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Abstract 

 

At the beginning of the nineteenth century, the making of potpourris on 

popular themes was the easiest way to compose ‘new’ music, and music 

which could eventually determine the popularity of a performer. The 

guitarist Mauro Giuliani (1781–1829) was at the center of the exploitation 

of such a musical practice: he was indeed a master in arranging for his 

instrument, and left a substantial number of high-quality transcriptions. 

Among these are Le Rossiniane per Chitarra, Opp. 119-124, which are 

considered his masterpieces. Le Rossiniane are a series of six guitar 

arrangements in potpourri genre written to honor Rossini's operatic music, 

as well as to exploit the composer's fame in Europe at the time. According 

to the famous guitar scholar Ruggero Chiesa, Le Rossiniane are “a 

marvelous fresco of great immediacy and inventiveness, as well as a 

masterful display of guitar writing.”  

 

There are numerous traits in both Le Rossiniane’s structural features – e.g. 

their title, their genre, their musical quotations, and their literal notes – as 

well as their historical context that make them a transtextual set of musical 

works. Using the words of French literary theorist Gérard Genette (1930–

2018), they seem to possess “all that sets the text in a relationship, whether 

obvious or concealed, with other texts.” 

 

This research makes a complete analysis of Le Rossiniane by using Genette’s 

theory of transtextuality (and all of its subtypes). Genette’s theory is the 

basis on which music and literary quotation theory is intermixed in this 

research, in order to make an interdisciplinary study of Le Rossiniane that 

concentrates particularly on categorizing all the different types of 

quotations employed by Giuliani in his Rossinian potpourris. 
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Introduction   

 

We can therefore conclude that, in front of that provisional (but necessary) 
document that is music in either its manuscript or printed form, we [may] have 
three kinds of readers: a) the critic, who reads with the aim of gathering the 
greatest number of historical elements that may shed light on the work [that is 
the] object of his/her reading; b) the interpreter, who reads the same work of art, 
with the purpose of reporting[,] as far as possible[,] his future interpretation of 
what the composer has left in that manuscript in the form of graphic and 
arithmetic symbols; c) finally, we have the musician who[,] by reading the same 
work of art[,] feels the inner necessity of giving it a new sonorous form[,] and 
actualizes such a form; and this is the transcriber.1 

                                                                                               Alfredo Casella (1883–1947) 

 

I.1     Background 

Academia’s growing interest between the last decades of the twentieth 

century and the beginning of the twenty-first towards music transcriptions, 

and especially the extraordinary attention that all sorts of transcriptions 

from the first half of the nineteenth century have received during this same 

time frame, is something which would have been unimaginable during most 

of the past century, to say the least. In the introduction of his study, 

“Conscientious Translation: Liszt, Robert Franz, and the Phenomenology of 

Lied Transcription,” David Francis Urrows explains clearly the widespread 

                                                        
1 Alfredo Casella, Il Pianoforte, third edition (Milano: Ricordi, 1954), 183. Original Italian 
text: “Possiamo dunque stabilire che, di fronte  a quel documento provvisorio (ma 
necessario) che è la musica nella sua forma manoscritta e stampata, abbiamo tre specie di 
lettori: a) il critico, il quale legge col proposito di costruirci la maggior somma di elementi 
che storicamente possano illuminare l'opera oggetto della sua lettura; b) l'interprete, che 
legge la medesima opera d'arte, col proposito di riferire per quanto sia possibile la futura 
sua interpretazione a quanto l'autore ha lasciato in quel manoscritto sotto forma di simboli 
grafici e aritmetici; c) abbiamo infine il musicista il quale leggendo la medesima opera 
d'arte prova la necessità interiore di darle una nuova forma sonora e che questa forma 
realizza; ed è questo il trascrittore.” Translation from Italian to English by Francesco 
Teopini Terzetti Casagrande – i.e. the author of this thesis. All this thesis’s translations 
from Italian to English are made by its author, unless otherwise noted.  
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opinion that twentieth-century musicians had (and sometimes still have) 

about both lied transcriptions as well as all music transcriptions in general: 

To many people, the apparent absence [in lied transcriptions] of the words greatly 
diminishes the aesthetic value of these works, especially for those who know the 
original versions. They deny a complete aesthetic and musical experience can be 
had without them. During most of the twentieth century, the so-called ‘Age of 
Authenticity,’ such works were dismissed as ‘derangements,’ vandalizations of the 
‘authentic’ forms of works, generally as manifestations of appalingly bad taste. 
This point of view is not so commonly expressed today, but it is still held sub rosa 
by many musical scholars. […] Behind this attitude lurks the evangelical spirit of 
twentieth-century musical scholarship, for which arrangement was a kind of 
crime against the very nature of musical art.2 

 

This sort of ‘evangelical’ view of which Urrows writes about was one that 

heavily influenced the mainstream classical music tastes and opinions of the 

twentieth century, to such an extent that there was a sort of stigma 

associated with both the transcription repertoire as well as the people 

supporting and/or performing it. The highly respected Neapolitan pianist 

and teacher Vincenzo Vitale (1908–1984) explained perfectly how he always 

had to be careful to not ‘come out’ as a lover of piano transcriptions, a love 

born early in his childhood, which he apparently had to hide from the 

‘mainstreamers’:  

Aunt Annina used to sit on the revolving tabouret, opened the lid of the 
instrument (always kept locked)[,] and placed a big book bound in cloth and gold 
on the lectern. I used to go to sit on a low armchair, far from the piano. [This] was 
the conditio for my admission, [in order to be] the only one in my house to be able 
to follow Aunt Annina on this journey to the family's Parnassus. I was a good and 
sensitive child: I loved music, which back then offered just rare chances of 
contact. And it used to move me: [I was] not yet spoiled by competition notices 
and ministerial circulars. Aunt Annina protected me and tolerated my presence 
at those nightly piano rituals. Those always began with a piece that ravished me 
and of which I had learned by then to hum the main melody: [that piece was] 
nothing less than ‘Casta Diva,’ transcribed by Sigismond Thalberg [(1812–1871)]. 
I will not seek esoteric explanations as to why these almost luminary ceremonies 
had to begin at the sound of Norma’s cavatina [from the opera Norma (1831) by 
Vincenzo Bellini (1801–1835)]. The fact is that if there is, let's say, any ‘musical’ 
psychic complex, then I contracted the addiction to ‘paraphrase[s]’ and 
‘reminiscences’ during those first traumatic colloquies with Euterpe. And 

                                                        
2 David Francis Urrows, “Conscientious Translation: Liszt, Robert Franz, and the 
Phenomenology of Lied Transcription,” in Word & Music Studies, Vol. 9: Essays on 
Word/Music Adaptation and on Surveying the Field, edited by David Francis Urrows 
(Amsterdam: Rodopi, 2008), 136-137. 
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[therefore] I hid this tendency as [if it were] an unmentionable disease, lying to 
relatives and friends. In fact, as the years passed, I pretended to hold disdain for 
transcription[s] and reworking[s], and I even deplored the Busonian readings of 
Bach [by] flaunting the greatest horror for those masterful pastiches. But in the 
depth of my soul I always cultivated [a love of musical] paraphrase[s].3 

 

One of the few musicians of the twentieth century who did not agree with 

the dominant view of music transcriptions (and who would have never 

judged Vitale’s hidden passion as some sort of musical sickness) was the 

Italian composer Alfredo Casella. Casella had an impressively clear idea 

about what sort of expressive needs are behind the act of transcribing a 

music piece:  

To clearly define what transcription is [...], it must be remembered that a musical 
occurrence is the concretization of a feeling (or intuition) in a form that would be 
either a manuscript or a printed document, that we might term provisional, from 
which the interpreter derives the ultimate and only living form of the original 
intuition[,] that is[,] nothing more than [its] execution. What this means is that 
either [a] manuscript or [a] printed document always remains the necessary 
reference point to which the interpreter has to go [...]. We must now admit [that] 
the composer's feeling[s] rise again and revive in the interpreter, and this is the 
case of normal interpretation, i.e. of execution. But it can also happen that 
whoever reads the same original document later feels the need to give a new 
musical form to that feeling that is revived in his/her spirit. And here is exactly 
when musical transcription is born, which can never be a copy of the original, but 
a special ‘interpretation’ of it [...which bears a] new contribution of culture, 
critical sense, taste, [and] personality [...] of the transcriber.4 

                                                        
3 Vincenzo Vitale, “Thalberg e Liszt: L’Opera in Salotto e in Concerto,” in Il Melodramma 
Italiano dell’Ottocento: Studi e Ricerche per Massimo Mila, edited by Giorgio Pestelli 
(Torino: Giulio Einaudi Editore, 1977), 631-632. Original Italian text: “Zia Annina sedeva 
sul tabouret girevole, apriva il coperchio dello strumento (tenuto sempre chiuso a chiave) 
e collocava sul leggìo un librone rilegato in tela ed oro. Io andavo a sedermi su di una bassa 
poltroncina, lontano dal pianoforte. Era la conditio per la mia ammissione, unico di casa a 
poter seguire zia Annina in questo cammino verso il Parnaso di famiglia. Ero un bambino 
buono e sensibile: amavo la musica, che allora offriva solo rare occasioni di contatto. E mi 
ci commuovevo: non ancora guastato dai bandi di concorso e dalle circolari ministeriali. 
Zia Annina mi proteggeva e tollerava la mia presenza a quei riti pianistici notturni. Questi 
avevano inizio sempre con un pezzo che mi estasiava e del quale avevo imparato ormai a 
canticchiare la melodia principale: nientedimeno che ‘Casta Diva,’ trascritta da Sigismondo 
Thalberg. Non tento spiegazioni esoteriche sul perché quelle cerimonie quasi luminari 
dovessero cominciare a svolgersi al suono della cavatina di Norma. Fatto sta che se esiste 
un complesso psichico, diciamo così, ‘musicale,’ io contrassi il vizio della ‘parafrasi’ e delle 
‘reminiscenze’ durante quei primi traumatici abboccamenti con Euterpe. E, come un male 
inconfessabile, nascosi questa tendenza, mentendo a parenti ed amici. Anzi, man mano che 
passavano gli anni, facevo finta di tenere in spregio la trascrizione e la rielaborazione, e 
deploravo persino le letture busoniane di Bach; ostentando il massimo orrore per quei 
magistrali pastiches. Ma in fondo all'animo coltivavo sempre la parafrasi.” 
4 Casella, Il Pianoforte, 182-183. Original Italian text: “Per ben definire cosa sia la 
trascrizione [...] occorre ricordarsi che il fatto musicale è il concretamento di un sentimento 
(o intuizione) in una forma, che potremmo chiamare provvisoria, che sarebbe quella del 
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Vitale was indeed aware of Casella’s views on transcriptions. In fact Vitale 

affirmed that one time, after reading a rather harsh criticism towards piano 

fantasias made by the Italian music critic Beniamino Dal Fabbro (1910–

1989), he had to hearten himself by reading one particular statement of 

Casella where he explained what transcription is:5 

But, at the end of the day, what was transcription in its many facets[, i.e] 
paraphrases, fantasias, reminiscences, etc.? A convenient way to re-experience 
opera motifs heard in the theater? A pretext to show off for the more or less 
authentic virtuoso? An editorial and commercial event favored by masters with 
poor culture and smudged taste? A parlor experience imposed by an audience 
that defined opera as Italian music [sic.] and the rest as German music [sic.], 
[where the latter was] – needless to say – almost totally ignored? Was it a serious 
thing or a buffoonery? Was it art or non-art? It was a bit of everything; a pinch of 
this and one of that.6 

 

Among the many ways in which transcriptions were created throughout 

music history, a particular kind was favored among both musicians and 

                                                        
documento manoscritto o stampato, dal quale poi l'interprete ricava la forma definitiva e 
sola vivente dell'intuizione originale che non è altro che l'esecuzione. Ciò significa quindi 
che il documento manoscritto o stampato, rimane sempre il necessario punto di riferimento 
al quale l'interprete deve far capo [...]. Dobbiamo adesso ammettere come nell'interprete 
risorga e riviva il sentimento del compositore, ed è questo il caso dell'interpretazione 
normale, vale a dire dell'esecuzione. Ma può anche avverarsi il fatto che chi legge il 
medesimo documento originale senta poi la necessità di dare a quel sentimento che rivive 
nel suo spirito, una nuova forma musicale. E qui nasce appunto la trascrizione musicale, 
che non può mai essere una copia dell'originale, ma una sua speciale ‘interpretazione’ [...] 
di quella col nuovo contributo della cultura, del senso critico, del gusto, della personalità 
insomma del trascrittore.” 
5 Vitale, “Thalberg e Liszt: L’Opera in Salotto e in Concerto,” 632. 
6 Cited in Ibid. Original Italian text: “Ma cosa fu, in fondo la trascrizione, nelle sue 
molteplici sfaccettature: parafrasi, fantasie, reminiscenze, ecc.? Un mezzo di comodo per 
rivivere i motivi d'opera ascoltati in teatro? Un pretesto d'esibizione al virtuoso più o meno 
autentico? Un fatto editoriale e commerciale favorito da maestri di scarsa cultura e di gusto 
sbavato? Un'esperienza salottiera imposta da un pubblico che definiva musica italiana 
l'opera e musica tedesca il resto, ignorato, manco a dirlo quasi totalmente? Fu una cosa 
seria o una buffonata? Fu arte o non arte? Fu un pò di tutto; un pizzico di questo ed uno di 
quello.” This is an excerpt of a statement by Alfredo Casella which Vitale quoted from the 
first edition of Casella’s Il Pianoforte (1937), and it is not to be found in the third edition   
– i.e. the edition quoted in this thesis so far. The Casella quotation cited by Vitale finishes 
with a reflection about the influence of transcriptions on pianism: “Ed ebbe coi suoi 
molteplici aspetti influenze contrastanti sul farsi e il definirsi del pianismo. Corruttrice ma 
pure stimolante del gusto armonico, contribuì alla ricerca timbrica, così necessaria per 
tentare un accostamento al colore vocale su di uno strumento a percussione [And it had(,) 
through its many aspects(,) conflicting influences in (both) making and defining pianism. 
At the same time both corruptive and stimulating of harmonic taste, it contributed to the 
research into timbre, so necessary to attempt an imitation of vocal color(s) on a percussion 
instrument].” (Ibid.) 
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audiences at the beginning of the nineteenth century: the potpourri. The 

potpourri was a transcription genre designed to feature the most famous 

opera themes of that era, hence it was the quickest way to compose ‘new’ 

and successful music. Carl Czerny (1791–1857) stated that the public of that 

time “experience[d] great delight on finding in a composition some pleasing 

melody…which it has previously heard at the [o]pera…[and] 

when…introduced in a spirited and brilliant manner…both the composer 

and the practiced player can ensure great success.”7 By extrapolating and 

transcribing fragments out of operas, by quoting and connecting them 

together in a refined state, and by then including both an ‘operatic’ 

introduction and finale to set the mood of the work, such a genre eventually 

defined certain performers’ popularity.  

 

The guitarist Mauro Giuliani (1781–1829) was at the center of the 

exploitation of this musical practice. Both his expertise in guitar 

transcriptions8 as well as his acquaintance with Ignaz Moscheles (1794–

1870) and Johann Nepomuk Hummel (1778–1837), themselves famous 

potpourri composers, enabled him to become a master of it.9 Giuliani’s Le 

Rossiniane, a series of six potpourris for guitar written during his time in 

                                                        
7 Carl Czerny, School of Practical Composition, Vol. 1 (London: R. Cocks & Co., 1848), 86, 
http://hdl.handle.net/1802/28412. 
8 One third of Giuliani’s musical output consists of transcriptions. Approximately sixty of 
those originate from the world of opera. (See Marco Riboni, Mauro Giuliani (Palermo: 
L’Epos, 2011), 391.) 
9 Although there are no testimonies about direct influences of Hummel and Moscheles on 
Giuliani’s potpourri production, there are reports of many musical collaborations that 
Giuliani had with them during his residence in Vienna between 1806 and 1819 (see “Vienna 
Welcomes the Virtuoso, 1806–1819” in Thomas F. Heck, Mauro Giuliani: A Life for the 
Guitar (Austin: Guitar Foundation of America, 2013), chap. 3, Kindle) which suggest a 
consistent exchange of musical ideas among the three musicians at issue. (For further 
referenced information about this issue, see Chapter 2.7, 143-144, including fn. 160 and 
161.) 
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Rome and Naples (1820–1829)10 to both honor the music of Gioachino 

Rossini (1792–1868) and take advantage of the composer's immense 

popularity in Europe at that time, are considered to be masterpieces of this 

genre. According to the famous guitar performer and scholar Ruggero 

Chiesa (1933–1993), in Le Rossiniane Giuliani “incorporated themes 

belonging to famous works by Rossini, followed by variations of his own 

composition, alternating with episodes that evoke the vocal and 

instrumental style of his celebrated compatriot. The result is a marvelous 

fresco of great immediacy and inventiveness, as well as a masterful display 

of guitar writing.”11 Giuliani picked themes from 16 out of 40 operas by 

Rossini, all of which reflect “the bright career of Rossini in Italy, [and range] 

from the first important successes in Milan – [such as] La Pietra del 

Paragone, which was performed 53 times at the [Teatro alla] Scala in 1812 

– until [Rossini’s] farewell to the Italian scenes in 1823 with the supreme 

formal perfection of Semiramide.”12 More importantly, Giuliani chose his 

themes from “all those operas that, due to both their immediate popularity 

and the influence they exerted on the operatic production of the nineteenth 

century, can be considered among Rossini’s most important ones.”13 

                                                        
10 See “The Final Years in Italy, 1819–1829” in Heck, Mauro Giuliani: A Life for the Guitar, 
chap. 4. 
11 Mauro Giuliani, Le Rossiniane Op. 119-124 per Chitarra: Rossiniana No. 1 Op. 119, ed. 
Ruggero Chiesa (Milano: Edizioni Suvini Zerboni, 1976), “Preface.” 
12 Riboni, Mauro Giuliani, 436. Original Italian text: “Le Rossiniane di Giuliani sono lo 
specchio fedele della luminosa carriera di Rossini in Italia, dai primi importanti successi 
milanesi – La Pietra del Paragone, che nel 1812 vide alla Scala ben cinquantatré repliche 
– fino al congedo dalle scene italiane nel 1823 con la suprema perfezione formale di 
Semiramide.” It is important to note that one of the themes that Giuliani featured in Le 
Rossiniane comes from Le Siège de Corinthe (1826), an opera written during Rossini’s 
French period; later this opera became popular in Italy under the title L’ Assedio di Corinto. 
(See Ibid., 435. For a complete list of Rossinian themes in Le Rossiniane, see Ibid., 432-
435, and Stefano Castelvecchi, “Le Rossiniane di Mauro Giuliani,” Bollettino del Centro 
Rossiniano di Studi, no. 1-3 (1986): 52-68.) 
13 Riboni, Mauro Giuliani, 436-437. Original Italian text: “[…] le scelte operate da Giuliani 
vedono senza alcun dubbio la presenza di tutte quelle opere che, sia per l’immediata 
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The above descriptions by Chiesa and Riboni of Le Rossiniane suggest that 

these guitar potpourris may be looked at as strong examples of 

intertextuality within the music field. A relatively new field of study within 

the wider field of literary discourse analysis, intertextuality can be described 

as “the complex interrelationship between a text and other texts[,] taken as 

basic to the creation or interpretation of the text.”14 Alternatively, French 

literary critic Michael Riffaterre (1924–2006) defines it as “the perception, 

by the reader, of the relationship between a work and others that have either 

preceded or followed it.”15 

 

The term intertextuality was first introduced by Bulgarian literary critic 

Julia Kristeva in her 1966 work “Word, Dialogue and Novel.”16 According to 

Kristeva, an intertextual relationship between texts implies that “any text is 

the absorption and transformation of another [text].”17 In tune with 

Kristeva's statement, French literary critic Philippe Sollers gives a more 

precise view regarding the position of a text in respect to other texts: 

Every text situates itself at the junction of several texts of which it is at once the 
rereading, the accentuation, the condensation, the displacement and the 
inwardness […]. In a certain way, the worth of a text’s action amounts to its 
integration and destruction of other texts.18 

 

                                                        
popolarità sia per le influenze che esercitarono sulla produzione operistica dell’Ottocento, 
possono essere considerate fra le più importanti di Rossini [...].” 
14 “Intertextuality,” Merriam-Webster.com, accessed March 11, 2019, 
https://www.merriam-webster.com/dictionary/intertextuality. 
15 Cited in Gérard Genette, Palimpsests: Literature in the Second Degree, translated by 
Channa Newman and Claude Doubinsky (Lincoln: University of Nebraska Press, 1997), 2. 
16 See Maria Jesús Martínez Alfaro, “Intertextuality: Origins and Development of the 
Concept,” Atlantis 18, no. 1-2 (1996): 268.  
17 Julia Kristeva, “Word, Dialogue and Novel,” in The Kristeva Reader, edited by Toril Moi 
(New York: Columbia University Press, 1986), 37. 
18 Cited in Christopher Nash, “Slaughtering the Subject: Literature’s Assault on Narrative,” 
in Narrative in Culture: The Uses of Storytelling in the Sciences, Philosophy and 
Literature, edited by Christopher Nash (London and New York: Routledge, 1990), 209. 



8 
 

Such statements immediately raise a question: what may possibly be the 

elements that an author takes and alters from preceding sources as to 

employ them in the making of a ‘new’ textual document, which at the same 

time allow the ‘new’ text to be considered as part of a wider network of 

multiple texts connected to each other? Kristeva provides an answer to the 

above enquiry by stating that “any text is constructed as a mosaic of 

quotations”;19 needless to say, such quotations are eventually altered to 

function within a new mosaic-like structured (con)text decided by its 

author. All this suggests that looking for quotations in a text is among the 

first things which anybody wishing to understand intertextual relationships 

may have to attempt doing. As a matter of fact, if it is assumed that no piece 

of human literature is alien to the practice of quoting, then it is safe to 

consider “the writer of a text as the orchestrator of what Roland Barthes 

[(1915–1980)] refers to as the ‘already-written’ rather than as its 

originator.”20 

 

It is important to note that Kristeva's notion of intertextuality was born as 

an attempt to “combin[e] ideas from [Mikhail] Bakhtin [(1895–1975)] on 

the social context of language with [the] positing of the systematic features 

of language [of Ferdinand de Saussure (1857–1913)],” and that she did this 

at a time which “coincided with the transition from structuralism to 

poststructuralism [sic].”21 Structuralism is a “movement of thought in the 

humanities, widespread in anthropology, linguistics, and literary theory 

                                                        
19 Kristeva, “Word, Dialogue and Novel,” 37. 
20 Daniel Chandler, “Semiotics for Beginners: Intertextuality,” last modified 2017, accessed 
March 11, 2019, http://visual-memory.co.uk/daniel/Documents/S4B/sem09.html. 
21 Elaine Martin, “Intertextuality: An Introduction,” The Comparatist 35 (2011): 148. 

http://visual-memory.co.uk/daniel/Documents/S4B/sem09.html
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[…b]ased primarily on the linguistic theories of […] Saussure,” which was 

particularly popular during the 1950s and 1960s.22 As explained by British 

philosopher Simon Blackburn, structuralism can be summarized as “the 

belief that phenomena of human life are not intelligible except through their 

interrelations. These relations constitute a structure, and behind local 

variations in the surface phenomena there are constant laws of abstract 

culture.”23  

 

The structuralist approach to literary criticism is defined by English writer 

John Sturrock (1930–2017) as “its most provocative and unpopular form.” 

Such alleged unpopularity seems to be due to structuralism’s “damagingly 

narrow and mechanistic way of understanding literary texts, that it reduces 

literature to a largely impersonal technique instead of the superior form of 

self-expression we ordinarily hold it to be.”24 In view of that, post-

structuralism tends to approach the study of intertextuality via taking into 

consideration “both the text and the systems of knowledge that produced 

that text.”25 The reason of such approach is well explainable by using the 

words of Maria Jesús Martínez Alfaro from her paper “Intertextuality: 

Origins and Development of the Concept”: 

 

There are always words in a word, other texts in a text. The concept of inter-
textuality requires, therefore, that we understand texts not as self-contained 
systems but as differential and historical, as traces and tracings of otherness, 
since they are shaped by the repetition and transformation of other textual 
structures. [...T]he theory of intertextuality insists that a text cannot exist as a 

                                                        
22 “Glossary of Poetic Terms: Structuralism,” Poetry Foundation, accessed March 11, 
2019, https://www.poetryfoundation.org/learn/glossary-terms/structuralism. 
23 Simon Blackburn, Oxford Dictionary of Philosophy (Oxford: Oxford University Press, 
2008), 353. 
24 John Sturrock, Structuralism, second edition (Hoboken: Blackwell Publishing, 2003), 
98. 
25 “Glossary of Poetic Terms: Poststructuralism,” Poetry Foundation, accessed March 11, 
2019, https://www.poetryfoundation.org/learn/glossary-terms/poststructuralism. 

https://www.poetryfoundation.org/learn/glossary-terms/structuralism
https://www.poetryfoundation.org/learn/glossary-terms/poststructuralism
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self-sufficient whole, and so, that it does not function as a closed system.26 

 

However, structuralists’ main purpose of finding “the literary ‘system’ 

within which [each text and author] exist[s],” in order to ascertain that 

“[d]ifferent texts and authors have much more in common than may be 

supposed,”27 has led them to create efficient and well-organized models of 

analysis. There is a structuralist model in particular – enjoying a certain 

popularity within scholars of intertextuality – which is generally considered 

to be analytically effective, and also easily convertible to other humanistic 

disciplines for whoever aims to use a structuralist model of criticism as an 

academic tool outside the field of literature: that is transtextuality, first 

introduced by French literary theorist Gérard Genette (1930–2018) in his 

book Palimpsests: Literature in the Second Degree (originally published in 

French as Palimpsestes: La Littérature au Second Degré [1982]).  

Transtextuality, i.e. “Genette’s version of intertextuality,”28 encompasses 

methodological concepts which “may be taken as a useful point of departure 

to be sufficiently defined later on by each individual critic/theorist, and, 

above all, […] contribute to underlining the complexity of the notion of 

intertextuality.”29  

 

For these reasons, there are many elements characterizing Le Rossiniane 

and their history – from its title to its genre, from the quotation of external 

material to the verbal notes referencing them, and from Giuliani’s private 

                                                        
26 Martínez Alfaro, “Intertextuality: Origins and Development,” 268. 
27 Sturrock, Structuralism, 98. 
28 Graham Allen, Intertextuality (New York: Routledge, 2000), 98. 
29 Martínez Alfaro, “Intertextuality: Origins and Development,” 281. 
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letters talking about the works to their popularity30 – that makes them 

manifestly transtextual: using Gérard Genette’s terms, they seem to possess 

“all that sets the text in a relationship, whether obvious or concealed, with 

other texts.”31 In particular, Le Rossiniane feature (in varying degrees) all of 

transtextuality’s five subtypes of transtextual relationships assumed by 

Genette:  

1) Intertextuality: Genette uses Kristeva's term in a “more restrictive 

sense” by classifying intertextuality as “a relationship of copresence 

between two texts or among several texts: that is to say, eidetically 

and typically as the actual presence of one text within another.” 

Among the types of intertextual forms listed, quotation is mentioned 

by Genette as “the most explicit and literal form” of intertextuality;32 

2) Paratextuality: as excellently summarized by Graham Allen, “[t]he 

paratext, as Genette explains, marks those elements which lie in the 

threshold of the text and which help to direct and control the 

reception of a text by its readers. This threshold consists of a peritext, 

consisting of elements such as titles, chapter titles, prefaces and 

                                                        
30 Editorially speaking, Le Rossiniane enjoyed great success immediately. Beside their first 
editions published by Domenico Artaria (1775–1842), Anton Diabelli (1781–1858), and 
Giovanni Ricordi (1785–1853), Le Rossiniane were reprinted several times by other 
publishers, and their price was generally high. Further, Le Rossiniane were object of 
imitation by other guitarists, among whom was Matteo Carcassi (1792–1853). (See Riboni, 
Mauro Giuliani, 430, 431.) 
31 Gérard Genette, Palimpsests: Literature in the Second Degree, translated by Channa 
Newman and Claude Doubinsky (Lincoln: University of Nebraska Press, 1997), 1. 
32 Ibid., 1-2. The other two forms of intertextuality that Genette lists (together with 
quotation on page 2 of Palimpsests) are a) plagiarism, defined as an “undeclared but still 
literal borrowing” and b) allusion, a less explicit and literal form, presented as “the 
enunciation whose full meaning presupposes the perception of a relationship between it 
and another text, to which it necessarily refers by some inflections that would otherwise 
remain unintelligible.” These two other types of Genettian intertextuality will not be 
explored in this thesis. 
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notes.33 It also includes an epitext consisting of elements – such as 

interviews, publicity announcements, reviews by and addressed to 

critics, private letters and other authorial and editorial discussions – 

‘outside’ of the text in question. The paratext is the sum of the peritext 

and the epitext”;34 

3) Metatextuality: “the relationship most often labeled ‘commentary.’ 

It unites a given text to another, of which it speaks without 

necessarily citing it (without summoning it), in fact sometimes even 

without naming it”; 

4) Architextuality: described by Genette as “the most abstract and 

implicit [subtype] of all,” architextuality defines the generic status of 

a text “at most only by a paratextual mention, which can be titular…or 

most often subtitular…but which remains in any case of a purely 

taxonomic nature.” However, “[o]ne might even say that determining 

the generic status of the text is not the business of the text but that of 

the reader, or the critic, or the public”;35 

5) Hypertextuality: according to Genette, hypertextuality consists of 

“any relationship uniting a text B (which [Genette] call[s] hypertext) 

to an earlier text A ([called] hypotext), upon which it is grafted in a 

manner that is not that of a commentary.”36 Simply put, 

hypertextuality is essentially a subtype which refers to the relation 

that a specific work has to a previous one. Genette states: 

                                                        
33 As the reader will see later in Chapter 2, this thesis will focus only on the title, chapter 
titles, and footnotes as the types of peritext useful for the analytical purposes of the 
research. 
34 Graham Allen, Intertextuality (New York: Routledge, 2000), 103.  
35 Genette, Palimpsests: Literature in the Second Degree, 4. 
36 Ibid., 5. 
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Above all, hypertextuality, as a category of works, is in itself a generic or, 
more precisely, transgeneric architext: I mean a category of texts which 
wholly encompasses certain canonical (though minor) genres such as 
pastiche [italic added], parody, travesty, and which also touches upon other 
genres – probably all genres.37  

 

 

I.2     Purpose of the Research 

The idea of this research arose from the awareness that, in order to 

understand and interpret Giuliani’s Le Rossiniane, there is a need to analyze 

the works from a perspective which draws from both music and literary 

theories. This realization came about by observing that Giuliani seemed to 

utilize at least three different ways of quoting Rossini’s music in Le 

Rossiniane, and that his methods seemed more innovative than the ones 

generally featured in potpourris.  

 

A quick visual examination of how Giuliani uses his quotations suggests that 

his manner of quoting can be categorized in a way similar to that which 

modern literary scholars Herman Cappelen and Ernie Lepore have 

classified as three out of the four types of literary quotations (and listed in 

their study, “Varieties of Quotation”):38                                                                                                                               

                                                        
37 Ibid., 8. 
38 Herman Cappelen and Ernie Lepore, “Varieties of Quotation,” Mind, New Series 106, no. 
423 (1997): 429, http://www.jstor.org/stable/2254459. Cappelen and Lepore state that 
there are at least four types of quotations, and that the fourth one, called pure quotation, 
is a type which “does not repeat what another [person] says, but simply…talk[s] about 
linguistic expressions.” Such a quotation type does not fit as a type which can describe 
musical quotations in Le Rossiniane. However, it can be hypothesized that an example of a 
pure quotation in music can be described as any excerpt coming from a music literature 
included in any teaching method and/or scholar study, since it would be featured with the 
aim of analyzing such a musical ‘expression’ in terms of melodic, harmonic and rhythmic 
constructs, as well as its register. 
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• Direct quotation: any quote “mentioning the words [that another 

person uttered].” This is usually enclosed within quotation marks, so 

as to indicate that they are literally mentioned (ex.: Alice said “Life is 

difficult to understand”); 

• Indirect quotation: “any quote which could be true even if [the 

person in question] never uttered any of [the words in the quote],” 

and that for such reason does not feature quotation marks (ex.: Alice 

said that life is difficult to understand);  

• Mixed quotation: “[it] quotes [a person] by reporting what [he/she] 

said, but attributes to [him/her] only [a segment of] an utterance.” 

Like a direct quotation, a mixed quotation also features quotation 

marks (ex.: Alice said that life “is difficult to understand”). 

 

All the other four types of transtextuality appear in various degrees 

throughout Le Rossiniane, and their paratexts especially seem to function 

in synergy with their quotations. In fact, it appears that Giuliani understood 

that his quotations needed to overtly reference his musical texts in order to 

be fully comprehended by both performers and audiences (pace Czerny), 

and he used various paratextual tools to do so.  

 

All of the above reveals that a musical analysis of Giuliani’s quotations, 

based on a model as flexible to other humanistic disciplines as Genette’s 

transtextuality, is realistically feasible. The comprehension of Giuliani’s 

style of quoting external material through such a model is the main interest 

in my research for the following reason: an attempt to classify various types 
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of musical quotations can allow for a better understanding of the outcome 

that a composer expects from his/her own work.39 

 

My research employs Genette’s theory of transtextuality (and all its five 

subtypes) as the foundation on which to combine both music and literary 

quotation theory, together with my knowledge of guitar performance and 

transcription. Such an approach aims to make a modern, interdisciplinary 

study of Le Rossiniane that focuses mostly on the analysis and 

categorization of all the possible different types of quotations employed by 

Giuliani in his Rossini-inspired potpourris, based on the categories of 

Cappelen and Lepore cited previously.  

