http://www.grovemusic.com
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adoption of a dance-suite form based on the Allemande-Courante-Sarabande grouping.'" 

The Allemande-Corrente-Corrente-Sarabande dance grouping introduced by Bartolotti in 

his Libro primo was unprecedented in guitar music before his 1640 publication and suites 

based on the core A-C-S dance grouping, frequently with multiple of courantes, became a 

mainstay in subsequent guitar publications by Corbetta and others. The sophisticated and 

forward-looking design of Bartolotti's Secondo lihro dance suites, and the extent of the 

French-Itahan fusion achieved in them, is unequalled in the publications of any of 

Bartolotti's peers. 

The Differing Harmonic Styles of Bartolotti "s Libro primo and Secondo libro and the 

Scope of the Present Study 

Bartolotti "s Libro primo di Chitarra Spagnola of 1640 is characterized by a 

rudimentary harmonic language that incorporates some of the newly emerging tonal 

idioms of the mid-seventeenth-century, but which is largely informed by the modal 

harmonic sensibilities of the older hattuto style. The Secondo lihro di Chitarra, in 

contrast, employs a highly-sophisticated harmonic syntax that approaches early common-

practice music in the refinement of its harmonic idioms and the consistency of their 

application. Bartolotti's Secondo Libro is also characterized by a newly refined guitar 

perfonnance idiom based on a greater proportion of pizzicato playing than that seen in the 

guitar idiom of his Lihro primo. In addition to describing the respective developments of 

Bartolotti's harmonic language and his performance idiom between the two books, this 

10 
Richard Pineell, Francesco Corbetta and the Baroque Guitar, vol. 1, Studies in Musicology, ed. George 

Buelow, no. 25 (Ann Arbor: UMI Research Press, 1980), 71-73. 
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study will also analyze the interaction of these two musical parameters and their 

transfonnation in the Secondo libro. 

Since an exhaustive harmonic analysis of the entire contents of both of 

Bartolotti's guitar books is beyond the scope of the present study, the following pages 

focus on minor-mode Allemandes from each book. There are two principal reasons for 

this choice of samples. In order to compare the harmonic idioms of the two books as 

objectively as possible, it seems wise to compare pieces from each book that are as 

outwardly similar as possible. The Allemande has been chosen to serve as the 

representative genre for the present study because it is one of the few genres represented 

in sufficient numbers in both books that is also harmonically substantive. The other two 

genres that are widely represented in both books, the Courante and the Sarabande. are, 

generally speaking, of less harmonic interest than the Allemandes. The choice to focus 

on minor-mode Allemandes exclusively stems from the observation that the harmonic 

activity in Bartolotti's minor-mode Allemandes, particularly in his Libro prima, is much 

more considerable than that found in the major-mode Allemandes of the same book. 

Since these pieces exhibit some of the most progressive harmonic practice in each book, 

it seems logical to focus on them. 
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The State of the Guitar and the Emergence of Harmonic Tonality in the Early-

Seventeenth Century 

The five-course guitar (or Chitarra spagnola, as it was known to Italian players) 

first emerged in the sixteenth century in Spain." Although no precise date can be affixed 

to the first appearance of the five-course guitar, Juan Berinudo had mentioned the 

existence of a five-course vihuela in his Dedaracion de instmmentos musicales in 1555, 

and by 1596 the first important guitar tutor by the Spaniard Juan Carlos A mat (1572-

1642) had appeared under the rather elaborate title of Guitarra espagnola y vandola, en 

dos maneras de guitarra, castellana y valencian, de cinco ordenes: la cual ensena a 

templar y taner rasgado todos los puntos naturals y h, mollados con estilo maravilloso. 

Y para poner en ella qualquier tono, se pone una tahla con la cual podrd qualquiera sin 

dificultad cifrar el tono, j despues taner y cantarlepor doce modos (The Spanish guitar 

and vandola in two kinds of guitar. Castillian and Valencian. of five courses: which 

teaches to tune and to play after the strummed manner all the major and minor chords 

with marvelous style. And in order to place any key on it, a table is submitted that will 

enable anyone to figure out the key without difficulty, and then to play or sing to it in any 

of the twelve modes).'' 

While the origins of the five-course guitar were Spanish, it was the Italians who 

were principally responsible for the development of a sophisticated guitar repertoire and 

for the eventual dissemination of the guitar to France and England, where, as in Italy, it 

" In Ms aforementioned 1995 dissertation, Gary Boye comments on the wide variation found in the 
spelling of the word "Spanish" in seventeenth-century Italian sources. While Bartolotti's spelling Spagnola 
may not have been the most statistically common at the time, we will nonetheless adopt it as the standard 
for the present study since our discussion will focus solely on Bartolotti's publications. 

Richard Pinell. Francesco Corhetta and the Baroque Guitar, 28. 
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enjoyed an incredible vogue. By 1606, the pivotal guitar treatise of the Italian Girolamo 

Montesardo had appeared under the title Nuova inventione d' intavolatura, per sonare li 

balletti sopra la chitarra spagniuola, sense numeri, e note: per mezzo della quale da se 

stesso ogn'uno senza maestro potra imparare (New invention of tablature for playing 

dances upon the Spanish guitar, without numbers and notes, by means of which everyone 

will be able to learn by himself without a teacher).' '' This treatise established the Italian 

system of standardized chord voicings and symbols, known as alfaheto, which would 

constitute the musical currency of the battuto guitar repertoire. 

Battuto guitar pieces in Montesardo's treatise, and in subsequent treatises up to 

around 1630, were comprised exclusively of strummed chords, which were represented 
i 

by letters of the alphabet. The scores of early battuto guitar pieces did not make use of 

conventional musical notation, nor even of the tablature of the lutenists and vihuelists, 

but rather were made up entirely of alfaheto chord symbols accompanied by simple 

indications as to how often and in which direction the guitarist should strum the chords. 

The usual method was to use a single horizontal line, often divided off into 
bars, with the alfaheto letters placed above or below. Short vertical lines 
were then placed on the horizontal, a line hanging down meaning that the 
chord was to be strummed with a down stroke (i.e. the right hand travels in 
the direction of the floor, striking the fifth to the first courses in that 
order), and a line above meaning the opposite."' 

"ibid., 31. 
James Tyler, The Early Guitar: A History and Handbook, Early Music Series, no. 4 (London: Oxford 

University Press, 1980), 68. 
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In the following example we see the original alfabeto notation for the first line of a Folie 

Diverse by Giovanni Paolo Foscarini ifl 1629-47), followed by a transcription of the first 

strain, i.e., the first eight chords, into modem notation. 

Example 1. Opening measures of Folie Diverse by Foscarini {hattuto style): a, original 
tablature; b, modern transcription. 

a. 

| A  C  A M  AM  A C  A C  A  A N " K  C  A  ; [ j | ^  
j L y J — H l |  «  * nV-TT* I 

3 
A r A M N M H C J  I  I J t l  I  1  l U l  1  t ,  l U l  1  1  I  " l  

3 
M 

3 
H 

r rcrr 
The next major turning-point in the development of the Italian guitar repertoire, 

after the establishment of the alfabeto system, is generally attributed to Foscarini. 

(Foscarini's) Lihroprima is lost to us, and the libra secando... contains 
only alfabeto style music, not too different from that which appeared in 
many other guitar books of the time. But around 1630 Foscarini published 
his Prima, secando, e terzo lihro, a book which marks a new departure, 
not only in Foscarini's music, but in guitar music in general. In it are 
found not only alfabeto pieces, but pieces which employ a mixture of that 
style with the pizzicato style notated in five-line tablature.'"^ 

Ibid., 43-44. 
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The new hattuto I pizzicato style first introduced by Foscarini can be observed in the 

following example, which shows the first line of Bartolotti's Allemande in C-major from 

his own Libro prima, first in the original tablature, and then transcribed into modem 

notation. Note that in the modem transcription all of the chords that were notated with 

alfabeto symbols in the tablature version are marked with an asterisk. This will be 

standard practice in all further transcriptions of hattuto!pizzicato music. 

Example 2. Opening measures of Allemande in C-major by Bartolotti: a, original 
tablature; b, modern transcription. 

a. 

in i /f ^ g • gP-
b. 

This incorporation of counterpoint into seventeenth-century guitar writing 

necessitated a refinement of the guitarist's harmonic sensibilities. No longer was the 

movement of various major and minor triads according to the cyclc-of-fifths sufficient to 

create a sense of tonal ccnier; rather, the guitarist's elemental sense of tonality had to be 

augmented to satisfy the contrapuntal necessity of mode and to accommodate the newly 

emerging and related harmonic conccpts of dissonance and chord function. This problem 

of rationalizing the old with the new was not unique to the guitar, however. 
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Indeed, hannonic language at the turn of the seventeenth century generally was 

characterized by a plurality of compositional approaches. New and unprecedented 

harmonic idioms appeared and interacted with surviving sixteenth-century compositional 

practices to create a style that, in retrospect, appears as a murky middle ground in-

between the clearly defined modal thinking characteristic of sixteenth-century composers 

and the fully tonal thinking characteristic of composers working in the late-seventeenth 

century and afterwards. At the root of this shift from modal thinking to tonal thinking 

was a shift in the way composers conceived of harmony. Composers working in the 

Prima pratica, the conservative contrapuntal style of the sixteenth century, conceived of 

harmony as a by-product of the interaction of contrapuntal voices so that the overriding 

organizational principle in their compositions was melody. Composers working in the 

newly emerging Seconda pratica, while retaining much of the Prima pratica concern for 

melody, increasingly conceived of their pieces in terms of purely harmonic organization. 

The Seconda pratica composers tended to treat chords as self-contained building 

blocks in their music, rather than as incidental harmonic simultaneities, to increasingly 

rely on the circle of fifths as a basis for the progression of these chords, and to make very 

liberal use of dissonance in order to better convey the meaning of the vocal texts that 

were the basis of most of their compositions. In the early years of the century. Seconda 

praltica composers had justified their daring use of new harmonies, especially 

dissonances, on the.basis of word-music relationships in their vocal music. Gradually as 

more and more composers adopted the same harmonic devices, however, these once 

experimental harmonic idioms became increasingly stereotyped. As patterns of harmonic 
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progression became predictable, they took on a logic that was evident to listeners 

independent of any textual or dramatic underpinning. The dramatic metabolus that had 

justified harmonic progressions in the early decades of the century now gave way to an 

abstract but readily intelligible harmonic syntax based on recognizable patterns of chord 

progression and on the predictable resolution of dissonance.'^ i 

The way in which composers conceived of dissonance was one of the key 

distinctions between the harmonic style of the seventeenth century and that of the 

sixteenth century. Carl Dahlhaus has written extensively on this topic. In renaissance 

counterpoint, he explains, dissonance was seen as a condition of specific intervals, a 

condition typically relieved by the progression of the voice containing the dissonance on 
! 

to a consonant note, with or without movement of the other voice. He goes on to explain 

that, in light of the new chordal axiom of the baroque, two kinds of dissonance were 

perceived. The first type of dissonance, analogous to the renaissance concept of the 

dissonant interval, was that of a dissonant note that was foreign to the sounding chord. 

Like the intervallic dissonance of the renaissance, the relief of this type of dissonance 

depended on the resolution of the dissonant note to a chord-tone and did not require a 

movement in any other voice of the chord. A commonly occurring example of this type 

In her 1993 article, "Modulatory Techniques in Seventeenth-Century Music: Schiitz, a Case in Point," 
Music Analysis 12, no. 2, (July 1993): 197-214, Eva Linfield points to the link made by seventeenth-
century theorist Athanasius Kircher between mutation (Mutatio Modi and Mutatio Toni) and metabolus. 
She defines metabolus in the context of the early-seventeenth century in relation to the text. It is "the shift 
or turning-point of a tlirow: here a throw of events." She goes on to expound Kircher's own discussion of 
excerpts from Carissimi's Jephte and points out that, "Carissimi mirrors the textual 'metabolus', the literal 
turning-point of Jephte's psychological and emotional condition, with an abrupt shift of mode..." Thus, in 
the absence of abstract principles of large-scale tonal organization, the "mutations" of early seventeenth-
century composers such as Schiitz were rationalized as large-scale harmonic inflections of the dramatic 
content of the text. Eric Chafe, in his innumerable writings on seventeenth-century tonal language, has 
referred to this sort of "figurative use of tonality" as Tonal Allegory. 
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of dissonance would be a 6-5 or a 4-3 suspension. The second baroque concept of 

dissonance, and the one central to the present study, is the concept of the "dissonant 

chord." Dahlhaus writes: 

In harmonically-based writing a dissonance is accounted a dissonant 
chord—that is a chord of which the dissonance is an essential 
component—if two conditions apply: if. in the first case, the dissonant 
chord can be meaningfully explained as a piling up of 3rds 
('meaningfully* because at a stretch it is possible to reduce absolutely any 
chord to piled-up 3rds): and if, in the second place, the resolution of the 
dissonance is associated with a change of harmony (a change of root, 
which moreover will be in some part the result of the dissonance's pull 
towards resolution).'" 

The most common manifestation of chord dissonance in tonal music is found in 

the functioning of dominant chords, namely in the functioning of dominant-seventh 

chords and diminished chords. The characteristic dissonance found in both dominant-

seventh and diminished chords is that of the diminished 5^^, or tritone, and it is this 

interval that will be of particular interest to us in the present study. 

The role of dissonance in the coalescence of tonality has received considerable 

attention in recent scholarship on seventeenth-century harmony. In his 1992 book 

Monteverdi's Tonal Language, Eric Chafe explains how the preoccupation of Monteverdi 

and other early-seventeenth century composers with "the generation of dissonance and its 

18 rationalization" became a key tenet of the new harmonic style. 

" Carl Dahlhaus and others; "Harmony," The New Grove Dictionary of Music Online ed. L. Macy 
(Accessed 10 October 2002), <http://www.grovemusic.com> 

Eric T. Chafe, Monteverdi's Tonal Language (New York: Schirmer Books, 1992), 2. 

http://www.grovemusic.com
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While the old style's closely circumscribed harmonic range and the new 
style's sense of key both represent fornis of tonal integration, the former is 
exclusive with respect to dissonance, which is severely limited in scope 
and viewed generally as a necessary evil to be carefully prepared and 
handled in order to be acceptable. The latter, on the other hand, admits a 
wide array of dissonances of both types so long as their logic is assured by 
one criterion: their meaningful relationship to the principal tonal center or 
its affiliates, usually expressed in terms of a hierarchical array of 
cadences. Dissonance is largely a means to the end of a strong sense of 
tonal motion, arguably the primary quality in the shift of style from 
Renaissance to Baroque. 

The logical integration of dissonancc into the new harmonic idiom of the 

seventeenth century was made possible by the combination of dissonance with 

fundamental patterns of chord movement. Chafe traces this combination of dissonance 

and cadence progressions back to the music of the late-sixteenth-century madrigalists. 

Late Renaissance music, especially of the more advanced kinds., .used 
circle-of-fifths progressions extensively to (achieve a strong sense of tonal 
motion). Such a merging of the contrapuntal logic of Renaissance style 
with the patterned extensions of the most fundamental harmonic 
relationship—the fifth—led in some cases to the far reaches of the 
harmonic range. But the sense of motion so produced is deceptive. Only 
one direction, the flat, lent itself to smooth "chain reaction" progressions, 
and the extending of chains of fifths beyond the ordinary tonal range 
pointed up the fact that such progressions, while projecting a quality of 
direction to the sequential motion itself, had no inevitable stopping point 
unless a strong tonal center had been established...In contrast, 
seventeenth-century tonality tended more toward the strengthening of 
tonal centers by means of hierarchical, even stereotyped harmonic 
devices...Among the most useful new devices the introduction and 
rationalization of harmonic dissonances and tensions figured 
prominently.*" 

Ibid.. 4. 
Ibid., 4. 
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The final component in this emerging theory of harmonic syntax is what Chafe calls 

"patterning." He explains this concept in the context of the rational thought that 

pervaded all disciplines in the seventeenth century. 

The primary source of the expansive vitality of seventeenth-century 
thought was a new confidence in human rationality...As an analogue of 
rational processes the most obvious feature of that music, and the one that 
diverges most sharply from Renaissance music, is its extraordinary wealth 
of patterning both in concept and detail. The principal features of the new 
style (which did not, of course, appear all at once) all exhibit this fondness 
for patterns: sequences; ground basses; regularity of meter and phrase; 
specified dynamics, tempi, and instrumentation; classification of figures, 
styles, affections, and instrumental idioms; and a hierarchical organization 
of chord progressions and cadences."' 

It is this "hierarchical organization of chord progressions and cadences" that is of 

primary imponance to the creation of harmonically-based formal structures. This aspect 

of the emerging tonality of the seventeenth century is of particular concern to Beverly 

Stein in her 1994 Ph.D. dissertation Between Key and Mode: Tonal Practice in the Music 

of Giacomo Carissimi. In this work. Stein focuses on the importance of the cadence 

progression, and the transposition of phrases based on this progression, to the coalesccnce 

of an incipient tonality in Carissimi's music. In discussing Carissimi's aria "Sempre 

m'affligo piii," she points out that the chord progressions within Carissimi's phrases are 

often only slightly more complicated than the IV-V-I movement of a standard cadence. 

She goes on to explain that, in Carissimi's music, harmonically simple phrases are 

frequently repeated and are transposed to different tonal levels upon repetition. The 

Ibid., 1-2. 
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relationship between the tonal levels of these transposed and repeated phrases is often of 

more harmonic importance to the overall form of the work than the thrust of the local 

harmonies within the individual phrases. This tonal juxtaposition of phrases amounts to 

an expansion of the "chain reaction" technique of the sixteenth-century madrigalists 

described by Chafe. Rather than simply following the circle-of-fifths, however, 

Carissimi's transpositions arc based on the meaning inherent in the texts and on the 

concept of what Chafe has termed "tonal allegory." Stein concludes that Carissimi's 

music, while displaying aspects of tonality, is not fully tonal because it does not evince a 

predictable hierarchy of cadences. 

The nature of Carissimi's harmonic style is potentially very relevant to our study 

of Bartolotti's music for two reasons. First, Carissimi is representative of the: state of 

tonality in the mid-seventeenth century, the same time that Bartolotti was composing the 

works we will study, and. second, there is an indirect theoretical connection between 

Carissimi and Bartolotti. As mentioned earlier, in the period between the composition of 

his first and second guitar books, Bartolotti traveled to Sweden as the guitarist and 

thcorbist to a group of Italian musicians under the direction of Vincenzo Albrici (1631 -

1696). Albrici was one of the most celebrated of Carissimi's students at the Collegio 

Genu an i CO in Rome and it seems quite plausible that a good deal of the refinement that 

developed in Bartolotti's style in between the two books might have resulted from his 

experience playing the basso continuo parts to Albrici's compositions. Interestingly, 

Mary Frandsen. in her New Grove article on Albrici, says of his harmonic style, "In 
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contrast to the works of his mentor Carissimi...all of Albrici's compositions stand as 

examples of early tonal harmony."^^ 

While the tonal harmonic idioms of early seventeenth-century composers like 

Monteverdi and mid-seventeenth century composers like Carissimi and Albrici 

constituted the environment in which the harmonic language of Bartolotti's Secondo 

Lihro di Chitarra developed, it is important also to consider the distinctive harmonic 

tradition that Bartolotti had inherited from the Italian battuto guitarists of the early-

seventeenth century. As we will see. certain aspects of Bartolotti's hannonic language in 

his Lihro prima di Chitarra, especially his tonal organization, reveal the influence of 

early-scventeenth-century guitar modality. 

