6. Pietro Millioni

Introduction

Pietro Millioni’s little “teach yourself’ guitar books seem to have gdryone else in the
shade. They were reprinted and plagiarized throughout the severaeenthto the
eighteenth centuries.

The earliest surviving version of his work is tl@arta impressione del primo,
secondo, et terzo libro d'intavolaturaprinted in Rome by Guglielmo Facciotti in 1627.
The title indicates that this is the fourth reprint of his first, second and third books.

The title page reads as follows

Fourth printing of the first, second and third book of tablature witlthich anyone will
be able to teach himself to play the Spanish guitar, to tunelgy trilli and repicci and
also to transpose pieces from one key to another; by Pietro Millioni, newly puétishy
the same.

Presumably there had been three earlier printings of this coimpikatd the three books

were probably printed as separate items even earlier. Merssfieng to a book which he

says was printed in 1624, mentioning that it includes a chanson “Una Vecchia a'@entat

bassoso” on p. 61 and a Galliard on p. 20, both of which he reproduces.
Mersenne/Millioni

Lyrics with alfabeto
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These are not included in the surviving compilation which probably insloddy a
selection of pieces from the earlier books. In the same year, g2 #ore collections
of pieces for guitar were printed in Rome by Guglielmo Fagci@econda impressione
del quarto libro d’'intavolatura di chitarra spagnola and Prima impressione del
quinto libro d’intavolatura di chitarra spagnola. The latter has a dedication to I
Signor Lodovico Aragazio dated 22 January 1627. Merse@altarde is included in



Quarto libro Book 4 on p. 17. In Millioni’s version the penultimate Chord P is cogrectl
represented as P2 [F sharp minor rather than F minor]; itpessible to say whether
Mersenne has made a mistake when reproducing the piece or whetes printed
wrongly in his source. None of these three books has been publishadsimile.
Millioni also compiled at least one collection of lyrics watabeto- Prima scielta di

villanelle — which was printed by Facciotti in 1627 and is dedicated to Cavaliere
Baldassar De Nobili.

Millioni’s Instructions to the Player

Without any preliminaries Millioni starts by explaining haffabeto table of chords.
These are set out on the following page in Italian tablatureingtavith +, followed by
A-P. These are the same as Colonna. [As a matter of interegkie copy in the
Bibliotheque nationale de France the chords have apparently begittea by hand in
French tablature].

Instructions

Anyone wishing to learn the guitar needs to learn the tablatwvkich follows. This
consists of [upper case] letters and beneath them you wél Sdines representing the
courses of the guitar. On the lines are numbers which regent frets and beside them
dots indicating the fingers to be used to stop the strings.

Millioni’s table of alfabetochords
[from Quarto Libro]

?}; A At B . B3 C Cy D Dt.
§ | —— ——, e | e () S Dt 2 e = St o | O -—C - o —
gl—z,, =} —0— — Qe | s Y | e I} | v | S = { e O o | W= | ——
3 e O e § e G — O e { = —C | e, T g )| e e D, G | o T ol
2 — O | 30 = = ,—,—--—!, S P A e £t B OOt £ SR £ o PR
e et e e el i L S O e O
K GBS R G .1 &9 Gy H el Rt
§ J— G |t e g e T —), ] e 2 D | e
Py pe— e g o g e [ = e e S S g e [ G = RS e
| 2, | [ B i, et bt g Rt PO gt B R b S Rt b A
Sl e e f s e [ 3§ | G| e [
for OO W B R e Tt Bt A C O e B Lo o P P
’ 1 K Ks Kag kg ¢t L M ot Mx P M3
3| mm O | | e [}y e [T = T § e S e e [, e D e =
B s Yt bl M Py ey P b P ol Sl B B et P
3|t 2y G | g Al Bl BE S f it o B L B e e
3 ——g . —— D R s It Lt Lo SC o Ce S T o PR Rt PR g L TR
) RSS! VS P S B SR S R B B R e T P S PR
Mg N1 N N;gNng FiPs Bs
gl o ——3 g | ——§ =7 e — L LG e g = [ 7 —
4|=——g, =], ~— i 3, ~— |, ———O B e B e A
3 e e 2 e B a | e O e § | o e g
B B R B o he T B e e T e P B s R T ol A
B e g R T i ——Gr e 8, e ot rene e jrmenl s ¥ 2 P o 5




Instead of using all the letters in the alphabet, those fbranwards began to be
discarded. This is because they are the same as other played with abarré earlier
in the sequence but placed at a higher fret. So the sameclatidr be used with a
number above to indicate the fret. Fewer to remember!