 

Due to the interdisciplinary nature of this research, this thesis will also 

explore the possibility of categorizing as musical ‘paraphrases’ the different 

kinds of variations on a theme (typically found in a nineteenth-century 

potpourri) that Giuliani sometimes employed in Le Rossiniane.40 For this 

reason, from the very beginning this study will explore the possibility of 

considering the sort of musical ‘paraphrase’ at issue here as another type of 

                                                        
39 Jeanette Bicknell, “The Problem of Reference in Musical Quotation: A Phenomenological 
Approach,” The Journal of Aesthetics and Art Criticism 59, no. 2 (2001): 190, 
http://www.jstor.org/stable/432223. Here it is important to bear in mind that, to use Sean 
Burke’s words, when attempting to understand a composer’s intentions “the idea of 
autorship reflects on the activity and status of the critic.” (Sean Burke, The Death and 
Return of the Author (Edinburgh: Edinburgh University Press, 1993), 158.) 
40 This idea was born out of Western music’s long-standing tradition of utilizing the 
expression paraphrase for any musical procedure meant, as stated in the German 
dictionary Duden, “to re-write or embellish […] a known ([o]pera) melody or a song[;] to 
compose out [or develop].” (Cited in Jeremy White Orosz, “Translating Music Intelligibly: 
Musical Paraphrase in the Long 20th Century” (PhD diss., University of Minnesota, 2013), 
2. Translation from German to English by Jeremy White Orosz.) 



16 
 

musical quotation (at the same level of the ones cited previously), one which 

is utilized by Giuliani as a mean to show off both his instrumental skills and 

the guitar’s strongest features. This is based on the Oxford English 

Dictionary Online’s assertion that, in linguistics, paraphrasing is the act of 

“adapt[ing], appropriat[ing], or alter[ing] the wording of (a saying or 

quotation) […] to suit one’s own purpose.”41 

 

Unfortunately, the performance of the above-mentioned task bears an 

enduring significant problem which needs to be dealt with. The act of 

comparing the previously-mentioned types of variations on a theme to 

(linguistic) paraphrases may find numerous opponents among literary 

critics and musicians alike. As a matter of fact, (some) musicians’ recurrent 

use of the term paraphrase to refer to a thematic variation is often deemed 

as an incorrect practice. For instance, philosopher and musician Vernon A. 

Howard (1935–2011) claims that generally this term cannot be employed in 

music: unlike languages, music is incapable to convey semantic 

information, and this makes it unable to perform a semantically-based 

procedure such as paraphrasing.42 However, there is the possibility that 

such a claim can be revalued (through an attentive analysis) in light of the 

following reflection. As explained by renowned British visual semiotician 

Daniel Chandler, Saussure affirms that each linguistic sign (e.g. a word) 

consists of two distinct elements: a signifier (i.e. “the form which the sign 

                                                        
41 “Paraphrase, V.,” OED Online, accessed September 16, 2017, http://www.oed.com.lib-
ezproxy.hkbu.edu.hk/view/Entry/137578?rskey=aaQiuu&result=2.  
42 Vernon A. Howard, “On Musical Quotation,” The Monist 58, no. 2 (1974): 313. 
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takes”), and a signified (i.e. “the concept it represents”);43 yet music theorist 

Raymond Monelle (1937–2010) states that, contrarily to linguistics, “the 

very configurations and patterns of music [i.e. its signifiers] are already on 

the level of the signified.”44 For this reason, this thesis will additionally 

attempt to legitimize the utilization of the term paraphrase in music, in 

order to justify the use of this specific term for my objectives.45 

                                                        
43 Daniel Chandler, “Semiotics for Beginners: Signs,” last modified 2014, accessed February 
9, 2017, http://visual-memory.co.uk/daniel/Documents/S4B/sem02.html. 
44 Raymond Monelle, “Structural Semantics and Instrumental Music,” Music Analysis 10, 
no. 1 (1991): 87, http://www.jstor.org/stable/853999. 
45 As later explained on page 21 and 22 of Introduction I3, this legitimization will essentially 
involve a comparison between a basic grammar structure in language and the concept of 
Ursatz (i.e. music’s fundamental structure) by Austrian music theorist Heinrich Schenker 
(1868–1935). According to Curtis Roads and Paul Wieneke, “viewing music in terms of a 
‘musical grammar’ is not [a] new [idea]. […A] score can be seen as an example of a 
particular language, i.e., as a set of semiotic expressions conforming to a specific music 
grammar which is inferred by the score.” (Curtis Roads and Paul Wieneke, “Grammars as 
Representations for Music,” Computer Music Journal 3, no. 1 (1979): 48, 
https://www.jstor.org/stable/3679756.) Further, they also report that in 1975 music 
semiotician Jean-Jacques Nattiez criticized a similar approach involving both Schenker’s 
Ursatz and Noam Chomsky’s concept of deep structure. (Ibid., 51.) Nonetheless, the author 
of this thesis feels that a comparison between a basic grammar structure and Schenker’s 
Ursatz is useful to any musicologist enquiring about the semantic connections between 
language and music. This makes sense considering that, as stated by Gordon et al., within 
the field of language and music cognition “results of brain imaging and behavioral studies 
have often demonstrated shared or similar resources underlying, for instance, syntactic and 
harmonic processing […], auditory working memory for both linguistic and musical stimuli 
[…], and semantic or semiotic priming.” (Reyna L. Gordon et al., “Words and Melody Are 
Intertwined in Perception of Sung Words: EEG and Behavioral Evidence,” PLoS ONE 5, no. 
3 (2010): 1, doi:10.1371/journal.pone.0009889.) The above information appears to be a 
sound  justification for the theoretical approach employed in this thesis, interfacing literary 
and musical structures in order to explore the issue of musical ‘meaning’ (see Chapter 3.1, 
149-156). The overall clarification within this footnote also gives me the chance to state how 
significant it is for nowadays musicologists to be familiar with the interdisciplinary field of 
music semantics. This field of enquiry, seeking to understand how music conveys 
information by using a methodology which consists of “transposing the methods of 
linguistics to the study of musicology” (Martin Koppe, “Using Semantics to Interpret 
Music,” CNRS NEWS, last modified 2017, accessed April 15, 2019, 
https://news.cnrs.fr/articles/using-semantics-to-interpret-music), is useful whenever 
there is the need to appreciate what semantician Philippe Schlenker defines as “[the] 
messages that are interpreted at a deeper, more biological level” (Ibid.) within a piece of 
music. Further, music semantics has also interdisciplinary connections with scientific fields 
such as cognitive neuroscience, psychology, and computer science. (For instance, see 
references in: a) Roads and Wieneke, “Grammars as Representations for Music,” 54-55; b) 
Mark Reybrouck, “Body, Mind and Music: Musical Semantics between Experiential 
Cognition and Cognitive Economy,” Revista Transcultural de Música, no. 9 (2005): 44-54, 
http://www.redalyc.org/articulo.oa?id=82200916; c) Philippe Schlenker, “Outline of 
Music Semantics,” Music Perception: An Interdisciplinary Journal 35, no. 1 (2017): 35-
36.) Therefore music semantics is a field whose applications go beyond musicology, and 
this feature makes it suitable to the scholarly needs of our highly interdisciplinary, 
scientific, and technological age. 

https://news.cnrs.fr/articles/using-semantics-to-interpret-music
http://www.redalyc.org/articulo.oa?id=82200916
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I.3     Outline of the Thesis 

The following thesis outline gives a general idea of how this research intends 

to approach its main goals. It provides also basic information about the 

main types of literature which will be considered in each part of the thesis.  

 

In the first three chapters most of Genette’s subtypes of transtextuality – 

excluding metatextuality, which will be featured in the last chapter – will be 

examined and used (in various degrees) in conjunction with some of the 

most influential studies in both music and literary theories of quotation, 

with the aim of coming up with a consistent model of analysis for the later 

examination and categorization of Le Rossiniane’s types of quotation: 

• Chapter 1: A First Taxonomical Exploration and 

Classification of Types of Musical Quotation. This chapter is 

a starting point for defining a basic taxonomy which classifies the 

types of quotation found in music. This is done by critiquing two 

main studies:  

▪ Alejandro Vera’s “Intertextuality in the Music for Guitar of the 

Eighteenth Century: Quotations, Paraphrases and Allusions in 

the works of Santiago de Murcia”:46 this is the first academic 

study for guitar (and, in general, for any other instrument) 

involving the analysis of musical texts through Genette’s 

classification of intertextuality. My critique involves the 

                                                        
46 Alejandro Vera, “Intertextualidad en la Música para Guitarra del Siglo XVIII: Citas, 
Paráfrasis y Alusiones en la Obra de Santiago de Murcia,” Acta Musicologica LXXXVII, no. 
1 (2015): 31-48. 
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correction and improvement of Vera’s definitions of musical 

quotation and paraphrase in the context of his study (and 

excludes any examination of what he defines as musical allusions, 

since it is not the main purpose of my research to explore them); 

▪ Vernon Howard’s “On Musical Quotation”:47 this was the first 

relevant study on the possible correlations between literary and 

musical quotations in the twentieth century. I use this paper’s 

main section, which compares quotations and paraphrases from 

the literary realm to a hypothetical musical excerpt, to develop my 

previous critique of Vera’s paper.  

In this chapter I also integrate definitions of both quotation and 

paraphrase from literary theory, so as to refine the taxonomy 

presented throughout the chapter. Ultimately, this chapter will give 

the first tangible results in the quest of defining what direct musical 

quotation (DMQ), indirect musical quotation (IMQ), and musical 

paraphrase (MPH) may look like in a piece such as Le Rossiniane; 

• Chapter 2: Defining Musical References and Quotation 

Marks in Le Rossiniane. This chapter starts by highlighting the 

problem concerning the lack of a standard for references and 

quotation marks in music – a problem which was pointed out 

consistently by both Vernon Howard in the second part of “On Music 

Quotation,” and by Jeanette Bicknell in her influential study, “The 

Problem of Reference in Musical Quotation: A Phenomenological 

Approach.” It then investigates how Giuliani sorts it out in order to 

                                                        
47 Howard, “On Musical Quotation,” 307-318. 
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refer to his (so far hypothesized) musical quotations and 

‘paraphrases.’ This chapter is prevalently based on two academic 

texts, and for the most part two original Giuliani manuscript scores:  

▪ Gérard Genette’s Paratexts: Thresholds of Interpretation:48 this 

famous study by Genette – which talks about the various types of 

paratexts which can be found in a text – is used to analyze the 

various types of references that Giuliani uses in order to denote 

all his quoted excerpts throughout Le Rossiniane. I will explore 

both relevant peritexts from Giuliani’s manuscript scores and 

epitexts from Giuliani’s private correspondence with his 

publishers Artaria and Ricordi; 

▪ Hermann Cappelen and Ernie Lepore’s “Varieties of Quotation”: 

the main examples and definitions of both direct and indirect 

quotation as described by Cappelen and Lepore are used to make 

visual and conceptual comparisons with Giuliani’s references as 

well as musical ‘quotation marks’ in his quotations; 

▪ Mauro Giuliani’s original manuscripts of Le Rossiniane No. 3, Op. 

12149 and No. 5, Op. 123:50 examples from Giuliani’s original 

manuscripts of Le Rossiniane No. 3 and 5 – the only manuscripts 

available of his Rossinian works – are used for the analysis in this 

chapter.   

                                                        
48 Gérard Genette, Paratexts: Thresholds of Interpretation, translated by Jane E. Lewin 
(Cambridge: Cambridge University Press, 1997). 
49 Mauro Giuliani, Le Rossiniane per Chitarra Parte Terza Op. 121, autograph manuscript, 
1823 ca., retrieved from the Preußischer Kulturbesitz, Musikabteilung mit Mendelssohn-
Archiv, Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 7600/1. 
50 Mauro Giuliani, Le Rossiniane per Chitarra, o Lira Op. 123, autograph manuscript, 
1823, retrieved from the Musiksammlung der Österreichische Nationalbibliothek, Vienna, 
Mus. Hs. 35842. 
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• Chapter 3: Musical ‘Meaning’ in Musical Paraphrase, and 

the Mixed Musical Quotation Hypothesis. This chapter will be 

organized in two main parts. The first part will deal with finding a 

solution to the problem of the term paraphrase in music – i.e. 

variation on a theme (or, as I call it, MPH) – when compared to the 

actual meaning of this term in literary theory, by determining how 

harmonic analysis can be looked at as a metalanguage that, according 

to Terry Winograd, “represents a semantic level, rather than a 

syntactic one.”51 This will be attempted through the exploration of 

the links between the notion of literary syntagm – as defined by 

Daniel Chandler52 – and the concept of Ursatz theorized by Heinrich 

Schenker – as described by Victor Kofi Agawu in his study Playing 

with Signs.53 This part will be integrated with postulates coming 

from Raymond Monelle’s “Structural Semantics and Instrumental 

Music,”54 Jean-Jacques Nattiez’s Music and Discourse,55 and David 

Lidov’s Is Language a Music?.56 The first part, following Kofi Agawu, 

“provides [a] conceptual frame for a piece of tonal music”57 

comparable to what in grammar can be considered a basic sentence 

pattern (Subject-Verb-Adjective).58 In the second part I consider a 

                                                        
51 Raymond Monelle, “Structural Semantics and Instrumental Music,” Music Analysis 10, 
no. 1 (1991): 73, http://www.jstor.org/stable/853999. 
52 Daniel Chandler, “Semiotics for Beginners: Paradigms and Syntagms,” last modified 
2014, accessed January 28, 2017, http://visual-
memory.co.uk/daniel/Documents/S4B/sem03.html. 
53 Victor Kofi Agawu, Playing with Signs (Princeton: Princeton University Press, 1991). 
54 For reference, see fn. 51 on this page. 
55 Jean-Jacques Nattiez, Music and Discourse: Towards a Semiology of Music, translated 
by Carolyn Abbate (Princeton: Princeton University Press, 1990).  
56 David Lidov, Is Language a Music?: Writings on Musical Form and Signification 
(Bloomington: Indiana University Press, 2005). 
57 Kofi Agawu, Playing with Signs, 53. 
58 “Basic Sentence Structure,” ESL Gold, accessed January 24, 2017, 
www.eslgold.com/grammar/basic_sentence.html. 
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quotation by Giuliani of Rossini’s “Una voce poco fa” (from the opera 

Il Barbiere di Siviglia) in Op. 12359 – which starts on a dominant 

chord instead of a tonic – as the main example on which to build the 

definition of mixed musical quotation (MMQ) based on Cappelen 

and Lepore’s postulates on mixed quotations and the conceptual 

frame provided by the first part of the chapter.  

 

The final chapter (i.e. Chapter 4: Analysis and Categorization of the 

Musical Quotations in Le Rossiniane Opp. 121 and 123), will give 

both a few last refinements to the model of analysis constructed throughout 

the thesis to give a definitive classification of Giuliani’s musical quotations 

as DMQ, IMQ, MMQ, and MPH, as well as utilize it to explore Giuliani’s 

quotational and paraphrasal designs throughout Le Rossiniane, and 

investigate how he got the best out of his transcriptions by making use of a 

quotation style that respected the ‘nature’ of his instrument, and that at the 

same time highlighted his virtuosity in performance. There will be a 

comparative analysis of the original manuscripts of Mauro Giuliani’s Le 

Rossiniane No. 3, Op. 121 (from the Preußischer Kulturbesitz, 

Musikabteilung mit Mendelssohn-Archiv, Staatsbibliothek Berlin) and No. 

5, Op. 123 (from the Musiksammlung der Österreichische 

Nationalbibliothek in Vienna)60 with the Rossini opera scores published by 

the Fondazione Rossini (Pesaro), as well as an original opera score 

handwritten by Rossini himself in the Biblioteca del Conservatorio di 

                                                        
59 See Castelvecchi, “Le Rossiniane di Mauro Giuliani,” 65.  
60 For reference, see respectively fn. 49 and 50 in Introduction I.2, 20. 
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Musica San Pietro a Majella (Naples).61 This analysis will be carried out on 

these particular sources for the following two reasons. First of all, the choice 

of analyzing the two sole available originals of Giuliani’s Le Rossiniane Opp. 

121 and 123, thus excluding the first editions of Opp. 119, 120, 122, and 124, 

is due to the fact that they can provide the most precise graphical 

information on Giuliani’s style of quoting.  A reader can then judge the other 

types of quotations found in the first editions according to the findings on 

Opp. 121 and 123. Second of all, the decision of utilizing opera scores instead 

of piano reductions for the comparison of Rossini’s themes to Giuliani’s 

quotations is due to the fact that, as Giuliani reports on one letter to Ricordi 

dated 6 February 1821, while in Rome he became friends with Rossini, who 

gave him many of his original scores to use as he pleased – which he 

supposedly used to compose at least the first one of his Le Rossiniane, i.e. 

Op. 119, as he seems to imply.62 Although there is also evidence that Giuliani 

used to transcribe music from scores given to him by his publishers,63 as 

well as the possibility that he was able to write down music by ear while 

attending performances,64 Marco Riboni states that it is likely that many of 

                                                        
61 For the complete list of opera scores mentioned here see Chapter 4.1.2, 194. 
62 See fn. 73 in Chapter 2.2, 95. To read the English translation of the entire letter that 
Giuliani writes to Ricordi, see Heck, Mauro Giuliani: A Life for the Guitar, chap. 4.2.2. Part 
of Heck’s translation is reported in Chapter 2.2, 89. 
63 Ibid., chap. 4.3.1. Heck translates a letter that Giuliani writes to Artaria in which he 
complains about Cappi and Diabelli’s behavior. In this letter Giuliani reports bits and pieces 
of the correspondence that he had with the two publishers. Particularly significant is the 
following sentence, which Giuliani claimed to be written by Cappi and Diabelli: “Here are 
some ‘favorite themes’ so that you can write us variations on them […].” Pietro Cappi 
(1790–1830) was a long-time business partner of Diabelli. (All this was reported to me by 
Heck himself in an e-mail dated 14 September 2017.) 
64 Marco Riboni reports of a transcription made by Giuliani of a theme and two of its 
variations, coming from a composition written by the French violinist Pierre Rode (1774–
1830). As stated by Riboni, Giuliani’s transcription does not correspond to Rode’s original 
version (see Riboni, Mauro Giuliani, 402-403), i.e. the Air varié Op. 10 (1808) for violin 
and piano (see Hilary Poriss, Changing the Score: Arias, Prima Donnas, and the Authority 
of Performance (New York: Oxford University Press, 2009), 151). Instead, Giuliani’s work 
is a transcription of another transcription by the Italian soprano Angelica Catalani (1780–
1849), whose performance of it was reviewed by the Wiener Moden Zeitung on 4 July 1818. 
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the themes utilized to compose all of Le Rossiniane came from those many 

originals that Rossini probably gave to Giuliani65 before leaving Rome in 

March 1821.66  

 

                                                        
As a matter of fact, the final title that Giuliani gave to the entire opus in which such a 
transcription is included is Tre Tema Favoriti con Variazioni di M[a]d[a]me Catalani 
[M]essi per Chitarra Sola da Mauro Giuliani (Three Favorite Themes with Variations by 
Madame Catalani Set on Solo Guitar by Mauro Giuliani; 1819). The transcription of Rode’s 
music is titled inside the publication as “Sulle Variazioni di Rode [On the Variations of 
Rode].” (See Riboni, Mauro Giuliani, 402-403.) However, it may also be likely that Giuliani 
made this transcription by ear while assisting to one (or more) of Catalani’s performances, 
if not during the performance mentioned above. In fact, it appears that Catalani never 
published her transcription: as Hilary Poriss points out, there is only knowledge of “several 
surviving nineteenth-century piano-vocal [sic.] scores [which] contain ornaments 
attributed to Catalani, providing a sense of how she […] transformed [Rode’s music] into a 
vocal work.” (Poriss, Changing the Score, 152.) According to my investigation of the first 
four editions of the Handbuch der Musikalischen Litteratur (sic.) published between 1817 
and 1820 – listing the printed scores available in German speaking and neighboring 
countries from ca. 1780 to Easter 1820 (see Rudolf Elvers and Cecile Hopkinson, “A Survey 
of the Music Catalogues of Whistling and Hofmeister,” Fontes Artis Musicae 19, no. 1-2 
(1972): 1, https://www.jstor.org/stable/23505205) – there were only two versions for solo 
piano of Catalani’s transcription, issued by the publishing houses Steup (Amsterdam) and 
Christiani (Berlin) between Easter 1819 and Easter 1820. (See Carl Friedrich Whistling, 
Handbuch der Musikalischen Litteratur (Leipzig: Hofmeister, 1820), 29, retrieved from 
the digital archive of the Bayerische Staatsbibliothek, Munich, http://mdz-nbn-
resolving.de/urn:nbn:de:bvb:12-bsb10598701-8.) Since Giuliani’s transcription was 
advertised in the Wiener Zeitung on 9 January 1819 (see Heck, Mauro Giuliani: A Life for 
the Guitar, “Works without Opus Number”), the hypothesis that Giuliani transcribed 
Catalani’s transcription by ear is not to be rejected. 
65 Riboni, Mauro Giuliani, 437.  
66 Gioachino Rossini, Zelmira, edited by Helen Greenwald and Kathleen Kuzmik Hansell 
(Pesaro: Fondazione Rossini, 2005), xxiv. Riboni’s hypothesis is valid for almost all the 
themes in Opp. 121 and 123 (all composed and premiered between 1813 and 1819; see 
Chapter 4.1.2, 194) except for a theme that Giuliani transcribes from Zelmira (see Chapter 
4.2.1, 209-214), an opera apparently started by Rossini during summer 1821 and premiered 

in Naples on 16 February 1822 (see Rossini, Zelmira, xxiv). In this particular case, Giuliani 
may have used a vocal score published by Artaria. Artaria was promised the originals of 
Zelmira by Rossini (see Ibid., xxxiii-xxxiv) during the composer’s Viennese tour which 
happened between late March and late July 1822 (see Ibid., xxvi-xxxiv, and Michele Leigh 
Clark, “The Performances and Reception of Rossini’s Operas in Vienna, 1822–1825” (PhD 
diss., University of North Carolina, 2005), 137); as reported later by Rossini himself in a 
letter to a friend dated 17 April 1823, eventually he fulfilled the promise made to the 
publisher in Vienna (see Rossini, Zelmira, xxviii). Artaria could have provided his vocal 
score – based on Rossini’s originals – to Giuliani as he was the publisher of the first three 
Le Rossiniane (see Chapter 2.2, 89).  Nonetheless, as will be stated later, we cannot know 
for sure which primary sources were ultimately adopted by Giuliani to make his 
transcriptions. For this reason the analysis of the theme form Zelmira will be carried in 
accordance with the analysis of the other themes in Opp. 121 and 123. However, in this 
particular case I have attached an appendix leading to the vocal score of Zelmira published 
by Artaria in 1822 (see point f) in Chapter 4.2.1, 210), so the reader can decide for 
him/herself which source Giuliani may have employed for the transcription of this theme.  

http://mdz-nbn-resolving.de/urn:nbn:de:bvb:12-bsb10598701-8
http://mdz-nbn-resolving.de/urn:nbn:de:bvb:12-bsb10598701-8
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Although it is impossible to make an accurate guess of the type of means 

used by Giuliani to transcribe the themes in Le Rossiniane (Opp. 121 and 

123), it is still useful for both performers and scholars to see what sort of 

process Giuliani may have used to reduce a whole orchestral score into a 

guitar score. Ultimately, the comparison of Giuliani’s transcriptions in Le 

Rossiniane Opp. 121 and 123 with Rossini’s orchestral scores does not seek 

to prove that Giuliani transcribed Rossini’s music from his originals; 

instead, it attempts to provide an original analysis of how the mind of a 

brilliant music transcriber like Giuliani supposedly works.  

 

In this section I will also explore one possible case of metatextuality in Le 

Rossiniane concerning the quotation of Rossini cited by Giuliani as “Aria 

nell’ Aureliano in Palmira” followed by a quotation of the famous aria from 

Il Barbiere di Siviglia “Una voce poco fa” in Le Rossiniane No. 5, Op. 123, 

cited as “[C]avatina nel Barbiere di Siviglia.”67 Apparently Giuliani features 

these two arias sequentially to allude to the fact that some of the musical 

material that Rossini used in his renowned Il Barbiere di Siviglia came from 

his previous work, Aureliano in Palmira; in particular, it seems that 

Giuliani wanted to make reference to the fact that the aria “Una voce poco 

fa” was originally an aria coming from Aureliano in Palmira, namely “Non 

lasciarmi in tal momento.”68 I believe that Giuliani’s intention can be 

deduced by examining the Italian itinerary he made in March-April 1820 (as 

described by him and his father in letters reported by both Thomas Heck 

                                                        
67 Mauro Giuliani, Le Rossiniane per Chitarra, o Lira Op. 123, 3-3’.  
68 Thomas Lindner, “Rossini’s Aureliano in Palmira: A Descriptive Analysis,” The Opera 
Quarterly 15, no. 1 (1996): 21-22. 
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and Marco Riboni) and comparing it with a report (sent to me by Parma’s 

Biblioteca Palatina) of a series of performances of Aureliano in Palmira 

which occurred in Parma on early April 1820.69 

 

I.4     Aims of the research 

My hope is that this research will contribute to the body of musicological 

knowledge in three ways. Firstly, by offering an examination of Mauro 

Giuliani’s Le Rossiniane which, by utilizing an interdisciplinary 

approach to musicological analysis based on Genette’s transtextuality, aims 

to comprehend the hypothetical communicative reasons behind his 

(musical and literal) textual choices. The kind of approach which this study 

employs differs consistently from previous analyses of these pieces, which 

focused solely on the mere technicalities of how Giuliani transcribed his 

chosen opera excerpts to the guitar score. This study’s ambition is to become 

a valuable template for any musicologist interested in examining a musical 

work through a transtextual ‘filter.’  

 

Secondly, by extending the general musicological literature in the 

field of transtextuality, through a unique application of its five subtypes 

to musicological analysis. In particular, this research wishes to make a 

contribution to the (sub)fields of: 

                                                        
69 As the reader will see in Chapter 4.7, the hypothesis is that Giuliani may have assisted to 
one of the performances of Aureliano in Palmira in Parma during the time frame talked 
about here. (See Chapter 4.7, 301-307.) As a matter of fact, this hypothesis may be a further 
evidence of Giuliani’s abilities in transcribing by ear. (See fn. 60 in Chapter 4.7, 302.) 
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• Quotation in (tonal) music: this study introduces a model of analysis 

which, for the first time in this particular field, categorizes quotations 

into four different types – direct quotation, indirect quotation, mixed 

quotation, and paraphrase – according to the different elements 

which distinguish them from each other. Such a categorization finds 

inspiration in a number of remarkable studies published by highly-

regarded literary scholars in the field of quotation;  

• Paratextuality in music scores: this research includes a chapter with 

an extensive investigation of the paratext in Le Rossiniane. Such an 

investigation proposes to become a worthy addition to the current 

knowledge on musical paratexts, since there are few studies 

dedicated to this specific topic at present; 

• Metatextuality in music: the fourth chapter of the study contains an 

examination of a musical metatext, thus accessing the realm of how 

a musical text may comment on other musical texts. Up to the 

present date (and to my knowledge), few if any studies have been 

conducted on this particular topic. 

 

Thirdly, by expanding the literature on intertextuality in the form 

of (music) quotation – and (more generally) transtextuality 

within the field of guitar studies – which, at the time of writing, counts 

Alejandro Vera’s 2015 paper as the only one treating these topics. By 

expanding such a literature, this research seeks to provide guitar (and other) 

scholars a different point of view from which they can start to develop their 

own transtextual analyses of the extensive guitar repertoire involving 
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transcriptions, including theme and variations and potpourris. Due to the 

relevance of the practice of transcription in the classical guitar’s almost 300-

year history, I believe that an increase in transtextual literature within the 

field of guitar studies may further help the comprehension of the 

instrument’s repertoire, composers, and arrangers, as well as more 

accurately locate their position and relevance in music history.  
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Chapter 1:  

A First Taxonomical Exploration and 

Classification of Types of Musical Quotation 

 

When ‘taking the first step’ towards making a new taxonomy of music 

quotations, it is crucial to have a broad knowledge of the literature 

surrounding the topic of (music) quotation. Unfortunately, the field of 

music quotation studies is still not as mainstream as it is in other disciplines. 

As a consequence, there is a quite limited selection of musical studies to 

choose from which treating such a distinct area.  However, the fact that there 

is such limited literature on the topic makes it simpler to pick up exclusively 

what are deemed to be the most original theoretical attempts to define a 

systemic application of quotations in music. In this regard, the preferential 

choice of literature to start building a taxonomy of quotations for Le 

Rossiniane fell upon two papers: Alejandro Vera’s “Intertextuality in the 

Music for Guitar of the Eighteenth Century: Quotations, Paraphrases, and 

Allusions in the Works of Santiago de Murcia,”1 and Vernon A. Howard’s 

“On Musical Quotation.” 

 

 

                                                        
1 Original Spanish title: “Intertextualidad en la Música para Guitarra del Siglo XVIII: Citas, 
Paráfrasis y Alusiones en la Obra de Santiago de Murcia.” (The translation of this title, and 
the upcoming translations from Spanish to English present in this chapter, are made by 
Francesco Teopini Terzetti Casagrande.) 
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1.1 About Alejandro Vera’s Study (2015) 

Originally written in Spanish and published in Acta Musicologica in 2015, 

Vera’s paper mainly explores the intertextual influences that some 

seventeenth-century composers contemporary to the Spanish guitarist and 

composer Santiago de Murcia (1673–1739) had in two of the latter’s 

collections for guitar, namely Cifras Selectas de Guitarra (1722) and Codice 

Saldivar No. 4 (1732). The interesting part of Vera’s work lies in how 

Genette’s model of intertextuality influences his analysis of the musical 

references featured in Murcia’s pieces, leading him to both summon up 

some approximate definitions for music quotation, paraphrase, and allusion 

out of both musicological and literary studies, and use such definitions to 

classify Murcia’s tributes to his contemporaries. The focus of attention of 

the following paragraphs will be directed towards Vera’s definitions of 

quotation and paraphrase and their application in his study.  

 

1.2 Vera’s Definitions of Quotation and Paraphrase 

Vera first defines the term quotation by reporting two definitions that 

Claudia Campaña provides in her work titled “El Arte de la Cita” by 

extrapolating these definitions from two different Spanish dictionaries. 

Simply put, Vera agrees with Campaña’s view of quotation in literature as a 

technique that an author uses to repeat or copy either words or texts which 

do not belong to him/her. He then supplies the reader with a definition of 

music quotation by Rubén López Cano, who qualifies it as a specific 
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reference to either pieces or fragments of pieces.2 However, Vera regards 

the latter definition as somehow vague, and as a result he sticks to the literal 

definition of quotation to redefine musical quotation as “a musical 

fragment, generally of someone else’s authorship (although not always, as 

we will see), that a composer introduces in his work either without 

modifying it or with minimal alterations.”3  

 

Vera then switches his focus to the term paraphrase. He begins by offering 

a series of definitions coming from the Real Academia Española’s 

dictionary: “1) ‘amplifying explanation or interpretation of a text in order to 

illustrate it or make it more clear or intelligible’; 2) ‘translation of a verse 

which imitates the original, without transposing it with scrupulous 

accuracy’; and 3) ‘a phrase whose structure imitates another known one, but 

that is formulated with different words.’”4 Afterwards, he translates two 

selected fragments of Peter Burkholder’s definition of musical paraphrase. 

Here it follows the whole definition as its original source reports it:  

[Paraphrase is] the reworking of existing music through variation, 
ornamentation, omission, repetition, transposition, elision, and interpolation. If 
little is changed, the resulting tune or passage may strike someone familiar with 
the source as a direct ‘quotation’ [sic.], which it almost never is; there is almost 
always some significant alteration. On the other hand, if the transformation is 
more complete, the new theme or passage may sound only vaguely familiar. This 
means both that more is borrowed than is obvious at first hearing and also that it 

                                                        
2 Alejandro Vera, “Intertextualidad en la Música para Guitarra del Siglo XVIII: Citas, 
Paráfrasis y Alusiones en la Obra de Santiago de Murcia,” Acta Musicologica LXXXVII, no. 
1 (2015): 34. 
3 Ibid. Original Spanish text: “Un fragmento musical, generalmente (aunque, como 
veremos, no siempre) de autoría ajena, que un compositor introduce en su obra sin 
modificarlo o con mínimas alteraciones.”   
4 Ibid., 35. Original Spanish text: “1) ‘explicación o interpretación amplificativa de un texto 
para ilustrarlo o hacerlo más claro o inteligible’; ‘traducción en verso en la cual se imita el 
original, sin verterlo con escrupolosa exactitud’; y 3) ‘frase que, imitando en su estructura 
otra conocida, se formula con palabras diferentes.’” 
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may be difficult to determine whether some passages are in fact paraphrased from 
other pieces or only coincidentally resemble them.5 

 

Vera chooses to focus his attention on the fragment that says that 

paraphrase is “the reworking of existing music through variation, 

ornamentation, omission, repetition, transposition, elision, and 

interpolation,” later considering in addition Burkholder’s claim that “if little 

is changed, the resulting tune or passage may strike someone familiar with 

the source as a direct ‘quotation,’ which it almost never is.” What Vera finally 

extrapolates from Burkholder are the following two concepts related to 

music paraphrase: 

1) A paraphrase can be also regarded as a fragment that a composer 

chooses to subject to consistent transformations (which makes it 

different from the original) before featuring them in his/her work; 

2) The previous concept implies that the difference between musical 

quotation and paraphrase is very subjective and in many cases 

questionable.6 

The second point that Vera makes is particularly significant. By scrutinizing 

Murcia’s music according to the definitions of quotation and paraphrase 

that he develops, it is evident that his taxonomy is too simplistic: it allows 

too much room for interpretation and opinion when it comes to 

acknowledging a given musical fragment either as a quote or a paraphrase. 