This concept of guitar modality was developed by Richard Hudson in his 1970 

article "The Concept of Mode in Italian Guitar Music During the first half of the 17''^ 

Century." In this article Hudson explains how a distinctive concept of mode developed 

in the battuto guitar repertoire through the use of standardized chord rows and the 

embellishment of these rows by the insertion of decorative "variation" chords. Guitar 

music at this time was completely chordal and guitar pieces were created by ordering 

various chords to form stereotyped chord rows. The repetition of these chord rows 

formed the basis of pieces like the Passacaglio, Ciaccona. Zarabanda, and Folia. 

Hudson summarizes the modal characteristics of these various rows by boiling 

them down to four basic chord schemes, which he names Scheme IV, Scheme III, 

Scheme VII, and Scheme V. These schemes are further categorized according to two 

Mary Frandsen; "Albrici [Alberici], Vincenzo," The New Grove Dictionary of Music Online ed. L. Macy 
(Accessed 4 June 2003), <http://www.grovemusic.com> 

http://www.grovemusic.com
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primary modes, which are identified in contemporary tablatures as either per B quadro or 

per B molle, essentially major or minor. These rows are seen, represented by chord roots 

and Roman numeral analysis, in the following example taken from Hudson's article. 

! 

Example 3. Chord rows proposed by Richard Hudson. 

Choid-rowoftheniodepo-JligMaJra i 

uiiitlV-
t 

Scheme rV 

® I 

Ch(^>fows of she mode per B moile 
uoit III 

Scheme III 

ffi) VII i ui vn 

Scheme Vil 

unit VII 

@ 1 V ii! vii r 

unitV 

Scheme V 

~i I VH in ^ V i 

As can be seen in Hudson's diagram of these chord schemes, the schemes themselves can 

also be broken down into smaller constituent units, which he labels units IV, III, VII, and 

V, according to the particular chord that defines each unit. 

The chord schemes shown in the preceding example were not considered to be of 

sufficient interest to form pieces in and of themselves, however. In practice, the chords 

that formed the harmonic frameworks of actual pieces were subject to variation. 

Variation was effected by preceding or following a "framework" chord, i.e.. a chord that 
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was a permanent member of the given chord scheme, or row, by a new chord. The new 

chord usually related to the framework chord by a fifth relation, thus giving the effect of 

a V-I movement. Gradually the embellishment of framework chords became increasingly 

elaborate, resulting in progressions that seem to foreshadow the emergence of the 

cadence. Embellishments involving IV-V-I or iv-V-i movements in relation to the 

framework chord, for instance, became increasingly common so that each framework 

chord in a chord row soon began to function almost as a discrete tonal center. Hudson 

writes; "Primarily the variation chord technique aims to enhance the effect of a single 

framework chord. It is not ordinarily concerned with the relationships that might exist 

between chords of the row."'^ In other words, the harmonic impression given by highly-

embellished chord rows is one of a series of discrete tonal centers connected without the 

benefit of a clear sense of modulation. 

The following example, taken from Hudson's article, illustrates the relationship 

between framework chords and variation chords in these rows. The example comprises a 

reduction, to chord roots and Roman numeral analysis, of the chord progression found in 

a hatiu[o-$\.y]e R(mane sea by Carlo Milanuzzi, from his Secondo scherzo delle ariose 

vaghezze (Venice, 1625). The four framework chords are indicated by consccutive 

Arabic numerals above the staff. The Roman numeral analysis below the staff interprets 

the harmonic activity. Variation chords are interpreted both in terms of the tonic key (g-

minor), in parentheses, and also in terms of their functional relationship to the relevant 

framework chord, as represented by the Roman numerals in square brackets. The 

Richard Hudson, "The Concept of Mode in Italian Guitar Music During the First Half of the 17"' 
Century," Acta Musicologica 42 (1970): 173. 
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framework chords in this example are arranged to form Hudson's "Unit HI" 

progression.''" 

Example 4. Hudson's reduction of a Romanesca by Carlo Milanuzzi to chord roots and 
Roman numerals.', 

.v^" i ! rp^r i r  r r  ir p ^ n J r ' r  i  r  
III (VIT) 111 VII (IV) VII i (V) i (II) V 

[V I] [V I] [V I] 

H Lidson hypothesized that through a process of natural selection, the rows, and the 

increasingly-refined practice of adding variation chords, led to the development of a 

harmonic syntax that was comprehensible independent of the original rows. , 

Chord-rows TV and V allow the greatest opportunity for the development 
of those qualities that contribute to major-minor tonality. Within these 
two schemes can be seen the final crystallization of tonality, beginning 
with the small systems that revolve around each single chord and 
expanding to include a sense of tonal relationship between the chords of 
the row. Gradually brief groups of variation chords develop into 
modulations. Structure is emphasized by groups of chords functioning as 
harmonic cadences. Finally at some point full tonality is achieved within 
the chord-rows. At the same time, realization of complete tonality makes 
the rows unnecessary. A firmly established tonal system ultimately 
replaces the chord-rows as the basic guiding force for harmonic movement 
in the broadest sense—the sense that unites within a single harmonic idea 
all the significant structural chords of an entire composition. In guitar 
music around 1640 it is difficult to determine precisely which modal 
system is actually in effect, for B molle-B quadra modality dissolves 
imperceptibly into major-minor tonality.^^ 

Ibid.. 166. 
Ibid.. 181. 



30 

It is exactly this ambiguous mixture of modal and tonal sensibilities that we will observe 

in the minor-mode Allemandes of Bartolotti's Lihro primo di Chitarra Spagnola, which 

dates from exactly 1640. 
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CHAPTER 2 

HARMONIC LANGUAGE IN THEL/fii?0 PRIMO ALLEMANDES 

Perhaps the most striking aspect of Bartolotti's writing in the Allemandes of Lihro 

prima is the ambiguous nature of many of his harmonic progressions and the abruptness 

of many of his apparent modulations. When this ambiguity occurs on the local level, it 

relates to one of two major problems: Bartolotti's conception of the harmonies, and the 

limitations of his Lihro prima guitar idiom. Harmonic ambiguity frequently appears to be 

attributable to the latter of these two problems in that it results from the way in which 

Bartolotti realizes the chords in his progressions. Of course these choices are inextricably 
i 

connected to Bartolotti's perception of the relative importance of chord-factors. As has 

been explained previously, the performance idiom of Libra prima combines the 

traditional alfaheto chord vocabulary of the exclusively strummed battuto guitar style 

with the newer pizzicata or plucked style. While the plucking of the pizzicato style 

allows for the alternation of countrapuntal textures and strummed alfaheto chords, the 

counterpoint most frequently occurs in two voices and often the chords in Bartolotti's 

contrapuntal passages are not fully realized. The progressions become most ambiguous 

when irnportant chord tones, particularly the third, are omitted. The function of 

Bartolotti's dominant chords, in particular, is often seriously undercut by the omission of 

the third of the chord, which, of course, is the leading tone to the chord of resolution. 

Within the context of a clearly defined tonal area, ambiguous dominant chords are 

troublesome but they are not an insurmountable obstacle to the listener's tonal 
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comprehension. When the chord in question functions as a dominant pivot chord into a 

new tonal area, however, the results can be very confusing. Since most of Bartolotti's 

apparent modulations in Libra prima are prepared by little more than the sudden 

introduction of a secondary dominant, the ambiguous way in which many of these 

dominants arc rcpresenicd results in shifts between tonal centers that are frequently 

unsettling and not entirely convincing. A key to the more tonal feel of Bartolotti's 

Secondo Libra Allemandes, by contrast, is his consistent use of the diminished fifth as a 

chord dissonance to highlight important cadences. Bartolotti only occasionally takes 

advantage of this clarifying effect to enhance the sense of resolution in these Lihro prima 

pieces. As we will see in our analysis of the B-minor Allemande. even his application of 

the leading-tone in the Lihro prima Allemandes can be awkward to modern ears. 

All of this ambiguity and awkwardness leads us to one of the key problems 

related to analyzing the harmonies of Bartolotti's Lihro prima, that of using an objective 

method. Rccent scholarship on sevenleenth-century tonality has tended to criticize the 

use of conventional Roman-numeral analysis to interpret the music of this era since early-

to-mid-sevenieenth-century music is not completely tonal and thus cannot be expected to 

conform to the tonal expectations that are inherent in the Roman numeral system. 

Beverly Stein, in particular, has been critical of this tendency in her aforementioned 

dissertation."^ Stein's study of Carissimi. Eric Chafe's study of Monteverdi, and Eva 

Linfields study of Schiitz, however, have all tended to focus on the issue of word-music 

relationships and the concept of what Chafe calls "tonal allegory" to inform their analysis 

Beverly Stein, "Between Key and Mode: Tonal Practice in the Music of Giacomo Carissimi" (Ph.D. 
diss., Brandeis University, 1994), 16-17. 
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of seventeenth-century music. Obviously, given the purely instrumental nature of guitar 

music, a method of analysis based on word-music relationships is unhelpful in the present 

study. Besides this fact, an important focus of the present study is to gauge the relative 

tonal sophistication of the Allemandes in each of Bartolotti's two books, and so they 

must inevitably be measured against the standards of functional tonality. Thus, given the 

necessity of such comparison, and in the absence of a more appropriate analytical 

paradigm, we will proceed using the Roman-numeral method, while acknowledging that 

a degree of anachronism is inherent in it. In order to illustrate the problems of tonal 

analysis and interpretation mentioned above, we will now examine two Allemandes from 

Libra prima, the Ailemande in B-minor from page sixty-seven, and the Allemande in D-

minor from page seventy-one. 

Bartolotti's Allemande in B-minor, seen in Example 5, exemplifies a number of 

the idiosyncrasies of his harmonic writing in Libra prima, including frequent ambiguity 

of chord and tonal center, abruptness of modulation and awkward use of the leading-tone. 

In measure one. we see a very good example of Bartolotti's unconventional application of 

the leading-tone. The measure opens with a strummed Bm chord which is immediately 

followed by a short descending line in an inner voice. When this inner voice reaches the 

G, however, an A# suddenly enters an octave above and resolves to B. The B is not the 

root of the tonic chord but rather the third of a GM chord. VI in the key of Bm. The 

combination of G and A# in this measure could be interpreted as the skeletal outline of a 

third-inversion vii"^, which resolves deccpiively to VI instead of i, but the effect of this 

passage as it is realized in the Allemande is abrupt, regardless of any theoretical rationale. 
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The abruptness of Bartolotti's tonal shifts is again in evidence in measure three, 

where Bartolotti applies a new leading-tone on the very last sixteenth-note of the 

measure. This sudden leading tone creates a new dominant to direct the harmony 

towards a the tonal area of A. Bartolotti affirms his intention to tonicize A with a first-

inversion EM chord on beat two of measure four. 

Example 5 

Allemande in B-minor (Libro primo, p. 67) 
Angelo Michele Bartolotti 1  1 1 1 1 1  1  1 1 

Guitar 
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One of the most interesting things about this particular example is the way in which 

Bartolotti plays with the ambiguity inherent in his representation of the tonic on the last 

beat of measure three. Outlined only by a B and an F#, Bartolotti has only to move from 
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an F#, the fifth of the tonic chord, to a G#, the leading-tone in the new dominant, to 

convert this harmony to imply either a second-inversion EM chord or a first-inversion 

G#° chord. 

While the application of the leading-tone discussed above demonstrates the 

abruptness of Bartolotti's tonal shifts, it does mark the beginning of a short segment of 

tonally-conventional harmonic movement that temporarily brings us to the new tonal 

ccnter of A and then quickly back to the original tonal center of B-minor. Bartolotti 

achieves the strong harmonic propulsion of this section by combining two of the 

compositional devices that will form the foundation of his harmonic style in his Secondo 

libra, those of sequence and V-I cadential movement. 
: 

In measure four we have a progression made up of two successive V-1 

movements, in each of which the leading-tone is exposed and thus adds to the impetus for 

resolution. The two V-1 patterns. EM to AM and F#M to Bm respectively, are linked by 

a false relation between the A of the AM chord and the A# of the F#M chord, a common 

devicc in sequences of the day. Finally, adding to the directed feel of this passage is the 

ascending melodic sequence based on a short motive made up of an eighth-note followed 

by two sixteenth notes. Working in concert, all of these elements create a clear and 

compelling sense of hamionic direction for one measure. 

In contrast to the short sequence discussed above, other sections of this piece 

demonstrate a very ambiguous sense of key and chord function. In measure five we 

encounter what appears to be a strange mixture of the major and minor modes. The 

harmonies at this point seem to be centered around the tonic area of B-minor. At the end 
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of measure four we have a first inversion F#M chord, which resolves to Bm on the first 

beat of measure five. What happens next is confusing from a tonal point of view. On 

beat two of measure five we encounter a second inversion BM chord. This could be 

worked into a tonal framework if it were to function as a secondary dominant to the iv 

chord in B-minor. or we could even rationalize it as a major tonic in which event 

Bartolotti would be making a switch of mode to the parallel major. The second of these 

two scenarios seems to be the most plausible interpretation, although the theory of a 

move into B-major is derailed with the appearance on beat three of an F#m chord. 

Clearly these chords arc incompatible with one another in the context of a coherent key. 

either minor or major. Compounding the confusion of this passage even further. 

Bartolotti uses this apparent v chord as a pivot into the tonal area of F#, in which the first 

half of the piece ends. The move to F# is further obscured by the lack of a third in the 

new dominant on beat four of measure five. The final chord of the piece. F#M, would 

seem to indicate another mixture of the minor mode with its parallel major, but it is better 

explained as a Picardy Third, a feature that occurs frequently in Bartolotti \s minor key 

Allemandes. That the second half of this Allemande begins with an F#m chord rather 

than an F#M, would seem to support this interpretation. 

While the opening chord of the second half seems to reinforce the idea of the 

minor dominant key as the tonal destination of the first half of the piece, its validity as a 

tonic in measures seven and eight is highly questionable. While the F#m harmony does 

serve to create a harmonic link with the end of the first half of the piece, its function is 

really not as a tonic but rather as a pivot chord into the new tonal center of D-major, 
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which is firmly established by the beginning of measure nine. Again, we have witnessed 

an unceremonious transition from one tonal area to another. 

Measure eight does not contain the only ambiguous harmonic transition in the 

second half, however, as Bartolotti re-uses the music of measure five again in measure 

ten, this time transposed down a sccond. In this transposition one aspect of the apparent 

modal mixture in the original is lost since the quality of the chords on beat one and on the 

first half of beat two are both major, rather than the first being minor and the second 

major as in measure five. Otherwise the same ambiguous harmonic progression of 

measure five is preserved. Of course Bartolotti's re-use of this music raises the spectcr of 

large-scale patterning and leads us to wonder as to the possible significance of this 

repetition with regards to the overall form of the piece. Other than the fact that this 

segment occurs in measures five and ten of a fifteen measure piece, there doesn't appear 

to be any significance to the placement of these measures. Certainly the recurrence of a 

specific segment of music in both halves of a binary form does have a unifying effect but 

beyond this general impact little can be said about this repetition. 

Following this ambiguous sounding modulation in measure ten, we encounter 

another very abrupt change of tonal center in measure eleven. Having ostensibly just 

established E-minor as a temporary tonal center, we are suddenly thrust back into D-

major on beat two of measure eleven. This apparent modulation sounds very abrupt due, 

in large part, to the lack of a dominant to prepare the arrival of the DM chord on beat two 

of the measure. While E-Minor can be rationalized as the ii chord in D-major, the arrival 

of DM, without the benefit of a sense of dominant resolution, is unsettling. Bartolotti 
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solidifies our sense of D-major by using a V of V chord on beat four of measure eleven, 

and adds poignancy by applying dissonance to this chord as well. The cadential 

dissonance of the diminished fifth occurs on the second half of the beat and is prepared 

by the ornamental dissonance of a 4-3 suspension on the first half of the beat. This use of 

dissonance, and especially of the iritone. to emphasize arrival at certain tonal centers will 

become a central feature of Bartolotti's Secondo Libra style. 

The piece ends back in the tonal center of B-minor, which it reaches by a more 

conventional-sounding modulation. The Em chord on beat three of measure thirteen acts 

as a pivot chord (ii in D-major and iv in B-minor), which leads to a V chord in measure 

14. resolving to the tonic in the final measure of the piece. 

Further insight into the mixture of clarity and ambiguity that mark the harmonic 

style of Lihroprima can be seen in Bartolotti's Allemande in D-minor (Example 6). The 

opening three measures of this piece illustrate the problem of interpreting the harmonic 

progressions of Bartolotti's Lihro prima Allemandes in terms of key. The piece appears 

to begin in the key of D-minor. although this key is never confirmed by the use of the 

dominant. Immediately our sense of the D-minor tonic is shaken by the occurrence of 

what can only be interpreted as a CM chord on beat four of measure one. although the 

third of this chord is not present. This CM harmony resolves on beat one of measure two 

to an apparent FM harmony and this progression seems to mark a modulation of sorts to 

the key of III. Measures two and three can indeed be interpreted as falling into the key of 

F-major. although the tonic is conspicuously absent after beat two of measure two. 
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Example 6 

Allemande in D-minor (Libro primo, p. 71) 
Anaelo Michele Bartolotii 

1 1  1  I  1 1 1  1  1 1  

1 1 1 1 1 I t 

Coniinuing with this F-major premise, we encounter another CM chord on beat three of 

measure two, which resolves deceptively to Dm (vi in F-major) on beat four. 

Measure three begins with yet another CM dominant, this time in first inversion, which 

seems to resolve deceptively on the second half of the same beat. The harmonic 

implications of the following passage are not entirely clear but the intelligible chords 

include BbM on beat three. Gm on beat four, and Am on beat one of measure four, all of 

which are diatonic to the key of F-niajor. The patterned surface rhythm and step-wise 

bass descent of the passage from beat three of measure three to beat one of measure four 

Guitar 
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gives a directional feel to this segment. Where the harmonic progressions of the first 

three measures of this piece are frustratingly non-directional from a tonal point of view, 

the next major harmonic event is quite directional, as well as abrupt. 