Left hand fingering

Millioni’s book is the earliest surviving Italian printed source ridicate the left-hand
fingering of the chords using dots — a single dot for the fingfef, two for the second,
three for the third and four for the little finger.

Note that when a single dot is found this indicates thesfifinger, which is called the
index finger; that is to say the one next the thumb, commonly called the larggefin
When there are two dots they indicate the second finger, which is theleithger.
When there are three dots they indicate the third finger called thegriimger.

And when there are four, they indicate the fourth finger, wh is commonly called the
little finger.

He then explains two of the chords in detailandA.

Chord +

For Chord + there are two 2s, one on the fourth course with 3 dekere the ¥ finger

should be used to stop the fourth course at the second fret aedother on the fifth
course with 2 dots where the second finger should be used s@(fifth course at the
second fret.

Chord A

For Chord A there are two 3s and a 2. There is one 3 on the tiaurse with 4 dots
beside it where it is necessary to use the fourth fingerthe first course at the third
fret and another 3 on the second course with three dots besidbere the third finger
stops the second course at the third fret. The 2 is onfifie course with one dot
beside it which indicates that the fifth course must bepgied at the second fret with
the first finger. The letters that follow have dots beside the fret nursber

The fingering is quite logical although it should be noted that Cherghlayed with the
third and fourth courses stopped at tAbfeet with a half or hingdarré rather than with
three separate fingers.

Ruiz de Ribayaz ihuz y norte musical (1677)mentions an alternative — using the third
(ring) finger on the second course, presumably with feand # fingers used for the
third and fourth courses, (although he hasn't actually said so), and encs@mumstances

this may be a more convenient fingering. Curiously, Sanz irtabie of chords in
Instruccion de musicag has indicated that the fourth course should be stopped with the



1% finger and the third and second with Y finger half barré which is not the most
convenient way of doing it!  In the illustration of the chord beingyedaon the
fingerboard the standard fingering is shown. This suggesthth@ihgering in the table
has been misprinted.  Nevertheless the same rather awkwagetirion is the one
indicated in the table of chords in Murciiesumen de acompafafl714). Beware of
taking everything in the original sources at face value! hénpast as well as today there
was a tendency to copy what other people had said without checking whetres
accurate!

Right hand technique
Millioni then gives some brief instructions about the right hand.

Once the letters have been committed to memory it is ptessbd begin to play the
sonatas. These will give more pleasure if played with thredoor fingers of the right
hand, holding them separately one from another, sounding all thersgsi together and
playing close to the rose and the neck; in this way the rawgill be rendered more
sweetly Take care to give all the strokes which are beleaitie downwards and those
which are above upwards as they are found.

This is straight forward although he hasn't actually explaioedlustrated the stroke
marks placed below and above the line to indicate the direction efrties. These are
the same as those used by ColonnaQuarto libro the following paragraph which
explains therillo has been inserted.

Trilli

Thetrillo is just a way of strumming the chords in a more elaboratéenéer@sting way.
As far as Millioni is concerned this seems to consist of notlmmge than simply
repeating the same chord up and down with the first finger anlyamy times as can be
fitted into the basic stroke (note) value.

When the sonatas are found notated with trilli, note that tlemg stroke marks are full
strokes, and the ts are strokes played as trilli, because to playi@ four strokes are
given, one down, one up, one down and another up quickly. So when there are four ts,
one down, one up, one down and another up serves for one trillo. Mthere are
eight ts, two trilli should be played, and when there are twels, three trilli must be
played. Note that these trilli are played with the index fingsounding all the strings

up and down in groups of four quickly as said above.



Mus. Ex. 1 - Aria di Fiorenza,Quarto libro, p. 47
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Dots in tablature

Millioni hasn’t really explained the purpose of the two dots followting ts.in the first
group of ts. He also uses a system of dots to indicate a kirrdandando although
what he says is not very clear.

When any dots are found, the hand should be held back, going marelglthan
usual. When there are two dots, it is necessary to pause la liif the sonatas are
played a tempo.

The two dots clearly mark off the ends of phrases as can be seen in Mus. ex. 2 below. The
single dots are invariably placed below up-strokes as can hears®&dus. ex. 4 below.

They may be intended to indicate dotted rhythm, i.e. a dotted crdtilwtved by a

guaver although because there are no bar lines or note values it is difficult to.be sure

Repeat signs

As he doesn’t use bar lines Millioni has adopted a rather quainofvaygicating when
sections of the music should be repeated — two little hand indieateeginning and end
of the repeated passage. These can be seen in Mus. ex. 1 above.

When two hands are found, one pointing towards the other, that mdrthe sonata
between the hands must be played twice.