But, before digging deeper into this crucial issue, an important 

                                                        
5 J. Peter Burkholder, “‘Quotation’ and Paraphrase in Ives’s Second Symphony,” 19th-
Century Music 11, no. 1 (1987): 4. 
6 Vera, “Intertextualidad en la Música,” 35. 
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consideration about the construction of his intertextual model has to be 

noted. 

 

Anyone who is familiar with Gerard Genette’s concept of intertextuality 

knows that he defines it as “a relationship of copresence between two texts 

or among several texts: that is to say, eidetically and typically, as the actual 

presence of one text within another,” then specifying further that quotation, 

allusion, and plagiarism are the main forms through which it manifests 

itself. Moreover, the eminent French literary critic considers intertextuality 

as only one of five subcategories which belong to what he calls 

transtextuality.7  

 

Before the analysis of Murcia’s works, Vera provides a Spanish translation 

of Genette’s view of intertextuality in order to explain that his own opinion 

about intertextuality is analogous to Genette’s, i.e. he also regards 

intertextuality as the “the actual presence of one text within another.”8 One 

of the problems with Genette’s explanation of intertextuality is that he gives 

only scarce information about its three main forms; however Vera chooses 

both quotation and allusion as categories of his intertextual analysis. At a 

certain point of the construction of his own model of analysis, Vera seems 

to misunderstand Genette by involuntarily mixing up a particular genre 

coming from hypertextuality – one of the other subtypes within 

                                                        
7 Gérard Genette, Palimpsests: Literature in the Second Degree (Lincoln: University of 
Nebraska Press, 1997), 1-2. 
8 See Vera, “Intertextualidad en la Música,” 37. 



34 
 

transtextuality – with Genette’s forms of intertextuality. As will be 

illustrated below, this logical flaw derives mostly from both a surprising 

inattention to Genette’s postulates as well as a lack of basic knowledge about 

quotation and what literary theory considers its most widely acknowledged 

types.  

 

Vera explains that the terminology used in his paper “differs a little bit from 

[Genette’s] postulates, in particular for the use of the term paraphrase 

instead of parody.”9 He then clarifies his replacement of parody with 

paraphrase as follows: 

The latter [substitution of parody with paraphrase] is because musicology 
already has a terminological tradition which differs a little bit from that of literary 
theory. Thus, the term parody is normally used [in music] for complete works 

composed upon other pre-existing ones (so we can speak of ‘parody mass’), a use 

which differs from Genette’s, who limits the ‘strict parody’ to rather short 
fragments. On the other hand, the application [by Genette] of the term parody to 

music to refer to “the modification of only the verbal track [i.e. the lyrics] of a 

melody,” rather corresponds to what we musicologists understand as 
contrafactum.10 

 

Without entering into an analysis of the differences in terminology between 

musicology and literary theory of parody and making a reflection on 

Genette’s view of parody in music, at this point there are two observations 

that have to be made given the information cited so far: 

                                                        
9 Ibid. Original Spanish text: “[L]a terminologia empleada en el presente trabajo difiere un 
tanto de sus [i.e. Genette] postulados, particularmente por el uso del término paràfrasis 
en lugar de parodia.” 
10 Ibid. Original Spanish text: “Esto último se explica porque la musicología cuenta ya con 
una tradición terminológica que difiere un poco de la teoría literaria. Así, el término parodia 
se usa normalmente para obras completas compuestas a partir de otras preexistentes (se 
habla así de ‘misa parodia’), uso distinto al que le da Genette, quien acota la ‘parodia 
estricta’ a fragmentos más bien breves. Por otro lado, su aplicación del término parodia a 
la musica para referirse a ‘la modificacion de la sola pista verbal de una melodia,’ 
corresponde más bien a lo que los musicólogos entendemos por contrafactum.” 
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1) It seems that, in the making of his own model of intertextual analysis, 

Vera trusts Genette’s definition of quotation a little too much. 

Genette states that the most explicit and literal form of intertextuality 

“is the traditional practice of quoting” made through the use of 

quotation marks,11 thus considering quotation marks as the main 

element which identifies a quotation. But according to the Royal 

Literary Fund, the ways in which an author can introduce other 

people’s ideas within a text are mainly two.12 The first way is called 

direct quotation,13 definable as “a report of the exact words used in a 

discourse,”14 and as a general rule it is inserted within quotation 

marks.15 The second way instead does not require any use of 

quotation marks,16 and it is used “to incorporate what another author 

has said into your own text. This is known as indirect quotation or 

paraphrasing.”17 Paraphrasing is usually referred to as either a 

restatement of a passage or text in order to clarify their meaning, or 

more commonly as an “adaptation or alteration of a text or a 

quotation that is made to serve a different purpose from that of the 

                                                        
11 Gérard Genette, Palimpsests: Literature in the Second Degree, 2. 
12 The Royal Literary Fund is a UK charity founded in 1790 “provid[ing] grants and 
pensions to writers in financial difficulty; it also places writers in universities to help 
students develop their writing” (statement quoted from their website: www.rif.org.uk).  My 
choice of quoting the definitions coming from their website’s pages – dedicated to the 
resources for essay and dissertation writing, specifically the one treating quotations, 
paraphrases and references referenced in fn. 13, 15, 16, and 17 – has been made to provide 
an initial general idea of the widespread acknowledgement of the basics of quotation and 
paraphrase writing among writers. 
13 “Direct Quotation, Paraphrasing & Referencing,” Royal Literary Fund, accessed May 18, 
2016, http://www.rlf.org.uk/resources/writing-essays. 
14 Wordnet 3.0. Farlex clipart collection, “Direct Quotation,” Princeton University, 
Clipart.com, Farlex Inc., accessed May 18, 2016, 
http://www.thefreedictionary.com/direct+quotation. 
15 See first example in “Direct Quotation, Paraphrasing & Referencing.” 
16 See second example in Ibid.  
17 Ibid.  
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original.”18  By comparing the definitions reported above with Vera’s 

model and clarifying that quotations can either feature quotation 

marks or not, it is easy to point out that Vera wrongly considers only 

direct quotation as quotation – due to his misplaced trust in 

Genette’s general definition of quotation – when, instead, both direct 

quotation and paraphrase are in fact an act of quoting. This means 

that Vera could have integrated paraphrase easily within what 

Genette regards as the first form of intertextuality, i.e. quotation;  

2) Instead of considering paraphrase as a quotation, Vera takes the 

parody genre out of the transtextual subtype it belongs to, i.e. 

hypertextuality; he then places parody among Genette’s 

intertextuality forms, and finally substitutes the term parody with 

paraphrase. Genette regards hypertextuality as “any relationship 

uniting a text B (which I shall call hypertext) to an earlier text A (I 

shall, of course, call it hypotext), upon which it is grafted in a manner 

that is not that of commentary.”19 Such a definition can also be 

confused as intertextual; however it is important to point out that 

what Genette means is that hypertextuality is basically concerned 

with the influence of a text or genre on another text as a structural 

whole,20 unlike intertextuality which focuses on the existence of a 

                                                        
18 Wordnet 3.0. Farlex clipart collection, “Paraphrase,” Princeton University, Clipart.com, 
Farlex Inc. , accessed May 18, 2016, http://www.thefreedictionary.com/paraphrase. 
19 Gérard Genette, Palimpsests: Literature in the Second Degree, 5. 
20 Among scholars of literary theory, Graham Allen is probably one of the few who has been 
able to give an exhaustive explanation that clarifies the confusion which usually grows in 
the mind of anybody who is interested in the field of intertextual studies, stumbling upon 
Genette’s definition of hypertext (and hypotext). Allen is very aware that the main factor 
generating such disorientation is the striking similarity that both Genette’s hypetextuality 
and the more mainstream concept of intertextuality carry within them. Allen is able to 
disentangle this whole matter by stating the following: “What Genette terms the hypotext 
is termed by most other critics the inter-text [sic.], that is a text which can be definitely 
located as a major source of signification for a text. In this sense, Homer’s Odyssey is a 
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text within another text and the way the former is featured in the 

latter by using a more figural analysis.21 Therefore, by placing a 

hypertextual genre such as parody within a Genette-inspired 

intertextual model of analysis and then changing its name to 

paraphrase, Vera accidentally ‘contaminates’ Genette’s theory of 

intertextuality out of a mistaken supposition that Genette’s 

perspective on strict parody (as he reports it in his paper) is 

somehow compatible to his own definition of musical paraphrase. At 

the same time, Vera inadvertently displays Genette’s view of strict 

parody as a more general view shared among literary scholars yet 

again consistent with his own idea.  

 

1.3 The Problems with Vera’s Taxonomy – As Shown 

Through the Analysis of His Examples 

Although the logical basis of his model are not established on a solid grasp 

of Genette’s notions, the fact that Vera derives his own definition of 

paraphrase from other sources somehow guarantees that his model can still 

                                                        
major inter-text [sic.], or in Genette’s term hypotext, for Joyce’s Ulysses. In his use of 
hypertextuality Genette particularly refers to forms of literature which are intentionally 
inter-textual [sic.]. […] Genette’s concern is with intended and self-conscious relations 
between texts. Hypertextuality marks a field of literary works the generic essence of which 
lies in their relation to previous works.” (Graham Allen, Intertextuality (New York: 
Routledge, 2000), 108.) 
21 Allen also gives an excellent exposition of what Genette intends when he refers to 
intertextuality, leaving no uncertainties about its main differences with the dominant 
understanding of the term: “Genette’s intertextuality is […] not the concept employed 
within poststructuralism [...]. Reduced now to issues of quotation, plagiarism and allusion, 
intertextuality thus defined is no longer concerned with the semiotic processes of cultural 
and textual signification. Genette’s redescription gives us a very pragmatic and 
determinable intertextual relationship between specific elements of individual texts. […] 
Taking up an analogy with the pictorial arts, Genette writes: ‘The intertextual ‘trace’…is 
therefore more akin (like the allusion) to the limited figure (to the pictorial detail) than to 
the work considered as a structural whole.’” (Ibid., 103.) 
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perform the task it was built for. Nonetheless, the biggest problem with 

Vera’s paper is not about the stability of the model: as previously 

anticipated, Vera’s biggest problem is how deliberately his taxonomy can be 

used for detecting (direct) quotations and paraphrases.22 

 

To review, this is how Vera defines quotation and paraphrase, as well as 

what he thinks on how discerning one from the other: 

• A quotation is “a musical fragment, generally of someone else’s 

authorship […] that a composer introduces in his work either without 

modifying it or with minimal alterations”; 

• Paraphrases consist of “musical fragments that a composer 

introduces in his work, but that are subjected to relevant 

transformations that distinguish them from the original”;23 

• The definition given by Vera of paraphrase “implies that in not few 

cases the difference between a quotation and a paraphrase will result 

debatable and will depend on the judgement of the scholar.”24  

 

As the above last point shows, Vera is aware of the weakness that such 

definitions bear, and the examples that he displays in his study exhibit all 

the fragility of his taxonomy.  

 

                                                        
22 Since Vera involuntarily refers to direct quotations as quotations, the latter mentioned 
term will still replace the former for the sake of clarity in the analysis of his examples. 
23 Vera, “Intertextualidad en la Música,” 35. Original Spanish text: “Fragmentos musicales 
que un compositor introduce en su obra, pero somentiéndolos a transformaciones 
relevantes que lo distinguen del original.” 
24 Ibid. Original Spanish text: “Esto implica que en no pocos casos la diferencia entre una 
cita y una parafrasis resultará discutible y dependerá del juicio del estudioso.” 
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In the first example of his study (see Fig. 1), Vera shows us a quotation by 

Murcia from Gaspar Sanz’s Instrucción de Música (1674), where the only 

changes made by Murcia happen to be on the first bar25 (an E4*26 and B3* 

replacing the original quaver rest at the beginning of the melody’s first beat), 

the second (the B3* in the original first beat is not present), and the last one 

(added B3* in the final chord). 

 

Fig. 1. Figure 1 from Alejandro Vera’s study, showing a quotation by Murcia of a 
passacaglia coming from Gaspar Sanz’s Instrucción de Música. The changes within 

Murcia’s quotation are highlighted within red circles. (Alejandro Vera, “Intertextualidad 
en la Música Para Guitarra del Siglo XVIII: Citas, Paráfrasis y Alusiones en la Obra de 

Santiago de Murcia,” Acta Musicologica LXXXVII, no. 1 (2015): 39.) 

 

In his second example (see Fig. 2), Vera shows a second Murcia quotation 

that the Spanish composer gets from a passacaglia by Domenico Pellegrini’s 

Armoniosi Concerti (1650). The quotation here involves a transposition of 

the quoted segment from C of the original to D minor; it takes place in the 

first three bars, and faithfully reproduces the original notation (a part from 

a F3* replacing an A3* in the original’s third beat of the third bar) but with 

                                                        
25 Both the musical term bar and its synonym measure are used indiscriminately 
throughout this whole dissertation. 
26 In this chapter and in Chapter 4, an asterisk following any indication of scientific pitch 
notation (SPN) means that the written pitch notation is indicative of the actual pitch height 
on the guitar score. For example: E4* means that the notation is written as E5, but in reality 
would sound as an E4. The use of this expedient is due to the fact that the guitar is a 
transposing instrument noted in treble clef, but which sounds one octave below the written 
pitch on its staff. 
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the addition of a few inverted mordents in both melody and bass in the 

second and third bars. The last bar changes radically from the original 

(apart from the register of the first bass note on the first beat, which 

corresponds to the original), so it does not account for it as being a 

modification of the last bar of Pellegrini’s section.  

 

Fig. 2. Figure 2 from Vera’s study, showing a quotation by Murcia of a passacaglia 
coming from Domenico Pellegrini’s Armoniosi Concerti. Both cadences of Pellegrini’s 
original and Murcia’s quotation are highlighted within a black-bordered square. The 

changes within Murcia’s quotation are highlighted within red circles. (Alejandro Vera, 
“Intertextualidad en la Música Para Guitarra del Siglo XVIII: Citas, Paráfrasis y Alusiones 

en la Obra de Santiago de Murcia,” Acta Musicologica LXXXVII, no. 1 (2015): 39.) 

 

The first few observations that we can make out of these two examples are: 

1) Vera does not consider either one note replacement/addition or the 

inclusion of one or multiple ornaments within a single bar as an 

operation that alters the status of the featured segment from 

quotation to paraphrase;   

2) Although Vera does not mention anything about where a quotation 

ends, his second example seems to suggest to the reader that the 

quote finishes at the very moment where in bar 4 his second figure 

does not bear any strong pitch resemblance to the original tune. 
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After this, Vera defines the Sanz quotation as marcada (translatable in 

English through the words marked, strong), due to the fact that it is a 

quotation of a long progression.27 This does not seem to be a valid reason to 

differentiate the Sanz quotation from Pellegrini’s one; in fact, at first sight it 

looks more like the process of transposition, embellishment, and the ending 

of Murcia’s quotation from Pellegrini’s passacaglia may be the actual 

features which do not make that particular quotation as ‘marked’ as Sanz’s. 

This arises a few questions which need to be answered during the course of 

this research: 

i) Does transposition carry so much importance in the identification 

and classification of a ‘marked’ quotation, or it is mainly the exact 

transcription of the overall relative pitches and registers which 

define a quotation as exact, or to reutilize Vera’s terminology, 

marcada? Therefore, isn’t it more correct to call his first example 

‘literal’ (since both register, rhythm, and tonality are exactly the 

same as the original Sanz tune), and the second one as ‘marked’ 

(because, despite the changes in tonality and in the 

embellishments, both register and rhythm match perfectly with 

Pellegrini’s first three bars shown in Fig. 2)? 

ii) Does Vera consider bar 4 of the lower staff in his Figure 2 as a 

small change from Pellegrini’s original? Or to put it more simply, 

is the fourth bar of Figure 2 considered by Vera as part of the 

quotation, or as the bar which marks the ending of it?  

 

                                                        
27 Vera, “Intertextualidad en la Música,” 40. 
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 A quick look at Vera’s Figure 3 and 4 will provide us with some partial 

answers to the above questions, as well as refining some of the observations 

already made. Both figures display quotations that Murcia extrapolated 

from a chaconne supposedly featured in Francesco Corbetta’s Recueil de 

Pièces de Guitarre (1729). 

 

Vera refers to his own Figure 3 (see Fig. 3) as the most accurate and lengthy 

quotation by Murcia of Corbetta’s chaconne (featured in his paper).28 This 

extensive ‘literal’ quote preserves its original key. It spans eight bars and it 

is preceded and followed by two bars, therefore the section displayed by 

Vera contains 12 bars in total. Contrary to the first and last two bars by 

Murcia (which present a lot of melodic and registral differences compared 

to the corresponding first and last two by Corbetta), the only difference 

between the quote by Murcia and the original by Corbetta lies in bar 3’s first 

beat, where the original’s full C major chord in first position is replaced with 

a quaver rest on the melody and a C4* as a bass, and in the first beat of bar 

6, where Murcia inverts the original order of two quavers in the melody.  

 

His next example (see Fig. 4) shows how minimal the changes in Murcia’s 

quote are, and they all happen within the second bar. More precisely a) a 

dyad substitutes the original chord on the first beat; b) the value of the 

dyad’s D4* is increased by a quaver in order to replace the original’s E4* on 

the second beat; and c) Murcia’s second beat features a G3* minim note in 

                                                        
28  Ibid.  



43 
 

the bass followed by a descending quaver scale starting on its second 

division and going from F4* and ending on D4*, whereas Corbetta only 

writes a descending quaver scale in the melody starting from the first 

division of second beat, going from E4* to B3* and without bass (this last 

point counts for two changes, namely the bass and the scale). 

 

Vera shows us the long quotation of Figure 3 by demarcating its beginning 

and through the use of two more bars coming from Murcia’s featured work 

both in the beginning and the ending of his example. Thanks to this, we can 

answer question ii): apparently, Vera does consider bar 4 of Figure 2 as an 

external bar which demarks the end of Murcia’s three bar quotation, and 

therefore the coming examples will also bear such a feature.  

 

Fig. 3. Figure 3 from Vera’s study, showing a quotation by Murcia of a chaconne 
supposedly coming from Francesco Corbetta’s Recueil de Pièces de Guitarre. The changes 

within Murcia’s quotation are highlighted within red circles. (Alejandro Vera, 
“Intertextualidad en la Música Para Guitarra del Siglo XVIII: Citas, Paráfrasis y Alusiones 

en la Obra de Santiago de Murcia,” Acta Musicologica LXXXVII, no. 1 (2015): 41.) 
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Fig. 4. Figure 4 from Vera’s study, showing a quotation by Murcia of a chaconne 
supposedly coming from Francesco Corbetta’s Recueil de Pièces de Guitarre. The 

differences inside the cadences of both Corbetta’s original and Murcia’s quotation – here 
indicated through the use of a black-bordered square – are highlighted within colored 
circles. (Alejandro Vera, “Intertextualidad en la Música Para Guitarra del Siglo XVIII: 

Citas, Paráfrasis y Alusiones en la Obra de Santiago de Murcia,” Acta Musicologica 
LXXXVII, no. 1 (2015): 41.) 

 

Figure 4 tells us instead something else about Vera’s approach. Although 

Vera considers Murcia’s version as a quotation, the analysis of the quotation 

shows us that Murcia applies three important changes within the segment, 

although they all appear in the second measure. Such a measure somehow 

interrupts the flow of the quotation, and that means that only bars 1, 3, 

and 4 are an exact transcript of Corbetta’s segment. Such an observation 

points out the most important of the two questions related to Vera’s 

taxonomy:  

iii) To what degree must a quotation be changed in order to be 

regarded as a paraphrase?; and 

iv) How frequent or infrequent should interventions in a quoted 

segment have to be in order to identify the segment as a 

paraphrase? 

As we proceed to analyze Vera’s next three figures – which will finally 

answer most of the questions which have been asked up to this point – there 
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is a final reflection to be made on both Figure 3 and 4, and which will prove 

to be fundamental from now on:  Figure 3’s third bar, and Figure 4’s second 

bar, reveal to us that Vera regards either a single substitution with (or 

removal of) a full chord within a bar as a non-important change for a 

quotation to be categorized as such, therefore at the same level of an 

addition/removal of a single note within a bar. 

 

In his fifth example (see Fig. 5) Vera cites a third quotation that Murcia picks 

up from the chaconne in Corbetta’s Recueil. Bar 1 to 3 and bar 5 do not 

undergo any change at all. Instead, bar 4’s notes making the original 

Corbetta’s melodic line are moved by Murcia on their opposite divisions: 

E4* takes the place of its ‘preceding’ suspended D4*; B3* and C3* are 

integrated with a couple more pitches. Also the F3* bass is switched from 

the first to the second division of the first beat, and the second bass note G3* 

does not come together with a D3*, as in Corbetta’s original score. All the 

changes made by Murcia seem to suggest an ‘update’ of Corbetta’s common 

cadence pattern 7-6/2-3 suspension to a more ‘modern’ cadence featuring an 

appoggiatura.  

 

Vera’s Figure 6 instead (see Fig. 6) gives a segment of a chaconne coming 

from Giovanni Paolo Foscarini’s Li Cinque Libri della Chitarra alla 

Spagnola (1640), making the first assumption that Murcia’s segment in his 

Figure 5 is probably intended to be a paraphrase of Foscarini’s section at 

issue. He states later that it is more likely that at first Corbetta created a 
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paraphrase out of Foscarini’s text through a downward transposition from 

D to C major, and Murcia then quoted Corbetta’s paraphrase while keeping 

the latter key signature. In this very last example lie the problems of Vera’s 

taxonomic ambiguity: as it will be demonstrated, Corbetta only makes 

minor changes in his paraphrase, and the most evident one involves the 

change also made by Murcia later on, i.e. a mere ‘update’ of a cadence. 

 

Fig. 5. Figure 5 from Vera’s study, showing a quotation by Murcia of a chaconne 
supposedly coming from Francesco Corbetta’s Recueil de Pièces de Guitarre. The 

differences inside the cadences of both Corbetta’s original and Murcia’s quotation – here 
indicated through the use of a black-bordered square – are highlighted within colored 
circles.  (Alejandro Vera, “Intertextualidad en la Música Para Guitarra del Siglo XVIII: 

Citas, Paráfrasis y Alusiones en la Obra de Santiago de Murcia,” Acta Musicologica 
LXXXVII, no. 1 (2015): 42.) 

 

 

Fig. 6. Figure 6 from Vera’s study, showing a possible paraphrase by Murcia of a 
chaconne coming from Giovanni Paolo Foscarini’s Li Cinque Libri della Chitarra alla 

Spagnola. (Alejandro Vera, “Intertextualidad en la Música Para Guitarra del Siglo XVIII: 
Citas, Paráfrasis y Alusiones en la Obra de Santiago de Murcia,” Acta Musicologica 

LXXXVII, no. 1 (2015): 42.) 

 

First of all, Foscarini’s segment features a D major ascending rasgueado on 

the first and second beat of each of the first three bars. Corbetta’s main 
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change within the first three bars happens to be a mere substitution of the 

upper three notes of every second beat’s rasgueado with a quaver rest. As 

we already know, Vera’s system accepts either a single addition or removal 

of a chord as a very minimal change in a quotation, which means that 

Corbetta was mostly faithful to the original text. The most remarkable 

changes that Corbetta makes appear all in bar 4, right before the cadential 

bar: although it resembles Foscarini’s corresponding one, it ‘updates’ the 

original’s 4-3 suspension to the previously mentioned 7-6/2-3 one. But besides 

this, Figure 4’s second bar also shows us that a relevant number of 

modifications within one single bar, which is situated in the middle of a 

segment overall faithful to the original, does not change that segment’s 

status from quotation to paraphrase (see Fig. 7). Therefore, the claim that 

Corbetta made a paraphrase out of Foscarini’s segment is weak, according 

to both the definitions that Vera designs for his analysis and the ways in 

which he applies them.  

 

Fig. 7.  A comparison between Foscarini’s original and Corbetta’s paraphrase from Figure 
6 and 5 respectively, elaborated through the use of the material coming from Vera’s study. 
The differences inside the cadences of both Foscarini’s original and Corbetta’s paraphrase 

– here indicated through the use of a black-bordered square – are highlighted within 
brown, blue, green, and purple circles. The changes found outside the cadence of 

Corbetta’s paraphrase are highlighted with red circles. (Alejandro Vera, “Intertextualidad 
en la Música Para Guitarra del Siglo XVIII: Citas, Paráfrasis y Alusiones en la Obra de 

Santiago de Murcia,” Acta Musicologica LXXXVII, no. 1 (2015): 42.) 
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Figure 7 of Vera’s paper also shows another (hypothetic) paraphrase 

inspired from a second chaconne appearing in Foscarini’s Li Cinque Libri, 

and this time written by Murcia (see Fig. 8).  

 

Fig. 8. Figure 7 from Vera’s study, showing a paraphrase by Murcia of a second chaconne 
coming from Giovanni Paolo Foscarini’s Li Cinque Libri della Chitarra alla Spagnola. 
The changes within Murcia’s paraphrase are highlighted within red circles. (Alejandro 
Vera, “Intertextualidad en la Música Para Guitarra del Siglo XVIII: Citas, Paráfrasis e 

Alusiones en la Obra de Santiago de Murcia,” Acta Musicologica LXXXVII, no. 1 (2015): 
43.) 

 

Here the changes appear to be more varied and spread throughout Murcia’s 

segment, and therefore according to Vera’s taxonomy this segment can 

easily appear to be named as a paraphrase. However, as the changes made 

by Murcia affect only the melody and bass line contrapuntally at (again) the 

cadence featured in the last two bars, then how is it possible that Murcia’s 

segment can be deemed as paraphrase? The answer is: it cannot.  The 

segment in question still bears the features of a (direct) quotation, and to 

demonstrate that, we need to draw a little bit from language theory for a 

second time. 
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1.4 Musical Unquotation 

As Nancy E. Lewis states, “when writers insert or alter words in a direct 

quotation, square brackets – [ ] – are placed around the change. The 

brackets, always used in pairs, enclose words intended to clarify meaning, 

provide a brief explanation, or to help integrate the quote into the writer’s 

sentence.”29 Such a procedure made through the use of square brackets is 

called unquotation by Emar Maier. As he puts it, they are used to suspend 

“the verbatimness requirement of direct or mixed quotation and thereby 

allows adjustment to the surrounding text.”30 Without lingering on the 

concept of mixed quotation,31 we can now understand that a quotation (or 

better, a direct quotation) can definitely be integrated via the use of 

unquotations in order to be either contextualized to the new text, or to 

improve its delivery.  

 

Such a type of definition can also be applied in music. In fact, we may very 

well define a musical unquotation as a composer’s integration of a musical 

quote with the addition or removal of a few notes within certain beats, which 

do not make for an overall radical change in the quotation’ s melodic line, 

harmonic functions, rhythmic layout, or register. Instead, a musical 

                                                        
29 Nancy E. Lewis, “Inserting or Altering Words in a Direct Quotation,” Writing Commons, 
last modified 2012, accessed May 19, 2016, http://writingcommons.org/open-
text/research-methods-methodologies/integrate-evidence/incorporate-evidence/453-
inserting-or-altering-words-in-a-direct-quotation.  
30 Emar Maier, “Quotation and Unquotation in Free Indirect Discourse,” Mind and 
Language 30, no. 3 (2015): 361. 
31 The topic of mixed quotation is mentioned now for the sake of the flow of my exposition, 
but will be treated properly later in Chapter 3: it carries some fundamental ideas which will 
enrich the taxonomic spectrum of my model of analysis, thus the need of leaving the 
theorization of its musical equivalent for later.  
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unquotation is used to either better contextualize the quotation within a 

composer’s own piece, or simply for what he/she may regard as an 

improvement upon musical writing which was practiced by the original 

composer of the quoted excerpt. 

 

If we put this definition into practice by using square brackets in order to 

identify the ‘unquotations’ in Vera’s seventh example (see Fig. 9), it will be 

immediately noticed that Murcia’s paraphrase makes more sense when 

defined as a quotation featuring a few unquotations – Murcia likely wanted 

to improve the segment according to his own taste and to contextualize it 

within the style of his own time (especially by making the most remarkable 

changes at cadence yet again), but without aiming to profoundly change its 

main construction. Therefore, if we apply the square brackets method to 

identify every addition/removal of notes, chords and embellishments as 

musical unquotations contained in every single figure by Vera reviewed so 

far, every one of them may very well be reclassified through his definition of 

musical quotations. 
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Fig. 9. Utilization of (red) square brackets to identify musical unquotations in Figure 7 of 
Vera’s study. (Alejandro Vera, “Intertextualidad en la Música Para Guitarra del Siglo 

XVIII: Citas, Paráfrasis y Alusiones en la Obra de Santiago de Murcia,” Acta Musicologica 
LXXXVII, no. 1 (2015): 43.) 

 

1.5 Final Reflections on Vera’s Study 

The above analysis of Alejandro Vera’s work on quotations provides us with 

some clarification about the application of direct quotations and 

paraphrases in music:32  

1) Vera’s definition of musical quotation as “a musical fragment, 

generally of someone else’s authorship […] that a composer 

introduces in his work either without modifying it or with minimal 

alterations” can for now be accepted in its entirety as a definition for 

direct musical quotation. However, it needs to be added that 

minimal alterations, named musical unquotations, can occur 

throughout a direct quotation as long as the intelligibility of the direct 

quote’s principal elements remain largely intact; 

                                                        
32 From now on, I will use the term direct quotation for what before was referred to as 
quotation, and the term quotation to refer to every sort of quotation (which means that it 
will be referring only to direct quotation and paraphrase until new information will be 
provided in this dissertation). 
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2) We can also use Vera’s definition of musical paraphrases as “musical 

fragments that a composer introduces in his work, but that are 

subjected to relevant transformations that distinguish them from the 

original” as a basis for further investigation toward a better 

finalization of a taxonomy of musical quotation to apply to Le 

Rossiniane. Nonetheless, we know now that musical unquotations 

do not in themselves make a paraphrase; therefore the “relevant 

transformations” that Vera talks about in his definition should 

ideally be spread throughout the whole paraphrased segment, 

without leaving too many passages which are almost 

orthographically identical to the original segment;   

3) The analysis of Vera’s fifth and sixth example (see Figure 5, 6, and 7) 

shows that a musical paraphrase cannot be called such if the change 

involved is a basic modernization of a cadence. If we also take into 

consideration the cadence of his second example (which is obviously 

a stylistic ‘update’ of what appears to be either an authentic or 

deceptive cadence, see Fig. 2) it can also be seen that the aesthetic 

qualities which characterize a cadence – and which are deeply rooted 

in the times this is employed – make such a device the favorite one of 

a composer who wants to end a quotation and introduce new musical 

material. This assertion finds confirmation in the following words of 

Carl Czerny: “[e]mbellishments are [in general] an object and an 

offspring of fashion, and grow old, as soon as better or at least others 

of a pleasing kind are invented. This is especially the case with the 
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concluding cadence of a melody.”33 Czerny’s words also seem to 

further confirm this analysis’s observation that an embellishment is 

not to be considered as the right element determining whether or not 

a musical quotation can be classified as a paraphrase (see Fig. 2); 

4) Finally, this critique of Vera’s study has rewarded us with a new 

concept within the field of musical quotations, which promises to 

facilitate their identification dramatically: musical unquotation. For 

now, musical unquotations can be regarded as insertions and/or 

removals of single notes, chords, and embellishments within a direct 

quotation. They are used by the composer to contextualize the 

quotation within their own work and/or to improve it according to 

their own taste and/or the taste and practice of their time and place, 

but do not lead to an overall radical change in the melodic line, 

accompaniment, harmonic functions, rhythmic layout, and register 

within the quotes where it is featured.  

 

Yet this analysis leaves us with an old, unanswered question. Direct musical 

quotations which feature the segment’s original text may be thought out as 

‘literal,’ and the ones which undergo a key transposition as ‘marked.’34 

However, such a categorization does not seem to bear much importance in 

identifying them, as demonstrable by looking at the two examples which 

Vera (mistakenly) considers paraphrases. While Murcia’s ‘paraphrase’ 

                                                        
33 Carl Czerny, School of Practical Composition, Vol. 1 (London: R. Cocks & Co., 1848), 88 
http://hdl.handle.net/1802/28412. 
34 Here I finally exclude embellishment and cadences as hypothetical factors determining 
a ‘marked’ direct musical quotation, due to the results reported on point 1), 3), and 4) 
above. 
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features the original’s key signature (see Fig. 8 or 9), Corbetta’s segment is 

transposed a major second lower than Foscarini’s original (see Fig. 7); still, 

their connection to their respective sources appears to be on par. In short,  

i) does the act of transposition of a musical quotation bring such a 

substantial change in the quotation’s structural traits – and consequently, 

in its understanding among the listeners – that a specific taxonomy must be 

created in order to categorize a musical quotation as either ‘literal’ or 

‘marked’?  