The introduction of a GM chord in beat two of measure four is surprising in its 

effect and serves to launch a short harmonic sequence. The GM resolves to a CM chord 

on beat three of measure four and the second V-1 progression of this short sequence 

begins with a first-inversion AM chord on beat four of measure four, which resolves to a 

Dm chord in the beginning of the next measure. The CM chord of beat three and the AM 

chord of beat four constitute another progression based on a relatio nan harmonica, or 

cross relation, between the C of the CM chord and the C# of the AM chord. As has been 

noted, this relation is common in sequences of the early seventeenth century. 

After this sudden burst of harmonic directionality in measure four, we return to 

the familiar harmonic ambiguity of the opening measures of this piece in measure five. 

The next truly directional chord after the AM^ of measure four is the second-inversion 

EM chord of beat three of measure five, which functions as a dominant to Am, which is 

the key in which the first half of this piece ends. This assertion may seem confusing in 

light of the AM chord on beat three of measure six. but, again, this harmony is best 

explained as a Picardy Third since the sccond half begins with an Am sonority and the 

admittedly ambiguous harmonics linking the Dm and EM chords of measure five can be 

accounted for in the key of A-minor. but not the key of A-major. Analyzing the last two 

measures in terms of A-minor, we can interpret the Dm chord on beat one of measure 

five as our pivot chord (i in D-minor, iv in A-minor). The whole of measure five. 
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through beat one of measure six, can thus be interpreted as iv-ii''-III-V-V''-i: Despite the 

ambiguous nature of the harmonies in between iv and V, Bartolotti emphasizes his arrival 

on the new tonic by incoiporating the "characteristic dissonance" of the diminished fifth 

into the final cadence of the first half. Although only the leading-tone component of this 

tritonc is contrapuntally resolved, the allusion to this dissonance nonetheless enhances the 

sense of resolution to A-minor. The use of an argpeggio to make this allusion is also very 

effective since it gives the dissonance a chance to sound but does not demand as 

conscientious a resolution as a three or four voice contrapuntal manifestation of the chord 

would. Again, the incorporation of the tritonc into dominant chords in order to 

emphasize important points of arrival and departure in the harmony will become a central 

feature of Bartolotti's harmonic style in his Secondo Uhro. 

While Bartolotti's incomplete resolution of the arpeggiated tritone dissonance in 

measure five is relatively inconspicuous, another unresolved instance of the tritone in 

measure nine is much less satisfactory. One beat three of measure nine, Bartolotti strums 

a CM triad and then alters the top line, on the second half of the beat, to include the 

seventh. The addition of the seventh creates a very audible tritone in the two top voices 

and sets the listener up for a resolution to F. The deceptive resolution to Dm on beat four 

is still within the realm of expectable harmonic movement, but the weak two-voice 

representation of the chord is very unsatisfying. This resolution has neither the benefit of 

a third in the chord of resolution to define it. nor the satisfaction of resolving the 

prominent cadential dissonance of the preceding dominant. 
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Although Bartolotti's use of the triione in measure nine is unsatisfying to a 

tonally-oriented listener, the second half of this Alleraande is, by and large, a model of 

the successful combination of harmonic and melodic idioms to create very directional-

sounding harmony. The nagging non-resolution of the diminished fifth in measure nine, 

for instance, gives way to another, much more successful, use of the tritone in measure 

ten. Here we observe a progression that typifies solid tonal writing. Having deceptively 

•y 

resolved from C to Dm in measure nine, Bartoloiti sets out to affirm D-minor as the new, 

if temporary, tonal center. In doing this, we observe Bartoloiti using a complete cadence 

pattern, i.e., i-iv-V -i, for the first time. It is also noteworthy that Bartoloiti again uses an 

arpeggiated dominant chord incorporating the tritone to reaffirm the tonic key. The 

dominant harmony occurs on beat two of measure ten and has a poignant effect by virtue 

of placing the leading-tone in the bottom voice, where it, and the diminished fifth that it 

forms with the next note in the arpeggio, are exposed. The resolution of this tritone is not 

in question since the notes D and F that are required for resolution are both present in the 

Dm chord on beat three. The switch in performance idiom from arpeggiation to 

strumming would seem to obscure the resolution, but the subtlety of the original 

presentation by arpeggio lessens the need for a transparent contrapuntal resolution. 

In addition to his use of the triione to mark important points of harmonic 

departure and arrival, Bartoloiti also makes good use of melodic and harmonic patterns in 

the second half as well. In measure eight we again observe Bartoloiti combining a 

recurrent rhythmic pattern in the lop voice with an ascending bass-line to give a very 

strong sense of momentum from Am to the CM chord on beat one of measure nine. In 
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measures twelve and thirteen, Bartolotti makes very effective use of sequence to create 

energy leading up to the end of the second half and to lead smoothly from dominant to 

submediant. Beginning on beat three of measure eleven, Bartolotti launches into a chord 

i 

progression that is based on root movements of a fifth. The progression moves through 

the following harmonies: AM-Dm-GM-CM-FM-BbM. This cycle of fifths movement is 

accompanied by a one-measure sequence in the top voice. The sequence is comprised of 

two descending scale fragments with similar rhythmic patterns. Each fragment descends 

from the rool of its chord to the fifth. The two fragments in each measure are in 

ascending sequence by step, but the measure-long pattern descends a third in the second 

of the two measures before ascending. Arrival on the submediant is heralded by a 

decending scale from Bb to A. the root of the dominant. Here again Bartolotti employs 

the diminished fifth dissonance as part of a dominant chord to emphasize an important 

point of harmonic arrival. The diminished fifth in this instance is fully resolved upon 

reaching the tonic and the finality of this cadence is further emphasized by the use of 

strummed five-note alfaheto chords. 

The use of the "characteristic dissonance" of the tritone at key cadence points is 

one of Bartolotti "s best means of articulating tonal form. Even in the rudimentary 

harmonic idiom of Libra prima, it is at work to some extent in all of the Allemandes, 

both those that are hamionically adventurous and those that seem not to make any 

meaningful attempt at modulation at all. This technique will reach its zenith in 

Bartolotti's Libra prima. 
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Tonal Form in the Libro prima Allemandes 

Tonal form is an especially important organizing principle in the formal design of 

the Allemandes of the Secondo libro. While, as we have just seen in our discussion of 

the D-Minor Allemande. the forms of the Libra prima Allemandes are also delineated to 

some extent by articulated hamionic movement from one tonal center to another, the 

ambiguity inherent in both the large-scale and small-scale harmonic organization in the 

Libra prima examples limit the extent to which such harmonic movement is perceptible, 

and thus meaningful as a tonal organizational principle. 

One of the principal problems with interpreting the tonal movements of the Libra 

prima Allemandes as a source of fonnal organization is that, even when it is possible to 

establish clear-cut tonal areas and movements between them, the tonal movements seem 

unpredictable. The Allemandes that concern us in the present study, all of which are in 

minor keys, shift between tonal centers with some frequency, but there is little apparent 

regularity to any of these tonal movements. Bartolotti frequently engages in what seem 

to a tonally-oriented listener to be harmonic digressions, which dilute any harmonic 

polarity, i.e., structural opposition between two principal underlying keys, which might 

otherwise serve as a foundation to the overall form. 

While the minor-mode Allemandes of Bartolotti's Libra prima demonstrate some 

sense of the harmonic polarity that will come to define binary form pieces in the late 

baroque, in general they are not particularly good examples of this formal characteristic. 

By the standards of clear-cut eighteenth-century harmonic polarity, the harmonic forms 

of these Allemandes would almost certainly be judged largely unintelligible, but there is. 
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nevertheless, a logic underlying many of these apparently haphazard tonal movements. 

In fact it is possible to account for some of the tonally unorthodox harmonic movements 

contained in certain segments of these Allemandes by referring back to progressions 

contained in the chord rows proposed by Richard Hudson in his 1970 article on guitar 

modality. i 

Frustrating any effort to discern harmonic form, whether tonal or modal in nature, 

however, is the ambiguity of Bartolotti's cadence idioms in Libra prima. In the absence 

of clear-cur cadence idioms. Barlolotti cannot clearly establish a tonal center and. in the 

absence of a clearly defined tonal center, he cannot convincingly modulate between such 

tonal centers. This resultant ambiguity of modulation recalls Hudson's assertion that 

variation chords added to decorate a framework chord in an early-scventeenth-century 

chord row were typically only considered in terms of their relationship to the framework 

chord in question and not with the relationship between that framework chord and the 

other framework chords. It seems very plausible that the persistence of this disjunctive 

sense of harmonic form might account for much of the large-scale harmonic ambiguity 

present in the hattuto I pizzicato idiom of Bartolotti's Libra prima. 

In order to facilitate a discussion of tonal form in the Libra prima Allemandes. a 

brief outline of the tonal forms of each of the four minor-mode Allemandes follows. 

Since all of these pieces are in binary form, the first half of each form will be denoted by 

a capital letter A and the second half of each form will be denoted by a capital letter B. 
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Allemande in A-minor: 

m. 1 3 4 6 7 8 16 

Allemande in G-minor: 

m. 1 5 7 8 9 10 11 12 13 

A: i-v B: Ill-VlJ-iv-i—v-VII-i i 

Allemande in B-minor: 

m. 1 3 4 5 6 7 14 

A; i-III-VlI-i-v B: Ill-i 

Allemande in D-minor: 

m. I 2 6 7 9 10 13 13 15 

A; i-IIl-V B: v-VII-i—Vll-II-i 

It is dear thai the tonal movements that take place in these Allemandes are not 

regular with regard to frcqucncy or proportion of movements per section. The Allemande 

in A-minor, for instance, makes four apparent tonal movements in its first half but only 

one in its second half, while the Allemande in G-minor makes one tonal movement in its 

first half but makes six in its second half. With regard to destination of tonal movements 

there is nothing like the clear dominant-tonic polarity that will become such a structural 

feature of music in the later seventeenth and eighteenth centuries. In the minor mode 

Allemandes, in particular, this lack of clear harmonic polarity leads to a great deal of 

apparent harmonic meandering. As mentioned earlier, however, this meandering may not 

be as haphazard as it seems, and we will also consider the possible influence of Hudson's 

chord rows on the tonal form of these pieces in our analysis. Whether the product of 
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modal or tonal sensibilities, all of these Allemandes seem to show some degree of pull 

towards the key of III. In spite of the appearance of an incipient sense of polarity that 

this apparent formal consistency might create, however, there seems to be little actual 

consensus as to the final harmonic destination of these movements. For instance. III 

frequently seems to be vying with v and V for the role of opposite harmonic pole to the 

tonic. 

The extent of this incipient harmonic polarity varies from piece to piece. Two of 

the four minor-mode Allemandes, the A-minor and the B-minor, maintain the same tonal 

center and mode, i.e.. major or minor, through the end of the first half and into the second 

half, suggesting a genuine structural role for the secondary key. One, the D-minor 

Allemande. maintains the same tonal ccntcr but abruptly switches mode, and another one, 

the G-minor Allemande, ends its first half in one tonal center and begins the second half 

in another. Even here, though, it is interesting to note that both the key that ends the first 

half (v), and the key that begins the second half (III), are potential harmonic poles to the 

G-minor tonic by the standards of later tonal music. Even in cases where this burgeoning 

sense of key polarity and modulation appears to be in evidence on the level of form, 

however, the rudimentary nature of Bartolotti's harmonic idioms, and cadential idioms in 

particular, greatly hinder his ability to suitably articulate these movements. 

The Allemande in A-minor (Example 7) has perhaps the most lucid tonal form of 

any of the Libra prima Allemandes and appears to be constructed around a fairly straight

forward polarity between the keys of i and III. Save for Bartolotti's harmonic digression 

back to the key of i after effecting a shift to the tonal area of III, this piece would be a 
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model of mature binary-fomi writing. The types of modulations also hint at the centrality 

of contrapuntal cadence idioms that will emerge in the Secondo libra, although certain of 

the modulations, which by later baroque formal standards should be emphatic, are quite 

ambiguous. 

The first modulation in this piece, from i-VII, begins on beat four of m. 2 and 

concludes on beat one of m. 3. It is effected by employing the secondary dominant of 

VII, DM. The leading tone to VII features prominently here and a tritone is vaguely 

implied, although it is not a central feature of this progression. The modulation from Vil

li I. beginning on beat one of m. 4, is effected by a diatonic pivot chord, i.e., I in the old 

key (G-major) becomes V in the new key. What is interesting is that even after arriving 

in the apparent destination key of the piece in m. 4, Bartolotti digresses harmonically and 

returns to the orgininal tonic in m. 6. However we view this digression, by beat three of 

m. 7 we are back in III, a change that is achieved by means of a diatonic pivot, i.e.. Ill in 

the old key (A-minor) becomes I in the new key. The second half of this Allemande is 

less modulatory. It picks up where the first half left off in the key of 111. and modulates 

back to i on beat two of the penultimate measure. This return modulation, though, is very 

weak. It is effected by the use of a diatonic pivot chord, i.e., vi in the old key becomes i 

in the new key. but the apparent dominant chord that is meant to confirm this return to the 

original tonic is missing its third and so the confirmation is unconvincing. Thus. 

although this Allemande seems to demonstrate a clearer polarity between two structural 

tonal areas than we will see in any other of the Libro prima Allemandes, the formally-
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significant tonal shifts are rendered virtual non-events by lackluster modulations that are 

the result of weak cadential idioms. 

Example 7 

Allemande in A-minor (Libro primo, p. 55) 
Angelo Michele Bartolotti 
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By contrast. The Allemande in G-minor (Example 8) shows a considerable degree 

of advancement with regard to its use of cadential progressions involving the tritone 

dissonance to elucidate the tonal form of the piece. The first half of this piece is 
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predominantly in the tonic key of G-minor until it modulates to the minor dominant in 

mm. 4-5. The modulation itself is abrupt and is effected by what amounts to a modal 

mixture in the original key, whereby v in G-minor, on the first half of beat four of m. 4, 

becomes i in D-minor. 

Example 8 

Allemande in G-minor (Libro primo, p. 59) 
Angelo Michele Bartolotti 
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While this modulation, like many of those found in the A-minor Allemande. is 

ambiguous in nature, the polarity between these two keys is emphasized by Bartolotti 
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through his use of the tritone. On beat four of m. 3, just before effecting the modulation, 

Bartolotti re-affirms the tonic key using a third inversion, vii half-diminished chord. 

Having confirmed his arrival in the new key of D-minor via a V-I cadence across the 

measure line separating mm. 4-5, Bartolotti again invokes the tritone on beat three of m. 

5, in the form of an A dominant seven chord, to again reinforce the sense that we have 

arrived in D-minor. Thus, in spite of an ambiguous modulation between the tonal areas 

of G-minor and D-minor, Bartolotti has nonetheless clearly placed emphasis on the tonic 

chords of the two major tonal areas of the first half of this piece. While this sense of 

polarity is neutralized by the commencement of the second half of the piece, which is 

suddenly and inexplicably on III (Bb), Bartolotti again demonstrates an emerging 

appreciation of dissonant cadential idioms in the second half. 

Although the second half begins on a BbM chord, it is actually unclear that we are 

really in the key of Bb, since Bartolotti immediately shifts to the VII key (F). He effects 

this shift by way of a chromatic pivot chord on beats three and four of m. 8 (V/V in Bb 

becomes V in F). It is clear, however, that F is a significant tonal center because this new 

V chord becomes a first-inversion V dominant seven on the last beat of the measure 

before finally cadencing in the new key. Following this tonal shift, Bartolotti briefly 

works his way through the tonal areas of C-minor and G-minor in m. 9 via cycle of fifths 

movement. The fleeting nature of these hanrionic movements is underlined, however, by 

the lack of any cadential dissonance. On beat three of m. 10 Bartolotti again moves into 

the minor dominant, and again by the same method as in the first half, i.e., v in G-minor 

becoming i in D-minor. This move is not as formally significant as his move to D-minor 
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in the first half, however, and he quickly moves back towards the F area in m. 11, 

arriving on the first beat of m. 12. The lesser importance of D-minor in the second half is 

underscored by the lack of a cadence involving the resolution of the tritone. In returning 

to F, however. Bartolotti again emphasizes that this is a significant tonal area by using 

what amounts to a dominant seven chord on heat four of m. 11. This confirmation is 

followed by a short sequence in m. 12 and then a return to the tonic in m. 13. This return 

is effected by the use of a chromatic pivot chord, and the move is confirmed by another 

dominant in m. 14. 

Another marker of the greater sophistication of Bartolotti "s modulations in this 

piece, besides his use of dissonance to articulate the tonal form, is his relatively 

consistent use, especially in the second half, of subdominant-dominant-tonic progressions 

to move between tonal areas. Whereas the A-minor Allemande had used simple V-I 

movements or haphazard diatonic pivots, the second half of the G-minor Allemande 

makes strikingly effective use of fully formed cadential progressions, i.e.. IV-V-1, to 

-y 
move between key areas. In mm. 8-9. the cadence in F results from a IV-V-V -I 

progression, where the BbM that begins the second half acts as IV in the new key. The 

following movement through C-minor also has the basic format of subdominant-

dominant-tonic. although the subdoniinant in this case would be an F-major. This is 

troublesome in terms of a fully-tonal harmonic environment, since such modal mixture 

rarely occurs in later tonal music, but given Bartolotti's established pcnchant for modal 

ambiguity in the Allemandes of this book, such as his modulation between G-minor and 

D-minor in this very piece, it seems acceptable to interpret this particular harmonic 
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movement in this way. Following this move through C-minor, Bartolotti makes Ms way 

briefly through G-minor, yet again using a iv-V-i movement. The proceeding modulation 

to D-minor, as described earlier, does not use the subdominant-dominanl-tonic 

progression, but the subsequent move to F-major does. In m. 11, the VI chord in D-

nrinor (BbM) becomes the IV in F-major. launching yet another IV-V-1 movement. 

Following a sequence in m.l2. Bartolotti returns to G-minor and, although he does not 

confirm this move by way of a dissonant cadence, he does employ a iv-V-i final cadence 

in mm. 13-14 to clearly establish arrival back in the original tonic. 

While the preceding analysis of tonal form in the minor-mode Allemandes from 

Libra prima indicates that Bartolotti has a nascent awareness of tonal form, it is also clear 

that he has not yet fully apprehended the potential of harmonic polarity as a structural 

underpinning in the composition of binary forms. In spile of this, a second look at the 

harmonic forms of these pieces from a modal point of view reveals a greater degree of 

harmonic architecture than we might otherwise perceive. In particular, we can see the 

influence of Hudson's chord rows in several of these pieces. The Allemandes in B-minor 

and D-minor both incorporate large-scale hannonic movements based on the Unit III 

chord progression, i.e., Ill-VlI-i-V, that is characteristic of all three of Hudson's minor-

mode chord schemes. 