Additional chords

As well as the basic chords from +, A-P and their transpositMiilsoni has included
several other chords in his table.



Two of theseB3 andC5 involve introducing a different note on the first course, and two,
At andDt are what are known &esttere tagliate Here they are.

Mus. Ex. 2

Chords B3, C5

When a B is found with a 3 beside it like this — B3 — Chord Bshbe played with the
first course stopped at the third course [instead of leftstopped]; in the same way
when a C is found with a 5 beside it like this - C5 - thestfcourse should be stopped
at the fifth fret [instead of at the second] giving as martyokes as are indicated under
the letter.

By altering the chords in this way it is possible to cresmething in the way of a
continuous melodic line. Unfortunately the lack of time signatamed note values
makes it very difficult to decipher the music.

Mus. Ex 3 — Girumetta, Libro quarto, p.65
[Two dots in line 2 indicate a pause at the end of a phrase]
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Lettere tagliate

At and Dt are known adéttere tagliaté — a kind of dissonance in which one course of a
standard chord is left unfretted. Millioni doesn’t explain whatdhe® for. Both are
used in the music as well & which he hasn't included in the table but which is found
in other sources. An example of At and Ct can be seen in@u3.above and Dt in
Mus. ex. 4 below.

When any letter is found with a t beside it, the letter t indicates adattagliata and the

tablature indicates how to play these letters and the others.

Mus. ex. 4 — Corrente Francesd,ibro quarto, p.75
[The single dot may indicate that the previous note is a dotted crotchet]
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Transposed chords

The remaining are just standard chords transposed to a highe®Nitehe chords played
with abarré can be played up to and including tHefeet.

And when other letters are found with a 2, a 3 or a 4 besident as for example a G
with a 2 beside it, Chord G must be played one fret further ddha fingerboard; in
the same way with a 3 beside it, it must be played two fretthdu down the
fingerboard. The other letters are played in the same way.

After explaining the chords Millioni mentions left-hand techniqueflyriand finishes
with not altogether illuminating descriptions of thido andrepicca

Left hand technique

The left hand has to be placed on the fingerboard with great carigh whe fingers
close to the frets.

A fairly obvious remark!



The Trillo

The trillo is made with the index finger playing all the chords up or down quycki
groups of four with four strokes.

The more detailed description frdobro quarto is given above.

The Repicco

The repicco is made with three fingers, that is to say wilke middle finger and the
thumb playing all the strings going down and turning for the up-ske the thumb with
the index finger, playing however only the first course or cantino.

This description of theepicco is not particularly helpful — it doesn’t make a great deal
of sense to use both the thumb and the index finger to play the Brsgleourse. The
passage may have been abbreviated by mistake. A later soloogasso Marchetti’s
primo libro d’intavolatura (Rome, 1660) is rather more explicit —

The repicco is made giving four strokes, that is two down and two Whe first stroke
is played downwards with the middle finger and the second dovth twe thumb; the
third stroke is played upwards with the thunaimd the fourth up with the index finger
playing however [with the index finger] only the cantino, orgt course. One repicco
equals two strokes.

Marchetti’'s book is a plagiarized version of earlier books by Millioni.

Quarto libro includes a second more detailed description of how totpliy This
really consists of nothing more than splitting each stroke into two.

If anyone wishes to learn to play all the sonatas with trithe following rule must be
observed.

When a single down stroke mark is found — like thig--a trillo can be played like this

.

When two downstrokes are found like thisj two trilli can be played. If there are
three like this;7L three can be played ang-<L four.

When there are two down, one up and another down like thjst- three trilli can be
played; five when it is like thig7—4—L and six when it is like thig——L.

When there are two down, one up and another two down like thjsty— four trilli
can be played; five when it is like thig—5~£ and seven when it is like this



Tuning instructions

Millioni’'s book is the earliest surviving source to include what eves become the
standard Italian instructions for checking that the guitar is in tune.

He starts by saying that the fifth course is tuned to thehird stopped at the 2 fret.
This implies that the third course, which should be inunison (although Millioni
hasn’t said so!), is to be tuned first.

Although Millioni has said that the strings are tuned “to the saote” it is obvious that
in the first check at least one interval must be an octaveusirify bourdons, the player
would need to tune that on the fifth course an octave lower than ttecthirse stopped
at the 2% fret. If using the re-entrant tuning, on reaching the thonakse (which in any
case he has already tuned) he would need to check that this iwa@ logver than the
fourth course stopped at the fifth fret. This is no more difficulbthay other octave
check. Millioni himself has not made it clear whether the foartd fifth courses are
octave strung or said which (if any) method of stringing the unstms are meant to
refer to. In later versions of the book and in most other souneefirst sentence is
omitted and the instructions start with the fifth course. Takerally these imply that
the instrument is to be tuned in unison throughout without high octave stningse
fourth and fifth courses.