 

It is now the time to attempt to find a solution for question i) above. The 

importance of quoting a musical segment by reproducing it in its original 

key signature is somehow undermined in the light of the following 

statement made by Italian pianist and composer Ferruccio Busoni (1866–

1925). In fact, Busoni affirms: 

We teach four-and-twenty keys, twelve times the two Series of Seven; but, in point 
of fact, we have at our command only two, the major key and the minor key. The 
rest are merely transpositions. By means of the several transpositions we are 
supposed to get different shades of harmony; but this is an illusion. In England, 
under the reign of the high ‘concert pitch,’ the most familiar works may be played 
a semitone higher than they are written, without changing their effect. Singers 
transpose an aria to suit their convenience, leaving untransposed what precedes 
and follows. Song writers not infrequently publish their own compositions in 
three different pitches; in all three editions the pieces are precisely alike. When a 
well-known face looks out of a window, it matters not whether it gazes down from 
the first story or the third. Were it feasible to elevate or depress a landscape, far 
as eye can reach, by several hundred yards, the pictorial impression would neither 
gain nor lose by it.35 

 

Such a claim made by the Italian composer at the beginning of the twentieth 

century seems to find confirmation in scholarly studies produced in modern 

times about the topic of melody recognition which, among other things, help 

                                                        
35 Ferruccio Busoni, Sketch of a New Esthetic of Music (New York: G. Schirmer, 1911), 25-
26. It is interesting to note how Busoni ignores completely the issue of key characteristics. 
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a great deal in clarifying how influential key signature (tonality) really is 

when it comes to their identification by music listeners. For instance, 

Benjamin White tells us that the recognition of a melody is influenced 

neither by its transposition to another key nor by the musical instrument 

which performs it.36 Especially when it comes to transposition of a melody, 

W. Jay Dowling reveals us that “people typically recognize familiar tunes 

immediately upon hearing them, even when transposed to new arbitrary 

pitch levels at which they had never been heard before,” specifying that 

“people usually reproduce tunes when asked, and rarely reproduce them 

spontaneously at a consistent pitch level,” and that melodic contour, 

intervals, and relative pitches are the factors that are most likely to influence 

the memorial perception of melodies.37 As philosopher Jeanette Bicknell 

points out, it is fair to say that both pitch level and timbre constitute a much 

more substantial factor with regards to the recognition of contemporary 

music compositions if compared to the recognition of tonal music from the 

Common Practice Period.38 However, since the aim of this very chapter is to 

construct a method of analysis which is concerned with the investigation 

and evaluation of potpourris from the early nineteenth century, the above-

stated points can be safely assumed as fully applicable to the analytical 

purposes of this chapter. 

 

                                                        
36 Benjamin W. White, “Recognition of Distorted Melodies,” The American Journal of 
Psychology 73, no. 1 (1960): 100. 
37 W. Jay Dowling, “Context Effects on Melody Recognition: Scale-Step versus Interval 
Representations,” Music Perception 3, no. 3 (1986): 282. 
38 Jeanette Bicknell, “The Problem of Reference in Musical Quotation: A Phenomenological 
Approach,” The Journal of Aesthetics and Art Criticism 59, no. 2 (2001): 191. 
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Now that all is left are new definitions of music quotations provided through 

the analysis of Vera’s paper, it is important to refine such definitions. Here 

Vernon A. Howard’s 1974 study, “On Musical Quotation,” will prove to be 

useful indeed for the achievement of these objectives.  

 

1.6 Vernon Howard’s “On Musical Quotation”: An 

Overview of His Taxonomical Hypotheses 

Written with the help of the American philosopher Nelson Goodman (1906– 

1998) – who also appeared in the same issue of The Monist with an article 

titled “On Some Questions Concerning Quotation”39 – “On Musical 

Quotation” by philosopher and musician Vernon A. Howard is a paper 

attempting to define both resemblances and diversities between quotations 

in music and linguistics. His work originates in two inquiries:  

Can one piece of music quote another in the manner of one text quoting another? 
Or inversely, are there definitive criteria of quotationality [sic.] in music by which 
we may decide the question?40 

 

Before going into the specific matter of quotation, Howard presents a few 

particular points. He first states that both allusions and quotations in music 

are references which are “detectable primarily through auditory features 

without the assistance of accompanying titles, texts, or dramatic context.” 

He then tells to the reader that he regards musical quotation “as a subset of 

musical allusion and as a deviant analogue of linguistic notation.”41 He also 

                                                        
39 Nelson Goodman, “On Some Questions Concerning Quotation,” The Monist 58, no. 2 
(1974): 294-306. 
40 Vernon A. Howard, “On Musical Quotation,” The Monist 58, no. 2 (1974): 308. 
41 Ibid. 



57 
 

specifies that a piece can either a) feature a denotational fidelity to another 

one by the use of quotation;42 or b) allude without quoting in the form of a 

nonquotational allusion, i.e. making a literal exemplification of “the more 

global, ubiquitous features of a musical genre or style rather than denoting 

specific passages. Musical styles, like literary or painting styles, are 

exhibited but not quoted.”43 After outlining his premises, Howard goes to 

compare musical quotations to literary ones by dedicating paragraph 4 to 7 

of his study to them, each one bearing the name of the treated quotation 

type: direct quotation, loose quotation, paraphrase and indirect quotation.  

 

Howard’s fourth paragraph is mostly concerned with finding connections 

between musical quotations and literary direct quotations. Howard starts 

by affirming that music, like dance, does duplicate as a main practice but 

lacks conventional referential standards.44 Then, before diving into the 

matter of direct quotation in music, he affirms that a musical quotation 

based on language standards is definable as such “if and only if [it] contains 

something that literally exemplifies the same score as the original (i.e. is 

‘spelled’ the same) and denotes the original.” Such denotation of the 

original, as Howard asserts, is achieved in literary quotations through a 

“replication or duplication of an original plus reference” where the 

“quotational reference is achieved by ‘framing’ the [literal] replica in 

quotation marks.” He finishes by stating that, accordingly, direct quotation 

                                                        
42 Ibid. As if he wants to anticipate his own idea of musical quotation as a subset belonging 
to the bigger set of musical allusion, Howard phrases his sentence as follows: “One piece 
may allude denotationally to another by ‘quoting’ it.” (Ibid.) 
43 Ibid., 309.  
44 Ibid. 
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in linguistics “names a replica” by both syntactically copying it and framing 

it through the use of quotation marks.45  

 

These premises are given by Howard in order to affirm that applying the 

criteria of literary direct quotation to musical quotations presents two main 

issues:  

1) Although it would be easy to introduce the use of hypothetical 

musical quotation marks to border the quote, such a convention does 

not exist; 

2) While the syntactic correspondence that characterizes direct 

quotation in linguistics mirrors an interest in keeping the exact 

semantic level of expression of the quoted original text, music bears 

the problem of not having phonological structures which can express 

what it says. This means that since “there is seldom any question of 

synonymy of semantic meaning in music, standards of replication 

governing what may count as a quotation are correspondingly 

looser.”46 

However, thanks to a general observation of musicians’ more relaxed 

quoting conventions, Howard declares that a musical quotation does not 

need to be a perfect replica of the original segment, then specifying to what 

degree it can be considered ‘literal’:  

                                                        
45 Ibid., 310. 
46 Ibid., 311. 
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Provided certain pitch intervals and relative durations (the ‘melody,’ roughly) 
remain constant[,] changes in mode, harmony or tempo are tolerable within 
limits without sacrifice of thematic identity.47  

 

The above provides us with a standard of ‘literal’ accuracy consequently 

valid for hypothetical direct musical quotations (given that they feature 

some sort of ‘quotation marks’).48 

 

Howard continues his examination by putting forward the hypothesis that, 

instead of being compared to direct quotations, musical quotations might 

be correlated to linguistic loose quotations. Howard defines (the nowadays 

apparently obsolete) loose quotation as a “quote-inscription of some 

transposition of a replica, duly recorded by the alphabet, plus quot[ation 

marks].” When reporting a quote, transpositions (such as misprints, 

misspellings and inscriptional errors) corrupt the exact compatibility with 

the original quote, and are therefore considered as mistakes. The 

comparison with direct quotations made by Howard originates from his 

observation that transpositions are not considered errors in music and do 

not follow the grammatical rigor of linguistics. Although music 

transpositions “are carefully noted (and notated),” the fact that music in 

general does not have the literal means to make it comparable to language 

excludes the possibilities that notational transpositions can distinguish “the 

quotational from the unquotational.”49 

 

                                                        
47 Ibid. 
48 Howard makes it rather clear in his paper that “compliance with the score, along with 
denotation, are among the merely conditions of quotationality in music.” (Ibid., 317.) 
49 Ibid., 312. 
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Here we need to suspend the exposition of Howard’s ideas for a moment 

and formulate a few reflections by comparing the information that he shares 

with some of the outcomes that were obtained from the investigation of 

Vera’s paper: 

1) What has been used so far as a definition of direct musical quotation 

is starting to prove very vague. In fact, after reading what Howard 

has to say about both direct quotations and their ideal musical 

counterparts, it is correct to contemplate a reformulation of our 

current definition by integrating it with at least Howard’s postulate 

on ‘literal’ accuracy in music. In short, we can rethink a direct 

musical quotation as a musical fragment, coming either as a self-

citation or more commonly as a citation of another composer’s 

passage, that is used by a composer within a work through a 

scrupulous adherence to the original’s thematic content. 

Some changes in tempo, harmony, pitches, and relative 

durations are allowed, as long as they do not compromise 

the recognizability to the original theme’s musical 

character. That said, the problem of musical ‘quotation marks’ still 

remains to be sorted out here; 

2) Howard’s suggestion of assimilating musical quotations to loose 

quotations (as an alternative to a potential classification of them as 

direct musical quotations) confirms that defining changes within a 

(direct) musical quotation as musical unquotations is very useful for 

two main reasons. The first reason is that, as now well known, 

Howard is of the opinion that (direct) musical quotations do not in 



61 
 

practice demand a strict ‘literal’ accuracy to the original, so a 

taxonomy which explains every small change in melody, 

accompaniment, and harmony within such quotations will facilitate 

their categorization. The second reason is that, thanks to our 

previously established category of musical unquotation, the 

presumptive idea of comprehending (direct) musical quotations as 

loose quotations can be excluded. Besides not resolving the problem 

of ‘quotation marks’ in music, the latter category’s main agent, 

(literary) transposition, can be assimilated within musical 

unquotations. In fact, another reason for music composers of 

featuring musical unquotations can be the involuntarily incorrect 

aural/written transposition within a fragment which will be later 

used as a direct musical quotation.  

 

Howard continues his inspection of links between linguistic and musical 

quotations by examining paraphrase and indirect quotation as different 

identities and not synonyms within language, aiming to find their musical 

analogues. He regards paraphrase as a “grammatical ingredient of indirect 

quotation” which “conveys the same idea or meaning” of an original 

segment by rephrasing it; however, unlike direct and loose quotations, a 

paraphrase is not required to keep the original’s syntactic authenticity.50 

 

                                                        
50 Ibid., 313. 
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Howard regards communication enhancement through removal of 

ambiguity as the main reason why a paraphrase would be used in linguistics. 

For this reason he states that, although musicians use the term paraphrase 

as another way to identify a thematic variation, it is actually not comparable 

to the equivalent linguistic term: because “music rarely says anything, 

semantic paraphrase hardly counts among the ineluctable devices of 

composition.”51 This implies that for music, which he generally views as 

non-descriptive, there is no possibility of paraphrase.52 However he asserts 

that operas, program music, and oratorio are filled with:  

[A]ttempts to employ music to name, describe, or represent things in addition to 
the more common expressive use of music. Assuming for argument’s sake that 
some denotative uses of music are descriptive, (as may happen, for instance, in a 
system of leitmotiven), two musical passages may be rephrasal-pairs if they 
denote the same thing or event.53  

 

As already outlined before, Howard considers paraphrase a subset of 

indirect quotation. In fact he explains that indirect quotation can also 

feature a replica of the quoted excerpt in a way similar to as its direct 

counterpart.54 This reflection draws him to make an effective example, from 

which he then extracts a significant reflection: 

For instance, in the IDQ55 “Klaus said it is raining” it may happen that “It is 
raining” were Klaus’s exact words. In other words, while DQ56 requires 
syntactically defined replica-pairs, IDQ requires semantically defined rephrasal-
pairs which may incidentally turn out to be replica-pairs. Hence, a significant 
difference between DQ and IDQ lies in the fact that DQ is primarily a syntactic 
notion, whereas IDQ involves the semantic notion of paraphrase.57 

 

                                                        
51 Ibid. 
52 Ibid., 314. 
53 Ibid., 313-314. 
54 Ibid., 314. 
55 IDQ is Howard’s abbreviation for indirect quotation. 
56 DQ is Howard’s abbreviation for direct quotation. 
57 Howard, “On Musical Quotation,” 314. 
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Through this example Howard also underlines the idea that both types of 

indirect quotation come with references, but feature a predicate operator 

instead of quotation marks. According to him, this latter linguistic device 

presents a problem when trying to find a corresponding example of an 

indirect quotation in music:  

While paraphrase is at least a possibility in descriptive music, there appears to be 
no analogue of the predicate operator of IDQ in music; nor, unlike the insertion 
of quotation marks in a score, could one easily be introduced – again, for lack of 
any developed phonological or semantic structure in music. This has the 
consequence of eliminating any distinction between DQ and IDQ in musical 
contexts and allowing […] an indeterminate range of non-replicas to function as 
direct quote contents.58 

 

As a final thought Howard makes clear that, as much as musicians like to 

use linguistic terms to define certain compositional practices that involve 

‘mentioning’ other composers’ works, such use does not compensate for the 

fact that music does not have the means to clarify the difference between 

replicas and non-replicas as clearly as language does:  

[W]e might say that where the semantic mechanism[s] of [literary] quotation 
overshadow the syntactic ones, there are fewer or less distinct musical 
counterparts. Or conversely, whereas in music semantic concerns are minimal, 
syntactic [sic.] precision with respect to quotation is gratuitous though possible 
under standard notation.59 

 

In light of Howard’s significant examination of the issues regarding the 

categories of paraphrase and indirect quotation, some further reflections 

are in order: 

1) According to Howard, the term paraphrase is not a synonym of 

indirect quotation (as suggested by the Royal Literary Fund); 

instead, it is a subset of it.  The other type of indirect quotation which 

                                                        
58 Ibid. 
59 Ibid., 315. 
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belongs to such a set – and which appears to be the exact opposite of 

a paraphrase – is a direct-quotation-like duplication of an excerpt 

which does not feature quotation marks: from now on, such verbatim 

quotations belonging to the set of indirect quotation will be referred 

to as indirect verbatim quotation. Howard’s view of the number and 

types of indirect quotations existing in literature is not uncommon; 

in fact, it seems shared by part of the academic community of 

linguistic studies, including Cherry Campbell - who is of the opinion 

that indirect quotations can be distinguished between Near Copies 

(sic.), i.e. a verbatim reproduction of an excerpt, and Paraphrase 

(sic.), i.e. an excerpt in which changes in syntax occur more 

frequently.60 Since, according to Howard, literary theory asserts that 

direct and indirect verbatim quotations share an equivalency of 

method when it comes to the syntax replication of an excerpt, it is 

then fair to say that a hypothetical indirect verbatim musical 

quotation would share with a direct musical quotation the same (type 

of) rules in reproducing a given musical excerpt’s texture, including 

the featuring of musical unquotations;  

2) Howard states convincingly that direct quotation as well as both 

types of indirect quotation – namely, indirect verbatim quotation 

and paraphrase – are referential; however, what makes them 

different is that while direct quotations feature quotation marks, 

indirect quotations make use of predicate operators. The fact that 

music does not have a standardized equivalent of either quotations 

                                                        
60 Casey Keck, “The Use of Paraphrase in Summary Writing: A Comparison of L1 and L2 
Writers,” Journal of Second Language Writing 15, no. 4 (2006): 263. 
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marks and/or predicate operators is certainly a problem that might 

complicate an eventual categorization of direct and indirect verbatim 

musical quotations, and musical paraphrases; 

3) As mentioned above, all types of literal quotations are referential, 

regardless of their types, and therefore musical quotations must also 

somehow possess some sort of referentiality to their quoted material. 

Reference can be defined both as a) “[t]he action or process of 

mentioning or alluding to someone or something”61  and b) “a 

mention or citation of a source of information in a book or article; a 

source of information cited in this way. Also: the process of directing 

readers to such information.”62 The topic of musical referentiality is 

something that has not yet been discussed in this dissertation, 

because the only musical excerpts analyzed so far come from Vera’s 

study: Vera’s research did not involve any investigation of some sort 

of referential standard in musical quotations at all, supposedly due 

to the fact that in Murcia’s times there was no real concern about 

referentiality within music. But as we will see later, Giuliani’s only 

two extant original scores of Le Rossiniane – namely, No. 3 and 5 – 

display a lot of systematic written paratextual references to the 

specific Rossini arias which he transcribed. Therefore, it is important 

to ask ourselves: i) does the mere presence of a musical quotation 

within a musical text count as an act of referentiality? And ii) does 

Giuliani’s systematic use of references within the text represent one 

                                                        
61 “Reference, N.,” OED Online, accessed May 20, 2016, http://www.oed.com.lib-
ezproxy.hkbu.edu.hk/view/Entry/160844?rskey=gQWzaY&result=1&isAdvanced=false#e
id. 
62 Ibid. 
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of the few exceptions within music history, or shall it be regarded as 

a standard practice among his peer musicians in the way potpourris 

were composed, as well as a new starting point from which a new 

theory of musical reference may be constructed by current and future 

music theorists and scholars?; 

4) As affirmed by Howard, both literal indirect verbatim quotation and 

paraphrase are semantically defined. It is important to understand 

the following to make a solid analysis of any quotation in Le 

Rossiniane that, at first glance, might appear to manifest itself as the 

one that, according to Howard’s postulates, would belong to an ideal 

group of indirect musical quotations. On one hand, since a 

hypothetical indirect verbatim musical quotation would basically be 

a direct musical quotation without quotation marks, the problem of 

being able to classify the former as such would be resolved once it is 

understood a) how referentiality works in a piece of music, and in 

particular in Giuliani’s Le Rossiniane, and b) how and/or if Giuliani 

uses some sort of musical ‘quotation marks’ and/or ‘predicate 

operators’ – and as already mentioned when talking about musical 

referentiality, it would be interesting to see if such ‘marking’ 

system(s) would be either an exception in music history or a standard 

practice in vogue during Giuliani’s time. As problematic as the 

previously cited points may sound, they are not in fact that hard to 

settle. Consequently, it will not be difficult to find out whether it is 

admissible to hypothesize indirect verbatim musical quotation as a 

real category of musical quotation, one which can be used coherently 

once these two points have been cleared up. On the other hand, 
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finding consistent relations between literal paraphrase and its 

supposedly correspondent musical analogous – i.e. any variation on 

a theme specifically written for instrumental music – is now shown 

to be far more challenging than previously thought. They not only 

include, but go far beyond the investigation of potential ‘predicate 

operators.’  By questioning the very notion that instrumental music 

can be subject to any paraphrasal process even remotely comparable 

to ones occurring in literature, Howard excludes any possibility that 

music can express meanings on any sort of semantic level, as opposed 

to language. Indeed, this is unfavorable news for anybody whose 

purpose is making a theory of musical quotations, and above all 

aiming to associate rationally the term paraphrase to any sort of 

thematic variation taking place in a piece of music. According to most 

literary theory scholars, a paraphrase appears to be notionally 

thought of as a process of systematic syntactic and/or lexical changes 

to a previous, original phrase or excerpt which is able to keep the 

same – or almost the same – semantic meaning of the given original 

which is subject to the paraphrasal process.63 Such a mainstream 

                                                        
63 Ho, et al.’s study “Extracting Lexical and Phrasal Paraphrase: A Review of the Literature” 
unravels any doubt that at this point the reader can arise about the substantial unanimity 
in perception of what is a paraphrase among literary theory scholars. Aiming to provide a 
comprehensive definition of the term paraphrase for their study, Ho et al. reported an 
exquisite table on page 856 and 857 of their paper containing thirty-one different 
definitions of the term featured in as many academic papers; this table was first featured 
in their 2011 paper “Comparing Two Corpus-Based Methods for Extracting Paraphrases to 
Dictionary-Based Methods.” The table reassumes the most consistent definitions (and yet 
diverse among each other in terms of criteria and language unit) that have been produced 
in the past two decades of studies on the variability-paraphrase relationship. The result of 
such a table – that was also reported by Ho et al. from their 2011 paper – was the following 
general definition, which summarizes the overall academic consensus around the 
perception of what a paraphrase is: “According to the generalized version of the definition, 
paraphrases are different words, phrases, or sentences that express the same or almost 
the same meaning.” (Ibid.) 
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view among literary theory scholars provides here a significant 

confirmation: the earlier supposition that the definition of 

paraphrase by Vera is not optimal, because the “relevant 

transformations” within a paraphrase he talks about should be 

spread throughout the excerpt, was correct. By just borrowing the 

terms syntax, lexicon and semantics – and their corresponding 

meaning – from literary theory, and by integrating them within 

Vera’s postulate of musical paraphrase, a more satisfying definition 

can be sketched out for upcoming analyses: a musical paraphrase is 

a “musical fragment that a composer introduces in his work, […] that 

[is] subjected to relevant [lexical and/or syntactic] 

transformations that distinguish it [systematically] from the 

original [from its beginning to its end, but that maintain the 

same semantic meaning of the original fragment] [emphasis 

added].” This adjustment made to Vera’s definition demonstrates 

how important it is to establish just what can be regarded as a 

semantic relationship between an original musical excerpt and its 

paraphrased version, as well as understanding what in music can be 

defined as both syntax and lexicon. 

 

1.7 Final Observations on Chapter 1 

The observations made here reveal that, in order to make sure that the 

analysis of the various types of quotations featured by Giuliani in Le 

Rossiniane are consistently categorized through a coherent system of 

detection, the problems Howard regards as impassable in order for both 
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music paraphrase and indirect verbatim musical quotation to be classified 

as such need to be resolved. To do that a more refined outlook on musical 

references and the role of quotation marks, as well as an investigation into 

whether some sort of semantic level exists in music, are needed to support 

a theory of quotations suitable for exploring Giuliani’s pieces. The former 

will be treated in Chapter 2, and will clarify any method that Giuliani used 

to distinguish what, at first sight, looks like direct and indirect verbatim 

musical quotations, and musical paraphrases; the latter will take place in 

Chapter 3, and will help both in defining whether a literal paraphrase is 

logically comparable to a variation within a theme and variation form (since 

Le Rossiniane features plenty of theme and variations sections), as well as 

in hypothesizing a new possible category of musical quotation – whose 

corresponding literal version was just previously hinted in this chapter – 

that also seems to be used by Giuliani: mixed musical quotation. 
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Chapter 2:  

Defining Musical References and Quotation 

Marks in Le Rossiniane 

 

As hinted at the end of the previous chapter, attentive observation of 

Giuliani’s extent original scores of Le Rossiniane reveals that he 

systematically cited the title of every aria (from Rossini’s operas) that he 

arranged in these Rossini-inspired potpourris. This typology of paratextual 

tools would be more than sufficient for classifying the quotation types if the 

information obtained from the scores could put before us the evidence that 

the quotations contained in Le Rossiniane are of only one kind, thus ending 

further attempts to classify other (hypothetical) kinds of quotations. 

Instead, what inspired the intellectual direction of this dissertation was the 

realization – by looking at (and playing) the scores countless times – that 

Giuliani inserted his selected Rossini’s excerpts through the use of some sort 

of system, one that somehow resembles the previously-mentioned direct 

musical quotation, as well as both types of indirect musical quotations – 

indirect verbatim musical quotation and musical paraphrase. Understood 

as compositional devices to accomplish his musical goals, the information 

acquired so far tells us that referentiality serves as the lowest common 

denominator of all types of literal quotations. It is then necessary to grasp 

what type/s of referentiality is/are shared among Giuliani’s musical quotes. 

This needs to be dealt with here for the two reasons provided in the 

following two paragraphs. 
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As stated in Chapter 1, direct and indirect verbatim musical quotations 

share the same ways of featuring a given musical excerpt, consisting of the 

reconstruction of their lexical and/or syntactic meaning – i.e. recreating the 

original’s overall melodic and harmonic texture. In order for these types of 

quotations to be recognized as such, they also need to share some sort of 

common mechanism of referentiality, one which would allow the reader of 

a score (including any potential kind of performer of it) and/or the listener 

to be capable of distinguishing these quoted excerpts from the rest of the 

piece in which the composer is using them as a compositional element. Such 

a mechanism would make sure that readers, but above all listeners among 

the audience of a concert, would be able to perceive that the quoted segment 

has been recalled from an outside source and/or author, a source external 

to the composer’s hosting work.  

 

As I will also show later in Chapter 3 (with reference to semantics in music 

being able to show that variations on a theme for instrumental music are 

justly comparable to literal paraphrases) the problem of referentiality in 

musical paraphrases becomes just as important as in the case of direct and 

indirect verbatim musical quotations, although for a completely different 

reason. While a composer’s attempt to replicate authentic musical 

structures by inserting them in the form of either direct or indirect verbatim 

musical quotations supposedly allows for a pretty straightforward 

comparison with the original music – and therefore increases the 

recognizability of the quoted material – when a composer adopts a musical 

paraphrase, the transformations that happen throughout the segment can 
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be so dramatic, that the ability to acknowledge the paternity of the original 

segment can be compromised. It is now key to recall Dowling’s reflection 

about the memorial perception of a melody: what influences the listener’s 

remembrance of a given melody are its melodic shaping, the intervals, and 

the relative pitch which form the character of such melody.1 Although ideally 

a musical paraphrase would keep the same ‘semantic’ meaning of the 

original excerpt, it is rational to assert that the expected systemic and 

widespread ‘lexical’ and/or ‘syntactic’ changes happening through the act of 

paraphrasing can completely disguise the ‘paraphrase’ within the hosting 

musical work, therefore making it appear as an original creation of the 

composer who is using the paraphrased material. Hence, the relevance of 

understanding how referentiality also works on paraphrases depends on the 

need to understand how the composer – in this case, Giuliani – signals that 

his highly-elaborated section is in fact another author’s musical fragment, 

one in which a ‘paraphrasal’ procedure has been practiced, presumably with 

the aim of – to use Graeme Hirst’s words – “talk[ing] about the same 

situation in a different way [through the use of] different words or different 

syntax.”2 

 

In addition, there seems to be a widespread criterion that “what 

distinguishes [quotations] among each other is the inference triggered by 

                                                        
1 See Chapter 1.5, 54-55. 
2 Graeme Hirst, “Paraphrasing Paraphrased,” Invited Talk at the ACL International 
Workshop on Paraphrasing (Sapporo, 2003), 
http://nlp.nagaokaut.ac.jp/IWP2003/pdf/Hirst-slides.pdf. 
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the marking functions of [quotation marks].”3 Given that a quotation mark 

is a conventional device which is consistently used in literature to underline 

that a linguistic demonstration of given enclosed material is taking place in 

a manner different from the usual,4 it is sensible to inquire whether Giuliani 

uses some sort of musical ‘quotation marks’ (and/or musical ‘predicate 

operators’ with the same functions) in order to indicate when a switch from 

his own musical material to Rossini’s occurs within his works.  

 

2.1 Referential Signals: A Premise 

Before an examination of Giuliani’s referential paratextual signals for 

quotations can take place, it is indispensable to look at Howard’s perspective 

on music referentiality, as illustrated in the final few pages of his paper 

already cited, “On Musical Quotation.” Here Howard makes some 

thoughtful observations on the crucial issue of reference in music – a topic 

that he touched on only lightly at the beginning of his study. After the 

exposition of Howard’s ideas of references, Jeanette Bicknell’s work titled 

“The Problem of Reference in Musical Quotation: A Phenomenological 

Approach” is also useful in challenging at least some of Howard’s 

convictions. Indeed, a more refined outlook on musical references may be 

advantageous to finding a solution to the problem of classifying direct and 

indirect verbatim musical quotations, and in revealing how referentiality 

works on musical paraphrases.  These two papers will be used as departure 

                                                        
3 Daniel Gutzmann and Erik Stei, “How Quotation Marks What People Do with Words,” 
Journal of Pragmatics 43, no. 10 (2011): 2656. Gutzman and Stei use the acronym QM for 
the term quotation marks. 
4 François Recanati, “Open Quotation,” Mind 110, no. 439 (2001): 649-650.  
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points to resolve the problem of referentiality and ‘framing’ (potentially 

through musical ‘quotation marks’ and/or ‘predicate operators’) in Le 

Rossiniane.  

 

Howard is certain that there is an unclear standard in referencing musical 

quotations. For him, the prevalent ascertainment of musical quotation 

occurs through what he refers to as vague contextual criteria, which in 

music usually corresponds to the title at the beginning of a piece. According 

to Howard, the title alone does not guarantee that a musical work may 

necessarily feature a quotation which is strictly related to the title. That said, 

Howard makes clear that in general “a quoted theme sounds conspicuously 

familiar against its secondary background served up, as it were, for special 

display,”5 i.e. a quote is strongly recognizable as an extra-textual reference 

within the work in which it is featured.   

 

This postulate can be, according to Howard, the origin of a hypothetic 

argument that an imaginary third party would make, disputing the idea that 

featuring a recognizable music passage within an otherwise supposed 

original work is comparable to featuring quotation marks within a sentence 

in linguistics.6 However he immediately responds that “familiarity, while 

possibly a symptom, cannot be either a necessary or sufficient criterion of 

denotation in musical quotation,” since the identification of a quoted 

                                                        
5 Vernon A. Howard, “On Musical Quotation,” The Monist 58, no. 2 (1974): 315. 
6 Ibid. 
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passage depends on how universally notorious the passage is, and to whom.7 

Although not explicated by Howard, the latter consideration implies that a 

composer may have a certain degree of choice about by what type of 

audience his/her quotation aims to be understood.  

 

Howard also offers another third-party argument. Hypothetically, the 

sound-symbols (as termed by Howard) through which musical quotations 

and (literary) onomatopoeias take shape share not only the concept of 

familiarity, but also of similarity: an onomatopoeia simulates sounds, and 

a musical quotation simulates “the identifying features of a general style or 

specific theme.” This would suggest that is “similarity plus familiarity 

[which] breed reference in secondary contexts.” However, Howard replies 

by stating that it is instead reference which breeds similarity and familiarity, 

no matter whether either a musical quotation or (literary) onomatopoeia is 

employed.8 Moreover, through further analysis Howard comes up with the 

conclusion that, without a musical reference (and framing) system which is 

comparable to the one used in literature, it is impossible to identify both 

musical quotations as well as (this time) musical onomatopoeias by relying 

solely on vague contextual clues.9  

 

                                                        
7 Ibid., 316. 
8 Ibid. 
9 Ibid., 317. According to Howard, there are two kinds of musical onomatopeia. He states: 
“[T]he linguistic quoting of sounds in onomatopeia is relative simple […]. It is common to 
say, ‘[t]he train goes “cho-cho”’ or ‘[t]he dog barks “bow-wow.”’ We may even dispense with 
onomatopeic words by substituting vocalized simulations or perhaps recorded instances of 
the appropriate sounds in their place. Both kinds of onomatopeia occur in music: for 
instance, a scored passage for piccolo imitating a bird call as against Respighi’s use of a 
recording of an actual nightingale in The Pines of Rome.” (Ibid.)  
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In light of these conclusions about musical reference set out by Howard in 

the 1970s – and therefore prior to the emergence of word and music studies 

as a prominent interdisciplinary field – Jeanette Bicknell’s more recent 

work seems to provide a rather original point of view about this issue 

through an examination of her listening experience of the String Quartet No. 