The key scheme of the first half of the B-minor Allemande, as given on page 

twenty four, proceeds i-III-VII-i-v. Excepting the fact that the dominant key that ends the 

first half of this Allemande is minor rather than major, the second through the fifth key 

centers in the first half of this piece exactly follow the progression of Hudson's Unit III. 
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The Allemande in D-minor also reveals the influence of this progression. Although the 

harmonic scheme given for this Allemande on page forty-six interprets the first half in 

terms of only two modulations (i-Ill-V ). a closer look at the cadence points of the first 

half again reveals the presence of Unit III. If we consider the GM-CM progression on 

beats two and three of m. 4 and the AM-Drn progression on beat four of m. 4 and beat 

one of m. 5 as temporary tonicizations the resultant new key scheme (i-IlI-VlI-i-V) is an 

even closer match to Unit III than the progression of tonal centers found in the B-minor 

Allemande. 

While it may seem incongruous to interpret the key scheme of this Allemande in 

one way earlier in the study and in another way now, the general ambiguity of 

Bartolotti's harmonic writing in the Lihro prima pieces is such that suggesting one does 

not necessarily preclude suggesting the other. While, from a strictly tonal point of view, 

the cadenccs on C and Dm do not seem to constitute full-blown modulations, the case for 

interpreting the underlying harmonic structure in the D-minor Allemande as i-IlI-VII-i-V 

is strengthened when we consider that the chords Dm-F-C-Dm-A are the only ones in this 

section that are highlighted by dominants. Thus, whether or not these chords could be 

considered to function as real tonal centers by the standards of later music, they are, by 

the standards of Bartolotti's Lihro prima, hamionically articulated and can therefore be 

considered as structural harmonies in some sense. Thus we see that tonal form in 

Bartolotti's Libro primo is truly transitional in that it embodies both a nascent sense of 

the harmonic polarity that will eventually come to characterize tonal writing, as well as 
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remnants of the unique modal idiom of the Chitarra Spagnola from the first decades of 

the seventeenth century. 

While such harmonic considerations are the focus of the present study, harmony 

is actually only one of many aspects of Bartolotti's music that change dramatically 

between the publication of Lihro primo and that of the Secondo Lihro. In fact, the 

differences between the styles of the two books arc so great that one can perceive them 

simply by comparing the appearance of the tablatures in the two books. 



CHAPTER 3 

HARMONIC LANGUAGE IN THE SECONDO LIBRO ALLEMANDES 

In comparing facsimiles of the original prints of Bartolotti's Libro primo and 

Secondo libro, one is immediately struck by the differences between the styles of the two 

tablatures. On the most superficial level, the tablatures of the Libro primo Allemandes 

are rife with alfaheto chord symbols, while in the Secondo libra Allemandes chords are 

overwhelmingly intabulaled. A closer examination of the tablature also reveals a greater 

variety of expression markings in the Secondo libro Allemandes that are indicative of a 

new level of refinement. Tenure lines drawn under plucked passages specify when and 

! 

for how long notes in a plucked passage should be sustained and thus allowed to mingle 

harmonically with one another, and vertical and diagonal lines drawn between diads 

specify wlien they are meant to be played simultaneously and when they are to be 

"broken" (Corde insieme, e separate). Bartolotti also devises a system for better notating 

chord inversions. 

In Libro primo, the extent of Bartolotti "s concern for chord inversion was 

manifest in his presentation of three lettere tagliate, literally "cut letters," i.e., letters with 

a slash through them. These were alternate versions of the alfabeto chords G, P, and F, 

which were modified to indicate that they were to be strummed on the top four courses of 

the guitar only. The standard alfabeto chords were strummed on all five courses. In the 

Secondo libro Bartolotti retains the letter tagliate chords G and P, but he takes the 

concept of specifying chord inversion much further and devises a system by which he can 
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specify the inversion of any standard alfabeto chord, without altering the alfabeto symbol 

itself. He does this by incorporating his rhythmic notation into the tablature. In standard 

guitar and lute tablature of this period, rhythm is indicated by the presence of 

conventional note shapes above the tablature. The notes, which are indicated by numbers 

in the tablature, are aligned with these conventional note shapes so that a series of notes 

thai occur under a sixteenth-note shape are played as sixteenth notes. In order to specify 

chord inversion and to distinguish between strummed and plucked chords, Bartolotti 

establishes the convention of incorporating the rhythm notation into the tablature when 

strumming is indicated. When a chord in the Secondo libra is meant to be plucked, the 

note shape indicating the rhythm floats above the tablature staff as usual. When 

strumming is indicated, the note shape is written into the tablature and the line on which 

the head of the note falls is the starting point for the strum. 

This innovation demonstrates a degree of precision largely unprecedented in the 

contemporary guitar literature and highlights Bartolotti's much-increased sensitivity to 

chord inversion and counterpoint. Also noteworthy in the introduction to the Secondo 

libra is Bartolotti's translation of the alfabeto chord symbols into both Italian tablature 

and French tablature. where Libra prima had provided an explanation of these symbols 

only in terms of Italian tablature. The effort to make the music accessible to French 

players is not surprising given that the Secondo libra is steeped in French style and 

influence. Among other aspects of the Secondo libra suites, the names and musical 

characteristics of the dances are clearly French, and the works are copiously adorned with 

French-style ornamentation. 
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The relative importance of the dance suite as a genre is another point on which the 

content of these two books differs significantly. The six four-movement suites of 

Bartolotti's Libra primo, each of which begins with one of the six Allemandes, account 

! 27 for only twenty-four of seventy-seven pages of music, or roughly one third of the book. 

The majority of the book, forty-nine pages, is taken up with a series of twenty-four 

passacaglie, which traverse each of the major and minor keys, as well as a Ciaccona and 

a Follia. The Secondo libra, by contrast, is comprised entirely of longer and more 

elaborate suites, twenty-t wo of them in seven different keys. These suites vary in number 

of movements from three to eleven, the average suite comprising between six and seven 

movements. Among the pieces that make up these twenty-two suites are twenty-five 

Allemandes. 

In comparing the Allemandes of Bartolotti's Libra prima and Secondo libra, one 

of the most basic characteristics by which the Secondo libra Allemandes distinguish 

themselves is their greater length. The Allemandes in Libra primo range in length from 

thirteen to sixteen measures, while the Allemandes in the Second libra range in length 

from twelve to thirty measures. The average Libra primo Allemande is fourteen and a 

half measures long, while the average Secondo libra Allemande is approximately 

^ In the Minkoff Reprint edition of Bartolotti's Libro primo and Secondo libro, editor Claude Chauvel's 
index of Libro primo contents includes the Ciaccona from pp. 49-50 of Libro prima as a movement in the 
C-major suite. While this is certainly plausible, especially given that the Ciaccona is also in C-major, 
Bartolotti does not explicitly indicate the beginning and ending of each suite. They are demarcated rather 
by key. While this delineation of suites by key grouping would seem to support Chauvel's judgment, the 
five other suites rigidly follow the four-movement model of Allemande-Corrente-Corrente-Sarabande, and 
the inclusion of the Ciaccona in the C-major suite puts that suite at odds with this otherwise consistent 
grouping. Also, there is an unattached Follia in G-minor at the end of the suites, which Bartolotti could 
easily have attached to the G-minor suite on pp. 59-62. Given that he chose to treat this work as a separate 
piece rather than movement of the G-minor suite, thus preserving the consistency of the Allemande-
Couente-Corrente-Sarabande suite format, I have similarly chosen to interpret the C-major Ciaccona as a 
single movement work independent of the C-major suite. 
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eighteen and a half measure long, or roughly twenty-two percent longer. With regard to 

formal proportion, or balance between the two halves of each piece, the Allemandes of 

both books tend towards an even proportion, although significant numbers of the 

Allemandes in both books display a tendency to elongate the second half of each piece by 

one or two measures. 

From a harmonic standpoint, the language of the Secondo libra Allemandes is 

remarkably directional-sounding to a modern listener. While the few examples of 

harmonic ambiguity that can still be found scattered throughout some of the minor-mode 

Allemandes belie the impression of complete tonal coherence, there can be no doubt that 

these works are generally representative of a much more advanced tonal syntax than that 

of Libra prima. As we will see, this more advanced tonal syntax is based on a tighter 

integration of melody and harmony, a more thoroughgoing use of musical patterning, 

and, most importantly, on the consistent use of the standardized cadence devices of the 

leading-tone and the "characteristic dissonance" of the diminished fifth. Working 

together, these newly integrated musical elements create a clear sense of tonal center and 

articulate important modulations. 

In the Secondo libra Allemandes, dissonance is notable for its prevalence as well 

as for the variety of forms in which it occurs. Key to the increased coherence of the 

hamionic language and formal design in the Secondo libra Allemandes is the increasingly 

refined use of dissonance as a propulsive harmonic force. The incorporation of 

dissonance into stereotyped harmonic idioms is primarily seen in the wide-spread, and 

increasingly artful, use of the tritone, but Bartolotti also makes striking use of superficial 
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foixns of dissonance to create musical momentum. This superficial use of dissonance is 

most readily observed in Bartolotti's incorporation of suspension chains into several of 

the Secondo libro Allemandes. An example of such a suspension chain can be found in 

mm. 9-10 of the AJlemande in E-minor from page two of the Secondo Libro. 

i 

Example 9. Suspension chain from the Allemande in E-minor, Secondo libro, p. 2. 

As we can see from the example, the chain of suspensions runs from beat three of m. 9 to 

beat four of m. 10. ^ 

The specific dissonance that is of greatest imponance to the tonal coherence of 

these works, however, is the diminished fifth, or trilone. As we have seen, the 

Allemandes of Bartolotti's Libro primo were based largely on triadic harmonies. While 

he did make use of the diminished fifth dissonance at some harmonic cadence points, his 

apparently experimental application of this "characteristic dissonance" in important 

cadences frequently had an ambiguous or confusing effect owing to the incomplete 

resolution, or non-resolution, of the diminished fifth. In these passages, the essence of 

the cadcntial motion seemed to have been the theoretical root movement V-I between two 

28 chords, with the dissonance being a non-essential enhancement of the progression. In 

the tonal language of the Secondo libro, we will see that the opposite approach is 

The theoretical justification for this, of course, would not be fully formulated until the Traite de 

r harmonic of Jean-Phillipe Rameau. 
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prevalent and that Bartolotti seems to regard the incorporation of the tritone as the key to 

achieving strong tonal motion. In some instances, the dissonance of the tritone alone is 

sufficient to constitute a dominant harmony. In such cases, the resolution of the 

dissonance is clearly as important a component in the resolution of the harmonic tension 

as the completion of any imagined V-I root movement between triads. As a result of this 

new "dominant sufficiency" of the tritone, we will observe widespread use of diminished 

triads at cadence points, in addition to the dominant seventh chords that v/ere typical of 

Libra prima. 

In the broadest sense, the importance of chord dissonance to the harmonic 

coherence of the Secando libra Alleniandes lies on the level of tonal form, in that tritones 

arc frequently used to establish a hierarchy among Bartolotti's harmonic cadences and 

thus also among the most important points of harmonic arrival and departure. As we 

observed in our study of several of the Libra prima Alleniandes, even Bartolotti's largely 

primitive applications of the tritone in that book sometimes seemed to function to 

demarcate movements between important tonal centers. Where the relationship between 

chord dissonance and tonal form in the Alleniandes of Libra prima was tenuous, 

however, we will see that in the Seconda libra this application of dissonance is central to 

the coherence of modulations, and. as such, to the establishment of the much more lucid 

tonal structures that are the foundations of these Allemandes. 

While the increased lucidity of the tonal structures in Bartolotti's Secondo libra 

Allemandes is related to his application of the diminished fifth, it would be wrong to 

imply that this increased lucidity grows out of tritone usage. Bartolotti's music did not 
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develop in a vacuum and the coherence of his large-scale harmonic structures is almost 

certainly the result of a general standardization of harmonic practice in the period 

between the publications of the two books. In particular, the increased harmonic 

i 

coherence of the Secondo libra Allcmandes seems to derive from an increased awareness 

of the importance of large-scale harmonic movement in the creation of binary forms. As 

has been alluded to earlier, binary forms of the sort that we associate with baroque music 

are defined by a harmonic polarity or opposition between two principal tonal centers. 

The first half of a text-book binary form is based on an articulated hannonic movement 

between the initial key. or tonic, and the secondary key. which is typically the dominant. 

The sccond half of the form is based on an articulated movement from the secondary key 

i 

back to the tonic. This fully-formed concept of binary form belongs to the late 

seventeenth and eighteenth centuries. 

Bartolotti's music is representative of a time when the concept of using this type 

of patterned harmonic opposition as a basis of musical form was in its early stages. 

Among the problems facing the development of this new formal axiom were those as 

basic as the need for a clearly defined concept of key. The lack of a coherent sense of 

key is apparent in many passages from the Lihroprima Allemandes, while, as has been 

stated earlier, many of the Allemandes of the Secondo lihro are demonstrative of an 

almost fully-formed sense of key. 

As we have seen, certain phrases in the Allemandes of Lihro prima combined 

chords in such a way as to crcate progressions that could not be rationalized in the 

context of a single coherent key. Often the roots of these chords would relate in a 
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conventional way, but the other pitches that made up the chords would imply different 

and mutually exclusive pitch sets, or modes. One of the defining characteristics of the 

harmonic writing of the Secondo libro is that most passages do demonstrate a coherent 

sense of key. That is to say that, by and large, chord progressions in the Secondo libro 

consistently use chords that agree in substance with the specific pilch material of a 

prevailing melodic mode. It is exceedingly rare in a Secondo libro Allemande, for 

instance, to see a passage like that found in mm. 5 and 10 of the Allemande in B-minor 

from Libra prima, in which chords in a progression cannot be interpreted in terms of a 

melodic/harmonic key but can only be made intelligible in tonal tenns by following their 

root movements and disregarding the quality of the triads in question. 

In order to give a general sense of the nature of Bartolotti"s harmonic writing in 

the Allemandes of his Secondo Libro, and to illuminate the relative degree of 

sophistication compared to those of his Libro primo, we will now examine several 

representative Allemandes from this book. We will begin with the Allemande in D-

Minor from page seventy-five of the Secondo Libro (Example 10). 

This Allemande is twenty measures long, not including the two pick-up measures, 

and is divided into two halves of ten measures each. While the degree of harmonic 

sophistication in the Secondo Libro Allemandes varies somewhat from piece to piece, 

this Allemande is representative of the very sophisticated tonal harmony used by 

Bartolotti in many of the Secondo Libro Allemandes. Formally, the piece displays a clear 

polarity between the key of I and the key of 111 and Bartolotti consistently articulates his 

important harmonic movements in this piece by employing cadence formulae that 



64 

incorporate the tritone dissonance. Dissonance and cadence idioms aside, however, a 

very striking feature of this piece is the extent to which it employs sequence and other 

forms of melodic and rhythmic patterning. 

! 

The interpenetration of sequence and the new dissonant cadential idioms can be 

observed in mm. 1-3. The piece opens with the strumming of the tonic chord in m.l, 

followed by a dominant chord on the second half of beat two. which clearly establishes 

the key when it resolves back to the tonic on beat three. This resolution, however, also 

launches a short sequence which leads us very briefly through F-Major (111) and then 

back to D-Minor. The sequence consists of a chord followed by an ascending three-note 

anacrustic figure in sixteenth-notes leading to a dotted eighth-note followed by a 
! 
; 

sixteenth-note. The figure begins on beat three of m. 1 on the tonic and leads to the 

subdominant on beat four. This subdominant in the tonic key (Gm), acts as a pivot chord 

into F-Major since it is the ii chord in that key. This new ii chord leads to a second-

inversion C"' chord on beat one of m.2, resolving to the new tonic on beat two. The 

sequence begins again on beat tiiree of m.2 on the ii chord and proceeds to a vii"^ chord 

on beat four, which acts as a pivot back into the original tonic key of D-Minor. It 

functions as a ii'^' chord in D-Minor and leads to a V' chord on beat one of m. 3. This 

arrival heralds the effective end of the sequence and leads to a cadcnce that ends the first 

phrase. The V' moves into second inversion on beat three, resolving briefly to tonic on 

the second half of that beat. The V chord returns again in a stereotyped rhythmic cadence 

formula typical of many of Bartolotti's Allemandes on beat four. 
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Example 10 

Allemande in D-Minor (Secondo Libra, p. 75) 
Angelo Michele Bartolotli 
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The expected resolution of this last dominant on beat one of m. 4 is deceptive, however, 

and the tension created by this deceptive resolution serves to launch the next phrase. 

In the first phrase of this piece, then, we see that this Allemande is demonstrative 

of both a new, much more refined, command of sequence and a new clarity of both key 

and modulation. Unlike the haphazard tonal movement found throughout the Libro 

primo Allemandes, the brief modulations in this first phrase are clearly articulated both 

by the use of clear subdominani-dominant-tonic progressions, and by the use of dissonant 

cadcntial idioms involving the tritone to add emphasis to the points of harmonic arrival. 

The initial, albeit brief, movement into F-Major in mm. 1-2. for example, uses a pivot 

chord that serves a subdominant function in the new key of F-Major and the dominant 
! 

chord thai establishes this new tonic is a dominant seventh—the first dissonant chord that 

we have seen in this piece. 

It is interesting to note that in the first measure a dominant triad suffices to 

confirm the D-Minor tonic (since there is no competing tonal center to distract attention) 

but in order to focus the listener on the new tonal center of F-Major Bartolotti employs a 

dominant chord that incorporates the characteristic dissonance of the tritone to emphasize 

the gravity of the resolution to FM. Having employed a dissonant dominant chord to 

highlight F-Major briefly, Bartolotti employs dominant seventh sonorities twice in a row 

to reaffirm the original D-minor tonic again in m. 3. This "doubling-up" of dissonant 

cadence idioms would seem to confirm again the perceived harmonic potency of these 

dissonant formulae since it seems that Bartolotti seeks to undo the focus on F by applying 

twice as much of the same force that brought us there to begin with. In this first phrase. 



67 

then, there appears to be compelling evidence that dominant chords involving the tritone 

are considered more potent than dominant triads in this Allemande. This pattern of 

tritone usage continues throughout the rest of the piece. 

n 

We next encounter a dominant chord in m. 5, where a first-inversion C chord re

establishes the secondary key of F-Major. Beat one appears as though it might be the 

beginning of yet another sequence since the beginning of beat two begins with a second 

inversion in exactly the same voicing. Where this voicing on beat one had been 

followed by a predictable resolution of the diminished fifth interval, on beat two, 

Bariolotti re-directs the harmony by moving to a C# in the bass, thus leaving the 

dominant sonority unresolved and instead forming what amounts to a vii'* of D-Minor. 

which is vi in the key of F-Major. While this movement does frustrate the tritone on the 

first measure of beat two. the lower note of which would normally resolve to a C-natural 

instead of a C#, it does demonstrate Bartolotti's comfort with the idiom of the leading-

tone. which, like the tritone, is ccntral to the new and refined harmonic syntax of the 

Secondo lihro. By changing one note, from a C# to a C-natural, he is able to play with 

the listener's expectation and, in half a beat, convincingly redirect the harmonic 

movement to an unexpected destination. That Bartolotti does this would seem to suggest 

that the syntax of the tonal idiom in which he is working is no longer predominantly 

experimental, since it is only against the backdrop of a "normative background of 
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expectable musical relationships"^^ that it would be meaningful to shirk an expected 

resolution. 