[The fifth course is tuned to the third stopped at the second fret.]

In later editions -

The fifth course may be tuned as you wish

The fourth course is tuned to the fifth stopped at the fifth fret

The third course is tuned to the fourth stopped at the fifth fret

The second course is tuned with the third stopped at the fourth fret
The first course is stopped with the secod stopped at the fifth fret.
To the same note§\ voce eguali)

The first check is followed by a second. Here presumablyi$tecturse stopped at the
3 fret is an octave above the open third (although if the third cevaseoctave strung,
as is fashionable today, it could be in unison!); otherwise the ifdemvay be either
octaves or unisons depending on the method of stringing preferred. Tiuetioes are
then given in tablature.

When tuned in this manner it is possible to play

The first stopped at the third fret with the open third

The second stopped at the third fret with the open fourth
The third stopped at the second fret with the open fifth
The fourth stopped at the second fret with the open first
The fifth stopped at the second fret with the second open.

As can be seen in the example below in which the lines represent the €pofthe
guitar and the numbers the frets.
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Because Millioni’'s books were enormously popular and were reprimeédlagiarized
over and over again in othatfabetobooks, the tuning method he describes and/or the
tablature chart are included in some of the later more ambibtooks. Most of these,
including Foscarini (1629), Corbetta (1639), Carbonchi (1640&1643), Calvi (1646 - a
plagiarized edition of Corbetta’'s 1639 book), Banfi (1653), and Pesorided/primarily
collections of music imlfabeta

Most people today seem happy with the idea that the instructiersudable for any
method of stringing. Tuning the five-course guitar is not rockemnse and mixing
octaves and unisons not really a problem even to a beginner. Thiafatdte intervals
are usually referred to dsoce eguali”or something similar suggests that the difference
between a unison and an octave was not clearly perceived or taken into account.

At the end there is a table showing which chords played atrigtie correspond with
the basic sequencphe table is not included ihibro Quarto and the relevant page is
missing from Royal Academy of Music copy &frimo, secondo, et terzo libro
d'intavolatura available for examination butlifferent versions of it are found in other
alfabetobooks].



Table of the corresponding letters which anyone can use to transpose sondta®m

Tomasso Marchetti — Il primo libro d’intavolatvra (1660].

Lettere,che corrifpondono | Lettere,c he corrifpondeno
infieme per B Quadro. infieme per B Molle .
A Qa Mg corrifpondono O Vi Sjs corri_fpondono
B Ra2 Nj5 corrifpondono L Kz Ts corrifpoadono
C &2 R4 corrifpondono E Z2 K4 corrifpondono
F Mis &4 cortilpondono T Sz Z4 corrifpondono
G M3 &5 corrifpondeono P S3 Zs5 corrifpondono
H N3 Q3 corrifpondono K T3 Vs corri'fpondono
Il N1 Q4 corrifpondono D Ta V4 corrifpondono
M &3 Ry corrifpondono S Z3 Xs corrifpondono
N Q3 M6 corrifpondono T V3 Sé6 corrifpondono
Q_Mg4 &6 corrifpondono v $4 26 corrilpondono
R N4 Q6 corrifpondono X T4 V6 corrifpondono
%« R 3 N6 corrifpondono Z X3 Té corrifpondono

The first chord, Chord A, a G major chord is the same as Chord @dptane fret higher
than usual and Chord M played at tiefeet. Chord Q is actually the same as Chord G
but played one fret higher at th& 2ret so that in this context Chord Q2 will actually be

plr?yed at the 3 fret. As Chord M is played at thé'fret, Chord M5 will be played at the
5" fret.
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A Q2 M5

The purpose of the different chords is not to ensure that they dre aoitrect inversions
— both Q2 and M5 are 6/4 chords with octave stringing on the fiftteeoun the context
of alfabetomusic they are used to transpose pieces to higher positions on thbdarger
When used in music in mixed tablature they are used to place ttepaage chords in a
convenient positioris-a-visthe surrounding passage work.

Conclusion

The music is notated without time signatures or bar lines andoMilhas no way of
indicating note values. Most of the later and plagiarized versi@nprinted in the same
way. As a result the music is difficult to interpret. Siould not necessarily have been

a problem in the seventeenth century when players would be ableskoadgice
elsewhere.

The copies which have survived today are of course only reprinand it is quite

possible that the original versions included more detailednformation. What we
have is never the whole story.