3 by Alfred Schnittke (1934–1998), a work which features a high number of 

musical quotations. Before illustrating her findings, it is important to 

inform the reader that Bicknell is interested in the phenomenology of 

musical quotation as perceived by the human listener. Her methodological 

approach finds its basis on the fact that she is an average classical music 

listener with, as she reveals, some “basic background in the history of 

Western tonal music and familiarity with some twentieth-century 

developments.”10 

 

Her first experience with Schnittke’s Quartet was made through a 

performance by the Tokyo String Quartet.11 The performance took place at 

the St. Lawrence Center of the Arts in Toronto, Canada, on the 12th of March 

1998.12 Before the concert started, Bicknell got some background 

information about the piece, thanks to the concert program. This alerted her 

to the presence of quoted musical material within it, as follows:  

At the outset we hear a passage from the music of the Flemish composer Orlando 
di Lassus, who died 400 years ago. Then Schnittke quotes the theme of 
Beethoven's Grosse Fuge, followed, and usually coupled with, the notes D, E flat, 
C, B. In their German pitch designations, these make up the four-note pattern 

                                                        
10 Jeanette Bicknell, “The Problem of Reference in Musical Quotation: A Phenomenological 
Approach,” The Journal of Aesthetics and Art Criticism 59, no. 2 (2001): 187. 
11 Ibid., 186. 
12 Ibid., 191. 
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DSCH with which Schnittke's friend and former Soviet colleague Dmitri 
Schostakovich used to ‘sign’ his music.13 

 

Bicknell states that, generally, informational background about artistic 

productions influence the audience’s perception, expectations, and 

attention towards the artistic product. In her specific case the program notes 

triggered her will to detect the disparate quotations contained within 

Schnittke’s quartet. The result was an immediate recognition of Schnittke’s 

quotation of the Lassus fragment in all the forms which took during the 

performance.14  

 

Bicknell’s experience with Schinttke’s Quartet then continued over time 

through repeated listening of a recording by the Tale Quartet within the 

privacy of her home. She explains that her appreciation of Schnittke’s work 

grew; she was even driven to go through multiple listening sessions of 

Beethoven’s Grosse Fuge, so to be able to finally ‘spot’ it in Schnittke’s 

Quartet.15 

 

As Bicknell puts it, Howard “rejects familiarity as a possible criterion of 

musical quotation, but maintains that it can be a symptom of the 

phenomenon.” This proves to be true when considering that Bicknell was 

able to identify the Lassus quote at her first listening thanks to what she calls 

                                                        
13 Ibid., 186. 
14 Ibid. 
15 Ibid. 



78 
  

contextual clues, i.e. how contrasting the segment was to Schnittke’s own 

style.16 Such an identification seemed to be possible despite Bicknell’s: 

1) Only basic understanding of both 2oth century music and Lassus’ 

style; 

2) Her non-awareness of how the Lassus excerpt sounded the first time 

she heard the piece.17  

On the other hand, while Bicknell had a good knowledge of Beethoven and 

Shostakovich’s musical styles and place in music history, she was not able 

to grasp Schnittke’s quotations of these two composers during her first 

listening of the work due to the similarity of style of both Beethoven and 

Shostakovich to Schnittke’s style.18  

 

Bicknell’s reflection of such an experience is that a priori familiarity with 

the quoted material is not necessarily a requirement in order to recognize 

a musical quotation, although at times it can be determinant. Instead, what 

she deems as more important is “an awareness of the practice of musical 

quotation, as well as musical literacy,” where the latter is different from its 

linguistic comparative since “[it] is largely tacit, acquired intuitively through 

listening to music.”19 

 

                                                        
16 Ibid.  
17 Ibid., 186-187. 
18 Ibid., 187.  
19 Ibid. Bicknell also thinks that “musical literacy is […] nondiscursive [sic.], and not 
necessarily expressible in propositional form.” (Ibid.) 
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Bicknell is convinced that the problem of quotation marks in music posed 

by both Howard and Goodman in the same issue of The Monist20 does not 

consider that spoken language does not need to use any formal devices as 

such for its quotations, and that therefore the study of musical quotation 

should look into spoken language (where, for instance, no explicit indication 

is given away during a speech) to find an analogous quotational tool.21 

 

Although it is likely that listeners do not recognize quotations which are not 

referenced as such within a speech, a non-referenced quotation in spoken 

language usually stands out of the normal discourse due to adjustments, 

such as “preced[ing] hesitations or accompany[ng] changes in tone, accent, 

or gesture.” However, some members of an audience might not recognize 

these gestures – let alone the content – of a non-referenced quotation within 

a speech, just as some music audiences might not be cognizant of a/ny 

quoted segment during a concert. Therefore, both the intended audience 

and the level of musical literacy needed in order to discern a musical 

quotation are consequences of a composer’s arbitrary choices and not a 

universal requirement.22 Bicknell thinks that no one is completely cast out 

from understanding music quotations:  

The understanding and appreciation of music admit of degrees, just as the 
understanding and appreciation of painting, literature, and other art forms do. 
Fully to appreciate a musical performance may require education, as to both 
musical background (attained through listening) and more general awareness of 
a composer's cultural and historical context.23 

                                                        
20 For Howard’s view on this issue, see Chapter 1.6, 56-59 (including fn. 48). 
21 Bicknell, “The Problem of Reference,” 188. 
22 See Ibid. 
23 Ibid., 189. 
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Bicknell concludes by explaining that her hypothesis of a certain similarity 

between musical quotation and non-referenced quotation in language 

implies some consideration – here follow the ones which I deem most 

significant: 

1) In order to understand musical quotations, scholars might 

investigate how communication works among language users; 

2) In many cases recognizing a musical quotation is mostly a matter of 

discernment of styles within a composition, therefore any 

exploration of a music listener experience must take into 

consideration the aesthetic issue of style; 

3) As explained by Bicknell, Goodman suggested that “standardized 

clues such as context, emphasis, and pause might constitute an 

auditory device for direct quotation in music or language.” However 

the problem of signaling music quotations with standard conventions 

does not consider both the fact that a musical quotation “is already 

signaled in the music itself” and that it jeopardizes the understanding 

of “the cultural and historical situatedness [sic.] of musical 

compositions, composers, and listeners”;24 

4) An attempt to classify various types of musical quotations (according 

to their referential traits) can give a better understanding of the 

outcome that a composer expected from his/her work featuring 

them.25 This implies that a correct understanding of a musical work 

needs a correct understanding of a composer’s intentions, which also 

                                                        
24 Ibid. 
25 Ibid. Bicknell’s consideration (reported here) is based on the taxonomy by music 
philosopher Stephen Davies, which distinguishes between importantly referential and 
incidentally referential musical themes. Nonetheless, Bicknell’s reflection is (at least) 
overall valid (within this dissertation).  
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means that an exploration of the composer’s life and reasons behind 

his or her composition is necessary to grasp such quotations;26 

5) The success of a musical quotation depends mostly on how effectively 

it is delivered to the composer’s intended audience. This in turn 

depends for the most part on how effective a composer’s aesthetic is, 

and such effectiveness depends solely on his/her observation and 

understanding of his/her audience’s knowledge and expectations. 

The need for such attention towards the audience’s general musical 

taste and culture is due to the fact that, since there is no presence of 

aural quotation marks in music, a composer must “rely on 

recognition, which in turns requires, if not direct familiarity, then 

some degree of musical literacy.”27 

 

2.2 Le Rossiniane’s First Element of Referentiality: 

The Title 

The main thing to note about both Howard and Bicknell’s positions on 

musical quotations is that they apparently share something in common: the 

identification of a musical quotation is dependent mostly on the extent to 

which the composer wants the audience to identify his/her quotations 

within the piece. By combining a) Howard’s reflection that the identification 

of musical quotations is determined by both the popularity of the quoted 

passage and the type of audience to which it is recognizable,28 with b) 

                                                        
26 Ibid., 190. 
27 Ibid., 190-191. 
28 See Chapter 2.1, 74-75. 
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Bicknell’s view that a composer determines arbitrarily both the type of 

audience to whom he/she is addressing his/her quoted material to, as well 

as the level of musical education – acquired through training in musical 

literacy (consisting of music studies and/or listening) and/or engagement 

in gaining consciousness of the historic-cultural context in which a 

composition was written (either as a subject living within such context, or 

as a subject not living within such context but who is interested in it)29 – the 

following summarizing scheme can be drawn (see Fig. 10): 

                                            Audience with basic music literacy 

 

 

                                     Music education 

                                                                                                             

                                                                                                            Specialist audience   

                                                                      Notoriety of quoted passage 

 General audience 

 

 

 

Fig. 10. Scheme (combining Howard and Bicknell’s views) about a composer’s choice of 
type of audience to which his/her musical quotations are addressed. 

 

As Figure 10 demonstrates, the more a composer relies on the notoriety30 of 

a given musical quotation, the less the audience is required to possess a 

certain degree of music literacy in order to recognize such a quotation, thus 

                                                        
29 See Chapter 2.1, 79. Here I expand a little bit Bicknell’s postulate. With regard to music 
literacy, if this is considered solely, as described by Bicknell, acquirable through mere 
listening, then it would be impossible to understand how a composer would ideally try to 
activate all the various degrees of musical understanding and appreciation for all the 
diverse kinds of listeners attending a concert. Regarding cultural and historical context 
instead, I added both the options.  
30 Here the term notoriety is used to indicate how highly familiar a quoted musical excerpt 
is among the general public. 
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meaning that the quote seeks to be as openly accessible as possible to the 

general population. Conversely, the less notorious the musical segment used 

the higher becomes the requirement of a substantial degree of music 

education that would allow a listener to identify such a quote, and therefore 

the quoted excerpt is addressed mainly to a more specialized type of 

audience. 

 

A view in sympathy with the above, which somehow sees the composer as a 

music artisan completely in command of his/her own means of making the 

audience understand his/her own musical material at his/her own will, 

seems to be Reynolds’ classification of the various kinds of audience that 

nineteenth century (German) Romantic composers used to address their 

musical allusions31 to:  

Intricately linked to the issue of disclosure is that of the audience for allusions, 
since the question ‘why didn’t composers admit their allusions?’ implies an 
audience of listeners who needed to be told. Discussions of allusions cannot 
assume either a uniform or an ideal audience. There were at least three separate 
groups: the largest audience of [L]iebhaber (amateurs), a smaller, but significant, 
audience of [K]enner (connoisseurs); and an exclusive group that would consist 
of the composer and perhaps occasionally a few confidants.  Composers may have 
felt different pressures or artistic goals with the first two of these levels. For the 
audience of [L]iebhaber, the necessity for a composer to project an aura of 
originality (and thus genius) would have been strongest, contributing either to 
exaggerated claims of musical prowess (as for Wagner) or complete silence about 
one’s working methods (as for Brahms). For [K]enner, a group who could be 
presumed to include ‘reminiscence hunters’ and those who would recognize the 
existence of musical-textual symbols if not the specific source of any given motive, 

                                                        
31 In this particular sentence – and its following block quotation – allusion is intended as 
Reynolds defines it in his book Motives for Allusion. As reported by Reynolds, an allusion 
is a “deliberate incorporation of identifiable elements from other sources.” Contrary to 
Genette, Reynolds does not regard quotation and allusion as separate entities; instead, 
Reynolds considers quotation as a subset of allusion: in fact, Reynolds thinks of a quotation 
as a more exact allusion. However, he is keen to specify that “quotations are neither more 
nor less meaningful than less exact references – only a different degree of artistic 
appropriation.” (Christopher Alan Reynolds, Motives for Allusion (Cambridge and 
London: Harvard University Press, 2003), 6.) When the featured material in a composition 
is not a quotation, in order for a musical allusion to be recognized as such “more than one 
aspect of the source must be present on the alluding composition, whether the rhythmic or 
intervallic patterns of a motive, the orchestration, a textual association, harmony, 
counterpoint, dynamics, key and mode, form or formal function, or genre.” (Ibid., 32.) 
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this desire would compete with the need to demonstrate one’s mastery of the 
received artistic heritage, one’s ability to manipulate musical symbols and 
incorporate them into a personal voice.32 

 

Reynolds speaks of allusions (and quotations) as musical devices used by 

Romantic composers to satisfy the need of a presumable majority of Kenner 

for ‘reminiscences,’ ones that they could ‘hunt’ for33 – a ‘hunting’ game that, 

as Reynolds seems to imply, excluded Liebhaber completely. Yet it appears 

that Romantic composers’ tendencies to emphasize expression, add extra-

musical meanings, and create private discourse in their musical works34 

often created a further discrimination among Kenner when it came to 

detecting the deeper meaning of the excerpts alluded, thus principally 

aiming at close musically educated friends and relatives.35 Such a kind of 

almost elitist, introverted system does not appear to be the type utilized by 

the Classical era musician Giuliani, whose intention was mostly “to impart 

a generalized atmosphere to his works, not to comment secretly upon a 

person, situation, or event. Furthermore, the borrowed sources are often 

pretty obvious.”36 As a consequence, Giuliani’s very choice of using the third 

                                                        
32 Ibid., 142. 
33 The pressure on nineteenth-century Romantic composers for adding reminiscences is 
well explained by how popular these reminiscences were among their audiences. Reynolds 
reports a particular historical testimony which sheds some light on the popularity of 
reminiscences: “In a caustic essay from 1848, ‘On Hunting Reminiscences,’ published in 
the Allgemeine [M]usikalische Zeitung, a writer identified only as ‘R.’ lamented the 
popularity of searching for reminiscences, musical ideas that are ‘similar or only related’: 
‘The addiction to hunting for reminiscences has become so fashionable these days, 
belonging – so to speak – to bon ton, that the impartial observer has to wonder about the 
activity of a such refined fantasy, that such deceptive figures can produce.’ As if composers 
might be encouraging these fantasies, the writer included ‘a [l]aw for [c]omposers: [t]hou 
shalt not steal.’ The writer defined musical ideas as not only motives, but also as rhythmic 
patterns, harmonies, cadence formulas, and even keys.” (Ibid., 3.) 
34 Victor Kofi Agawu, Playing with Signs (Princeton: Princeton University Press, 1991), 
136. 
35 Reynold’s book Motives for Allusion includes a large number of examples of such types 
of allusions, all from works by German Romantic composers. 
36 Philip Keppler, “Some Comments on Musical Quotation,” The Musical Quarterly 42, no. 
4 (1956): 474. This expression does not refer directly to Giuliani but to composers who in 
general use quotations in their music. However, this fragment explains Giuliani’s musical 
intentions perfectly. 
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person plural, deonomastic37 Italian expression Rossiniane as the title for 

his set of works suggests his intention of making sure that a wide public 

could immediately comprehend the derivative nature of the musical 

material contained in them by fashioning his title upon a basic conventional 

practice of his times; in fact, “[w]hen ideas were borrowed without 

alteration, the debt was often acknowledged publicly by calling attention to 

the source by means of titles.”38 He himself, in a letter sent to the publishing 

firm Artaria, dated 7 September 1822, confirms the reason for such a title. 

Attempting to validate his own opinion that his Le Rossiniane No. 2, Op. 

120 was a proper composition and not just an ordinary recueil of Rossini’s 

arias (plus their respective following variations), and thus worth to be 

considered as valuable as an original musical creation, he wrote: 

Let it never be said that taking themes and writing variations on them in my 
manner is just transcription, or a mere collection of various tunes by Rossini. I 
call them Rossiniane […], because I intend that the chosen themes be by Rossini. 
If the public wanted them to be by me – and I thank you for honoring me [by the 
suggestion], then I would be forced to call this work Le Giulianate.39 

                                                        
37 I derive the word deonomastic from the Italian term deonomastico. According to Livio 
Gaeta, deonomastics are lexemes created from proper nouns, and they can be either 1) 
deanthroponymics (deantroponomici in Italian) if they are derived from a person’s name 
(which is the case of Giuliani’s Rossiniane, since this very deonomastic derives from the 
surname Rossini) and 2) ethnics (etnici in Italian) if they are derived from a toponym, i.e. 
the name of a geographical place. (For the original Italian article, see Livio Gaeta, 
“Deonomastici,” Enciclopedia dell’Italiano (Treccani, 2010), accessed September 2, 2016, 
http://www.treccani.it/enciclopedia/deonomastici_(Enciclopedia-dell’Italiano)/.) 
38 Reynolds, Motives for Allusion, 104. 
39 Thomas Heck, Marco Riboni, and Andreas Stevens, “Some Newly Recovered Letters of 
Mauro Giuliani: Welcome News from the Bavarian State Library and the Digital Guitar 
Archive,” Soundboard: The Journal of the Guitar Foundation of America XXXVIII, no. 2 
(2012): 17. The translation from Italian to English was made by Anna and Thomas Heck, 
and the article also provides the transcript of the letter in its original language on pages 24 
and 25. On page 18 Heck, Riboni, and Stevens comment: “[W]hat is most remarkable about 
this newly recovered letter is the candor with which the composer heaps scorn on the 
person in the Artaria firm who found his Rossiniana No. 2[, Op. 120] to be less than an 
attractive publication prospect — and it might have been Domenico Artaria himself. 
Whatever the case, one must assume that their longstanding friendship could tolerate an 
occasional rant of the type.” The translation of the letter is mostly remarkable in rendering 
the original’s feeling of the language that Giuliani used for ridiculing the opinion of the 
person in the Artaria firm who dared to undervalue his composition. However, a 
comparison between the translated excerpt cited above with the original letter has brought 
to my attention that the translation loses the character of some of Giuliani’s careful – if not 
malicious – choice of words. In the original letter, Giuliani’s wording selection gives the 
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Such concern about the lexical choice for the title by the Italian guitarist 

might have derived from the consideration that the public – which, at that 

time, desired Rossini’s music more than anybody else’s, including 

Giuliani’s, and such a reflection emerges from Giuliani’s expression “if the 

public wanted [the themes] to be by me” – is the main addressee of the title 

of his works. The public for a title of a piece of music is however much wider 

than the public who either attends a concert or is able to read the musical 

text of the piece, and therefore interested in buying its score. In the case of 

Giuliani, the latter would have been (or be) mostly any professional 

                                                        
impression of being the result of a certain degree of suspect that Artaria a) might either 
have been the person criticizing his work by disguising his own personal opinion as one 
given by a third party, so that he would not compromise his working relationship with the 
guitarist, or that b) he was not the person making the critic, but the fact that he reported it 
in the letter meant that he agreed with it totally. If Artaria’s opinion was not the same as 
his employee’s, then why did he need to report such a criticism in the letter instead of just 
ignoring it, or even dismissing it? Probably Giuliani thought about both scenarios, and this 
is why he makes the clever move of never addressing the issue about any of the criticism 
regarding his Rossiniana No. 2 by confronting Artaria directly – which is the opposite of 
what the English translation seems to imply in the sentence “[…] and I thank you for 
honoring me [by the suggestion] […]” – where the words within brackets by the suggestion 
was added by the translators. Instead, he preferred to use a language that, if Artaria was 
either the man behind the criticism of his work or just agreed with it, could criticize his 
judgement indirectly and at the same time not compromise both their business and 
personal relationship. In the original text, the Italian words found in the letter, 
corresponding to Anna and Thomas Heck’s translated segment, read: “Che il servirsi de i 
[t]ema per indi poi variarli a mio modo, non si chiamerà mai tradurre, o semplice 
compilazione di vari pezzi [di] Rossini. Io le chiamo Rossiniane, perché voglio che i motivi 
scelti siano di Rossini, se questi il pubblico desiderava che fossero miei, lo ringrazio per 
l’onore che mi fà [emphasis added], ma allora sarei stato costretto di nominare 
quest’opera Le Giulianate.” Here follows my suggestion for a more ‘literal’ translation of 
this section: “Cause making use of themes and then varying them in my manner, will never 
be called either translating [i.e. transcribing, n/t], or simple compilation of various pieces 
[by] Rossini. I call them Rossiniane, because I want the chosen themes to be by Rossini, 
[and] if the public wished those [themes] to be mine, I thank him for the honor that 
he pays me [emphasis added], but then I would be forced to call this work Le Giulianate.” 
(In [older] Italian language the word che is often an abbreviation for perché and poiché, 
which translate in English as the word because. For this reason I use the more ‘literal’ 
English word cause as a shorter version of because.) The ambiguity of Giuliani’s words is 
also demonstrable by the fact that the Italian segment “[…] lo ringrazio per l’onore che mi 
fà […]” might even be addressed to the audience instead of Artaria’s employee (and perhaps 
Artaria himself), implying that the audience would honor him if they wanted the themes to 
be his instead of Rossini’s. Thus, this segment can also be interpreted as: “[…] if the public 
wished those [themes] to be mine, I thank it for the honor that it pays me [emphasis 
added], […].” It is also worth noting that Giuliani will utilize the other third person plural 
expression featured in this excerpt, i.e. Le Giulianate, as the title of his much later Op. 148, 
a set consisting of eight pieces published by Artaria in September 1828 (as reported on page 
24 of the same article). 
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performer or guitar amateur who had (or has) the necessary instrumental 

skills and musical literacy that could/can allow them to read through his 

musical material. Genette might agree as well on such a matter, since he 

states: 

For the public is not the totality or the sum of readers. In the case of […] a concert 
[…], the public (or, to be more precise, the audience) is indeed the sum of people 
present, and therefore, in theory, the sum of the viewers and/or listeners […]. For 
a [musical text], however, it seems to me that the public is nominally an entity 
more far-flung than the sum of its readers because that entity includes, 
sometimes in a very active way, people who do not necessarily read the [text] (or 
at least not in its entirety) but who participate in its dissemination and therefore 
in its ‘reception.’ My list of such people […] includes, for example, the publisher, 
the publisher’s press attachés, the publisher’s agents, booksellers, critics and 
gossip columnists, and even (and perhaps especially) the unpaid or unwitting 
peddlers of reputation that we all are at one time or another […]. And the public 
for a [musical text] includes yet another sometimes very broad category: people 
who buy the [text] but do not read it (or at least not in its entirety).40 The reader 
as conceived by the author […] is, to the contrary, and constitutively by the 
deepest management of the text, a person who reads the [text] in toto […]. The 
public as defined here, therefore, extends well and often actively beyond the sum 
total of readers.41 

 

Giuliani’s very choice of the title Le Rossiniane endorses the idea that he 

was aware of all the above-mentioned kinds of public – and such awareness 

is always intrinsically involved in the choice of a work’s title, or at least, in 

the choice of a work’s title made by an attentive author. And even if he might 

not have had the high degree of insight that somebody like Genette has 

today on such issues, he certainly comprehended something important: 

The title is directed at many more people than the text, people who by one route 
or another receive it and transmit it and thereby have a hand in circulating it. For 
if the text is an object to be read, the title (like, moreover, the name of the author) 
is an object to be circulated – or, if you prefer, a subject of conversation.42 

                                                        
40 In the case of Giuliani’s Le Rossiniane, this category might be represented by those guitar 
students or amateurs who, for technical and/or emotional reasons, do not feel competent 
enough to tackle his music, either partly or fully. Such a reflection can be also made about 
any other type of instrumental music students or amateurs who have any sort of hesitation 
towards a composition they deem to be too advanced for their musical understanding 
and/or technical skills. 
41 Gérard Genette, Paratexts: Thresholds of Interpretation, translated by Jane E. Lewin 
(Cambridge: Cambridge University Press, 1997), 74-75. I adapted the original excerpt by 
substituting the word book with either the expression musical text or text within brackets. 
42 Ibid., 75. 
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If all of the above is true, then a more in depth exploration of the functions 

of Giuliani’s title is needed in order to show that his meticulousness in 

choosing the name of his collection was a consequence of his attentiveness 

in feeling what the public of his times desired.  

 

As reported by Genette, Leo H. Hoek considers that a title is a “set of 

linguistic signs…that may appear at the head of a text.”43 Genette uses the 

book title of Voltaire’s Zadig ou La Destinée, Histoire Orientale to define 

the three constituent elements of such “set of linguistic signs”: ‘title’ (i.e. 

Zadig), subtitle (i.e. ou La Destinée) and genre indication (i.e. Histoire 

Orientale).44 He then specifies:  

[I]n our present culture, only the first element is obligatory. Today we more 
commonly encounter defective forms of the [title], for example, [‘]title[’] + 
subtitle (Madame Bovary, Moeurs de [P]rovince) or [‘]title[’] + genre indication 
(La Nauséee, Roman [Sartre’s Nausea, A Novel], not counting really simple titles, 
that is, those reduced to the single element ‘title,’ without subtitle or genre 
indication, such as Le Mots [Sartre’s The Words] […] Defective or not, titles do 
not always separate out their elements in so a formal way. The third element, 
especially, is frequently incorporated into the second (L’Education 
[S]entimental, Histoire d’un [J]eune [H]omme [Flaubert’s Sentimental 
Education: The Story of a Young Man]) or into the first (Le Roman de la [R]ose; 
Life of Johnson; Essai sur les [M]oeurs [Voltaire]; and so forth) […].45 

 

As the cover of the original manuscripts of Opp. 121 and 123 show, Giuliani 

apparently desired his works to be named by using the title Le Rossiniane 

per Chitarra (Le Rossiniane for Guitar), which has no presence of subtitle 

                                                        
43 Ibid., 76. 
44 Ibid., 55-56. From now on, the constituent element of a title named ‘title’ will still feature 
scare quotes but not in italics – i.e. ‘title’ – as to retrace the way Genette refers to it (as 
noticeable in the upcoming block quotation). This is to easily recall the first constituent 
element of a title throughout this chapter, as well as to distinguish it from the “set of 
linguistic signs” named title (which includes all the constituent elements already listed 
above). 
45 Ibid., 57. 
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and genre indication.46 Here follows a list of the titles and opus number of 

all six Le Rossiniane as they appeared on the cover of their first editions 

(with the addition of the original manuscript title and opus number, when 

applicable), the city where it was published and the name of the 

publishers:47 

1) First edition: Le Rossiniane per la Chitarra [...] Prima [P]arte Op. 

119 [...] Pub[b]licate a Vienna da Artaria e Compag.;48 

2) First edition: Le Rossiniane per la Chitarra [...] Seconda [P]arte Op. 

119 [...] Pub[b]licate a Vienna da Artaria e Compag.;49 

3) Original manuscript: Le Rossiniane per Chitarra [...] Parte Terza 

Opera 121;50 

First edition: Le Rossiniane per la Chitarra [...] Terza [P]arte Op. 

121 [...] Pub[b]licate a Vienna da Artaria e Compag.;51 

                                                        
46 See Appendix 1 and 2. As noticeable from Appendix 2, Giuliani added o Lira (or Lyre) in 
the title of Op. 123, so to indicate that this work was also playable on the lyre-guitar. 
However, this specification on the score of Op. 123 will be not considered for the analysis 
in Chapter 2.2 due to the fact that the nineteenth-century lyre-guitar was simply a six-string 
guitar featuring a lyre-like shape of the body, thus belonging to the guitar family of 
instruments. (For more information about the history of the lyre-guitar, see Matanya 
Ophee, “The Story of the Lyre-Guitar,” Soundboard XIV, no. 4 (1987): 235-244.) 
47 Every other paratextual element appearing on the cover of both the original manuscripts 
and the first editions will be excluded from this classification by using ellipses within 
brackets (i.e. […]). 
48 Mauro Giuliani, Le Rossiniane per la Chitarra Prima Parte Op. 119, first edition (Vienna: 
Artaria e Compag., 1822), cover, retrieved from the digital archive of the Rischel & Birket-
Smith Collection, Royal Danish Library, Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105022/http://www2.kb.dk/elib/noder/rischel/RiBS0359-
1.pdf. 
49 Mauro Giuliani, Le Rossiniane per la Chitarra Seconda Parte Op. 120, first edition 
(Vienna: Artaria e Compag., 1822), 1, retrieved from the digital archive of the Rischel & 
Birket-Smith Collection, Royal Danish Library, Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105025/http://www2.kb.dk/elib/noder/rischel/RiBS0359-
2.pdf. 
50 Mauro Giuliani, Le Rossiniane per Chitarra Parte Terza Op. 121, autograph manuscript, 
1823 ca., 1, retrieved from the Preußischer Kulturbesitz, Musikabteilung mit Mendelssohn-
Archiv, Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 7600/1. 
51 Mauro Giuliani, Le Rossiniane per la Chitarra Prima Parte Op. 121, first edition (Vienna: 
Artaria e Compag., 1823), 1, retrieved from the digital archive of the Rischel & Birket-Smith 
Collection, Royal Danish Library, Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105027/http://www2.kb.dk/elib/noder/rischel/RiBS0359-
3.pdf. 
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4) First edition: Première Fantaisie pour la Guitare [S]eule sur 

[P]luiseurs [M]otifs de Rossini [...O]euvre 122. [...] Vienne [C]hez A. 

Diabelli et Comp:;52 

5) Original manuscript: Le Rossiniane per Chitarra, o Lira [...] Opera 

123;53 

First edition: Seconde Fantaisie pour la Guitare [S]eule sur 

[P]lusieurs [M]otifs de Rossini [...O]euvre 123. [...] Vienne [C]hez A. 

Diabelli et Comp:;54 

6) First edition: VI. Rossiniana per la Chitarra [...] Parte Op. 124. […] 

Milano presso Gio. Ricordi dirimpetto all’ A.R. Teatro alla Scala[,] 

Firenze Presso Ricordi, Pozzi e C.55 

 

The first thing to notice in this list is that Artaria is the publisher who most 

faithfully complied with Giuliani’s indications for the title. By comparing the 

cover of the original manuscript of Op. 121 with the one of its first edition, it 

can be seen that the changes that Artaria made to the title are reduced to 

adding the Italian feminine singular article la (the) between the preposition 

                                                        
52 Mauro Giuliani, Première Fantaisie pour la Guitare Seule sur Plusieurs Motifs de 
Rossini Oeuvre 122, first edition, (Vienna: A. Diabelli et Comp., 1824), 1, retrieved from the 
digital archive of the Rischel & Birket-Smith Collection, Royal Danish Library, 
Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105031/http://www2.kb.dk/elib/noder/rischel/RiBS0361.p
df. 
53 Mauro Giuliani, Le Rossiniane per Chitarra, o Lira Op. 123, autograph manuscript, 1823, 
1, retrieved from the Musiksammlung der Österreichische Nationalbibliothek, Vienna, 
Mus. Hs. 35842. 
54 Mauro Giuliani, Seconde Fantaisie pour la Guitare Seule sur Plusieurs Motifs de Rossini 
Oeuvre 122, first edition, (Vienna: A. Diabelli et Comp., 1824), 1, retrieved from the digital 
archive of the Rischel & Birket-Smith Collection, Royal Danish Library, Copenhagen, 
http://wayback-
01.kb.dk/wayback/20101028105033/http://www2.kb.dk/elib/noder/rischel/RiBS0362.p
df. 
55 Mauro Giuliani, VI. Rossiniana per la Chitarra Op. 124, first edition (Milano and 
Firenze: Gio. Ricordi, 1828), 1, retrieved from the Biblioteca Nazionale Marciana, Venezia, 
Misc. Mus. 831. 
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per (for) and the object Chitarra (Guitar), thus improving the expression 

per Chitarra (for Guitar) into the more elegant sounding per la Chitarra 

(for the Guitar).56 The opposite can be said of Diabelli:57 the evaluation of 

the covers of both the original manuscript and the first edition of Op. 123 

display a complete disregard by the Viennese publisher for Giuliani’s cover 

suggestions. Instead, as Brian Jeffery points out:  

Diabelli gave Opp. 122 and 123 a different title: he called them Première (and 
Seconde) Fantaisie sur [P]lusieurs [M]otifs de Rossini. Thus not only did he 
ignore Giuliani’s own title, but he also ignored the numbering (parts 1, 2, and 3) 
which Giuliani and Artaria had given to Opp. 119, 120, and 121. We can only guess 
why Diabelli did this: perhaps he did not wish to continue with a title and a 
numbering sequence which a rival publisher had used, preferring to give the 
impression that the works which he was publishing were wholly independent.58 
 

 

In a way similar to Artaria, Ricordi’s VI. Rossiniana – published in 182859 

– rephrases Giuliani’s title in the first person feminine singular, but with the 

                                                        
56 The comparison of the same covers shows that Artaria also alters the paratextual 
indication for the part number: as observable in Op. 121, he changes Giuliani’s expression 
Parte Terza to the more conventional Terza Parte. 
57 From now on the surname Cappi will not be used together with Diabelli when talking 
about the first editions of Opp. 122 and 123. Cappi left the Cappi and Diabelli company in 
June 1824, which Diabelli renamed as only his own. (See Alexander Weinmann and John 
Warrack, “Diabelli, Anton,” Grove Music Online. Oxford Music Online (Oxford University 
Press, n.d.), accessed November 14, 2017, http://oxfordmusiconline.com.lib-
ezproxy.hkbu.edu.hk/subscriber/article/grove/music/07710.) Diabelli then advertised of 
the availability of Opp. 122 and 123 in August 1824. (see Thomas F. Heck, Mauro Giuliani: 
A Life for the Guitar (Austin: Guitar Foundation of America, 2013), chap. 4.3.1, Kindle.) 
Therefore, it is likely that all the final editorial decisions for the first editions of Opp. 122 
and 123 were made only by Diabelli, not by Cappi. 
58 Brian Jeffery, Mauro Giuliani: The Complete Works, Vol. 13, second edition (London: 
Tecla, 2002): “Preface: Publication.” Brian Jeffery is indeed right when he says that Diabelli 
ignores Giuliani and Artaria’s numbering of the first three Rossiniane. However, it is 
fascinating to notice that in reality Giuliani does not provide any numbering on the original 
manuscript of Op. 123, reporting only the opus number. (See point 5) on previous page.) 
This suggests that Giuliani himself might not have been willing to make (at least) Le 
Rossiniane Op. 123 (and maybe also Le Rossiniane Op. 122) appear as part of the same 
collection previously promoted by Artaria, and this may be as a sign of rupture with the 
Artaria firm, since at that time, as Heck states, “Giuliani […] had stopped sending new 
works to Artaria, probably because of failures of communication, but maybe also due to 
lukewarm interest on Artaria’s part.” It is known for certain that later on Giuliani tried to 
get back into Artaria’s favor by writing him a letter (also mentioned in fn. 63 of Introduction 
I.1, 23) about an argument with Diabelli’s firm which also involved the property of Le 
Rossiniane Op. 122 and 123. (For more information about this letter, see Heck, Mauro 
Giuliani: A Life for the Guitar, chap. 4.3.2.) 
59 Ibid., chap. 4.3.2. 
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numbering of the work in roman numerals and at the top of the title. He also 

‘imitates’ Artaria by adding the article la between per and Chitarra.  