In m. 7 we encounter another noteworthy incidence of sequence. On beats one 

and two, an ascending figure is briefly treated in sequence, while on beats three and four 

an arpeggiated figure is treated in sequence. On beat four of this measure wc also see 

Barlolotti employing the V' cliord again, leading to I (FM) on beat one of m. 8. 

Bartolotti again employs the v" on beat three of m. 8 in yet another strong reinforcement 

of the secondary key of F-Major. The final cadence in F-Major, beginning on beat four 

of m. 9. is made using a dominant triad. Although Bartololti does decorate this chord 

with a 4-3 suspension, clearly it is not necessary to employ acute chord dissonance here 

since the key has already been firmly established in mm. 7-8. This harmonic method of 

operation, of employing dissonance to effect a modulation and then confirming the 

modulation after the initial resolution using dominant triads resolving to the new tonic is 

pervasive throughout the Secondo Libra Allemandes. 

The second half of this Allemande is typical of the Allemandes in Bartolotti "s 

Secondo Libra in that it is host to the majority of the modulation found in the piece. 

Throughout the most modulatory measures of this section. Bartolotti makes effective use 

of the tritone to articulate his harmonic movements. In mm. 12-15, Bartolotti touches on 

the keys of F-major, C-major, G-Minor, D-Minor. A-Major. and back to D-Minor again. 

In each of these harmonic movements he is able to clearly direct the listener's ear to the 

Harold S. Powers, "The Modality of the 'Vestiva I colli'," Studies in Renaissance and Baroque Music in 
Honor ofAurther Mendel (Kassel, 1974): 31; quoted in Eva Linfield, "Modulatory Techniques in 
Seventeenth-Century Music: Schiitz, a Case in Point," Music Analysis 12, no. 2, (July 1993): 197. 
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chord that is the focal-point of each brief progression, however, by again using the tritone 

chord dissonance. In m. 12, Bartolotti once again re-affirms the secondary key of F-

Major with a second-inversion V ' on beat two, before launching into this brief set of 

modulations. The movement through these other tonal centers begins with a first-

n 

inversion G on beat four of this same measure. The tonic FM chord on beat three acts as 

a subdominant in C-major, leading to this new dominant seventh chord and resolving to 

CM on beat one of m. 13. No sooner have we landed on CM, however, than we 

encounter yet another dominant seventh chord, this time a third-inversion chord that 

directs us temporarily to G-Minor. On beat one of m. 14, our new tonic serves as a pivot 

chord and becomes the iv in D-Minor. This new subdominant leads to a second-

invcrsion A Mm 7 chord on beat two, resolving to the new tonic of D-Minor on beat three. 

On beat four we encounter what could be a secondary dominant in the new key, i.e.. 

vii"'7V. but this turns out to be another modulation to A-Major, which it reaches on beat 

one of m. 15. The arrival in this new key is confirmed with a second-inversion V' chord 

on beat two. resolving again to the new tonic on beat three. An k' chord on beat one of 

m. 16 leads us to D-Major. 

While the arrival of D-Major in m. 16 is not the end of the modulatory activity in 

this Allemande, the particular segment of modulatory activity leading to this point is 

worthy of special attention for several reasons. Firstly, the key scheme of the first five 

tonal movements follows the cycle of fifths (F-C-G-D-A) in a patterned application of 

contrapuntal cadence idioms similar to that expounded by Eric Chafe in his description of 

the techniques of the sixteenth-century madrigalists. This large-scale pattern is clearly 
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the result of conscious design, rather than the result of haphazard root movements of a 

fifth, as often seemed to be the case in the Libro primo Allemandes. The majority of the 

other Allemandes in this book demonstrate a similar design, which suggests that close 

key relationships based on the cycle of fifths and also on the relationship between relative 

major and minor had become largely standardized as predictable harmonic destinations 

by the time these Allemandes were composed. Moreover, unlike the majority of the tonal 

shifts that we witnessed in the Lihro primo Allemandes, there is crystal clarity regarding 

the harmonic destination of each modulation owing to Bartolotti's use of chord 

dissonance to create hierarchical emphasis on these harmonic movements. 

Another notable feature of all of the harmonic movements seen in this Allemande 

so far is that there is no ambiguity with regard to chord quality. In our discussion of the 

Libra primo Allemandes, one of the greatest obstacles to analytical interpretation was 

uncertainty with regard to whether a chord was major or minor since many 

representations of chords in the Allemandes of that book were missing their thirds. At 

times it was necessary to interpret certain chord movements as modulations in order to 

accommodatc Bartolotti's music in a tonal context even though it was not clear that the 

supposed dominant was even a major chord. A clear example of this was seen in the D-

Minor Allemande from Lihro primo. As discussed earlier, the D-Minor Allemande from 

Libro primo opens apparently in D-Minor but, unlike the present example, this tonal 

center is not confirmed by a dominant. At the end of m. 1 there is a two-voiced harmony 

that we can only interpret as a CM chord in the context (V/IIF) but which lacks its third. 
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Interpreting this haiTnony as the dominant of III works in context but it is unsatisfying 

aurally. 

By contrast, a similar two-voiced chord is present at the end of m. 1 of the D-

Minor Allemande from page seventy-five of the Secondo Libra but in this case, Bariolotti 

is careful to include the third of the chord (Bb), thus clarifying that it is a Gm chord 

which functions is a iv in D-Minor and as ii in F-Major. The reconciliation of chord and 

counterpoint, and the widespread use of this type of subdominant functioning pivot-chord 

are two further refinements of the harmonic language in Bartolotti's Secondo Libro 

Allemandes. 

Following the resolution to D-Major on beat two of m. 16, the DM chord on 

which we have just landed immediately begins to serve as a new dominant and launches 

us again towards G-Minor. Dominant and tonic harmonies in this key alternate for four 

subsequent beats, ending with a final tonic on beat one of m. 17. In m. 17 we encounter 

writing of principally contrapuntal nature, which leads into cam panel la passage-work in 

mm. 18-19. By m. 20 we are firmly back in D-Minor, however, and Bartolotti again 

makes use of a dominant seventh chord on beat three of m. 20 to reaffirm this tonic 

before the piece comes to its conclusion in m. 21. 

With regard to the large-scalc harmonic movement of this piece, it is clear that the 

D-Minor Allemande has a coherent tonal form and exhibits an advanced approach to 

binary form for circa 1655. There is a clear polarity between the minor tonic, D-Minor, 

and the Mediant or relative major key, F-Major. The tonal shifts throughout this piece, 

which, in stark contrast to many of the tonal movements we observed in the Libro prima 
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Allemandes, we can properly call modulations, are both coherent on the local level and 

logical in their large-scale design. The overall tonal form of the piece might be 

represented as follows: 

A: i-lll-i-III B: Ill-VII-iv-i-V-I-iv-III-iv-i ; 

As the diagram reveals, the Piece begins on the D-Minor tonic and finishes the first half 

in F-Major. The second half opens in F-Major and subsequently makes a series of rapid 

modulations through the cycle of fifths until it lands on the major tonic in m. 16. The 

remainder of the second half of this Allemande meanders between the tonic and the 

closely related keys of F-major and G-Minor, before cadencing in D-Minor again at the 

end. The elemental characteristics of tonal form demonstrated here, i.e., a clear sense 

harmonic polarity, a tendency towards frequent modulation in the beginning of the 

second half, and a tendency to exploit both the cycle of fifths and the newly-solidified 

major-minor relative relationship in modulations, are characteristic, to varying extent-s. of 

the majority of the Secondo Lihro Allemandes. 

Another Allemande that demonstrates the extent of Bartolotti's tonal mastery in 

the Secondo Libra is the Allemande in A-Minor found on page sixty (Example 11). This 

piece is demonstrative not only of Bartolotti's general mastery of tonal idioms but also of 

his command of dissonance generally. 
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Example 11 

Allemande in A-Minor (Secondo Libro, p. 60) 
Angelo Micliele Bartolotti 
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In particular, this piece highlights Bartolotti's skill at manipulating the expectations of 

the listener by frustrating normally predictable tonal idioms. As in the minor-key Libro 

prima Allemandes that we have studied, and in contrast to the D-Minor Allemande 

discussed above, the sense of harmonic polarity in this Allemande is not entirely clear 

cut. In the first half of this piece Bartolotti works his way towards the relative major, but 

ultimately ends the first half in the key of the dominant. He commences the second half 

on the dominant chord, but effectively already back in the tonic key, and subsequently 

moves through several closely related keys, emphasizing the relative major, before 

ending on the tonic. While the overall tonal form may not be as concise as that of the D-

Minor Allemande from page seventy-five, we will see that Bartolotti's use of dissonance, 

both in the service of chord function and as decoration, is masterful throughout this piece. 

Perhaps the most striking feature of this piece is the descending cliromatic bass-

line that characterizes the opening two measures, beginning on beat two of measure one. 

As with the majority of the Allemandes in this book, the piece opens with the strumming 

of the tonic chord and then proceeds to the dominant on beat three of m. 1. Where the 

first occurrence of the dominant harmony in the D-Minor Allemande just analyzed served 

to confirm the tonality of the work, the first inversion EM chord on beat three of this 

Allemande surprises us in that it does not resolve predictably. 

The third of the chord, which by convention should ascend a semitone to form the 

root of the chord of resolution, is instead allowed to fall to a G-natural in order to serve 

the larger motif of Bartolotti's descending chromatic bass-line. Again on beat one of m. 

2 we find a potential dominant. V/VII. in which the third again falls to form a minor iv 
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chord. Not until we reach beat three of m. 2 do we get a strong dominant to confirm the 

tonic key of A-Minor. This chord resolves on the second half of the beat before coming 

to a dominant triad on beat four, which resolves to the tonic on beat one of m. 3. This 

short passage is worthy of some commentary. 

The passage is striking, not only for Bartolotti's effective use of the chromatic 

bass, but also for his use of dissonance, in the form of suspensions, to increase the effect 

of languorous chromaticism that characteri/es this passage. The potential dominant 

chord alluded to on beat three of m. 1, for example, only fully materializes on the last 

sixteenth note of that beat with the resolution of a 9-8 suspension. Likewise with the 

DM® chord ascribed to beat one of m. 2. which only fully materialized with the resolution 

of a 9-8 suspension on the second-last sixteenth note of that beat. Suspensions that delay 

the materialization of recognizable harmonic idioms are a constant motif through this 

piece. Also noteworthy is the resolution of the first real dominant chord we encounter on 

beat three of measure two. The voicing of this E " is particularly dissonant owing to the 

major second between the seventh and root of the chord in the top two voices and 

Bartolotti opts to resolve this chord simply by contrapuntally resolving the tritone. On 

the second half of the beat the G-sharp ascends, as cxpected. to the root of the tonic chord 

and the seventh of the dominant falls a whole-tone to form the third of the tonic chord. 

While this resolution is not the end of the phrase and does not represent the final 

cadence, it is significant in that it demonstrates Bartolotti's cognizance of the dissonance 

of the diminished fifth and seems to indicate that addressing the dissonance is. in this 

instance at least, the most important aspect of the resolution of dominant tension. As 
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little musical time as this harmonic event occupies, the subsequent restatement of the 

dominant, in the form of a triad, and its resolution to a first inversion tonic at the 

beginning of measure three seems an anticlimax and is reminiscent of the stylized 

cadence seen in m. 3 of the D-Minor Allemande, in which the substance of the resolution 

occurs of beat three and is fol lowed, pro forma, by a rhythmic cadence formula 

incorporating a dominant triad. It is interesting to note also, however, that even in his 

application of a dominant triad on beat four of m. 2, Bartolotti still accentuates the chord 

with the mild dissonance of 4-3 suspension, demonstrating, to a small extent, the degree 

to which he seems to regard even the modest dissonance of a suspension as a potential 

source of harmonic propulsion or emphasis in this piece. 

The first important modulation in this Allemande occurs with the arrival of a CM 

triad on beat one of m. 5. In examining the method by which Bartolotti reaches this 

harmonic objective we again garner evidence for the idea of chord dissonance as a key to 

the establishment of tonal hierarchy in Bartolotti's Secondo lihro Allemandes. After our 

arrival on the A-Minor tonic on beat one of m. 3, Bartolotti proceeds to further confirm 

this tonality by means of a vii°^ chord on beat two. which resolves to tonic again on beat 

three. Following this third confirmation of the tonic key, however, the harmonies begin 

to move away from the tonic. On beat four of m. 3 we have a harmony that could be 

interpreted as an F#"*' chord, which resolves to an Em chord on beat one of m. 4. This 

passage could, at a stretch, be interpreted in G-Major where the Am from beat three of m. 

3 functioned as a ii chord, the F#°^ functioned as a vii°, and the Em chord from beat one 

of m. 4 functioned as a vi, making this a deceptive resolution. Following this 
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progression, we also briefly tonicize D-minor. The Em chord from beat one of m. 4 

functions as a ii chord, leading to a dominant on the second half of beat two, either a 

or a vii°, and resolving to a full Dm chord on beat three. This Dm chord, in turn 

functions as a ii in C-Major. which moves to a first-inversion V chord on beat four and 

resolves to I on the first beat of the next measure. 

If we accept this interpretation of these harmonic movements, then it 

demonstrates the penchant of Bartolotli in the Secondo libra, mentioned earlier, for 

modulations using full subdominant-dominant-tonic progressions. Even if we dispense 

with this interpretation of the keys, however, this passage still reinforces the idea that 

Bartolotli consciously uses chords involving the tritonc to highlight the arrival of 

structurally important tonal centers in his Secondo libro pieces. Regardless of the 

intervening tonal centers in mm. 3-4, no tonal center was emphasized harmonically in the 

way that C-major is in m. 5. 

Bartolotti again employs the chords incorporating the tritone in mm. 6-7, but this 

time to destabilize a key rather than to emphasize it. The key in this case is C-Major. 

These chords and their resolutions can be interpreted simply as secondary dominants, but, 

even though none of the chords to which these secondary dominants resolve lake hold as 

new tonal centers, the use of these emphatic chord dissonances in these progressions very 

effectively divert our attention away from C-Major and thus destabilize that key. This 

string of secondary dominants begins in m. 5 with a V^/V on beat four. After resolving to 

V on the first beat of the next measure, Bartolotti redirects our focus to the vi chord with 

a first-inversion V'^/vi on beat two of m. 6. On beat four of this same measure Bartolotti 
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employs a which resolves on beat one of the next measure. On beats two and 

three of m. 7, Bartolotti again reaffimis C-Major with a vii°^ chord before effecting his 

final modulation to E-Major in mm. 8-9. 

M. 8 is interesting in that it betrays a hint of the mixture of major and minor 

modes that we observed in the Libra prima Allemandes. On beat three of this measure, 

we observe a stock D#° to Em movement in two voices. When the final resolution is 

reached in m. 9. however, we arrive at an EM chord. While some such movements in our 

analysis of the Libra prima Allemandes were explained as Picardy Thirds, in this case it 

seems clear that the composer's intent was to arrive at the major dominant. The reference 

to E-Minor is fleeting, occurring on the second half of the third beat of the previous 

measure, and the EM sonority occurs also at the outset of the second half of this 

Allemande. affirming its role as the most significant harmonic pole to A-Minor in this 

piece. 

In m. 12 Bartolotti makes an accentuated move to D-minor and employs what 

could be either a first-inversion PJ, or a C#° chord, on beat three of m. 12 to affirm this 

temporary modulation. The new tonic on beat four of this measure also functions as a ii 

chord in the key of C-Major. however, leading to a G dominant seven chord on beat one 

of m. 13. which directs us firmly towards the new tonality of C-Major. Bartolotti remains 

in C-Major until the end of m. 14, where a first-inversion E dominant seven chord 

temporarily tonicizes A-Minor. In m. 15, Bartolotti temporarily tonicizes E-Minor, with 

a second inversion B^ chord on beat three. It is worth noting that there is an acciaccatura 

on beat four. The acciaccatura is used very poignantly in many of Bartolotti's Secando 
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libro Allemandes and, along with his penchant for sequence, it is a key source of Italian 

flavor in these otherwise heavily French-influenced suites. 

We touch on A-Minor again on the first beat of m. 16, where a first-inversion E 

dominant seven chord resolves briefly to Am. This Am also serves as a ii chord in G-

Major. however, to which a first inversion D dominant seven chord resolves on beat three 

of the same measure. At the beginning of m. 17, we are back in C-Major, via a GM'' 

chord on the second half of beat four of the previous measure. In m. 17, we see Bartolotti 

again demonstrate his command of the leading-tone. On beats two and three, we witness 

the antithesis to the descending chromatic line of mm. 1-2. Where in mm. 1-2 the thirds 

of potential dominant chords had been frustrated by downward resolution in order to 

service the larger motif of a descending chromatic line, here we see minor triads 

becoming secondary dominants as the bass-line ascends chromatically. On beat two of 

m. 17, a first inversion Dm chord becomes a V'VV, resolving deceptively to a iii chord on 

the beginning of beat three. This ii chord, in turn, becomes a V/vi. This V/vi actually 

functions as a pivot chord, bringing us back to the tonic key of A-Minor on beat four. M. 

18 confirms our arrival in A-Minor again with EM chords on beats three and four, 

resolving finally to the tonic in m. 19. 

Cleary, then, we find in this piece compelling evidence suggesting that in the 

Secondo Libra Allemandes Bartolotti attained almost complete tonal coherence in his 

harmonic language. Our analysis also suggests that this coherence results primarily from 

the skillful application of cadential idioms, in particular the skillful use of the leading-

tone and the •'characteristic dissonance" of the tritone. The composer's mastery of these 
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idioms is demonstrated most poignantly in his ability to frustrate the expectations of the 

listener. He knows that certain familiar sonorities and progressions will create certain 

expectations and that by delaying the fonnation of certain chords by means of 

suspensions and frustrating the normal function of certain notes in order to realize larger 

motifs (in this case descending and ascending chromatic lines) he can increase both the 

interest and expression in his music. 

While the most striking passages in this particular piece seem to resolve around 

his application of the leading-tone, he also consistently uses the cadential dissonance of 

the tritone to highlight important points of hamionic arrival and to effectively destabilize 

certain keys areas, for example, the secondary dominants in m. 6, which serve to 
! 

destabilize C-Major. His movemenl through the keys of A-Minor, D-Minor, C-Major, A-

Minor, E-Minor. A-Minor, and G-Major in mm. 11-16 are all clearly articulated by the 

tritone. While the return of the keys of C-Major and A-Minor in mm. 17-19 are not 

articulated by the tritone. the harmonic potency of the tritone is effectively replaced here 

by Bartolotti's skillful use of the leading lone in the rising chromatic line of m. 17 to 

create a sense, in this larger motif, of momentum back towards the tonic key of A-Minor. 