 

Despite the different titles on the editions published by Diabelli’s firm, 

Jeffery “suggests that, since Giuliani only referred to these fantasies in the 

plural [name Le Rossiniane], we ought to do likewise and eschew the 

singular form, Rossiniana, except in the case of Op. 124, where Ricordi used 

it on the title page of his edition.”60 Therefore, the analysis of titular features 

will be done using the title Le Rossiniane per Chitarra, where the locution 

per Chitarra will be generally excluded (a part for a few specific analytical 

circumstances).61  

 

I previously pointed out that the expression Rossiniane (isolated from its 

article Le) is a deonomastic: more precisely, it is of the deanthroponymic 

type, since it derives from the surname of Rossini. A deonomastic of this 

type follows a morphological process where the word Rossini is an 

eponymous anthroponym undergoing an affixation,62 and in Italian such an 

                                                        
60 Ibid., chap. 6.2.5.  
61 These few circumstances occur in Chapter 2.2, 101-104. The choice of examining the title 
of Le Rossiniane by excluding the rest of the title (i.e. per Chitarra) is due to three main 
reasons: a) there is a general convention (especially in use among guitarists) to refer to 
these works just as Le Rossiniane – also used throughout this dissertation. Such a 
convention seemed to be fine with Giuliani, since there is at least two instances of him 
mentioning his works by using this sole expression both in singular and plural forms 
(described more in depth on the upcoming pages), respectively La Rossiniana (when 
referring to Op. 119 in a letter to Ricordi; see Chapter 2.2, 101) and [Le] Rossiniane (in the 
letter to Artaria already mentioned in Chapter 2.2, 85); b) the expression Le Rossiniane is 
the one which will prove to be key to understand Giuliani’s intended effect for the title; c) 
the locution per Chitarra is not considered for most of the examination happening in this 
chapter due to its triviality: like many other musicians of his time, Giuliani included per 
Chitarra to provide information about the instrument for which he had composed the 
piece. Within this footnote, both point b) and c) suggest to be the reasons behind point a). 
62 See Gaeta, “Deonomastici.” 
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affixation consists most of the time of either a prefix or a suffix. Maria 

Grossmann and Franz Reiner assert that “[o]verall, the Italian language 

uses more than a dozen suffixes in order to form deanthroponymic 

adjectives, but only four of them are highly productive: -iano, -ano, -esco 

and -ista[, with] -iano [being] nowadays the most utilized suffix to derive 

deanthroponymic adjectives.”63 The frequently occurring suffix -iano is 

usually exploited “to coin adjectives out of names, which designate origin or 

provenance.”64 Such a suffix is used particularly with anthroponymic 

eponyms – such as shakesperiano (Shakesperian) and marxiano (Marxian) 

– as well as with ethnic eponyms – e.g. bostoniano (Bostonian) and 

singaporiano (Singaporean).65 In addition, -iano is abundantly used as a 

suffix to be combined with the names of musicians and scientists.66 

 

All of the above reveals something important: it should not surprise anyone 

at all that, since Giuliani wished to make the public aware that “[he] chose 

to call them Rossiniane, because [he] intend[ed] that the chosen themes be 

by Rossini,” he selected the suffix -iane as the one to be placed after 

                                                        
63 Maria Grossmann and Franz Rainer, La Formazione delle Parole in Italiano (Tubingen: 
Max Niemeyer Verlag, 2004), 411. Original Italian text: “In tutto, l’italiano utilizza più di 
una dozzina di suffissi per formare aggettivi deantroponomici, ma di questi solo quattro, -
iano, -ano, -esco e ista, sono altamente produttivi [, e di cui] -iano è oggigiorno il suffisso 
più utilizzato per derivare aggettivi deantroponomici.” Clearly, the suffix -iano which is 
going to be taken into consideration is absolutely relevant for this investigation. In fact, -
iano is a masculine singular ending which, if applied as a suffix to the word Rossini instead 
of the feminine plural ending -iane, would only implicate a ‘gender’ and quantitative change 
to Giuliani’s title that would not substantially alter its signification. The other two 
expectable endings which can also be used in Italian are the feminine singular suffix -iana 
and the masculine plural suffix -iani.  
64 “Morfo: Morfemi Derivativi e Compositivi Fondamentali Online,” Valico, accessed 
September 6, 2016, http://www.valico.org/elenco.asp?id_tipo=8&nome_tipo=aggettivo 
denominale. Original Italian text: “-iano: suffisso usato per forare aggettivi da nomi che 
indicano […] origine o provenienza.” 
65 See Gaeta, “Deonomastici.” 
66 See Grossmann and Rainer, La Formazione delle Parole in Italiano, 411. 
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Rossini’s name, so as to transform it into a suitable title for his collection. 

Furthermore, the use of the feminine plural version of -iano suggests 

another reason why Giuliani chose such a title. Riboni reminds us: 

The great formal liberty of these [type of] pieces is highlighted by the numerous 
synonyms – not always used with due precision and correctness [of language] – 
with which [they were] designated: fantasia [italic added], paraphrase, 
transcription, reminiscence, pastiche [emphasis added], improvisation, 
quodlibet.67 

 

Among these terms, it is pastiche that stands out as a very special type of 

genre designation. Genette considers pastiche – whose French definition 

derived from the Italian word pasticcio (“literally meant ‘paste’ and 

designated first a mixture of diverse imitations, then a particular 

imitation”)68 – as the one of the main three transgeneric architexts, i.e. 

hypertextual genres,69 and being used in the particular case when the work 

wants to be a non-satirical imitation.70 In his Rossiniane, alongside 

featuring excerpts from Rossini’s operas, Giuliani also adds imitations of 

some of Rossini’s compositional (and theatrical) procedures – such as the 

famous crescendo Rossiniano, the recitatives and the coloraturas.71 Yet, 

what is most appreciable is how Giuliani tries to communicate to the public 

the pastiche-like character of his collection – that is, its imitative but non-

satirical intent – by using a suffix in the title which: 

Compared to other productive suffixes such as -esco and -ista, […] has the 
advantage of having a merely relational primary function; i.e. the suffix is 
devoided of whatsoever derogative shade […]. In principle, -iano is then 

                                                        
67 Marco Riboni, Mauro Giuliani (Palermo: L’Epos, 2011), 424-425. Original Italian text: 
“La grande libertà formale di questi brani è evidenziata anche dai numerosi sinonimi (non 
sempre usati con la dovuta precisione e proprietà) con cui li si è voluti designare: fantasia, 
parafrasi, trascrizione, reminiscence, pastiche, improvvisazione, quodlibet.” 
68 Genette, Palimpsests: Literature in the Second Degree, translated by Channa Newman 
and Claude Doubinsky (Lincoln: University of Nebraska Press, 1997), 89. 
69 Ibid., 8. 
70 Ibid., 25. 
71 Riboni, Mauro Giuliani, 443-445. 
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compatible with anthroponymics of every epoch, every region of the world and 
every professional activity.72 

 

Indeed, the earlier examination of the suffix -iano  can be helpful in 

highlighting why Giuliani was so enthusiastic in revealing to Ricordi how 

the first of his Rossiniane was – together with other pieces that he was 

proposing to the Italian publisher in a letter from Rome, dated 6 February 

1821 – so new in conception, and was therefore inherently a very good deal 

for a publisher of his caliber:73 Giuliani (might have) understood intuitively 

that, instead of just writing another piece in the traditional musical architext 

called potpourri, he was able to use this very type of architext to make a 

musical work of a more forward-looking perspective – and whose 

characteristics happen to match perfectly the description of what Genette 

regards as a pastiche, therefore as a transcendent architext (i.e. a 

hypertext) – and this understanding is revealed to the public by the use of 

                                                        
72 Grossmann and Rainer, La Formazione delle Parole in Italiano, 411. Original Italian text: 
“Rispetto ad altri suffissi produttivi come -esco e -ista, -iano ha il vantaggio di avere una 
funzione primaria meramente relazionale; il suffisso cioè è privo di qualsiasi sfumatura 
spregiativa […]. In linea di principio, -iano è dunque compatibile con antroponimici di tutte 
le epoche, di tutte le regioni del mondo e di tutte le attività professionali.” 
73 Heck, Mauro Giuliani: A Life for the Guitar, chap. 4.2.2. In that letter Giuliani wrote: 
“During the sojourn that I have spent in Rome I have been able to write some pieces of 
music in a style never before known, except within the unique mind of Rossini, who has 
gifted me with many originals from which to transcribe whatever suits me. The upshot is 
that I want to publish this music; I am offering it to you most cordially.” Due to checking 
the original Italian letter reported on page 193 of Riboni’s Mauro Giuliani, I would like to 
give a further suggestion on how the segment “[...] except within the mind of Rossini […]” 
in Heck's e-book can sound more ‘literal.’ In fact, the original Italian text says: “Durando il 
soggiorno che ho fatto a Roma ho procurato di scrivere de[i] pezzi [m]usicali di uno stile 
giammai conosciuto, oltre poi alla [c]onoscenza particolare di Rossini [emphasis 
added], il quale mi ha favorito molti o[r]iginali, onde tradurre tutto ciò che mi aggrada, 
conclusione: questa musica la vorrei pubblicare, ve ne fò l’offra la più amichevole [...].” The 
sentence “oltre poi alla [c]onoscenza particolare di Rossini” in fact translates as “as well as 
[getting] the particular acquaintance of Rossini,” thus referring to what happened in Rome 
besides writing his new pieces so to introduce his first Rossiniana. Therefore, my update 
makes the translation read as follows: “During the sojourn that I have spent in Rome I have 
been able to write some pieces of music in a style never before known, [as well as 
(getting) the particular acquaintance of Rossini] [emphasis added], who has gifted 
me with many originals from which to transcribe whatever suits me. The upshot is that I 
want to publish this music; I am offering it to you most cordially.” (The boldface was added 
as to indicate that the emphasis is on both my translation and substitution [within 
brackets]; the rest has been kept from the translation found in Heck’s e-book.) 
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the suffix (-iane) carried by this particular title. Moreover, the use of a non-

derogatory suffix for his title suggests the personal appreciation and 

admiration that Giuliani might have felt for the artistry of the composer 

from Pesaro, thus giving to the title all the deference required to name a 

work which is intended as a homage to a great composer.74 

 

As mentioned before, Giuliani used a title which features neither subtitle 

nor genre indication. Although Genette says that a literary text “is not 

supposed to know, and consequently not meant to declare, its generic 

quality: the novel does not identify itself explicitly as a novel, nor the poem 

as a poem,”75 the lack of genre indication on the cover of Giuliani’s works is 

actually a very peculiar choice within the music literature of his times 

                                                        
74 Although Genette’s definition of pastiche serves this analysis very well, Linda Hutcheon 
provides another definition (of Genettian reminiscence) which can also identify Giuliani’s 
Le Rossiniane as musical pastiches. In her explanation of the differences between parody 
and pastiche, Hutcheon states: “Is pastiche more serious and respectful than parody […]? 
Or would that be true only if the concept of parody that was used insisted on ridicule in its 
description? [...I]t seems to me that parody does seek differentiation in its relationship to 
its model; pastiche operates more on similarity and correspondence […]. In Genette’s […] 
terms, parody is transformational in its relationship to other texts; pastiche is imitative. 
[…] Pastiche will often be an imitation not of a single text […] but of the 
indefinite possibilities of texts. It involves what Daniel Bilous […] calls the 
interstyle, not the [non-Genettian notion of] intertext. But once again, it is 
similarity rather than difference that characterizes the relationship between 
the two styles [emphasis added].” (Linda Hutcheon, A Theory of Parody: The Teaching 
of Twentieth-Century Art Forms (Urbana and Chicago: University of Illinois Press, 2000), 
38.) This affirmation finds confirmation in the following words of Marco Riboni: “[E’] 
possibile individuare in [Le Rossiniane di] Giuliani alcuni atteggiamenti stilistici che, 
senz’alcun dubbio, si rifanno a più d’un tratto del teatro rossiniano. [...L]e ‘citazioni’ dello 
stile rossiniano non appaiono improntate a una semplice e meccanica riproduzione, bensì 
a un ben più appofondito e interessante tentativo di riproduzione della Stimmung teatrale 
[It is possible to identify, in Giuliani’s Le Rossiniane, certain stylistic attitudes that, without 
any doubt, refer to more than one trait of the Rossinian theater. [...T]he ‘citations’ of the 
Rossinian style do not appear to be founded on a mere mechanic reproduction, but to a 
much more thorough and interesting attempt of reproducing the theatrical Stimmung].” 
(Riboni, Mauro Giuliani, 443-444.) As a side note, Hutcheon’s statement above seems to 
clarify further the origin of Vera’s confusions between parody and paraphrase: he may have 
thought that, since (strict) parody is transformational, then it can be compared to 
paraphrase. However, as we now know, in Palimpsests Genette regards parody as an 
hypertext, not an intertext, therefore contradicting Vera’s taxonomical ‘world’ in his paper. 
(Please refer to the whole argument in Chapter 1.2, 33-37.) 
75 Genette, Palimpsests: Literature in the Second Degree, 4. 
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because, while his title is well-engineered as a primary source of information 

about what type of material the public can expect to listen to (i.e. material 

featuring excerpts from and imitating the style of Rossini), it does not give 

any clue to what sort of architextual musical form or genre is going to be 

utilized to make such pastiche-like compositions happen, even in its 

complete titular version. Moreover, if the title of such pieces fails to convey 

that these works are in fact written in potpourri form, then the message that 

the pieces feature excerpts from Rossini’s operas would fail to be properly 

directed. As Genette states, the architext of a work is “articulated at most 

only by a paratextual mention, which can be titular.”76 Typically this 

enunciation is avoided when an author does not want to either “underscore 

the obvious or, conversely, [wants to] reject or elude any kind of 

classification.”77 As will be demonstrated below, Giuliani seems to want the 

obvious to be implicitly ‘underscored.’  

 

After explaining that the most significant purpose of a title is “the function 

of designating, or identifying [a text]”78 – via naming the text in a way that 

is both accurate and careful in freeing the text from any sort of 

                                                        
76 Ibid. This statement by Genette from Palimpsests (originally published in French in 
1982) should be seen towards the lenses of his later study Paratexts (which first came out 
in the same language in 1987): the architext of a work is often featured within its title, where 
the title is a set comprising the three elements ‘title,’ subtitle, and genre indication. In point 
of fact, by reporting a further segment from Genette’s same statement above, it can be 
noticed that he seemed to conceive titles in a less refined way as in Paratexts: “[The 
architext of a work is] articulated at most only by a paratextual mention, which can be 
titular […] or most often subtitular [emphasis added].” Basically, in Palimpsets Genette 
considers title and subtitle as separate entities, which implies the following: a) he thinks of 
the ‘title’ as the actual title, b) subtitle is an element not contained within the latter, and c) 
genre indication is not yet contemplated as a titular category. (This will be even more 
evident in light of the upcoming summary of the descriptive function of a title and its main 
four categories.) 
77 Ibid. 
78 Genette, Paratexts: Thresholds of Interpretation, 93.  
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misunderstanding79 – Genette postulates that the second most important 

function of a title is what he labels as descriptive. “Always partial and 

therefore selective,” this is an apparently optional but ultimately inevitable 

function that is the major instrument of interpretation of a work.80 A 

descriptive function can be:  

1) Thematic, when the ‘title’ specifies the ‘subject matter’ (i.e. the 

theme) of the text as the only element present in the title – 

including the case when these sort of titles do not indicate a theme 

in strict terms, but instead “elements of the diegetic universe of 

the works for which they serve as the titles,” such as “a place, an 

object, a leitmotif, a character.”81 In the cases where a ‘title’ is 

followed by a subtitle, the whole title is named double thematic – 

a very common practice during Greco-Roman Classicism, where 

“titles generally organized this division of labor according to a 

clear principle: to the [‘]title[’] went the name of the hero (or, in 

Plato, the name of Socrates’ interlocutor), and to the subtitle went 

the indication of theme (Theaetetus or On Knowledge [Plato], 

Candide ou L’[O]ptimisme, Le Barbier de Séville ou La 

                                                        
79 Ibid., 79. On both page 79 and 80 of Paratexts Genette goes on by explaining that the 
function of naming a title implies two acts: a) the act of baptizing a text, whose motivation 
comes from “a preference, a compromise, a tradition: rarely is a child’s first name left up to 
the luck of a dart thrown at a calendar”; b) the act of using a text, which is any act of utilizing 
the text’s name for mere identification purpose – hence the act of using completely ignores 
all the motivation which led to the process of finding and choosing the title. In Giuliani’s 
case, we already know that the motivations behind the ‘baptism’ of his works were his 
special acquaintance with Rossini made in Rome as late as February 1821, as well as his 
wish to let the public know that the provenance of the themes of his work was Rossini’s 
compositional output. Of course it is of no use to describe how the act of ‘using’ works in 
Giuliani’s pieces, since (supposedly) this very function would operate the same way with Le 
Rossiniane as with other texts. 
80 Ibid., 93. 
81 Ibid., 81. 
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[P]récaution [I]nutile [Beaumarchais] [emphasis 

added])”;82 

2) Rhematic, when the name of the type of form or genre featured as 

the structure of the text is used as its (overall) title,83 thus 

                                                        
82 Ibid., 85. Since one of the main figures around which this thesis is based upon is Rossini, 
it might be of significant interest to point out that Rossini kept the exact same double 
thematic title that Beaumarchais used in his book for his opera The Barber of Seville, with 
a translation of the original title from French to Italian being the only alteration made by 
Rossini and his librettist Cesare Sterbini (1784–1831) – thus naming the opera Il Barbiere 
di Siviglia, ossia L’Inutile Precauzione. However, the title used by Beaumarchais was not 
the one originally destined for the opera: as the many accounts of its première (which was 
held on 20 February 1816 in Rome’s Teatro Argentina; see Gioachino Rossini, Il Barbiere 
di Siviglia, edited by Alberto Zedda (Pesaro: Fondazione Rossini, 2009), xxx) testify 
Rossini and Sterbini first placed the name of character of Count Almaviva as the ‘title’ to be 
featured publicly, meaning that they somehow wanted audiences to think of Almaviva as 
the actual hero of the opera. In reality it seems that this move was not made as an 
ideological contrast with Beaumarchais’s indication of who the hero of his play is. Some 
historical sources suggest that such a change was made as an act of respect to the previous 
composer of a famous opera version of the same play, Giovanni Paisiello (1740–1816) – a 
move which also seems an act of precaution from (if not of pandering towards) the many 
followers, admirers and disciples that Paisiello had in Rome at that time who would criticize 
Rossini’s opera. The English journalist Henry Sutherland Edwards (1828–1906) reports: 
“Rossini did not bring out his Barber without addressing a few words of explanation, if not 
apology, to the public; and by way of disclaiming all idea of entering into rivalry with 
Paisiello he announced his opera under a new title. ‘Beaumarchais’ comedy,’ he wrote, in 
an advertisement to the public, ‘entitled the Barber of Seville; or, The Useless Precaution, 
is presented at Rome in the form of a comic drama, under the title of Almaviva; or, The 
Useless Precaution, in order that the public may be fully convinced of the sentiments of 
respect and veneration by which the author of the music of this drama is animated with 
regard to the celebrated Paisiello, who has already treated the subject under its primitive 
title.[’]” (Henry Sutherland Edwards, Rossini and His School (London: Sampson Low, 
Marston, Searle, & Rivington, 1888), 59.) It is curious to note how history repeats itself 
when it comes to these sort of paratextual ‘superstitions’ (and their unexpected 
consequences), such as in the case of the dilemma that both Giuseppe Verdi (1813–1901) 
and Arrigo Boito (1842–1918) faced with regard to titling their first opera together as Otello 
(1887). Julian Budden (1924–2007) stated: “[For a while, Verdi and Boito] referred [to 
their opera] indiscriminately as Otello or Iago. According to an unwritten law of the 
theat[er] whereby any opera written to a subject previously treated should have a fresh title, 
Iago was the more likely choice. But now Verdi decided otherwise. ‘It’s true,’ he wrote to 
Boito, ‘that [Iago] is the demon who sets everything in motion; but it’s Othello who acts: he 
loves, is jealous, kills and is killed. For my part I would find it hypocritical not to call it 
Otello. I would rather it were said “he tried to pit his strength against that of a giant and 
was crushed,” than “he tried to hide behind the title of Iago.”’ An implicit allusion, this, to 
another unwritten law whereby if an opera is judged superior to its predecessor on the same 
subject it is allowed to usurp its predecessor’s title. Thus Rossini’s Almaviva, ossia 
L’[I]nutile [P]recauzione took over as by natural right the title of Paisiello’s Il Barbiere di 
Siviglia, which it had ousted from the repertoire. Rossini himself, that ‘giant’ with whom 
Verdi had dared to wrestle, would thus share Paisiello’s fate with his own Otello [(1816)].” 
(Julian Budden, The Operas of Verdi. Vol. 3: From Don Carlos to Falstaff (New York: 
Oxford University Press, 1981), 319.) 
83 Genette, Paratexts: Thresholds of Interpretation, 86. Genette’s name for this function is 
due to the fact that he regards a genre indication as “rhematic by definition”: generally “its 
purpose is to announce the genre status decided on for the work that follows the title.” 
(Ibid., 94) 
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“alluding to the text itself, considered as a work and as an 

object.”84 As stated by Genette, this type of rhematic titles were 

particularly popular during the Greco-Roman Classical period - 

hence, it is not a casuality if a vast majority of rhematic titles that 

in modern times are still used in those types of literary and artistic 

works exploiting forms and genres retrace those styles of titling 

coming from Greco-Roman Classicism onwards. However, 

Genette is careful to also include those rhematic titles which are 

not as classical-sounding but that “display a sort of genre 

innovation,” labeling them parageneric;85 

3) Mixed, when title comprises both a rhematic and a thematic 

element, with the rhematic being usually an indication of genre, 

e.g. Hume’s Treatise on Human Nature, or Locke’s Essay 

Concerning Human Understanding.86 Genette details his 

explanation of this function by stating: 

All titles of this kind begin by designating the genre and therefore the text, 
then go to designate the theme. This formula – eminently classical and 
extremely clear-cut – was used especially for theoretical works. To tell the 
truth, over the years some of these titles have been truncated and have 
lost their rhematic element.87 

 

4) Ambiguous, when the title is not classifiable as either thematic or 

rhematic. For example: 

[O]ne can play on the uncertainty: which is it for Les Nouvelles 
Nourritures [New Fruits] [sic.]? New fruits, or new Fruits [sic.]? And for 
Les Nouvelles Impressions d’Afrique: new impressions, or new 
impressions? […] Other ambiguities are possible with Fin de… [End of…] 
[sic.]. How should we read La Fin de Chéri? Is it the end of Chéri, or the 
end of Chéri? […] It is obvious that end can apply with equal validity to a 

                                                        
84 Ibid., 78. 
85 Ibid., 86. 
86 Ibid., 86. 
87 Ibid., 87. 
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person or a book. […] Hence the ambiguity of such titles as History of…[,] 
Life of…[.] Or again, under cover of polysemy: Feuilles d’[A]utomne 
[Leaves of Autumn, Hugo]. But Hugo’s title is actually Les Feuilles 
d’[A]utomne, which reduces the ambiguity in favor of the thematic: 
Feuilles d’[A]utomne could designate the pages of the book, but Les 
Feuilles d’[A]utomne could hardly designate anything but the dead leaves 

of autumn.88 

 

At first glance, Giuliani’s title appears to be a thematic one, since Rossini is 

the character around which the “diegetic universe of the works” revolves. 

However, the use of the suffix -iane makes the term Rossiniane a 

deanthroponymic adjective. An adjective implies, of course, a descriptive 

specification of a subject (or object). As Giuliani was a native Italian speaker, 

he was naturally conscious of this, the proof being that when he introduced 

his Le Rossiniane No. 1, Op. 119 to Ricordi in his letter, he referred to it as 

“[g]ran [p]ot[p]ourri for guitar, called [L]a Rossiniana, a piece which I use 

in my [c]oncerts.”89 This raises the hypothesis that he assumed that the 

public would have easily guessed what type of musical architext was behind 

the title, hence his choice of keeping a title of great effect and easy to 

remember. The latter observation raises a second hypothesis about 

Giuliani’s view of how the title could have been perceived by the public – 

especially by a more musically literate one. This can be supposed to have 

been imagined by him as something sounding like:  

[I Potpourri Chiamati] Le Rossiniane per [la] Chitarra90 

([The Potpourris Called] The Rossinanas for [the] Guitar) 

 

                                                        
88 Ibid., 87-88. Genette defines clearly the ambiguous descriptive type just mentioned with 
the term ambiguous on page 93 of Paratexts. 
89 Heck, Mauro Giuliani: A Life for the Guitar, chap. 4.2.2. 
90 This construction, and the one following it, are based on the titles found in Giuliani’s 
original scores of Opp. 121 and 123. In both examples, the article la within brackets is added 
between per and Chitarra, recalling the solution later utilized by Artaria on the covers of 
Opp. 119, 120, and 121. (See Chapter 2.2, 89-90.) 



102 
  

Here the subject of the phrase (potpourris) is identified as Le Rossiniane, 

and the object complement per Chitarra gives specifics about the 

instrument for which this series is written. The only problem with this 

interpretation is that in Italian the expression I potpourri cannot go 

together with Le Rossiniane: the former’s declination is a third person 

masculine plural, whereas the latter is a third person feminine plural, so 

only a change in Le Rossiniane’s suffix (from -iane to its corresponding 

third person masculine plural -iani) would fix the problem, transforming 

the title accordingly into I Rossiniani.  

 

How could Giuliani possibly choose a title which cannot be associated 

correctly with the genre indication’s different declination? Thankfully, the 

writing of Carl Czerny provides the answer to this question: 

There are four species of [f]antasias:  

1. The [f]antasia on a single theme[;] 

2. The [f]antasia on several themes[;] 

3. The [f]antasia on so many subjects, that it should properly be called 

[p]ot[p]ourri [emphasis added][;] 

4. And lastly, the [c]apriccio[;] 

In the first, second, and fourth species, the themes may be either original or 
otherwise. The third species, however, is only proper for themes which 
are already known and esteemed [emphasis added].91 

 

Evidently, Giuliani knew that the term potpourri – or in this case gran 

potpourri, which he used in his letter to Ricordi to communicate the 

grandeur of the music featured as well as the high degree of difficulty 

involved in its execution – was the most appropriate for a piece featuring 

                                                        
91 Carl Czerny, School of Practical Composition, Vol. 1 (London: R. Cocks & Co., 1848), 82,  
http://hdl.handle.net/1802/28412. Here the word fantasia has been italicized by the 
author of this thesis. As a general rule in his book, Czerny writes this word with its first 
letter capitalized and without italicizing it. 
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many famous arias. At the same time, he chose to use a more elegant, gentle, 

feminine name for the works, suggesting that Giuliani was aware of the 

fact that a potpourri is after all a type of fantasia, and in Italian the 

singular word fantasia and its plural correspondent fantasie are both of 

feminine gender, thus combinable with the expression Rossiniana/e. The 

final perceptive result that Giuliani thought he addressed to the audience – 

mostly through Artaria, who was the sole publisher respecting most of the 

title’s original words design on his covers – may have been intrinsically 

something like this: 

Le [Fantasie] Rossiniane per [la] Chitarra 

(The Rossinian [Fantasias] for [the] Guitar) 

 

The resulting title somehow looks strikingly similar to Diabelli’s French 

titles for Giuliani’s Opp. 122 and 123. In fact, if deprived of their numbering, 

they would both look like this: 

Fantaisie pour la Guitare Seule sur Plusieurs Motifs de Rossini 

(Fantasia for the Solo Guitar on Multiple Themes of Rossini) 

 

The resemblance to the previous example is obvious, especially if we 

consider that the term Le Rossiniane indicates that the pieces feature 

“[m]ultiple [t]hemes of Rossini.” More importantly, Diabelli’s seemingly 

spontaneous decision to name Giuliani’s Opp. 122 and 123 in the way that 

he did gives a high degree of plausibility to what has been theorized as 

Giuliani’s perception of his works’ genre, thus making it safe to say that Le 

[Fantasie] Rossiniane per [la] Chitarra is the primal title implied by the 

definitive title for the pieces given by Giuliani. In consequence, the primal 
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title is actually categorizable as of a mixed type: both the genre and the 

‘title’’s ‘adjectivated’ hero – one representing the rhematic, and the other 

the thematic component – are featured in the title. The genre would have 

appeared first – hence respecting the general rule of such type of title – but 

instead Giuliani anticipates what Genette refers to as the truncation of the 

rhematic element, which eventually would have happened after some years 

of circulation of the texts.92  

 

Showing that the title of Le Rossiniane suggests the works’ genre without 

naming it is an essential part of demonstrating the extent of Giuliani’s effort 

in trying to provide a consistent referential title for the public, which need 

it to understand the content of his works (including the genre) from their 

very first encounter with the title. As Reynold states, “genre […] shapes 

listeners’ expectations and response,”93 and this was especially true with an 

audience as strongly sensitive to genres as that of the nineteenth century. In 

fact, although Le Rossiniane were potpourris of rather new conception for 

its times, the public still needed to know the musical genre of what they were 

going to listen to, and eventually buy (if the members of the public happened 

to be guitarists): 

Even where a [musical] creation negates or surpasses all expectations, it still 
presupposes a preliminary information and a trajectory of expectations 
[Erwartungsrichtung] against which to register the originality and novelty. This 
horizon of the expectable is constituted for the [listener] from out of a tradition 
or series of previously known works, and from a specific attitude, mediated by 

                                                        
92 The above investigation of the truncation made by Giuliani brings up another issue: it 
seems that Diabelli was ‘forced’ to choose the longer, more primal, and very specific titular 
form hypothetically implied by Giuliani since the shorter, truncated version of the title 
came out ahead of its supposed time of gestation and was immediately exploited by Giuliani 
(and Artaria), probably due to both the apparent sparkling effectiveness to – and ease of 
memorization for – the public.  
93 Reynolds, Motives for Allusion, 34. 
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one (or more) genres and dissolved through new works. Just as there is no act of 
[musical] communication that is not related to a general, socially or situationally 
conditioned norm or convention, it is also unimaginable that a [musical] work set 
itself into an informational vacuum, without indicating a specific situation of 
understanding. To this extent, every work belongs to a genre…[F]or each work a 
pre[-]constituted horizon of expectations must be ready at hand…to orient the 
[listener’s]…understanding and to enable a qualifying reception.94 

 

Therefore it was important for Giuliani to make the public sense that they 

were going to listen to a series of Rossini excerpts delivered through the use 

of the genre fantasia forming a potpourri,95 shaping the public’s 

expectations that they were going to find some of their most beloved musical 

themes composed in a way that could excite and entertain them. In fact, as 

Czerny states: 

The public in general, experiences great delight on finding in a composition some 
pleasing melody with which is already familiar, and which it has previously heard 
with rapture at the [o]pera: for most melodies acquire their popularity by the fine 
performance of a human voice and the charm of theatrical effect. Now, when such 
melodies are introduced in a spirited and brilliant manner in a [f]antasia [italic 
added], and there developed or varied, both the composer and the practiced 
player can ensure great success.96 

 

Denoting the genre of his works without sacrificing the directness and 

effectiveness of the title of Le Rossiniane was indeed key for Giuliani to 

convey the message that Rossini’s flamboyant operatic music was featured 

in a genre which could “ensure great success.” However, Giuliani needed to 

imply that the music was written in potpourri style because, after all, he also 

needed to sell his music. This genre became notably popular during the first 

half of the nineteenth century due to “[the] desire of the public to possess 

                                                        
94 Kofi Agawu, Playing with Signs, 35. As explained by Kofi Agawu, the cited passage is an 
adaptation by him of an excerpt coming from page 79 of Hans Robert Jauss’s Toward an 
Aesthetic of Reception. Agawu points out that he adapted the quotation by substituting the 
term literary with musical [within brackets] where appropriate. 
95 Czerny, School of Practical Composition, Vol. 1, 87. The definition fantasia forming a 
potpourri has been extrapolated from Czerny’s expression “Of the Fantasia forming a Pot-
pourri [sic.],” which is the title that Czerny uses to introduce his paragraph on the 
potpourri genre. 
96 Ibid., 86. 
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the beautiful melodies of favorite [o]peras, tastefully and connectedly 

strung together.”97 Sure enough, he was willing to exploit such popularity to 

sell copies of his compositions. Therefore, Giuliani needed to deliver all 

these expectations to the public through his title, in order to maximize what 

Genette refers to as the third and fourth functions of a title, respectively the 

connotative and temptation functions: 

1) The connotative function is one strictly dependent from the 

descriptive function, and therefore also unavoidable since “for every 

title, like every statement in general, has its own way of being or, if 

you prefer, its own style.” However, Genette considers this function 

to be more like a value, due to its own involuntary nature; 

2) The temptation function instead is conditional to the connotative 

function more than to the descriptive one. The temptation function 

– and its either positive, negative, or null outcome – relies mostly on 

“the receiver[,] who does not always conform to the sender’s own idea 

of his[/her] addressee.”98 

 

In summary, Giuliani was able to present his material through a title that 

could allow all types of public interested in music to figure out the fact that:  

• Excerpts from outside sources were going to be featured consistently 

in his pieces through the use of a very successful genre;  

                                                        
97 Ibid., 87. 
98 Genette, Paratexts: Thresholds of Interpretation, 93. 
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• These excerpts came originally from a single author, who was at that 

time enjoying unprecedented popularity in Europe as an opera 

composer;  

• The pieces were going to deliver to the audience a guitar ‘reduction’ 

of the operatic experience that they would have expected from 

attending a performance of an opera by Rossini. 

This presentation was thought out by Giuliani in an attempt to appeal to a 

wide spectrum of emotions and tastes which were shared by most of the 

early nineteenth-century music public; indeed, pieces composed in the 

architextual genre potpourri and named after the most famous opera 

composer of that era definitely aroused curiosity in the public of Giuliani’s 

time. Therefore, the way Giuliani maximized the effectiveness of the titular 

paratext on the cover of his works represents the first element of 

referentiality, adopted by Giuliani for making sure that listeners could 

identify the quotations of Rossini’s music in his Le Rossiniane. In Giuliani’s 

case, his title serves as the primary source of informational background, 

immediately awakening the attention of the musical public – one that would 

either attend his concerts, or read the title either in a music magazine, or on 

the cover of Giuliani’s published scores, and in both cases eventually buy his 

scores. These expectations about the pieces matches the kind of culturally-

conditioned referential functionality that Bicknell attributes to the concert 

program that she found at (and read before) her first listening of Schnittke’s 

Quartet, an act that was so determinant to her successful attempt in 

identifying some of Schnittke’s quotations. Therefore, this referential 

element is the one which, among others, attempts to make sure that any type 
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of member of the public (and not only the musically educated type) can have 

the chance to identify all the quotations included in Le Rossiniane.  

 

2.3 Le Rossiniane’s Second Element of Referentiality: 

The Picture of Rossini’s Music 

Identifying the title as the first element of referentiality shared among all 

the quotations present in Giuliani’s Le Rossiniane is essential for this 

analysis. However, this element represents altogether what Howard calls 

vague contextual criteria,99 meaning that it does not ensure that the 

quotations featured in Le Rossiniane are strictly related to the ‘hero’ 

represented by the title through the expression Le Rossiniane. This in turn 

suggests that there is a need to find at least a second element of 

referentiality, as well as a need to justify it as such. Luckily, both my 

consideration inspired by Howard (above), as well as Bicknell’s assertion 

that the very musical signs reporting outside excerpts on the score denote 

the manifestation of those excerpts,100 give suggestions of what the second 

element of referentiality might be: the quotations of Rossini’s music present 

in Giuliani’s Le Rossiniane.  