Central Role of Chord Dissonance in the Harmonic Idiom of the Secondo Libro 

In light of the preceding analysis and discussion, it is clear that the harmonic 

idioms of the minor-mode Allemandes in Bartolotti's Libro primo di chitarra spagnola 

and Secondo libro di chitarra are substantially different. In the Libra primo Allemandes 

we observe a nebulous combination of elements of early-seventeenth-century guitar 
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modality as well as newly emerging tonal elements. In the B-minor and D-minor 

Allemandes from Libro primo, for instance, Bartolotti's choice of chords frequently 

demonstrates a disconnection between the melodic and harmonic aspects of mode. We 

also observed that the large-scale tonal design of these two Allemandes betrayed the 

influence of early-seventeenth-century guitar modality and that Hudson's "Unit HI" 

chord progression was in evidence as the structural underpinning of the A sections of 

both of these Allemandes. The Allemandes in A-minor and G-minor, by contrast, 

seemed to be lending more towards a sense of harmonic polarity between two structural 

keys—a defining characteristic of the binary forms of later tonal music. Perhaps the most 

problematic aspect of Bartolotti's Libra primo harmonic idiom, however, was simply the 

confusing nature of his cadential idioms. 

The frequent lack of clear-cut cadence idioms, those of the leading-tone and the 

tritone in pailicular, frequently left the question of tonal center open to interpretation in 

Bartolotti's Libra prima Allemandes. Without the clarifying effect of these important 

cadential idioms, it was frecjuently impossible to make a convincing case for the primacy 

of one tonal center over another. One example of this sort of ambiguity would be the first 

three measures of the D-minor Alleniande from Libra primo. Without having a clear-cut 

tonal center from which to begin, it was subsequently also quite difficult to interpret tonal 

shifts from one tonal center to another. 

In spite of the general ambiguity of tonal writing in the Libro primo Allemandes, 

some tonally coherent passages can be found. The G-minor Alleniande is particularly 

noteworthy in this regard. In passages of lucid tonal writing such as those found in mm. 
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8-9 of the G-minor Allemande, the impression of tonal coherence is usually the result of 

Bartolotti's otherwise infrequent patterned use of the V-I harmonic progression, and his 

use of the tritone to articulate important tonal movements. The tritone, in particular, is 

largely responsible for the creation of the most tonally coherent passages in these 

Allemandes. 

By contrast to the muddled and uneven harmonic language of Libra prima. 

Bartolotti achieves a pinnacle of tonal sophistication in his Secondo Libra Allemandes. 

The harmonic syntax of these pieces is based around the tighter integration of the various 

cadcntial elements that were beginning to emerge in Libra prima. In particular, Bartolotti 

makes widespread and patterned use of the stereotypical cadence progression of V-I, and 
I 

expands this harmonic pattern to IV-V-I w ith increased frequency. The harmonic and 

melodic aspects of these cadential idioms are further bound together by the use of 

sequence, as seen in the D-minor Allemande from page seventy-five. The Seconda Libra 

Allemandes all embody a sense of mode in which the melodic and harmonic materials are 

clearly reconciled. This is in stark contrast to the tonally confusing passages highlighted 

in our discussion of the Allemandes in B-minor and D-minor of Libra prima. 

The linchpin in this sophisticated new tonal syntax is Bartolotti's skillful use of 

chord dissonance and the leading-tone to strengthen the listener's perception of the 

logical flow of harmonic tension and resolution and to highlight important cadence 

points. Even in the Allemandes of Libra prima, the passages that were most convincing 

from a tonal point of view were those that made use of the clarifying effect of chord 

dissonance. Though Bartolotti did periodically use the cadence to clarify harmonic 
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movements in the Libro primo Allemandes that we studied, however, he often used it 

after the fact to confirm otherwise unconvincing modulations, as in mm. 3-5 of the G-

minor Allemande. As discussed earlier, we first rcach the new Dm tonic of the secondary 

key area of this piece by diatonic pi vol. whereby v in the original key becomes i in the 

new key (beat four of m. 4). The chord is immediately confirmed by the use of cadential 

dissonance in mm. 4 and 5. 

In the Allemandes of the Secondo Libra, these dissonant cadence idioms are 

combined with patterned chord movements to create a propulsive, and pervasive, 

hamionic syntax in which the dissonant cadence idioms at once both effect and 

substantiate the modulations. Compare, for example, the effectiveness of the modulation 

in mm. 3-5 of the G-minor Allemande from Libro prirno with the ease of harmonic 

movement seen in Bartolotti's brief modulatory sequence in mm. 2-3 of the D-minor 

Allemande from page seventy-five of the Secondo Libro, or in his modulations in the 

second half of the A-minor Allemande from page sixty. It is in fact this new clarity and 

ease of local hamionic syntax, based on dissonance and the leading-lone, which accounts 

for the overall coherence of these works far more than any of the other of Bartolotti's 

harmonic refinements. 

While the vast majority of the tweniy-five Secondo Libro Allemandes are 

characterized by a predominantly tonal harmonic idiom, some of the Allemandes in this 

book are less tonally convincing than others. One of the most hamionically ambiguous-

sounding Allemandes in the Secondo Libro is the Allemande in A-Minor from page fifty-

five of the book (Example 12). 
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Example 12 , 

Allemande in A-Minor (Secondo Libro, p. 55) 
Angelo Michele Bartolotti 
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In examining this Allemande we will see that, although it does demonstrate refinements 

over the style of Bartolotti's Libro prima Allemandes. the distinct lack of propulsive 

cadential idioms based on dissonance and the leading-tone imbues this Allemande with a 
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meandering harmonic quality that is only slightly more tonally convincing that the 

majority of the Libra prima examples. 

In analyzing this piece we are faced with many of the same very basic problems 

of interpreting chords in terms of function and key that plagued our analysis of the Libra 

prima Allemandes. The first three measures provide a good example of these problems. 

This Allemande begins in the same way as both of the other Secondo Libra Allemandes 

we have examined, with a strummed statement of the tonic. Unlike the Allemandes from 

pages sixty and seventy-five of the Secondo Libra, however, there is no clear cadence to 

confirm this tonality. On beat three of this measure, we do encounter an E chord but it is 

minor. On beat four we reach and apparent F-Major sonority, and on the first two beats 

of m. 2 we hear a CM chord strummed several times in root position and then in first 

inversion. On beat three of m. 2 we reach FM again and this chord is followed by a Dm 

on beat four and an Em on beat one of m. 3. Our first clear-cut dominant chord comes in 

the form of an arpeggiated A^ on beat two of m. 3. 

So how can we interpret the first two and a half measures of this piece in tonal 

terms? The first measure would make sound tonal sense if the E chord on beat three were 

major, sincc that would result in a progression of i-V-VI, a standard tonic dominant 

movement with a deceptive resolution. As it stands, however, it is not tonally 

convincing. Even more problematic than this, however, is the appearancc of the CM 

chord in m. 2. While a move from the minor tonic to the relative major would be a 

predictable tonal shift, there is no dominant that resolves to CM. although the chord is 

clearly important since it is emphasized texturally by a full alfabeta voicing and by 
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repeated strumming. The chord immediately preceding the CM is an FM chord and the 

CM moves back to this FM sonority on beat three of m. 2. This might seem to suggest a 

tonicization of FM but, other than the root relationship of a fifth between the two chords, 

there is nothing to emphasize F as a potential tonal center. The Dm and Em chords that 

follow this FM chord could be interpreted in terms of A-Minor but, again, the minor v 

chord gives little support to this theory. The first truly propulsive harmony that we 

encounter comes on beat two of m. 3 in the form of an A" chord that resolves on the next 

beat to Dm. This is the first clear and convincing cadential movement that we have yet 

encountered but it does not mark a point of harmonic arrival, rather it is the beginning of 

-j 

a short sequence, and is followed by another cadential progression—an arpeggiated G 

chord chord that resolves to CM on beat one of m. 4. 

While it might seem that this is the confirmation of C-Major as a new tonal center 

that we have been waiting for, the C-Major tonality is not confirmed after this arrival and 

the ambiguous oscillation of CM and FM resumes in mm. 4-5. On beat two of m. 5, we 

arrive at the first convincing dominant to the original tonic of A-Minor that we have yet 

seen, in the form of an arpeggiated E dominant seven chord that resolves to Am on beat 

three. As refreshing as this point of arrival is in the context of these otherwise murky 

harmonies, the sense of A-Minor as a prevailing key is temporarily lost again with the 

minor dominant that again occurs on beat one of m. 6. The sense of this tonal center is 

recaptured, however, on beat four with the occurrence of an arpeggiated G#°^ chord that 

resolves to Am on beat one of m. 7. No sooner do we recapture this sense of a tonal 

center, however, when an apparent F#°^ chord on the second half of the beat, abruptly 
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directs us towards the true secondary key of this piece, E-major. Our move in this 

direction is confirmed with an arpeggiated BM chord on beat four, which resolved again 

to the new tonic in m. 8. 

In this first half of the Allemande from page fifty-five, then, we revisit problems 

of ambiguity that it seemed Bartolotti had left behind him with the composition of the 

Secondo Libra Allemandes. While some of the chord relationships in this opening 

segment are just simply ambiguous, the use of cadential devices such as the leading-tone 

and the tritone could bring a great deal of tonal clarity to this section. In particular the 

use of minor dominants in Am in mm. 1, 3, and 6 confounds our sense of a home key, 

and Bartolotti's preoccupation with the piagal-sounding relationship between CM and 

FM also prevents us from perceiving III as a prevailing key as well. While there are 

clearly moments where this ambiguity is relieved, e.g. beat two of m. 5 and beat four of 

m. 6, the prevailing harmonic impression left by the first half of this Allemande is one of 

ambiguity and harmonic meandering. 

This ambiguity continues throughout the second half as well. The second half of 

this Allemande opens with an EM chord but it is unclear whether its function is still as a 

tonic or as a dominant since no dominant of E occurs and neither does an Am chord, 

which would suggest a dominant function for EM. Instead, on the last sixteenth-note of 

m. 10, the chord becomes an Em. M. 11 begins with an FM chord and sends us 

temporarily back into the key of C-major. C-Major is better established this time by the 

application of dissonant dominant chords. On beat four of this measure, we see a B° 

chord that resolves to CM on beat one of the next measure. Following this brief stint of 



88 

relative tonal clarity, we descend into the murk of harmonic ambiguity again with a Dm 

chord on beat four of m. 13 moving through an Em chord on beat one of the next measure 

to Am on beat two. On beat three of this measure Bartolotti apparently attempts to 

tonicize G-Major briefly but the harmony with which he attempts to do this is itself 

somewhat ambiguous. The F# and A in this sonority suggest an F#° chord that would 

rightly resolve to GM but the D and B present in this sonority cloud the leading-tone 

effect of the F# somewhat. We do not reach a clear dominant again until m. 16, where 

wc again encounter an EM triad, in second inversion, on beat three and again on the 

second half of beat four, bringing the piece to a close on the original tonic of A-Minor. It 

is worth mentioning the presence of two short sequences in mm. 15 and 16 respectively. 
i 

Again we see harmonic ambiguity at work in the second half of this piece. 

Bariolotti only adequately highlights two tonal areas in this section, C-Major and A-

Minor, and his movements between these areas are highly ambiguous as they are made 

without the benefit of any real cadcntial propulsion, whether in the form of the leading-

tone. the tritone, or, in a small number of cases, even root movements along the cycle of 

fifths. Compare this to Bartolotti "s masterful use of cadential dissonance to move 

through the cycle of fifths in the D-Minor Allemande from page seventy-five of the same 

book, or his use of the same idioms to clearly highlight the less concise harmonic 

movements of the A-Minor Allemande from page sixty. It is principally the absence of 

these cadential idioms of dissonance and the leading-tone that hinder the tonal coherence 

of the present example. 
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The contention that the aforementioned lack of the cadential idioms is the 

principal cause of the lack of tonal coherence in this piece is strengthened when we 

consider that this piece, ambiguous as it is, does in fact demonstrate other significant 

advancements over the Lihro prima Allcmandcs. While some of the chord progressions 

in this piece do seem basically ambiguous, there is not the fundamental problem of modal 

incompatibility that was seen in some of the Lihro prima Allemandes. In fact this piece 

is an excellent example of Bartolotti having reconciled the harmonic and melodic 

elements of mode. Where some chord progressions in Lihro primo contained chords that 

were incompatible with the pitch materials of any single plausible melodic mode, m. 5 of 

the B-minor Allemande for example, every chord in this piece, except the handful of 

dominants that we do get for A-Minor and E-Major and the notes of the sequence in m. 

16, are totally compatible with the natural minor mode. 

Thus, at least in the minor mode, solving this problem of chord/scale 

compatibility alone docs not automatically create a tonal environment. It is also evident, 

upon a cursory analysis, that the majority of the root relations between chords in this 

piece can be understood in terms of root movements along the cycle of fifths and related 

progressions. The ambiguous relationship between C and F, for example, is nonetheless 

based on root movement of a fifth, as is the relationship between Am and its ineffectual 

minor dominant. It would seem, then, that the missing tonal ingredient in this case is the 

skillful application of the leading-tone and the tritone. It is in the presence or absence of 

these deviccs that we perceive varying degrees of tonality or modality. 
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As has been mentioned earlier, the remarkable advancement in harmonic syntax 

between Lihro primo and the Secondo Lihro was only one of many aspects of Bartolotti's 

writing thai evolved radically between the two books. One of the most obvious aspects 

of the change between the two books is that of the shift away from the alfabeto chord 

vocabulary held over from the older battuto style and towards an increasingly pluckcd 

texture. There is considerable evidence that the new centrality of the tritone and leading-

tone in the harmonic language of the Secondo Lihro may, at least in part, have lead to the 

change in performance idiom between the two books. A brief study of problems related 

to the incorporation of dissonance into the Allemandes of Lihro primo will inform our 

consideration of this question. 
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CHAPTER 4 

PROBLEMS OF PERFORMANCE IDIOM IN LIBRO PRIMO RELATED TO THE 

APPLICATION OF CHORD DISSONANCE 

The characteristic dissonance found in both dominant seventh and diminished 

chords is that of the diminished fifth, or tritone. In both cases, the conventional 

resolution of the diminished fifth is effected by the inward collapse of the diminished 

fifth to form a third or. conversely, its expansion to form a sixth. In either case, one note 

of the tritone, the leading-tone, ascends to form the root of the chord of resolution, and 

the second note falls either a major or minor sccond to form the third of the chord of 

resolution. These conventional resolutions can be observed in the following example. 

Example 13. Examples of conventional tritone resolution. 

In the case of a dcceptivc resolution, the leading tone moves to the third of the chord of 

resolution and the other voice descends to form the fifth. The true "functioning" of a 

dominant chord that contains this dissonance, then, is dependent on both the execution of 

a root movement, at least a theoretical one, of V-I between the dominant and its chord of 

resolution and also on the contrapuntal resolution of the tritone. In the absence of the 

tritone. i.e.. in the ease of triads. V-I root movement alone is sufficient to constitute a 
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functional progression, provided that the V chord is major and thus contains the leading-

tone. Once the tritone is brought into play, however, the contrapuntal resolution of this 

dissonance becomes an integral part of the resolution of the chord. It is this aspect of 

tritone usage that complicates the introduction of chord dissonance into Bartolotti's early 

hattuto!pizzicato idiom. ! 

As has been mentioned previously, the hattuto I pizzicato guitar idiom combines 

the alfaheto chord vocabulary of the older hattuto style with segments of contrapuntal 

plucking, or pizzicato. Problems of treating chord dissonance arise frequently in this 

style since cadences are the key points of interface between the plucked counterpoint and 

the strummed alfaheto chords. In the older strumming style, the music was constituted 

I 
exclusively by harmony and rhythm. Chords were treated as self-contained musical 

objects and not as harmonic simultaneities comprised of individual voices. In light of 

this simplistic concept of chordal writing, voice-leading ceased to be relevant. The 

standardized chord-voicings that came to constitute the alfaheto system were designed so 

that all five-courses of the guitar could be strummed for every chord, regardless of the 

resultant inversion. Thus, as we can see in Bartolotti's own alfaheto table from Lihro 

prinio (Example 14). many of the most basic chords in the alfaheto vocabulary are, in 

fact, first and even second-inversion triads. 
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Example 14. Transcription of Bartolotti's alfabeto table from Libro prima. 

+ 

The problems inherent in combining this existing vocabulary of guitar chords 

with contrapuntal writing are obvious. Since the guitar is not well suited to sustain more 

than two or three contrapuntal voices at a time, the interjection into this texture of five-

note chords in various random inversions can only result in the destruction of 

contrapuntal integrity. This problem is further complicated by the nature of the 

counterpoint written for the guitar in this period, which frequently maintains only a 

marginal level of contrapuntal integrity to begin with. In his Libro prima Bartolotti 

regularly resorts to the use of compound melody, i.e., a disjunct melody that implies more 

than one level of activity, and to tricks of lingering in order to realize harmonic 

progressions in his contrapuntal segments. Since the original sources of this music are in 

tablature. certain contrapuntally ambiguous passages are subject to multiple 

interpretations in transcription and the preservation of certain harmonic subtleties 

frequently hangs on a choice between two or more interpretations based on alternate 

performance-scenarios. 

Thus in our examination of Bartolotti's treatment of dominant-chord dissonance 

in Libra prima, we will have to judge not only whether the tritone has been 

conventionally resolved but also, in the event that his treatment of it is judged to be 
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deficient, whether the deficiency is attributable to a lack of compositional sophistication 

on Bartolotti's part or if it is attributable to the idiosyncrasies of the battutolpizzacio 

guitar idiom. 

Libro prima contains 6 Allemandes in the keys of C-major, A-minor, G-minor. D-

ma jor. B-minor. and D-minor. From the point-of-view of harmonic language, the 

sophistication of these pieces varies widely. The Allemandes of the first two suites, those 

in C-major and A-minor. are notable for their relative tonal coherence with regard to 

maintaining a consistent sense of key, and also with regard to the lucidity of their chord 

progressions. In fact, most of these picces are basically observant of a tonic key but 

unorthodox harmonic progressions typical of the earlier battuto guitar idiom do occur 
; 

with some frequency. 

With regard to Bartolotti's treatment of dominant chord dissonance, it should first 

be said that the majority of chords that function as dominants in these Libra prima pieces 

are actually triads. The Allemande of the first suite in C-major, in particular, is 

effeclively devoid of dominant-chord dissonance and the Allemande of the second suite, 

in A-minor shows only one noteworthy incidence of the tritone. As we move further 

through these Allemandes. however, instances of the characteristic dominant trilone 

increase. 

Cadence progressions in these six Allemandes can be categorized regarding chord 

dissonance in the following way. On the most basic level, we can distinguish dominant 

chord progressions that incorporate the tritone, from those that do not. Within the 

category incorporating the tritone. we can further distinguish dominant progressions in 
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which the tritone is weakly manifest from those in which its presence is pronounced. At 

this point we begin to see some correlation between theoretical categories and specific 

aspects of the guitar performance idiom. In most cases where the tritone is weakly 

reflected, it occurs as a product of linear movement, particularly as a product of 

aipeggiation or compound melody. Instances such as these give rise to the most 

problematic interpretations of the original tablature. 

In the following example, taken from the Allemandc in A-minor (Example 15). 

the F# and C that form a tritone on the last beat of m. 3 appear in the transcription to be 

melody notes. In practice, however, this dissonance would certainly have sounded 

simultaneously since the guitarist's natural tendency would be to hold down the finger 

fretting the F# as the C was played, thus creating a de facto harmonic interval. As in all 

of the previous musical examples, chords in Example 15 that were originally notated 

using alfabeto symbols are marked with an asterisk. All other chords in the example 

were originally notated in conventional tablature notation. 

Figure 15. Mm. 1-4 of the Allemande in A-minor from Libra prima. 

1 1 1 1 1 1  _  1  

11 ̂ 1 r 
^ fr r r r r-fpr F 

Examples such as this represent the most common manifestation of the tritone in 

the Allemandes of Libra primo. Many of the instances of this type are even more 
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equivocal than the example above but nevertheless often appear to be harmonically 

legitimate when the natural tendencies of left-hand fingering are considered. In the 

example above, the resolution of the tritone is aurally obscured by a sudden shift from the 

plucking to the strumming idiom. Although the notes that would conventionally result 

from the resolution of this interval, namely B and G, arc present, the linear aspect of the 

resolution is somewhat diminished by the strumming of the G chord. This aural 

obstruction of tritone resolution is endemic to the style of Libra prima. In judging the 

quality of resolution in this case, however, we would have to say that Bariolotti was 

clearly cognizant of this dissonance and did effectively resolve it. even if the nature of the 

change in performance idiom somewhat obscured the resolution. Resolution, or non-
i 

resolution, of the tritone is somewhat less ambiguous in other cases. 

The tritone dissonance is most clearly pronounced in these pieces when it is stated 

simultaneously in two distinct voices, i.e.. when it occurs as a primarily harmonic 

interval, as opposed to a primarily melodic one. With regards to performance idiom, 

progressions in this category usually correlate with either the strumming idiom of the 

guitar or with instances of substantive contrapuntal writing in three voices. As alluded to 

above, this category can be further subdivided into two more categories: progressions in 

which the tritone is pronounced and is satisfactorily resolved, and progressions in which 

the tritone is pronounced but is not satisfactorily resolved. We will now address several 

examples representative of these two sub-categories and also representative of various 

combinations of strumming and plucking. 
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In the category of progressions in which the tritone is pronounced and is 

satisfactorily resolved, we cncounier various combinations of guitar performance idioms. 

As has been stated earlier, the alfabeto system of standardized chord voicings used in 

hattuto playing is made-up entirely of triads. Thus in instances in which a dissonant 

cadence progression is made up entirely of strummed alfabeto chords, the dominant 

chord must be modified from its original version to include the dissonance. This is 

typically effected by the insertion of a fret number on the line below the chord symbol, 

i.e., the tablature line that represents the highest string, so that the standard alfabeto 

voicing is played with the lop note changed to create the tritone. The only two chords 

that could be converted to serve as dominant seventh chords in this way were AM. 

represented by "I" in alfabeto nomenclature, and GM, represented by "A" in alfabeto 

nomenclature. The most common occurrence of this type of progression, involving the 

modification of an alfabeto chord, is in a cadence from an A chord to a D or Dm chord. 

In Example 16, we can observe such cadcnce from in m. 14 of the sixth Allemande in D-

minor. 

Example 16. Mm. 11-15 of the Allemande in D-minor from Lihro prima (with tablature). 

-0 0 —I -3-1-0 3  ̂ „ I „ 0  ̂3-2-|-Tin— J—3-2-0— 3 —"=^3-1 0 
3-2-0 —10 0 

, , A 
5 3-10 0 ' 8 a • —, r-1-

-3-2-0 1 K--3 1 H 3— 3-1—%  ̂
, 2-Hlf?^— 

~ 0 s 
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As can be seen from the tablature, the number "3" in here inserted under the 

alfabeto letter "I", which represents AM, just before the down-stroke slash in order to 

indicate that the top note is now "G" instead of the usual "E." The notes constituting the 

tritone here are thus placed in the top two voices of the chord. The resolution is quite 

audible and the notes of the tritone (C# and G) do collapse inward to form the root and 

third of the chord of resolution. Thus we would have to judge this a tonally conventional 

treatment of the dissonance. 

In strumming this same type of progression in a key other than D or C, however. 

Bartolotti had to find another way of forming his dissonant dominant chord. In these 

instances, he resorted to writing out the dominant chord in tablature. The chord of 

resolution was still most often expressed as an alfabeto chord. In voicings of this type 

the tritone is often buried in inner voices as in Example 17, taken from mm.9-11 of the 

Allemande in B-minor. While most of the chords in this measure are strummed, we can 

see that Bartolotti has taken advantage of the greater versatility of intabulated chords to 

incorporate yet another dissonance into this progression, namely the 4-3 suspension that 

he builds into the dominant E chord on the first half of beat four of measure 1!. His 

treatment of the tritone dissonance here is conventional and the dissonance created by the 

tritone is enhanced by the additional minor second that is created between the D and E 

notes at the top of the chord, thus enhancing the cffect of resolution. 
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Example 17. Mm. 9-11 of the Allemande in B-minor from Libro primo. 

As we can clearly see in this example, the inlabulation of chord voicings allowed the 

guitarist much more latitude in making use of dissonant chords. 

The final idiom in which Bartolotti used dissonant dominant chords with 

pronounced and successfully resolved tritones in Libra primo was that of threc-voice 

counterpoint. This allowed him the greatest freedom in the coherent handling of the 

tritone since, not only could he voice the chord however he wanted, he could also 

emphasize or de-emphasize the dissonance by using differing amounts of pressure in each 

finger when he plucked the passage in performance. Example 18 illustrates such a 

passage from m. 7 of the Allemande in D. 

Example 18. Mm. 5-8 of the Allemande in D-major from Libra primo. 

1 1 I . 1 

 ̂  ̂ —HI ^ fUfTf rglJ f[^ tJr ^ 
This example is largely self-explanatory and demonstrates the most transparent and the 

most lucid resolution of the dominant tritone that wc have yet observed. 

While the resolution of pronounced dominant tritones that we have seen so far 

would seem to speak to the relative advancement of the harmonic language in Bartolotti's 
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Libra prima, and to the capability of his performance idiom to accommodate this new 

hamionic practice, there are also a number of examples in which pronounced tritones are 

not resolved. A very good example can be found in the D-minor Allemande. While 

Bartolotti's treatment of the tritone in this measure has already been addressed in Chapter 

2, it is worth expounding this excerpt again in the context of the present discussion. As 

wc can observe in Example 19, in beat three of measure nine Bartolotti strums a CM triad 

and then alters the top line, on the second half of the beat, to include the seventh. The 

addition of the seventh creates a very audible tritone in the two top voices and sets the 

listener up for a resolution to F. The deceptive resolution to Dm on beat four is still 

within the realm of expectable harmonic movement, but the weak two-voice 

representation of the chord is very unsatisfying. This resolution has neither the benefit of 

a third in the chord of resolution to define it, nor the satisfaction of resolving the 

prominent cadential dissonance of the preceding dominant. 

Example 19. Mm. 8-9 of the Allemande in D-minor from Libra prima. 

In some of these examples, the presence or application of the tritone is not only 

awkward but also genuinely puzzling. One example that flies in the face of our emergent 

picture of Bartolotti as an up-to-date composer with a reasonable sensitivity to dissonance 

and its resolution, in found in measure 1 of the G-minor Allemande. 
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Example 20. Mm. 1-2 of the AHcmande in G-minor from Libro prirno. 

* * * 

1 t J 
* * 

1 

p  r  ^  T J j ^ L  

In Example 20. we encounter a striking first-inversion D chord in which the tritone 

occurs in the two lowest voices and is thus very prominent in performance. This chord 

does not. of course, exist in the standard alfaheto chord vocabulary and Bartolotti's 

notation of it so precisely in tahlature speaks to his very deliberate application of this 

sonority. Rather than effecting any sort of contrapuntal resolution of this prominent 

dissonance, however. Bartolotti simply leaps out of this sonority and into a slock alfaheto 

voicing of a D-major triad (alfaheto chords are again indicated by an asterisk in this 

example). Thus the expectant dissonance of this chord is frustrated, any sense of voicc-

leading. however marginal, is confounded, and the harmony resolves weakly to the ionic 

in the next measure. 

Based on the preceding examples we can begin to discern some of the key 

problems confronted by Bartolotti in his attempts to incorporate chord dissonance into his 

Lihro prirno cadencc progressions. It is clear from the discussion, for instance, that 

Bartolotti's application and treatment of dominant chord dissonance in the Libro primo 

Allemandes is not entirely consistent with regard to his recognition of the need to 
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contrapuntally resolve the diminished fifth. Examples 19 and 20, in particular, exemplify 

this inconsistency. 

Where the examples do show Bartolotti observing the contrapuntal exigency of 

the tritone, they inevitably also highlight a problematic incompatibility between the 

tritone dissonance and the alfaheto chord vocabulary. Example 16 shows one of 

Bartolotti's approaches to resolving this problem, by modifying alfaheto chords to 

include the new dissonance in the top voice. As has been observed in our discussion, 

however, this approach is of limited usefulness in solving the alfaheto problem, sincc it 

only yields dissonant dominant chords for two tonal centers. Examples 15, 17, and 18 

show that, even at this early stage in Bartolotti's adoption of chord dissonance, he 

recognized the greater versatility afforded him by foregoing alfaheto notation entirely 

and simply intabulating his dominant chords. 

This observation suggests a possible explanation for the change in Bartolotti's 

performance idiom between the two books. As mentioned earlier, the perfonnance idiom 

of the Secondo Lihro is characterized by a much greater proportion of pizzicato writing 

than that found in Libra primo. and by far fewer occurrences of alfaheto chords. This 

new performance idiom complements Bartolotti's much more widespread application of 

the tritone in the second book, facilitating the seamless incorporation of this device into 

his new harmonic idiom, and ensuring the consistent resolution of the dissonance. In 

fact, tritones in the Secondo Lihro are overwhelmingly introduced in the context of two 

or three-voice counterpoint or the context of arpeggiation. While Bartolotti retains the 
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practice of creating chord dissonance by altering the top note of the alfabeto chords "I" 

and "A" for occasional use, his use of this technique in the Secondo Libra is infrequent. 

While it is impossible to prove conclusively that his concern for the ease of 

applying chord dissonance was the prime motivating factor in his adoption of a more 

contrapuntal pcrfomiance idiom, his widespread use of the tritone in the Secondo Libra, 

and the extent to which the new texiure facilitates the use of chord dissonance, offers 

compelling circumstantial evidence to support this contention. 
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CHAPTER 5 

CONCLUSIONS 

In light of the preceding analysis and discussion, it is clear that the hamionic 

language found in the minor-mode Allemandes of Barlolotti's Secondo Lihro di Chitarra 

of circa 1655 marks a significant advancement over that found in the minor mode 

Allemandes of his Libra prima di Chitarra Spagnola of 1640. The primitive harmonic 

language of Libra prima straddles both the tonal and the modal idioms. While it does 

demonstrate a predilection for fifth relations between chords, and occasionally makes use 

of the clarifying effect of chord dissonance to enhance the logic of its chord progressions, 

the overall effect of its harmonies is ambiguous from a tonal standpoint and the harmonic 

progressions often resist functional tonal analysis. From the point of view of tonal form, 

the minor-mode Allemandes of Libra prima show some tendency towards the harmonic 

polarity that would come to characterize the binary forms of later tonal music, but much 

of the large-scale harmonic design appears to be informed by the systems of guitar 

modality prevalent in the early seventeenth century, as elucidated by musicologist 

Richard Hudson. As we observed, aspects of the tonal design of the Allemandes in D-

minor and B-minor from Libra prima, in particular, appeared to be based on the "Unit 

III" chord progression of Hudson. 

By contrast, in a number of minor-mode Allemandes of the Secanda Libra 

Bartolotti achieved a pinnacle of tonal sophistication based on the use of contrapuntal 

cadence idioms to create a consistent and logical harmonic syntax on the local level. 

Using chord dissonance and prominent leading-tones in concert with the process of 
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patterning, Bartolotti eliminated the problems of ambiguous chord function and tonal 

center entirely from many of his Secondo Lihro Allemandes. Perhaps the simplest 

testament to the essentially tonal nature of these Allemandes is the ease of Roman 

numeral analysis in examples such as the Alleniande in D-minor from page seventy-five 

and the Allemande in A-minor from page sixty. The increased use of chord dissonance in 

these Allemandes also leads to the increased intelligibility of the tonal forms of these 

pieces. While the Allemande in A-minor from page sixty demonstrated that the concept 

of harmonic polarity was still not fully formed in the Secondo Lihro works, the tonal 

centers of the advanced works that we studied from the Secondo Libra were nonetheless 

very readily discernable because there was a clear logic to the local chord progressions in 

these pieces, even if the specific hierarchy of tonal centers was less categorical than we 

would expect to see in fully-tonal music. 

That the principal source of the syntactic clarity of hannonic language in the 

Secondo Lihro Allemandes was Bartolotti's use of contrapuntal cadence idioms, and 

chord dissonance in particular, is attested by the greater frequency of these idioms in the 

Secondo Lihro Allemandes that we examined. That these cadence idioms were of much 

greater importance to the harmonic syntax of the second book than other refinements, 

such as the reconciliation of the melodic and chordal aspects of mode, was attested by our 

examination of the Allemande in A-minor from page fifty-five of the Secondo Libra. As 

we saw in this piece, the creation of a coherent melodically-based mode, and an 

adherence to root movements by the cycle of fifths, did not alone suffice to create a 

compelling tonal syntax. Since the contrapuntal cadence idioms of the leading-tone and 
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the tritone were the only stereotypical Secondo Lihro elements conspicuous by their 

relative absence, and since the lack of these idioms would account for the reduced tonal 

coherence of this piece, it seemed reasonable to attribute the general lack of tonal 

coherence in this A-minor Allemande to the scarcity of these important tonal harmonic 

idioms. i 

The remarkable pervasiveness of these new idioms in the Secondo Lihro 

Allemandes also offered a compelling reason for the radical change in performance 

idioms between these two books. The performance idiom of Lihro prima was 

characterized by a rudimentary hattutolpizzicato idiom that relied quite heavily on the 

alfaheto chord vocabulary of the older hattuto guitar style. The Secondo Libra marked 

Bartolotti's adoption of a more refined hattutolpizzicato idiom, which was 

overwhelmingly based on contrapuntal plucking, increased sensitivity to voice-leading, 

and on the use of intabulated chords to replace the contrapuntally-clumsy chords of the 

alfaheto system. 

The harmonic idiom of Bartolotti's Secondo Lihro Allemandes incorporated both 

chord dissonance and ornamental dissonance, such as the use of suspension and the 

acciaccatura, but it is his handling of chord dissonance in this book that is of particular 

importance. This is because Bartolotti's refined handling of chord dissonance in the 

Secondo Lihro represents a solution to the problem of chord dissonance that had clearly 

preoccupied him in the Allemandes of his Lihro prima. His problems of coherently 

applying the diminished fifth in his dominant chords, and of effecting convincing 

resolution of the resultant harmonic tension when he did apply it, were quite apparent in 
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our study of his Libro primo Allemandes. Such problems are non-existent in the 

Allemandes of the Secondo Libro, owing to Bartolotti's adoption of a performance idiom 

that combined a newfound contrapuntal prowess with the frequent application of brise-

like texture to allude to the harmonic idioms of his new style when a transparent 

contrapuntal manifestation of them was impractical. It is impossible to say with certainly 

that the importance of chord dissonance to Bartolotti's emerging harmonic language was 

the main reason for the evolution of his performance idiom, but it seems apparent that 

incorporating dissonance, the chord dissonance of the tritone in particular, into his 

harmonic language was one of the most serious challenges presented by the composition 

of the minor-mode Allemandes of his first book. Given the prevalence of these harmonic 

idioms in the minor-mode Allemandes of his second hook, it is certain that the new, more 

contrapuntal, performance idiom facilitated the integration of these harmonic devices into 

the harmonic language of the Secondo Libro, regardless of the specific nature of the 

relationship between these two aspects of Bartolotti's musical development. 

While our examination of the minor-mode Allemandes from the two guitar books 

of Bartolotti cannot, by any stretch, be considered a definitive final word on the 

development of harmonic language in the guitar literature after circa 1630. it is 

nonetheless an interesting, and hopefully useful, case study. In a way. the usefulness of 

this case study may in fact be limited by the considerable sophistication of Bartolotti's 

harmonic language in the Secondo Libro, relative to that of his contemporaries. 

Bartolotti was among the elite ranks of the Northern-Italian guitarists and the harmonic 

sophistication of his Secondo Libra music, in particular, is matched in the books of a very 



108 

few other seventeenth-century guitarists. Nonetheless, the problems of harmonic writing 

encountered in these two books, and Bartolotti's solutions, may well be mirrored in the 

works of his more illustrious peers, whether working contemporaneously with him or 

slightly later. In as far as this is true, it is hoped that the present study may provide a set 

of criteria by which the harmonic development of other seventeenth-century! guitarists 

can be evaluated. 
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APPENDIX 

THE QUESTION OF BARTOLOTTFS GUITAR TUNING AND A DETAILED 

DISCUSSION OF THE TRANSCRIPTION METHOD USED IN THE CREATION OF 

THE MUSICAL EXAMPLES 

The guitar that Bartolotti and his contemporaries played was substantially 

different from the modem six-string guitar. The chitarra spagnuola was strung in five 

courses, i.e., pairs of strings, instead of six single strings like the modern instrument. The 

highest course was typically single-strung to better project the melody. Thus in a passage 

such as the one below, from the D-major Allemande of Libro prima, many of the notes 

shown in the tablature would actually sound as unisons and octaves (depending on the 

specific stringing and tuning of the instrument) rather than single notes. As we can see in 

the Example 21, however, pedantically transcribing every single pitch that would be 

produced in a chitarra spagnuola performance makes for a cluttered and confusing score 

and does not elucidate any more of the compositional substance of the passage than we 

would see in a more conventional transcription. The notation of the chords, in particular, 

is unwieldy in a completely literal transcription, as can be seen on the bottom staff. 