 

To explain why the quotations of Rossini’s music in Giuliani can be 

considered as a second element of referentiality, an expansion of the quote 

previously cited by Reynolds about the acknowledgement of borrowed ideas 

                                                        
99 See Chapter 2.1, 74. 
100 See point 3) in Chapter 2.1, 80. 
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by nineteenth-century musicians has to be made: “[w]hen ideas were 

borrowed without alteration, the debt was often acknowledged publicly by 

calling attention to the source by means of title […], or by blatant 

quotations of well-known chants, chorale melodies, or folksongs 

[emphasis added].”101 In the case of Giuliani, the quotations present in Le 

Rossiniane are obviously by Rossini, being so blatant within the context of 

the pieces that the chances of being recognized by both readers of the scores 

and listeners are extremely high – or at least, were extremely high in 

Giuliani and Rossini’s times: this historical context also enhanced the 

chances of the quotations being recognized. This high probability was 

maximized through Giuliani’s ability to use a title which was (and is) able to 

activate “the listener’s foreknowledge of the quoted source[s…] 

atmospherically allied with his own composition.”102 

 

However, since potpourri is a genre which connects one theme after another 

“by means of modulations, pauses or cadences,”103 it is important to 

consider quotation as a referential element which can be distinguished from 

the rest of the work as a singular identifiable object by audiences during a 

concert, and by a performer (or a scholar) during the analysis of such a work.  

As François Recanati asserts, in literature “[a] quotation is a form of 

demonstration involving linguistic material. Qua demonstration, it has 

pictorial rather than linguistic meaning. This makes quotation, at bottom, a 

                                                        
101 Reynolds, Motives for Allusion, 104. 
102 Keppler, “Some Comments on Musical Quotation,” 473-474.  
103 Czerny, School of Practical Composition, Vol. 1, 87. 
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paralinguistic phenomenon.”104 If a musical quotation is likewise a form of 

demonstration of musical material coming from an outside source, then it 

is safe to say that musical quotations are also pictorial in nature: they evoke 

emotions usually associated with outside musical ‘worlds’ by picturing them 

and placing them in new scores, which act as their own new contextual 

‘wall.’ In Giuliani’s Le Rossiniane, the quotations of Rossini’s music are 

basically pictures of Rossini’s operatic material, accordingly ‘photoshopped’ 

by means of unquotational operations which adapt them to the instrument 

for which they are written, and then put them into a new Rossinian frame 

which, by imitating Rossini’s most famous compositional procedures in the 

interconnections between themes, re-evoke the spirit and the emotions of 

Rossini’s operas. These quotations, then, considered as Pictures of Rossini’s 

music – taken by Giuliani and thus extensively retrievable throughout Le 

Rossiniane that they can be identified, collected, and classified into a group 

– represent the second element of referentiality of the pieces at issue 

in this dissertation.  

 

In light of the above, a reflection about one of Howard’s postulates on 

quotations can now be made. Howard is right when he points out that it is 

reference which breeds familiarity (and similarity), and not the contrary.105 

However, Giuliani made sure that the ‘branding’ of his Rossinian pictures 

was made from the very beginning by naming the works featuring them in 

the way (and through the process) already described above (and so 

                                                        
104 Recanati, “Open Quotation,” 680. 
105 See Chapter 2.1, 75.  
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analogous in outcome to Bicknell’s program notes). This in turn validates 

these quotational ‘pictures’ as referential at the very moment when, as 

stated before, these are identifiable, collectable, and classifiable as Pictures 

of Rossini’s music. The need for referencing quotations as ‘pictures’ is a 

quick and accessible method indeed to confirm the legitimacy of the first 

referential element, which does not by itself guarantee the presence of the 

Rossinian pictures in Giuliani’s works. In fact, a reference is only valid when 

it denotes the quoted passage as authentic, and such authenticity is provided 

by how consistently similar the quoted ‘picture’ is in comparison to the 

original passage. Besides, the second referential element is the most 

personal referential tool of a composer who intends to use musical 

quotations: while the first element is addressed to the public as a whole, the 

second element is used by the composer as a way of discerning his or her 

quoted material from his/her own original material, so as to be able to 

manage the quotations nimbly during the compositional process. It is safe 

to say that the second referential element is the one most likely to be created 

first by a composer, who then would adapt the first element of referentiality 

according to the material used in his/her work. It is also worth pointing out 

that this second element is also important for both the performers of the 

works, as well as the scholars analyzing them who are not the composer 

himself/herself. The identification of the quotations as ‘pictures’ is a basic 

requirement to reference all types of musical quotations present in such 

compositions.   
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2.4 Le Rossiniane’s Third and Fourth Elements of 

Referentiality: Intertitle (Tempo Marking) and 

Literal Note (Footnote)  

The referential elements analyzed above are both present in the same way 

in all three types of musical quotations in Giuliani’s Le Rossiniane. In 

addition to this, there are two further referential elements to be discussed, 

which do not appear together with the first two in every single instance of 

Giuliani’s musical quotation: 

1) The intertitles: these are the third referential element, and 

embodied in tempo markings; 

2) The notes (literal, not musical): these are the fourth (and last) 

referential element. In the originals of Le Rossiniane they operate 

as footnotes, so as to refer both the types of the arias quoted by 

Giuliani and their provenance from Rossini’s operatic repertoire.  

 

Tempo markings are describable as “[w]ords […] in musical scores used to 

define the speed and specify the manner of performance.”106 Together with 

dynamics, and contrary to narrative pace in literature (defined and 

controlled through a large number of writing tools), they represent the sole 

pacing device available in music which “determines how quickly or how 

slowly the [composer] takes a reader [and/or an audience] through a 

                                                        
106 David Fallows, “Tempo and Expression Marks,” Grove Music Online. Oxford Music 
Online. Oxford University Press, accessed September 25, 2016, 
http://www.oxfordmusiconline.com.lib-
ezproxy.hkbu.edu.hk/subscriber/article/grove/music/27650?q=tempo+marking&search
=quick&pos=1&_start=1#firsthit. 
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[composition].”107 As observable in music scores of any genre and style, 

tempo markings are employed by composers in the form of intertitles (i.e. 

internal titles). Genette labels as intertitle any “title given to a section of a 

book: in unitary texts, these sections may be parts, chapters, or 

paragraphs.”108 Genette then explains: 

[I]n contrast to general titles, which are addressed to the public as a whole and 
may have currency well beyond the circle of readers, internal titles are accessible 
to hardly anyone except readers […]; and a good many internal titles make sense 
only to an addressee who is already involved in reading the text, for these internal 
titles presume familiarity with everything that has preceded. […However], in 
contrast to the general title […], intertitles are by no means absolutely required. 
Their potential presence extends from impossible to indispensable […].109 

 

In the case of a unitary musical text like a potpourri (and more specifically, 

Le Rossiniane) a tempo marking is indeed indispensable.110 Intertitles 

represent not only a way to indicate the narrative pace of the music to a 

performer (or any reader of the text), so as to be able to deliver the mood of 

a section to listeners, but above all a method to signal that a) another 

quotational ‘picture’ taken from an outside source has being introduced into 

the piece, and that b) such a ‘picture’ is utilized because of its pacing power, 

i.e. the composer uses the quotation in question because its unique 

character in the original source is of support to the pacing of his/her music. 

Thus, the intertitle functions as the main indicator of the (likely) quotation’s 

archetypal mood.  

                                                        
107 Buffy Naillon, “What Is Narrative Pace?,” Synonym.com, accessed September 25, 2016, 
http://classroom.synonym.com/narrative-pace-3907.html. In order to adapt the 
definition of narrative pace to the main focus of this section, I have substituted the words 
writer and story respectively with composer and composition. 
108 Genette, Paratexts: Thresholds of Interpretation, 295. 
109 Ibid., 294. With regard to the last sentence by Genette, I would say that the potential 
presence of an intertitle such as tempo marking would extend from minimal to 
indispensable. In fact, a composer today would never give up the primary pacing tool 
available in music, unless his/her compositional exigencies would require this. 
110 See Appendix 3 and 4. 
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Tempo markings are traditionally indicated with Italian descriptive, 

qualifying adjectives such as Lento (slow), Allegro (cheerful), and so forth.111 

Sometimes such adjectives are accompanied by either another adjective or 

an adverb which further specify the mood intended by a tempo marking, e.g. 

Lento e maestoso (slow and majestic), Allegro molto (very cheerful); at 

other times tempo is only indicated by using adverbs, e.g. Molto lentamente 

(very slowly), or Allegramente (cheerfully). Ultimately, such adjectives and 

adverbs constituting tempo markings comment on the character of the 

material to which they refer, therefore making such intertitles rhematic in 

nature. Nonetheless, if there are any rhematic indications such as the ones 

illustrated above, then there must be themes to which they are referring. In 

general, any notation following a rhematic tempo marking intertitle 

represents the theme upon which the rhemes are commenting; in the 

particular case of Giuliani’s Le Rossiniane, these themes are embodied by 

the musical themes quoted by the composer in his Rossinian potpourris, 

and which he refers to in his originals by utilizing written literal notes.112 

 

As a paratextual element addressed to readers who might be particularly 

attracted to any additional thought or information about the text,113 a note 

is classifiable as “a statement of variable length (one word is enough) 

                                                        
111 Throughout this thesis, Italian tempo markings will be written in the traditional form in 
which they appear in music score, i.e. with their first letter capitalized. However, their 
translation will feature only small letters.  
112 This makes perfect sense if we furtherly expand Reynold’s statement (previously 
reported twice in Chapter 2.2, 85, and Chapter 2.3, 109): “[w]hen ideas were borrowed 
without alteration, the debt was often acknowledged publicly by calling attention to the 
source by means of title […], by annotation in the score [emphasis added], or by blatant 
quotations of well-known chants, chorale melodies, or folksongs.” (Reynolds, Motives for 
Allusion, 104.) 
113 Genette, Paratexts: Thresholds of Interpretation , 323-324. 
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connected to a more or less definite segment of text and either placed 

opposite or keyed to this segment.”114 These are usually placed at any point 

throughout a text by placing numbers, letters, or symbols defined by 

Genette as callouts, and at the same time “pegging each note to the text by 

repeating the identifying marker or mentioning one of the text’s words or 

lines.”115 

 

As may be observed in Giuliani’s quotation of the “Marcia dell’ [o]pera 

Ricciardo e Zoraide” in his Le Rossiniane No. 3, Op. 121 (see Fig. 11), he first 

uses a letter in order to mark his ‘picture,’116 and then he reports this letter 

at the bottom of the page and adds a note close by in order to notify the 

reader about the provenance of the aria. This kind of written note, 

consistently used by Giuliani in his own original manuscripts, functions as 

a reference for his quotations, indicating the type of aria ‘pictured’ by the 

quotation as well as the original source. References are categorized by 

Genette as a type of note belonging to a discursive text, and which are named 

original assumptive authorial notes,117 i.e. “the note[s] par excellence, the 

basic type[s], from which all the others derive to a greater or lesser degree; 

this is also the type with which we all are most familiar, as consumers or 

producers of notes.”118 Such a diverting tool is obviously exploited by 

                                                        
114 Ibid., 319. 
115 Ibid., 321-322. 
116 This particular quotation from Op. 121 features the note’s callout before the tempo 
marking, a peculiarity in Giuliani’s writing, who usually puts this signal after the tempo 
marking (see Appendix 5 and 6) – thus meaning that Giuliani only put this particular 
callout before due to spacing problems in the score. Moreover, in the original of his Op. 123 
Giuliani used numbers instead of letters (see Appendix 6). 
117 Genette, Paratexts: Thresholds of Interpretation , 324-325. 
118 Ibid., 325. 
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Giuliani so as not to renounce to “the possibility of a second level of 

discourse, one that sometimes contributes to textual depth.” More precisely, 

Giuliani used referential notes as instruments which could provide 

information about the quotations to any reader of the score who wished to 

know about their provenance, but that at the same time would not disturb 

the reading flow of the actual musical text whenever the reader needed to 

focus exclusively on that text. 

 

Fig. 11. Musical quotation of the theme which Giuliani referenced as “Marcia dell’[o]pera 
Ricciardo e Zoraide [March from the opera Ricciardo e Zoraide],” here bordered in red. 

(Mauro Giuliani, Le Rossiniane per Chitarra Parte Terza Op. 121, autograph manuscript, 
1823 ca., 12, retrieved from the Preußischer Kulturbesitz, Musikabteilung mit 

Mendelssohn-Archiv, Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 7660/1.) 

 

Here, there are a few reflections to be made regarding both the third and 

fourth of these referential elements: 
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1) The last clarification that Genette makes about original notes to a 

discursive literal text is that they somehow belong to a text to a degree 

comparable to any text comprised within either parentheses or 

dashes.119 Hence, according to Genette, they not only dwell in a vague 

zone bordering text and paratext, but they actually belong more to 

the former, “which the note extends, ramifies, and modulates rather 

than comments on.”120  This type of reflection can also be made in the 

case of musical texts such as Le Rossiniane. Although at first glance 

the written referential notes left by Giuliani belong more to the 

paratext rather than the text, due to the different type of writing 

involved (which is obviously different from musical notation), they 

extend the musical knowledge about the quotation (which ultimately 

modulates the performers’ interpretation of the various musical 

‘pictures’ by comparing them to the originals) rather than 

functioning as a mere reassurance to anybody buying his scores of Le 

Rossiniane that they would find certain specific (and favorite) arias 

within them; 

2) Tempo marking intertitles can also be explained by reporting and 

modifying part of the last sentence above, about Giuliani’s referential 

notes. By commenting on the character of a section (and although 

written in the form of letters rather than musical notation), a tempo 

marking extends the knowledge of (and modulates) that very 

section’s interpretation, thus meaning that it belongs more to the text 

than to the paratext. The fact that in a musical text both intertitle and 

                                                        
119 Ibid., 342. 
120 Ibid., 328. 
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original notes do not actually belong as much to the paratextual level 

as to the text is not at all contradictory; this makes perfect sense when 

viewed from Genette’s general perspective on paratext:  

[T]he paratext is an often indefinite fringe between text and off-text, 
[and] the note – which, depending on type, belongs to one or the other or 
lies between the two – perfectly illustrates this indefiniteness and this 
slipperiness. But above all, we must not forget that the very notion of 
paratext, like many other notions, has more to do with a decision about 
method than with a truly established fact. ‘The paratext,’ properly 
speaking, does not exist; rather, one chooses to account in these terms for 
a certain number of practices or effects, for reasons of method and 
effectiveness or, if you will, of profitability.121 

 

2.5 A First Classification of Giuliani’s Musical 

Quotations – According to His Elements of 

Referentiality: Direct Musical Quotation (DMQ), 

Indirect Verbatim Musical Quotation (IVMQ), 

and Musical Paraphrase (MPH)  

At this point, it is worth making an archetypal scheme illustrating which 

(and in what sequence) of all the four referential elements cited above are 

featured by the quotations in Giuliani’s original manuscripts of Opp. 121 and 

123 (see Fig. 12): 

 

 

 

 

                                                        
121 Ibid., 343. 
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Fig. 12. Archetype scheme showing how the various referential elements refer to various 
types of musical quotations in the original manuscripts of Le Rossiniane No. 3, Op. 121 

and No. 5, Op. 123. 

 

As we notice from the above scheme (and as anticipated before), every 

musical quotation has in common both the title of the work and the musical 

quotation’s ‘pictures.’ However, while a DMQ also features an intertitle and 

a literal note (see Fig. 11), an IVMQ is only referenced by the title on the 

cover page and its own depiction of the Rossini’s excerpt, as seen from 

Giuliani’s quotation of the instrumental section coming from scene No. 3’s 

orchestral recitative “Tutto è deserto” from La Cenerentola (see Fig. 13),126 

                                                        
122 From now on, IVMQ will be used as an abbreviation for indirect verbatim musical 
quotation.  
123 From now on, DMQ will be used as an abbreviation for direct musical quotation. 
124 From now on, MPH will be used as an abbreviation for musical paraphrase. 
125 Only for this scheme, the italicized abbreviation PRm will stand for Picture of Rossini’s 
music. 
126 For the reference to the recitative at issue, see Chapter 4.4.1, 271-273. See also Chapter 
4.1.2, 193-195 for the explanation of how the abbreviations referring to Rossini’s opera 
scores and Giuliani’s Le Rossiniane No. 3, Op. 121, and No. 5, Op. 123 work in Chapter 4.  
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which precedes (and actually introduces) the DMQ in Figure 11. To justify 

the above classification of both Figure 11 and 13, two examples of literal 

direct and indirect quotations from Herman Cappelen and Ernie Lepore’s 

influential study “Varieties of Quotation” will be used for comparison.  

 

Fig. 13. IVMQ of the orchestral part in the recitativo accompagnato “Tutto è deserto” 
from the opera La Cenerentola (preceding a DMQ), here bordered in red. (Mauro 

Giuliani, Le Rossiniane per Chitarra Parte Terza Op. 121, autograph manuscript, 1823 
ca., 3, retrieved from the Preußischer Kulturbesitz, Musikabteilung mit Mendelssohn-

Archiv, Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 7660/1.) 

 

In their study “Varieties of Quotation,” Cappelen and Lepore report that, if 

we “[s]uppose Alice utters (1),” and (1) represents the utterance Life is 

difficult to understand, the utterance can be quoted as either (2) or (3) 

show:127 

(2) Alice said “Life is difficult to understand.” 
 

(3) Alice said that life is difficult to understand. 
 

 
Cappelen and Lepore then specify:  

(2) quotes Alice by mentioning the words she uttered. This is direct quotation 
[sic.]. (3) quotes her, but could be true even if Alice never uttered any word in (3). 
This is indirect quotation [sic.].128 

                                                        
127 Herman Cappelen and Ernie Lepore, “Varieties of Quotation,” Mind, New Series 106, 
no. 423 (1997): 429, http://www.jstor.org/stable/2254459. 
128 Ibid. The sort of indirect quotation listed by Cappelen and Lepore has been defined in 
this study as indirect verbatim quotation, i.e. an indirect quotation featuring a replica of a 
quoted excerpt in a similar fashion of a direct quotation. (See Chapter 1.6, 62-64.) 
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It is now possible to use what is reported above in order to make both a 

visual and conceptual comparison with the excerpts in Figures 11 and 13, 

and which were referred to before as examples of DMQ and IVMQ in Le 

Rossiniane. As already noted in Chapter 1, Howard states that, unlike 

language, music does not have any predicate operator which could 

substitute for quotation marks, and therefore distinguish an IVMQ from a 

DMQ. This difference with language “eliminat[es] any distinction between 

DQ and IDQ in musical contexts and allow[s…] an indeterminate range of 

non-replicas to function as direct quote contents.”129 However, Giuliani’s 

referential elements function in such a way that any musically literate reader 

of the original manuscript can distinguish an IVMQ from a DMQ.  

 

If we think of the written representation by Cappelen and Lepore of Alice’s 

utterance Life is difficult to understand as pictorial, it is then comparable to 

a Picture of Rossini’s music in terms of its function in a sentence. 

Accordingly, any ‘picture’ within Le Rossiniane (i.e. the second element of 

referentiality) is indicated in this study through the written representation 

of the utterance Picture of Rossini’s music. If we also remind ourselves that 

a) the expression Le Rossiniane within the title Le Rossiniane per Chitarra 

implies that the ‘subject’ of the works is Rossini, and that b) the first element 

of referentiality, i.e. the title of the works, implies that Le Rossiniane feature 

excerpts (i.e. Pictures of Rossini’s music) firstly belonging to Rossini, and 

then quoted by Giuliani on his guitar score(s), then the following reasoning 

involving Cappelen and Lepore’s example (2) and (3) can be attempted, in 

                                                        
129 See Chapter 1.6, 63. 
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order to ‘put into a sentence’ the common referential elements between a 

DMQ and an IVMQ in Le Rossiniane. Therefore, by a) excluding everything 

which distinguishes a direct quotation from an indirect quotation in 

example (2) and (3) – i.e. the predicate operator that from indirect 

quotation and quotation marks from direct quotation – b) substituting the 

‘picture’ Life is difficult to understand with the representation of the 

utterance (representing a musical ‘picture’) Picture of Rossini’s music, c) 

substituting the subject of Cappelen and Lepore’s examples, i.e. Alice, with 

the ‘subject’ suggested by the expression Le Rossiniane (from which a/ny 

Picture of Rossini’s music originates), i.e. Rossini, and finally d) including 

the word said from example (2) and (3), not italicized and within scare 

quotes (i.e. ‘said’), so as to indicate that the title Le Rossiniane per Chitarra 

implies that Le Rossiniane feature (at least one) Picture(s) of Rossini’s 

music, which was first ‘said’ by Rossini through one of his operas and that 

was later reported by Giuliani on his score(s),130 then the result would be the 

following: 

 
Rossini ‘said’ Picture of Rossini’s music 

 

                                                        
130 It can be argued that using the verb to say to refer to music (previously) written on scores 
(and then quoted) is not correct. However, when a music transcriber goes through the 
process of selecting one (or multiple) excerpt(s) of music – from one (or multiple) score(s) 
– to quote in his/her work (or even when looking for a whole piece of music by another 
composer to transcribe as s/he pleases), usually s/he does that after hearing a performance 
of the music at issue. In musical jargon it is not uncommon for musicians to refer to their 
expressive practice of composing and/or performing music as “speaking through music,” 
“telling something through music,” “saying something with music.” This may be due to the 
general acknowledgment that music is after all a universal language, one which is ‘spoken’ 
through the means of performances read/learned from musical texts. Therefore, here ‘said’ 
wants to allude to the fact that Rossini was able to ‘speak out,’ to ‘say’ his musical ‘thoughts’ 
through the composition and performances of his operas, and that probably Giuliani first 
listened to (at least some of) the arias that he later quoted in Le Rossiniane, before asking 
Rossini’s originals and choosing them from there.  
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Ideally, an IVMQ would require some sort of musical ‘predicate operator’ 

similar to that in example (3) in order to work. However, if the expression 

Le Rossiniane implies that Rossini ‘said’ something later quoted by Giuliani, 

then it suggests the utterance Rossini said. Accordingly, it can also imply 

the utterance Rossini said that, and the reason is simple: while in language 

an indirect verbatim quotation requires a word in the form of a predicate 

operator to (not only signal a quotation, but also) connect the quoted 

segment to the rest of the sentence, music does not require such connective 

device due to the fact that its main textual notation is not linguistic. As a 

result, if the title Le Rossiniane can mean both Rossini said and Rossini said 

that, then Rossini said is equal to Rossini said that. Therefore, if a) we 

impute Rossini said that for the last example above, and then substitute the 

expression Le Rossiniane (underscored, in order to point out that this is 

found within the title of the score) for it, and b) if the utterance Picture of 

Rossini’s music is included in a hatched rectangular border, so to give a 

visual impression of the musical picture hypothetically imagined by the 

composer, we would have the following theoretical representation for an 

IVMQ (visually comparable to Figure 13, given that its first element of 

referentiality, i.e. the title, was already featured on the cover of Op. 121): 

 

Le Rossiniane     Picture of Rossini’s music 

 

Consequently, if we use the rest of the referential elements available in Le 

Rossiniane, we may notice that the way in which the quotation is referenced 

changes a lot. Given the fact that the expression Le Rossiniane would now 
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re-represent Rossini said (typical of a linguistic direct quotation), if we add 

to the above example both intertitle and literal note from Figure 11, namely 

a) the intertitle Maestoso and b) the literal note (d) Marcia dell’ Opera 

Ricciardo e Zoraide in the standard way used by Giuliani throughout his 

originals – i.e. callout after tempo marking, and callout plus reference at the 

bottom of the page of the quoted material – the result would be the following 

representation for a DMQ (‘describing’ Figure 11, still given that its first 

element of referentiality was previously featured on the cover of Op. 121): 

                                                         Maestoso  (d) 

 

Le Rossiniane       Picture of Rossini’s music 

 

                                                            (d) Marcia dell’Opera Ricciardo e Zoraide 

 

The most noticeable difference between DMQ and IVMQ is the presence of 

a tempo marking intertitle in the former, which functions as an indication 

to the reader of the change of atmosphere of the picture below, a function 

which is comparable to an aural (or a written indication of) adjustment in 

tonal character for a segment within quotation marks (recited out loud by 

either a reader or a performer, such as an actor). Secondly, the presence of 

a callout plus footnote in a DMQ makes the whole quoted section look like 

the type of direct quotation which can be found, for example, in an essay; 

therefore enhancing its quotational makeup. In contrast, the absence of a 

footnote in IVMQ makes this more reminiscent of the indirect quotations 

found in novels, where there is no need at all to mention whether the 

character of the story uttered those exact words, or from what source these 

words came, since what is uttered could be true to the character’s nature 
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regardless of the words uttered. Giuliani’s IVMQs seem to suggest a 

remarkably similar quality in concept to linguistic indirect quotations (as 

rationalized by Cappelen and Lepore). In fact, Giuliani’s intentional 

avoidance of both tempo marking (so to keep a pre-established tempo) and 

footnotes in his IVMQs is an indication to the careful and knowledgeable 

music reader – either performer or composer, or simply amateur – that, in 

contrast to DMQs, these are the kind of quotations that are not going to be 

perceived immediately, either by the majority of the public or the readers 

themselves. At the same time, it is not so much their recognizability but their 

truthfulness to the compositional style of the ‘hero’ of Le Rossiniane which 

is important, and this rests upon how they enable the construction of the 

Rossinian musical atmosphere aimed at by Giuliani. To quote Reynolds: 

One fundamental criterion of a successful [quotation] is that its presence in the 
new composition be musically successful. […] Another significant function for 
[quotations is that they] are a source of musical ideas for a composer, ideas to 
play with or play against. They are spur to creativity, even originality (properly 
understood). Any musical motive contains possibilities beyond what can be 
explored in one work. […Quotations] are therefore more important for how music 
is made than for how it is heard.131 

 

Further, Giuliani’s graphic design of IVMQs also seems to give a visual cue 

to the attentive reader that they are designed as little games for any Kenner 

who finds satisfaction in recognizing passages which mix so well with the 

overall atmosphere of Le Rossiniane, to the point of being confused as 

allusive to Rossini’s style instead of quotational.  

 

                                                        
131 Reynolds, Motives for Allusion, 181-182. Since Reynolds regards quotations as subtypes 
of allusions, I substitute the word allusion with quotation for the sake of discursive 
consistency within this chapter. 
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Regarding MPHs, Figure 12 shows that they can be classified as such 

whenever the following occurs: 

1) They are preceded by a DMQ picture (see Fig.14), which functions as 

reference for the MPH; 

2) A new rhematic intertitle is placed above the ‘paraphrased picture.’ 

The new intertitle occurs in the form of either an abbreviation of the 

simple Italian feminine substantive Variazione (variation; see Fig. 

14) – to signal that the new ‘picture’ implements changes to the 

original’s main features – or as a tempo marking in the form of a 

descriptive, qualifying comparative adjective such as Più lento 

(slower; see Fig. 15) or Più mosso (faster; see Fig. 16) – which indicate 

the new tempo of the ‘paraphrased picture’ by comparing the 

difference in pace with either its previous DMQ (see Fig. 16), or with 

the first MPH following the DMQ (see Fig. 15). 
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Fig. 14. MPH following a DMQ which Giuliani referenced as “Quartetto dell’ [o]pera 
Zelmira [Quartet from the opera Zelmira].” The MPH is indicated by the feminine 

substantive intertitle Var[iazione]. The DMQ is enclosed within a red border, whereas the 
MPH is enclosed within a blue one. (Mauro Giuliani, Le Rossiniane per Chitarra Parte 

Terza Op. 121, autograph manuscript, 1823 ca., 9, retrieved from the Preußischer 
Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv, Staatsbibliothek zu Berlin, Berlin, 

Mus. Ms. 7660/1.) 
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Fig. 15. MPH marked as Più [l]ento, following a first MPH marked Var[iazione] of a 
DMQ which Giuliani referenced as “Quintetto del Turco in Italia [Quintet from Il Turco 
in Italia].” The DMQ is enclosed within a red border, the first MPH within a blue border, 

and the second MPH within a green one. (Mauro Giuliani, Le Rossiniane per Chitarra 
Parte Terza Op. 121, autograph manuscript, 1823 ca., 6, retrieved from the Preußischer 

Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv,  Staatsbibliothek zu Berlin, 
Berlin, Mus. Ms. 7660/1.) 
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Fig. 16. MPH marked as Più Mosso, following the ending of a DMQ of the aria “Languir 
per una bella” from L’Italiana in Algeri;132 the ending of the DMQ is enclosed within a red 
border, the MPH within the blue border. (Mauro Giuliani, Le Rossiniane per la Chitarra 

Prima Parte Op. 119, first edition (Vienna: Artaria e Compag., 1822), 4, retrieved from the 
digital archive of the Rischel & Birket-Smith Collection, Royal Danish Library, 

Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105022/http://www2.kb.dk/elib/noder/rischel/RiBS0359-

1.pdf.) 

 

This overview of how Giuliani uses his paratextual elements in his DMQs, 

IVMQs, and MPHs still leaves us with a problem that needs to be addressed. 

Ideally, a DMQ would be enclosed within quotation marks. In literature the 

practice of enclosing direct quotation within quotation marks is not a 

platitude, since a literary text needs to indicate that a direct quotation is a 

guest element in order to enhance the quote’s recognizability. Abbassi 

Bonabi and Jafarigohar state: 

                                                        
132  The title and opera of provenance of the theme preceding the MPH in Fig. 16 was 
retrieved from Stefano Castelvecchi, “Le Rossiniane di Mauro Giuliani,” Bollettino del 
Centro Rossiniano di Studi, no. 1-3 (1986): 52-53. 
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[T]he textual contrast created by paralinguistic features (i.e. quotation marks) 
makes the new elements [belonging to the quotation] more prominent and hence 
forces the reader to focus upon them and this boosts the degree of comprensibility 
and recalliability of the specific texts.133 

 

Therefore, a ‘paralinguistic feature’ as such would be an excellent device for 

any composer who wishes to highlight to his/her readers – who can be either 

professional musicians or just amateurs – that any DMQ occurring in 

his/her musical text represents, to all effects “something other than the 

usual denotation […], with the context establishing [what] that something 

is.”134 On top, it is still needed to find out if some sort of ‘denotative’ system 

for MPHs exists in Le Rossiniane (as some sort of ‘predicate operators’). 

 

2.6 Musical Quotation Marks (MQM) in Le 

Rossiniane 

In addition to the aforementioned function – which, for practical reasons, 

may be referred to as denotative function – hypothetical musical quotation 

marks135 would also perform some sort of interpretive function. In fact, 

MQMs might give an ‘excuse’ for sound adjustments to any music performer 

who wants to stress more explicitly to his/her audience the fact that a 

quotation of external material is occurring during the performance. This is 

comparable to how, in literary texts, quotation marks can turn out to be a 

source of interpretation to actors – who would manipulate the intonation of 

                                                        
133 Mina Abbassi Bonabi and Manoochehr Jafarigohar, “Literary Texts and Direct Speech 
Representation : Explorations in the Discoursal Values of Direct Quotation as a Textual 
Strategy,” Theory and Practice in Language Studies 2, no. 12 (2012): 2612. 
134 Barbara Abbott, “Some Notes on Quotation,” Belgian Journal of Linguistics 17, no. 1 
(2005): 14. 
135 From now on, MQM will be used as an abbreviation for musical quotation mark.  
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their speaking voice in order to “increase the markedness [sic.] of [the 

quoted] expression[, thus] pragmatically block[ing] the stereotypical 

interpretation of that expression.”136 Besides, it is even more plausible that 

a composer might want to feature MQMs in a quotation so as to tell a 

performer that s/he would like them to draw the hearer’s attention to such 

a segment by manipulating sounds – just like a writer of scripts would do so 

for actors. Recanati’s words seem to confirm this purpose:  

The quotation marks have conditions of use: they are to be used only if the 
[subject] is using the quoted words demonstratively. […] In virtue of this 
conventional requirement, using the quotation marks in a particular [quotation] 
indicates that the [content] within the quotation marks […] is displayed for 
demonstrative purposes [emphasis added].137 

 

We should therefore expect any sort of hypothetical MQM featured in 

Giuliani’s scores to behave as, to paraphrase Recanati, a “punctuation sign, 

[…] belong[ing] to the autonomous system of written [notational music] 

language,”138 and used by the composer to take advantage of both denotative 

and demonstrative functions of such a device. 

 

A careful look into (mostly) Giuliani’s manuscripts of both Opp. 121 and 123, 

as well as into the first editions of Opp. 119, 120, 122, and 124, suggests that 

the composer utilized the following musical devices as some type of MQM 

for DMQs and MPHs:139 

                                                        
136 Daniel Gutzmann and Erik Stei, “How Quotation Marks What People Do with 
Words,”Journal of Pragmatics 43, no. 10 (2011): 2655. 
137 Recanati, “Open Quotation,” 664. 
138 Ibid., 661. 
139 The following musical devices will demonstrate that in Le Rossiniane MQMs are also 
used for MPHs. As a consequence, the research of any sort of musical ‘predicate operators’ 
for MPHs does not make sense anymore. 
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1. Double bar line (1/2): the use that Giuliani makes of this very 

common musical sign is not only of closure of a section. In fact, 

Giuliani uses this sign as a sort of musical equivalent to an opening 

quotation mark [“] coming before the featuring of a DMQ (see Fig. 