Brackets have been used to clarify pitches that are meant to sound simultaneously. 
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Example 21. Mm. 1-2 of the Allemande in D-major from Libra primo; two 'alternate 
transcriptions with tablature. 

I J 1 J 1 

Conventional 
Transcription 

Original 
Tablature 

Version 

Pedantic 
Transcription 

 ̂ ji  ̂ j! J) > Jl, 
-2 0-

-4—2-0-

-0 ^ 0- -2—3—2 0- -M—M' 
7 7.J 5 J 5_ 

J i l l  

» I* r V 1 ' m 

Thus in this thesis a more conventional form of transcription, based on the realization of 

tablature numbers as single notes, has been adopted, although the aural and theoretical 

ramifications of all doubled notes generated by the use of courses have been considered 

in creating each transcription. Notes resulting from unison and octave doublings in the 

courses have been included in the transcriptions where they are judged to be prominent 

aurally or to be of particular importance to the musical substance of a passage. 

One of the most complicated aspects of seventeenth-century guitar music is the 

concept of re-entrant tuning. On the modem guitar, the pitch of the open strings descends 

continuously from the highest string to the lowest, without digression, as illustrated in 

Example 22. 



I l l  

Example 22: Modem guitar tuning. 

1 2 3 4 5 6 

—fOter O " O 

•CF 

On the modern guitar, the fifth string is always lower than the fourth string, 

which is always lower than the third string. In a re-entrant guitar tuning from the 

seventeenth century, however, the fourth and fifth courses may actually be tuned an 

octave higher than the corresponding strings on a modern guitar, so that the fourth course, 

for instance, might actually be higher than both the second and third courses. Of the 

three most widely used tunings for the chitarra spagnola in the seventeenth century, two 

are re-entrant tunings. These three common tunings are often colloquially referred to as 

"Spanish." "Frcnch," and "Italian" because of their associations with the various national 

schools of guitar playing in the seventeenth century. These three tunings are illustrated in 

Example 23. 

The derivation of these tunings is actually much more complex than these labels 

would seem to imply. The so-called "Spanish" tuning described by the Spaniard Caspar 

Sanz in his Instruccion de musica sobre la guitarra espanola y metodo de sus primeros 

rudimentos hasta tanerla con destreza of 1674, for instance, had actually been learned by 

Sanz during his studies in Rome. The so-called "French" tuning originated in the 1671 

publication of the Italian Francesco Corbetta and the so-called "Italian" tuning actually 
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originated in the 1596 guitar publication of the Spaniard Juan Carlos Amat.^'^ In spite of 

these issues of historical derivation, in the present appendix we will adopt the colloquial 

designations "Spanish," "French," and "Italian" for the sake of simplicity. 

Example 23: Three common seventeenth-century guitar tunings: a, "Spanish" tuning; b, 

"French" tuning; c, "Italian" tuning. 

3 4 
331 • 

-XJ~ 

$ mr 

~cr" 
-o-

In order to discuss the ramifications of seventeenth-century guitar stringing and 

tuning for the transcription of Bartolotti's music, we must first establish precisely which 

stringing and tuning standard Bartolotti employed. Many seventcenth-century guitarists 

stated their stringing and tuning preferences explicitly in the prefaces to their books. 

' Richard Pinell, Francesco Corbetta and the Baroque Guitar, 15. 
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Unfortunately for us, Bartolotti did not provide this information explicitly, but it is 

possible to determine his practice in this regard by analyzing his music. The 

transcriptions found in this study are transcribed based on the stringing and tuning 

standard that wc have labeled "Italian." While it may seem self-evident that Bartolotti 

would use this standard, being a northern Italian, there has, in fact, been some 

disagreement between early music performers on this matter. We will endeavor now to 

prove once and for all that the Italian tuning is the only one that makes sense for 

Bartolotti "s music. 

Perhaps the strongest evidence for Bartolotti's use of the Italian tuning is his 

obvious preoccupation with chord inversion. As has been explained elsewhere in this 

study. Bartolotti endeavors to control chord inversion in both his Lihro prima and 

Secondo Libra. In the Libra prima he makes use of three lettere tagliate, or "cut letters." 

These are standard alfabeto symbols that have been altered by the addition of a slash 

through them, to indicate that, in strumming these chords, only the top four courses of the 

guitar are to be strummed. Without the addition of a slash, a seventeenth century 

guitarist would automatically strum all five courses for every chord, regardless of the 

resultant inversion. In the Italian tuning, the lettere tagliate of Libra prima have the 

effect of changing the inversion of the chords, from second inversion to root position 

(Example 24). 
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Example 24. The lettere tagUate of Bartolotti's Libra prima. 

G (S P P F F 

i '"j a r ' r ' r 
Needless to say, if Barlolotli were not using a bass string, or bourdon, on his fifth course, 

the difference between a regular alfabeto letter and a lettere tagliate in Libra prima 

would be largely meaningless. 

Bartolotti preserves the lettere tagliate notation for use with the G and P chords in 

his Secondo libra, but, as described in chapter three of this thesis, he also develops a 

system for precisely indicating the number of strings to be used with any strummed 

chord, whether an alfabeto chord or an intabulated chord. He indicates the strings to be 

used by incorporating the rhythmic notation for the strummed chord into the tablature 

itself, rather than notating the rhythm so that it "floats" above the tablature staff, as was 

the standard practice. Whichever line the note head of the rhythm indicator is placed on 

is the string from which the strum begins. An example of this notation can be seen in 

Example 25, taken from the Allemande in D-minor from page seventy-five of the 

Secanda libra. 

In addition to Bartolotti's obvious concern for chord inversion, the Secanda libra 

contains numerous examples of imitative counterpoint which only make sense in 

transcription if we presume the use of bourdons on both the fourth and fifth courses. In 

the Example 26. taken from the Gigue on page twenty-one of Bartolotti's Secondo libra, 

we sec that bourdons are in fact implied by the imitative entries. 
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Example 25. Mm. 1-3 of the Allemande in D-minor from p. 75 of the Secondo lihro with 
tablature. 

Transcription 

I  1 1 1  I t  1  1 1 1 1 1 

Tablature 

F C l f '  -  ' -  p 

t, J'' 

' l i t '  I  if''"' 
•5-6-8-6 (r~ -6-3-5-6-5—5—5- -5 3-2-•3-5 3 1-0-

Example 26. Mm. 1-8 of the Gigue from p. 21 of Bartolotti's Secondo lihro with 
tablature. 

Transcription 

Tablature 

.  n r r r - r T ^ j  f i j  ^  

j _ 
3-3-5-3-2-0 3—' U 2 ^—3—  ̂ 2 ' ' L )̂ ^—5—3_2 7—5  ̂L3 —J ^5 3—2 0—1 

m -p jg Timu 
A Ji > Ji .h, A A A.h Ji. j!ji. .h i'i.. ̂  .J'Ji.h JiJ 

0 —4-2—5- ^ 1 
—3-2*^==^  ̂

2—0——1 0-
3 ]—0 1— 2 3 2-0-2 

-0-f 0—2—0 -(>^0 1 2 ^3 0 3 ' 
^^ 

3 2—i 

The subject of Bartolotti's imitative writing in this example can first be observed 

in m.l of the transcription and again, with its definitive rhythmic profile, in the lower 
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voice in m. 2. The occurrences of this imitative subject in the bass voice in both mm. 6 

and 8. clearly imply the use of bourdons since, without bourdons, the subject would be 

melodically distorted and thus obscured in these measures. 

In Example 27. which illustrates two possible transcription scenarios for m. 6, the 

subject as transcribed using the "Spanish" standard of stringing and tuning is obscured by 

the transposition of the last three notes up the octave. This transposition, which would 

result from the absence of a bourdon on the fourth course, destroys the melodic contour 

of the subject, as established in mm. 1 and 2, and further obscures the imitation by 

embedding the last three notes of the subject in between the two upper voices. 

Example 27. Allernaie transcription scenarios for m. 6 of the Gigue, based on different 
tunings. 

Bourdon on 
Fourtli String 
("French" or 

"Italian" 
Tuning) 

No Bourdon 
("Spanish" 

Tuning) 

Tablarure 

i ! .  

f i 
& 

-4-2 5-

Example 28 illustrates three possible transcription scenarios for m. 8, one for each 

of the three standards of stringing and tuning described earlier. In the "Italian" 

transcription, we see that the subjcct is plainly and accurately represented. In the 
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"French" transcription, we encounter an octave displacement of part of the subject similar 

to that seen in our "Spanish" transcription of m. 6, although the subject in this case is not 

embedded in between the upper voices. In the "Spanish" transcription of m. 8, we see 

that the melodic integrity of the subject is preserved, but that the first two notes of the 

subject are embedded in between the upper voices, thus obscuring the entry. 

Example 28. Alternate transcription scenarios for m. 8 of the Gigue, based on different 
tunings. 

Italian" 
Tuning 

French" 
Tuning 

'Spanish" 
Tuning 

Tablature 

In light of the contrapuntal necessity of bourdons on both the fourth and fifth 

courses in the preceding three examples, and the further necessity of these bourdons in 

order to make sense of Bartolotti's chord-inversion indicators, there seems to be 

overwhelming evidence that Bartolotti's music is based on the "Italian" standard of 

chitarra spagnuola tuning and stringing. Now that we have established the appropriate 
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stringing and tuning standard for Baitolotti's music, we can discuss the ramifications of 

this standard for the transcription of the musical examples used in this thesis. 

The most obvious ramification of Bartolotti's tuning, i.e., the presence of a true 

bass voice in his pieces, has been illustrated adequately by the example presented above 

from the Gigue on page twenty-one of the Secondo lihro. As we can observe by 

consulting the tuning illustrations provided earlier, however, the presence of bourdons on 

the fourth and fifth courses of Bartolotti's guitar did not eliminate the re-entrant aspect of 

chitarra spagnuola tuning entirely, since the bourdons were still paired with strings tuned 

an octave higher. Thus certain of the idiomatic effects of re-entrant chitarra spagnuola 

tuning were still available to Bartolotti. In particular, the technique known as 

campanellas was brilliantly exploited by Bartolotti in many of the picces of his Secondo 

lihro di chitarra. This effect is most commonly associated with the repertoire of the 

chitarra spagnuola in "Spanish" tuning. 

As we have seen, the "Spanish" tuning lacks the bourdons which are necessary to 

the creation of a true bass-line. Accordingly, the music written for the chitarra 

spagnuola in "Spanish" tuning tends to rely heavily on an effect known as campanellas, 

(literally "little bells") rather than on counterpoint. Because the fourth and fifth courses 

in this tuning are tuned so high, the guitarist can play melodies in which he alternates 

between one of the top courses and one of the bottom courses for each successive melody 

note. As we can sec in the following excerpt from Caspar Sanz's Pavanas por la D 

(Instruccion de musica sohre la guitarra espanola, 1674). the melody notes in a 

campanella passage ring over from one to the next, creating a chime-like effect. In 
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Example 29, the top staff shows a conventional transcription of this passage, while the 

second staff shows a transcription that attempts to convey the nuance of how the passage 

would actually sound in performance on a chitarra spagnuola in "Spanish" tuning. 

Example 29. Campanella passage from Pavanas par la D by Caspar Sanz 

Conventional 

Transcription 

Literal 

Transcription 

Sanz's 
Tablatiffe 

frftm 

0-8-7-

-7-0-
-3 CH 

In Bartoloiti's music, the question of how to represent campanella passages is more 

complicated than in the Sanz example, owing the presence of bourdons along with the re

entrant octave strings. Oftentimes, the transcriber of Bartolotti's music must choosc 

between the two pitches created by a bass course in this music. For the sake of clarity in 

transcription, it is frequently necessary to establish cither the bass note or the octave note 

as being integral to a passage and to omit the superfluous note in transcription. 

There are, in fact, three possibilities for transcribing obvious campanella passages 

in Bartolotti's music. The transcriber may choose to represent both the campanella notes 

and the bass notes in the transcription, to represent the campanella notes and a few 

selected bass-notes, or to represent only the campanella notes. In deciding which of 

these three approaches are applicable to a given passage, the transcriptions in the present 
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thesis have been based on the following two considerations: (1) which notes are most 

important to the musical logic of the passage? (2) what does the listener actually hear 

when the passage is played on a period instrument? The second of these two 

considerations is often the most revealing for the transcriber. In dealing with campanella 

passages in particular, the configuration of the bass courses on the chitarra spagnuola is 

a significant consideration. 

The bass courses on a seventeenth-century guitar are strung in such a way that the 

re-entrant (octave) string of each bass course is struck by the thumb before the bourdon is 

struck. It has been suggested by period music specialist James Tyler that seventeenth 

century guitarists may have employed a thumb technique whereby they could avoid the 

bourdon and sound only the octavc string of a bass course in the execution of a 

campanella passage. While there is no record of this technique in the primary literature, 

first hand experience playing a modern chilarra spagnuola replica reveals that this 

technique is actually very easily mastered by an experienced guitarist, and that the 

"splitting" of the course in this manner can often be accomplished intuitively simply by 

virtue of focusing the ear on the upper note of the course. Even if the bourdon is not 

entirely avoided, it is possible to emphasize the higher string to the listener, so that the 

listener will perceive the campanella melody as the salient musical thread of the passage. 

In transcribing the music of Bartolotti, or any other seventeenth century guitarist, there is 

no substitute for "hands on" experience with the instrument. 

The result of this "hands on" experience in the present set of transcriptions has 

been that the bass notes in obvious campanella passages generally have been omitted. 
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An example of this practice can be seen in the transcription of measure three of the 

Allemande in D-minor from page seventy-five of the Secondo lihro (Example 30). The 

top staff, labelled "Campanella Transcription," is the solution that was adopted in the 

final transcription. The campanella melody on heats one and two is both the most salient 

feature of these beats aurally, and also makes the most musical logic. 

Example 30. Three transcription scenarios for m. 3 of the Allemande in D-minor from p. 
75 of the Secondo lihro, based on different inteipretations of the re-entrant notes. 

1 

"Campanella" 
Transcription 

"Bourdon" 
Transcription 

"Course" 
Transcription 

IE 

Tablatiire 
-3-2—; 
-1-0 -3—5-

Referring back to the Example 25. we see that the campanella melody reflected in the top 

line of the present example fits in with the logic of the melodic sequence that has been 

occurring in the prev ious two measures. It functions as an expansion of the sequence 
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motif in advance of the first important cadence of the piece. The "Bourdon" transcription 

on the second-line makes little musical sense in the broader context of the phrase. The 

"Course" transcription on line three, which reflects both notes generated by the bass 

courses opens the possibility of perceiving a bass-line in addition to the campanella 

melody, but the parallel octaves between the upper and lower notes of the bass courses 

and the prominence of the campanella melody to the ear diminish the compositional 

independence of this line and thus the possibility of its functioning as a contrapuntally-

meaningful bass-line. Of course it is impossible to say that one solution is absolutely 

correct and one is absolutely wrong. While it is the opinion of the author that the top 

solution is the one that most elegantly and accurately reflects the compositional substance 

of the passage, another transcriber might well come to a different solution. 

The ramifications of re-entrant strings in the bass courses of Bartolotti's guitar are 

not limited to campanella passages. In Example 31, taken from the Allemande in D-

minor from page seventy of the Secondo libra, we see the transcription of a passage that 

is not essentially based around the exploitation of the campanella effect, but which is 

nonetheless defined to a large extent by the sounding of re-entrant notes. 

The middle staff in the example shows a transcription that observes only the low 

bourdon pitch of the bass courses. Without hearing this passage played on a period 

instrument, one might well find this to be a complete and accurate transcription. In 

performance, however, the re-entrant strings of the bass courses create a biting 

dissonance with the suspended notes, which enhances the sense of resolution. These 
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propulsive dissonances are reflected in the transcription found on the top line. The areas 

containing these dissonances are bracketed. 

Example 31. Mm. 16-19 of the Allemandc in D-minor from p. 70 of the Secondo libra, 
two transcription scenarios. 

J .J } ^ ^ 

The inclusion of these doubled notes reflects the sound of the passage more 

accurately and also reveals this passage as another example of the dissonant musical 

grammar of Bartolotti's Secondo libra. Of coursc the inclusion of these dissonant 

doubled notes raises the question of how far this editorial interpretation should be taken. 

In the present transcription, the dissonant "G" on beat three of m. 16 has also been 

included on beat four since the re-entrant string would sound the pitch in both instances, 

and the restatement clarifies the dissonance as a suspension, rather than an acciaccatura. 

On beat two of m. 17, the restatement of the re-entrant "F" is moot since that pitch is 

already creatcd by a fretted note on the first course on beat two. On beat four of the same 
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measure the re-entrant "E" dissonance from beat three is not carried over to beat four 

since there is nothing in the tablature that could account for an "E" on that beat. 

Of course the chords that result from these editorial decisions are extremely 

difficult to reproduce on a modern guitar. One solution to this performance problem 

would be to include the dissonant upper notes of the bass courses in lieu of the bass-

notes, but this would damage the substance of the passage since the bass notes form a 

descending step-wise bass, which must also be considered as an intrinsic part of the 

passage. To omit the upper notes would result in an incomplete representation of the 

musical grammar of the passage. In the end the purpose of the transcription must be the 

deciding factor. 

Given that the purpose of the present transcriptions is to make this music 

accessible to scholars, rather than to provide a performance edition of this music for 

modern guitarists, the version that includes both the upper and lower bass notes is 

preferable for the purposes of the present thesis. The mutual exclusivity of scholarly and 

performance concerns, in examples such the present one, will inevitably result in 

different transcribers making different decisions in their editions, depending on the 

intended use of the transcription. Transcriptions made for a performance edition of this 

music would no doubt differ from the present transcriptions in many details. 

It is clear from the preceding examples that in transcribing seventeenth-century 

guitar music, such as that of Bartolotti, the transcriber must have a clear purpose in mind 

for the transcriptions, and must strike a balance between objective representation of what 

is indicated by the original tablature and subjective interpretation of the tablature in light 
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of the idiosyncrasies of the instrument. Good transcriptions of this music require not 

only a thorough understanding of the tablature, the instrument, and the history of this 

music, but also a degree of musical intelligence and taste on the part of the transcriber. 

In transcribing the pieces examined in this thesis, the author has attempted to 

strike a balance between the objective and subjective aspects of transcription, and has 

generally tended to defer to the aural effect of the most troublesome passages in order to 

make the most accurate possible representation of the effect of these passages. 

Ornamentation has been omitted from the transcriptions. Strumming indicators are 

intuitive, i.e., a downward arrow indicates a strum towards the floor and vice versa. 

Where the considerations of scholarship have come into conflict with those of 

perfonnance, scholarship has been given precedence. 
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