17) and, of course, right after the previous section introducing it – 

which ends usually with a (half) cadence, as expected most of the 

time from a potpourri; 

2. Backward repeat bar line: every time Giuliani wants a DMQ to 

be ‘paraphrased’ later on, he uses either suitable short Rossini 

themes, or makes sure that the theme is not long enough – so as to 

be used effectively for his purpose.140 In these types of DMQs he 

usually employs forward and backward repeats in the standard way 

used for the kind of themes typically found in pieces written in theme 

and variation form. The last backward repeat in such DMQs can be 

considered a sign functioning similarly to closing musical ‘quotation 

marks’ [”], added whenever the DMQ is followed by one (or multiple) 

MPH(s). The same sign closing the hypothetical DMQ at issue 

functions also as opening quotation mark [“] for the MPH following 

the quoted material;141 the latter features another backward repeat 

                                                        
140 Le Rossiniane shows that, like many other composers of his time, Giuliani ‘shortened’ 
the themes which he considered to be too long to be good material for a convincing later 
variation, and he did so by adding a long passage constructed upon the main melodic 
motive of the original material – most of the time as the second part of his DMQs. A clear 
example of this is his modification of the “Quintetto del Turco in Italia [Quintet from Il 
Turco in Italia]” (see Fig. 18), originally spanning several pages, and which he reduces to 
roughly three staves. For now we will consider such concluding passage as a long musical 
unquotation; as will be explored later in Chapter 4, such kind of change within a quoted 
excerpt might be considered as belonging to an actual subtype of musical unquotation, 
specifically called additional measural musical interpolation (see Chapter 4.1.2, 197-201 – 
where MU is the abbreviation for the term musical unquotation – and Chapter 4.2.1, 205-
208). 
141 This functionality of a backward repeat bar line as opening quotation mark for such MPH 
is enhanced by the tempo marking written close by the sign (and upon the MPH).  
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at the end to signal that the paraphrase is made on the same exact 

material and length (see Fig. 18 and 19);142 

3. Cadence:143  Leon Stein defined a cadence as “a kind of 

punctuation, achieving its effect by the use of certain chord 

succession at a particular place in [a] structure.”144 In Le Rossiniane 

Giuliani uses his own cadences as a musical equivalent of a closing 

quotation mark [”]. He does that as an alternative to backward 

repeats145 in two specific cases: 

a. At the end of a DMQ featuring a double bar line at the 

beginning (see Fig. 20 first, and 17 later). In this case the 

rhythmic character of the cadence is distinguishable from the 

DMQ;  

b. At the end of the final MPH following a DMQ, in order to 

indicate the end of an MPH (see Fig. 21). In this case the 

character of the cadence may be the same as its preceding 

MPH; however it is the musical material within its previous 

DMQ which determines the boundary between the MPH and 

the following (Giuliani’s) cadence; 

4. Double bar line (2/2): a double bar line can also function as a 

closing quotation mark [”], mainly for any DMQ which:  

                                                        
142 In Le Rossiniane, the same principles on backward bar lines featured in a MPH’s 
following a DMQ also apply to a second MPH following the first MPH. 
143 The type of cadences which here are talked about are structural cadences.  Extempore 
cadences, i.e. short extempore embellishments functioning as ornamental cadences 
(typical of the vocal repertoire), are not to be considered in this category. Instead, in this 
thesis they are considered as musical unquotations.  
144 Leon Stein, Structure and Style: The Study of Analysis of Musical Forms (Miami: 
Summy-Birchard Inc., 1979), 10.  
145 It is also important to remind that Giuliani uses cadences at the end of his quoted 
material as his favorite device of fashion to ‘archive’ the old quotations and present new 
ones. Such cadences are (usually) of his invention, and often imitate Rossini’s famous 
crescendo (see Riboni, Mauro Giuliani, 451-452). 
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a. Does not feature a cadence as its ending MQM (see Fig. 22). 

As Figure 22 shows, its ending double bar line may also 

happen to be the beginning one of the following DMQ;  

b. Despite the composer’s intention to vary it later in the score, 

does not need to go through an artificial shortening in order 

to be effectively utilized as a theme to be ‘paraphrased’ (see 

Fig. 23). This also means that, in such a case, the same double 

bar line will function as opening quotation mark [“] for any 

MPH following a DMQ which has not undergone any artificial 

shortening through the use of what apparently looks like a 

long unquotation – e.g. the theme from Il Turco in Italia 

shown in Figure 18.146 

5. Double ending: the last MQM features both backward and double 

bar lines in its first and second ending respectively. It works as 

follows:  

a. In a DMQ, the double bar line featured in the second ending 

prevails as the ending MQM of the DMQ (see Fig. 24); 

b. In the last/only MPH of a preceding DMQ: 

i. The measure featuring a second ending sign prevails, 

if the MPH is preceded by a DMQ featuring a double 

bar line as its ending MQM (see Fig. 25); 

ii. The measure featuring a first ending sign prevails, if 

the MPH is preceded by a DMQ featuring a backward 

repeat as its ending MQM (see Fig. 26). 

                                                        
146 Please refer to fn. 140 in Chapter 2.6, 132. 
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Fig. 17. Double bar line (within orange-bordered empty square] used as opening MQM 
before the DMQ which Giuliani referenced as “Sestetto nell’[o]pera [L]a Cenerentola 

[Sextet from the opera La Cenerentola].” Giuliani’s reference is placed in the same page. 
(Mauro Giuliani, Le Rossiniane per Chitarra, o Lira Op. 123, autograph manuscript, 
1823, 3’, retrieved from the Musiksammlung der Österreichische Nationalbibliothek, 

Vienna, Mus. Hs. 35842.) 

 

 

Fig. 18. Backward repeat – used as closing MQM – on the DMQ which Giuliani 
referenced as “Quintetto del Turco in Italia [Quintet from Il Turco in Italia].” The 

backward bar line signaling the end of the DMQ (and beginning of its following MPH) is 
highlighted within the orange-bordered empty square. Giuliani’s long unquotation is 
enclosed within red brackets. Giuliani’s reference is placed in the same page. (Mauro 

Giuliani, Le Rossiniane per Chitarra Parte Terza Op. 121, autograph manuscript, 1823 
ca., 6, retrieved from the Preußischer Kulturbesitz, Musikabteilung mit Mendelssohn-

Archiv Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 7600/1.) 
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Fig. 19. Backward repeat (within orange-bordered square) after the first MPH of the 
DMQ which Giuliani referenced as “Quintetto del Turco in Italia [Quintet from Il Turco 
in Italia].” (Mauro Giuliani, Le Rossiniane per Chitarra Parte Terza Op. 121, autograph 
manuscript, 1823 ca., 7, retrieved from the Preußischer Kulturbesitz, Musikabteilung mit 

Mendelssohn-Archiv Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 7600/1.) 

 

 

Fig. 20. Cadence – used as closing MQM – featured after the DMQ which Giuliani 
referenced as “Sestetto nell’[o]pera [L]a Cenerentola [Sextet from the opera La 

Cenerentola].”147  The cadence is enclosed within the orange border. (Mauro Giuliani, Le 
Rossiniane per Chitarra, o Lira Op. 123, autograph manuscript, 1823 ca., 4’, retrieved 
from the Musiksammlung der Österreichische Nationalbibliothek, Vienna, Mus. Hs. 

35842.) 

 

  

 

                                                        
147 Giuliani’s footnote referencing the “Sestetto nell’[o]pera [L]a Cenerentola” is on page 3’ 
of the manuscript at issue.  
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Fig. 21. Cadence used as closing MQM of Giuliani’s MPH of the DMQ which Giuliani 
referenced as “Finale [Primo] nel Barbiere di Siviglia [Finale to Act One from Il Barbiere 

di Siviglia].”148 The cadence is enclosed within the orange border. (Mauro Giuliani, Le 
Rossiniane per Chitarra, o Lira Op. 123, autograph manuscript, 1823, 2’-3, retrieved 
from the Musiksammlung der Österreichische Nationalbibliothek, Vienna, Mus. Hs. 

35842.) 

 

 

Fig. 22. Case of double bar line used as closing MQM – enclosed within the orange 
border – at the end of Giuliani’s quotation of Rossini’s cavatina “Di piacer mi balza il cor” 

from La Gazza Ladra, and at the same time as opening MQM of the quotation of 
Rossini’s cavatina “Miei rampolli femminini” from La Cenerentola.149 (Mauro Giuliani, Le 

Rossiniane per la Chitarra Seconda Parte Op. 120, first edition (Vienna: Artaria e 
Compag., 1822), 11, retrieved from the digital archive of the Rischel & Birket-Smith 

Collection, Royal Danish Library, Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105025/http://www2.kb.dk/elib/noder/rischel/RiBS0359-

2.pdf.) 

                                                        
148 Giuliani’s footnote referencing the “Finale [Primo] nel Barbiere di Siviglia” is on page 2 
of the manuscript at issue. (See Chapter 4.2.2, 219.) 
149 The title and opera of provenance of both themes quoted by Giuliani in Fig. 22 were 
retrieved from Castelvecchi, “Le Rossiniane di Mauro Giuliani,” 56-57. 
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Fig. 23. Case of double bar line used as closing MQM (and enclosed within the orange 
border) at the end of the DMQ which Giuliani referenced as “Introduzione, e Duetto della 
Donna del Lago [Introduction, and Duet from La Donna del Lago].”150 (Mauro Giuliani, 
Le  Rossiniane per Chitarra Parte Terza Op. 121, autograph manuscript, 1823 ca., 3-4, 
retrieved from the Preußischer Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv 

Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 7600/1.) 

 

 

Fig. 24. Case of double bar line – enclosed within the red-bordered square – prevailing 
on a backward bar line – enclosed within the blue-bordered square – as closing MQM in a 
double ending for Giuliani’s quotation of Rossini’s cavatina “Arditi all’ire”from Armida151 

– enclosed within the orange-bordered square. (Mauro Giuliani, Le Rossiniane per la 
Chitarra Seconda Parte Op. 120, first edition (Vienna: Artaria e Compag., 1822), 5, 

retrieved from the digital archive of the Rischel & Birket-Smith Collection, Royal Danish 
Library, Copenhagen, http://wayback-

01.kb.dk/wayback/20101028105025/http://www2.kb.dk/elib/noder/rischel/RiBS0359-
2.pdf.) 

 

 

 

                                                        
150 The analysis in Chapter 4.5 will reveal that this DMQ is in reality a musical summary. 
(See Chapter 4.5, 276-288.) 
151 Stefano Castelvecchi was able to recognize the theme at issue as coming from Armida. 
This theme was previously referred by guitar scholars as a cavatina di sortita coming from 
Pietro Generali’s opera I Baccanali di Roma (1816) titled “Nume perdonami se in tale 
istante,” which was a theme that Giuliani used previously for one of his theme and 
variations for solo guitar, i.e. Op. 102. One of Castelvecchi’s hypotheses is, that Giuliani was 
well aware of Rossini’s act of plagiarism of Generali – “Arditi all’ire” was blatantly copied 
from “Nume perdonami se in tale istante” – and recycled this theme for his second 
Rossiniana after he had already used it for his Op. 102. (See Castelvecchi, “Le Rossiniane 
di Mauro Giuliani,” 47-50.) 
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Fig. 25. Case of an MPH of a DMQ of Rossini’s cavatina “Arditi all’ire” from Armida (see 
Fig. 24), ending with a double ending. The MPH features the sort of double ending – 

enclosed within the orange-bordered square – where the second ending – enclosed within 
the red-bordered square – prevails on the first one – enclosed within the blue-bordered 

square. (Mauro Giuliani, Le Rossiniane per la Chitarra Seconda Parte Op. 120, first 
edition (Vienna: Artaria e Compag., 1822), 6, retrieved from the digital archive of the 

Rischel & Birket-Smith Collection, Royal Danish Library, Copenhagen,http://wayback-
01.kb.dk/wayback/20101028105025/http://www2.kb.dk/elib/noder/rischel/RiBS0359-

2.pdf.) 

 

 

Fig. 26. Case of the last MPH of the DMQ which Giuliani referenced as “Marcia dell’ 
[o]pera Ricciardo, e Zoraide [March from the opera Ricciardo, e Zoraide],” where the 
latter ends with a backward bar line (see Fig. 11). The MPH features a double ending – 
enclosed within the orange-bordered square – where the first ending – enclosed within 

the red-bordered square – prevails on the second one – enclosed within the blue-
bordered square. (Mauro Giuliani, Le  Rossiniane per Chitarra Parte Terza Op. 121, 1823 

ca., 14, autograph manuscript, retrieved from the Preußischer Kulturbesitz, 
Musikabteilung mit Mendelssohn-Archiv Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 

7600/1.) 

 

2.7 Final Observations on Chapter 2 

There are a few important reflections to be made here on the whole analysis 

carried out in this chapter. First, while the examination of the problem of 
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reference and quotation marks in music quotation was conducted by 

Howard and Bicknell through a philosophical filter of (respectively) literary 

theory and an average listener’s experience, the examination that took place 

in this chapter has been carried out from a music interpreter’s point of view. 

A performing musician’s main concern is to look for philological clues which 

can improve the understanding of the ‘composer’s mind’: as demonstrated 

in this chapter, Giuliani left solid referential paratextual elements and 

musical symbols which are comparable in effectiveness to the ones 

commonly used in literature, and which he uses synergically to refer to his 

quotations – in the way this analysis has classified them so far, i.e. DMQ, 

IVMQ and MPH.  

 

Second, it is important to point out that the publishers of the first editions 

of Le Rossiniane not only made changes involving Giuliani’s title for the 

works, but also his tempo markings and written notes:  

1) The first editions of Le Rossiniane Opp. 119 and 120 – published by 

Domenico Artaria – and of Le Rossiniane Opp. 122 and 123 – 

published by Anton Diabelli – do not report the fourth referential 

element written down by Giuliani in his manuscripts;152 

2) The first edition of Le Rossiniane Op. 121 – published by Artaria – 

contains all four referential elements utilized by Giuliani. However, 

the written notes are not featured as in Giuliani’s manuscripts: they 

look more like intertitles in the form of chapters;153 

                                                        
152 See Appendix 7, 8, 9, and 10.  
153 See Appendix 11. 
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3) All of Artaria’s first editions of Le Rossiniane report tempo markings 

in a style which is not consistent with the style in both Giuliani’s 

manuscript and the editions’ paratextual writing: at times, they are 

moved on the left of the treble clef;154 

4) The first edition of Le Rossiniane Op. 124 – published by Ricordi – 

features both Giuliani’s third and fourth referential elements almost 

as in his manuscripts; the only differences being a) the tempo 

markings are moved on the left of the treble clef, b) the word Rossini 

and Giuliani occupy the position usually belonging to tempo 

markings (with the former used for DMQs, and the latter for either 

the first or only appearing MPH of its relative DMQ), and c) the first 

of the two callouts (used to reference a literal note) is placed close to 

the intertitle Rossini.155 However these sort of paratexts seem to be 

inconsistent in the Ricordi edition when it comes to referencing 

MPHs: Ricordi does not feature tempo markings at all in the MPHs 

on the themes coming from Rossini’s operas La Donna del Lago and 

L’Assedio di Corinto, i.e. Ricordi only features the word Giuliani on 

them to signal the variations (which apparently keep the same tempo 

marking as their respective DMQs).156 

 

Since Ricordi’s edition of the sixth Rossiniana Op. 124 seems to further 

confirm Giuliani’s paratextual modus operandi for his Le Rossiniane, the 

                                                        
154 See Appendix 12, 13, and 14. 
155 See Appendix 15. 
156 See Appendix 16 and 17.  
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whole classification of Giuliani’s musical quotations which will take place in 

Chapter 4 would have to make speculations such as: 

• Taking for granted that the original of Giuliani’s Op. 124 used the 

same referential element as the ones he used in the original 

manuscripts of Opp. 121 and 123 – due mostly from the observation 

that the second callout at the bottom of the page features the same 

footnote style found in Giuliani’s manuscripts;157  

• Hypothesizing on the fact that Giuliani’s fourth referential element 

was left out by Artaria in the first editions of Op. 119 and 120 –  

conceivable due to the fact that Artaria does feature Giuliani’s 

footnotes as chapters in the first edition of Op. 121, perhaps urged by 

Giuliani himself – and by Diabelli in the first editions of Op. 122 and 

123 – as demonstrable by the fact that the original manuscript of Op. 

123 features erasures with a red crayon of Giuliani’s literal notes 

supposedly made by Diabelli’s editor(s), thus leaving no doubt about 

Diabelli’s editorial policy about his editions’ layout;158 

• Conjecturing on how Giuliani may have written down the footnotes 

accompanying the second callouts of his DMQs on his (still not to be 

found) original manuscripts of Le Rossiniane Opp. 119, 120 and 122. 

 

Although it is entirely possible to analyze also the quotations of Le 

Rossiniane Opp. 119, 120, 122, and 124 from their first editions by imagining 

                                                        
157 See Appendix 17. 
158 For a closer look at the red deletions made by Diabelli of Giuliani’s footnotes found in 
the manuscript of Op. 123 and a comparison with the first edition published by Diabelli, 
see respectively Appendix 18a and 18b. 
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what Giuliani may have written on his unrecovered originals, the high 

degree of speculation which would need to be made in order to attempt an 

analysis of the musical quotations and paraphrases in the first editions (as 

well as hypothetical unexpected graphical changes of MQMs which may 

occur in such editions) suggests that the best way to offer an empirical 

analysis of Le Rossiniane’s quotational style – one which has the most 

accurate graphical information about Giuliani's modus operandi – is to 

analyze only the musical quotations and ‘paraphrases’ found in Giuliani’s 

originals of Opp. 121 and 123. 

 

Third, the paratextual elements discussed in this chapter offer some further 

food for thought which needs to be ‘digested’ before we carry on to Chapter 

3. Contrary to Howard’s believe that a standard in referential symbols and 

indications in music quotations has never been established (or even 

attempted), both Giuliani’s manuscripts and his story seem to disclose the 

opposite: the standard may have been established some time during the 

early nineteenth century, but has been somehow forgotten – or even ignored 

– later in the twentieth and twenty-first centuries. At the time of his stellar 

career in Vienna, Giuliani had the chance of building professional and 

personal relationships with the most prominent musicians of the city (and 

in Europe), among which the ones involving Hummel and Moscheles stand 

out. It may be likely that Giuliani learned the art of proper potpourri writing 

from these two composers – ones regarded by Czerny as among the great 

masters of this genre, as well as of other types of fantasias159 – including 

                                                        
159 Czerny, School of Practical Composition, Vol. 1, 89. 
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how to refer to musical quotations.160 For instance, Hummel’s Potpourri 

pour le Clavecin avec Accomp. de Guitarre (sic.), Op. 53 (Potpourri for 

Harpsichord with Accompaniment of Guitar), published by Artaria in 1815, 

is one of the published scores of the 1810s where a publisher printed written 

notes accounting (at least) for the operas featured in the potpourri, and 

likely indicated by the composer.161 We can observe here that, although the 

Artaria edition shows referential elements placed in a style which differs 

slightly from the way Giuliani features them in his manuscripts, the 

referential elements and symbols used by Giuliani in Le Rossiniane are all 

there: title on the first page, quotational ‘picture,’ tempo markings, literal 

notes, and also double bars as MQMs (see Fig. 27 and 28). 

 

                                                        
160 The consistent number of times in which Giuliani collaborated together with Hummel 
and Moscheles in the creation of new ensemble music may have given him the chance to 
assimilate many things regarding proper compositional practices – which later applied in 
his own compositions – during his time in Vienna. Among the most notable works created 
together with them, it is worth mentioning the following (in chronological order): a) 
Giuliani’s Gran Duo Concertant pour le Forte-Piano et Guitare (sic.), WoO G & P-1 (Op. 
20 in the Moscheles catalogue), composed together with Moscheles in 1813 and published 
by Artaria in 1814 (see Riboni, Mauro Giuliani, 100); b) Hummel’s two Grande Sérenade 
en Potpourri Opp. 63 and 66, composed in 1815 for piano, violin, guitar, clarinet and 
bassoon (see Ibid., 116); c) Hummel’s Op. 71, a 1816 arrangement for piano, voice, violin 
and guitar of a French theme called La Sentinelle, where Hummel collaborated with 
Giuliani and Mayseder (see Ibid., 86. Here Riboni assigns this romanza to the French 
composer Alexander Étienne Choron, however Choron was born in 1837 and died in 1924); 
d) Giuliani’s Grand Potpourri National pour Guitarre et Piano-Forte (sic.), Op. 93 (Op. 79 
in Hummel’s catalogue), composed together with Hummel in 1818 and played in concerts 
together with Moscheles in April of the same year (see Ibid., 144). 
161 Although there is no mention of Giuliani’s help in Hummel’s Op. 53, Gherard Penn 
points out that it is rather certain that Giuliani helped Hummel in the realization of the 
guitar part of this potpourri, due to how much the guitar part of the work elegantly suits to 
the technical and musical needs of the six-stringed instrument. (See Gherard Penn, “Mauro 
Giuliani a Vienna: Nuovi Documenti (Seconda Parte),” Il Fronimo XLIII, no. 170 (2015): 
42.) This means that, during the collaboration for this piece, Giuliani may have had at least 
a chance to inspect Hummel’s original scores and see how such a master of potpourris may 
have written his own referential elements. 



145 
  

 

Fig. 27. Second (red border for the first DMQ, blue for second one), third (purple circle) 
and fourth (green circle) referential elements and MQM (double bar line, enclosed within 
the orange-bordered square) as shown on the starting staves (page 2) of the keyboard part 
in the first edition of Hummel’s Potpourri. (Johann Nepomuk Hummel, Potpourri pour 

le Clavecin avec Accomp. de Guitarre Op. 53, first edition (Vienna: Chez Artaria et 
Comp., 1815), 2, retrieved from the Musiksammlung der Österreichische 

Nationalbibliothek, Vienna, M. S. 42529.)162 

                                                        
162 As noticeable from Figure 27, the beginning of the score has a few peculiarities when 
compared to Figure 28 (which features a quotation style more reminiscent of Giuliani’s Le 
Rossiniane). The second theme quoted in the score – coming from the opera Jean de Paris 
(1812) by the French composer François-Adrien Boieldieu (1775–1834) – includes both the 
third and fourth referential elements, but features a parenthesis which functions as MQM 
instead of the supposed double bar line functioning as MQM. The first quoted theme – 
belonging to the opera Raoul Barbe-Bleue (1789; here translated in German as Raul 
Blaubart) by the Belgian composer André Grétry (1741–1813) – has the exact same features 
as the theme from Jean de Paris, but it also has a closing double bar line functioning as 
MQM. Also, the second theme’s fourth element of referentiality is ‘stuck’ between its 
opening MQM and the one closing the preceding quotation. It is fair to suppose that this 
kind of idiosyncratic graphic decision was probably made by Hummel – or Artaria – in 
order to distinguish a quotation functioning as an introduction (i.e. Raoul Barbe-Bleue) 
from the one inserted as the actual first theme within the main structure (i.e. Jean de 
Paris). This score also features themes – and corresponding citation of the opera of 
provenance through the use of paratextual notes, as for the first two themes - coming from 
the operas La Vestale (1805) by Gaspare Spontini (1774–1851), Don Giovanni (1787; 
reported on the score as Don Juan) by Wolfgang Amadeus Mozart (1756–1791), and Il Re 
Teodoro (1784; see Fig. 28) by Giovanni Paisiello. It must be also pointed out that, while 
Giuliani writes both the type of aria and name of the opera in his fourth elements of 
referentiality, the Artaria score seems to suggest that Hummel might have had a 
predilection for citing only the name of the opera. 
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Fig. 28. Third (purple circle) and fourth (green circle) referential elements and MQM 
(double bar line, enclosed within the orange-bordered square) as shown on page 7 of the 

keyboard part in the first edition of Hummel’s Potpourri (and as featured also by Giuliani 
in Le Rossiniane). (Johann Nepomuk Hummel, Potpourri pour le Clavecin avec Accomp. 
de Guitarre Op. 53, first edition (Vienna: Chez Artaria et Comp., 1815), 7, retrieved from 

the Musiksammlung der Österreichische Nationalbibliothek, Vienna, M. S. 42529.) 

 

As mentioned in the final paragraph of Chapter 1, the following chapter will 

now proceed to explore two matters arising from the discussion so far. These 

are: the possibility that a literal paraphrase can be rationally correlated to a 

variation within an example of theme and variations form; and the 

proposition that Giuliani may also have made use of an additional type of 

musical quotation – mixed musical quotation – within Le Rossiniane. 
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Chapter 3:  

Musical ‘Meaning’ in Musical Paraphrase, and 

the Mixed Musical Quotation Hypothesis 

 

According to the Oxford English Dictionary Online, the term paraphrase is 

used among musicians to refer to any “musical work elaborating on a well-

known tune, [especially] from an opera, and used as a vehicle for 

virtuosity.”1 This term as applied in music was coined by Franz Liszt (1811–

1886), who used it as the title of some of his most famous works – either 

solo piano works or works for orchestra, whose main feature is their 

variation (and elaboration) upon famous themes from either opera or from 

the sacred music tradition.2 Alan Walker has stated: 

[According to Liszt, a] paraphrase, as its name implies, is a free variation on the 
original. Its purpose is metamorphosis. It can concentrate exclusively on the 
theme, decking it out with ever more complex ornamentation; or it can embrace 
the entire act of an opera, mixing and mingling the material en route, giving us 
(so to speak) an aerial view of the composition.3 

 

                                                           
1 “Paraphrase, N.,” OED Online, accessed January 14, 2017, 
http://www.oed.com.lib.ezproxy.hkbu.edu.hk/view/Entry/137577?rskey=gnWrHN&resul
t=1&isAdvanced=false. 
2 Richard Sherr, “Paraphrase,” Grove Music Online, accessed January 14, 2017, 
http://www.oxfordmusiconline.com.lib-
ezproxy.hkbu.edu.hk/subscriber/article/grove/music/20882. Among the most famous 
Liszt’s paraphrases it is worth citing: a) Grande Paraphrase de la Marche de Donizetti 
pour le Sultan Abdul-Medjd Khan, S. 403 for piano solo (first version 1847–48; second 
version 1848); b) Totentanz: Paraphrase über das Dies Irae, S. 126 for piano and orchestra 
(first version 1847–53; second version 1864); and c) Paraphrase de Concert sur Rigoletto, 
S. 434 for piano solo (1855–59). 
3 Alan Walker, Franz Liszt. Vol. 2: The Weimar Years, 1848–1861 (Ithaca: Cornell 
University Press, 1993), 158. 
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From the quote above, we notice that what Liszt thought of as a musical 

paraphrase (MPH) is not that distant from what I have defined as such so 

far – although during the Classical era (i.e., the period which is treated in 

this thesis) composers had not yet conceived of the type of extreme 

transformations in which Liszt engaged in his own ‘paraphrases.’ However, 

as Vernon Howard has stated (see Chapter 1), while a literal paraphrase is 

semantically defined, he is certain that in contrast to language, 

(instrumental) music cannot communicate any kind of meaning on the 

semantic level.4  

 

At this point I wish to sort out what the elements defining the semantic level 

in the music of the Common Practice Period might be – specifically during 

Giuliani’s career (i.e. the last two decades of the Classical era5) – elements 

from which a composer of this period could create his/her own MPHs. This 

will be crucial in order to show that the high number of variations on 

Rossini’s themes available throughout Le Rossiniane can be considered as 

MPHs, as well as justifying the term paraphrase as a valid musical term to 

refer to specific genres of variations on a given theme. Once this has been 

established, then a new category of mixed musical quotation6 will be 

explored and hypothesized by comparing Cappelen and Lepore’s definition, 

and examples of literary mixed quotation with a) their two definitions of 

direct and indirect quotation as well as my own definition of DMQ and 

                                                           
4 See Chapter 1.6, 61-62. 
5 I define the Classical Era’s time span as Kofi Agawu does, i.e. the period 1770–1830. (See 
Victor Kofi Agawu, Playing with Signs (Princeton: Princeton University Press, 1991), 127.) 
6 From now on, MMQ will be used as an abbreviation for mixed musical quotation. 
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IVMQ, and b) with new findings in this chapter about music semantics in 

the Common Practice Period, which in turn may be of use in defining the 

new category of mixed musical quotation.  

 

3.1 Music and Semantics: Musical Lexeme, Syntax,        

     and Syntagm 

I start this examination by citing my own statement, expressed towards the 

end of Chapter 1: 

According to most of literary theory’s scholars, a paraphrase appears to be 
notionally thought as a process of systematic syntactic and/or lexical changes to 
a previous original phrase or excerpt which is able to keep the same – or almost 
the same – semantic meaning of the given original which is subject to the 
paraphrasal process. Such mainstream view among literary theory scholars 
provides a significant confirmation: the earlier supposition that the definition of 
paraphrase by Vera is not optimal, because the ‘relevant transformations’ within 
a paraphrase he talks about should be spread throughout the excerpt, was correct. 
By just borrowing the terms syntax, lexicon and semantics – and their 
corresponding meaning – from literary theory, and by integrating them within 
Vera’s postulate of musical paraphrase, a more satisfying definition can be 
sketched for presumed upcoming analyses: a musical paraphrase is a 
‘musical fragment that a composer introduces in his opera, […] that 
[is] subjected to relevant [lexical and/or syntactic] transformations 
that distinguish it [systematically] from the original [from its 
beginning to its end, but that maintain the same semantic meaning of 
the original fragment]’ [emphasis added]. The adjustment just made to Vera’s 
definition demonstrates how important it is to establish whatever can be regarded 
as a semantic relationship between an original musical excerpt and its 
paraphrased version, as well as understanding what in music can be defined as 
both syntax and lexicon.7 

 

As the above statement ends, the modified version of Alejandro Vera’s own 

definition of MPH demonstrates that in order to work as a logical definition 

it is important to determine not only what in music might represent 

semantics, but also what in music can be explained as representing some 

                                                           
7  See Chapter 1.6, 67-68. 
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sort of syntax and (a) lexicon. As noted in the Oxford English Dictionary 

Online, a lexeme is “a word in the most abstract sense, as a meaningful form 

without an assigned grammatical role,”8 whereas syntax is defined as “[t]he 

set of rules and principles in a language according to which words […] are 

arranged to create well-formed sentences; [also] the analysis or study of 

such principles; the branch of grammar concerned with this[; t]he ways in 

which a particular word or part of speech can be arranged with other words 

or parts of speech.”9  

 

Here I extrapolate a basic sentence structure – Subject-Verb-Adjective10 – 

out of what Cappelen and Lepore refer to as Alice’s utterance, i.e. Life is 

difficult to understand. Through such an extrapolation, the basic sentence 

Life is difficult is obtained. This basic sentence is defined by three lexemes. 

These a) are physically represented by the form which they take through the 

spelling of the letters that each one features, i.e. what Ferdinand de Saussure 

would name as their signifier,11 b) each carry a distinctive concept 

represented by their respective signifiers, i.e. what Saussure would call the 

signified,12 and c) take their individual role as syntactic categories of S-V-

ADJ, determined by the combination of both their own signifier and 

                                                           
8 “Lexeme, N.,” OED Online, accessed January 24, 2017, http://www.oed.com.lib-
ezproxy.hkbu.edu.hk/view/Entry/107765?redirectedFrom=lexeme. 
9 “Syntax, N.,” OED Online, accessed January 24, 2017, http://www.oed.com.lib-
ezproxy.hkbu.edu.hk/view/Entry/196559?redirectedFrom=syntax. 
10 From now on, the abbreviation S-V-ADJ will be used to indicate the basic sentence 
structure Subject-Verb-Adjective. 
11 Daniel Chandler, “Semiotics for Beginners: Signs,” last modified 2014, accessed February 
9, 2017, http://visual-memory.co.uk/daniel/Documents/S4B/sem02.html. 
12 Ibid. 
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signified, i.e. the sign,13 and follow each other according to the rules of 

syntax in English grammar, where “[a]t the heart of every English sentence 

is the Subject-Verb relationship.”14 The result of the above lexemes united 

by a syntactic relationship is a syntagm; a syntagm is defined in linguistics 

as “[a] set of linguistic forms in a sequential relationship; [especially] a 

string of syntactically related words,” and in semiotics as “[a]n ordered 

combination of signifiers forming a meaningful whole.”15 According to the 

renowned British semiotician Daniel Chandler, a syntagmatic relationship 

is a dimension shown as a horizontal axis (see Fig.29).16  

 

                               Life      -- -- --        is        -- -- --   difficult 

                                  S                    V                    ADJ 

Syntagmatic Axis 

Fig. 29. Graphic representation of the basic sentence Life is difficult. The basic sentence 
is formed by three lexemes, each one taking shape as a sign – i.e. the result of the 

association of the signifier with the signified; each sign is enclosed within a brown square. 
The syntactic role of the three lexemes is signaled by the blue-colored abbreviations S-V-
ADJ placed below each respective lexeme. The syntagmatic dimension is highlighted by 
the green arrow at the bottom of the figure. The making of Figure 29 is inspired by the 

first figure found in Daniel Chandler’s web article named “Semiotics for Beginners: 
Paradigms and Syntagms.” 

 

 

                                                           
13 Ibid. 
14 “Basic Sentence Structure,” ESL Gold, accessed January 24, 2017, 
http://www.eslgold.com/grammar/basic_sentence.html. From now on, the abbreviation 
S-V will be used to indicate the grammatical relationship Subject-Verb in English 
sentence(s). 
15 “Syntagm, N.,” OED Online, accessed January 24, 2017, http://www.oed.com.lib-
ezproxy.hkbu.edu.hk/view/Entry/196555?redirectedFrom=syntagm. 
16 Daniel Chandler, “Semiotics for Beginners: Paradigms and Syntagms,” last modified 
2014, accessed January 28, 2017, http://visual-
memory.co.uk/daniel/Documents/S4B/sem03.html. In total agreement with American 
critical theorist Kaja Silverman, Chandler specifies that “meaning arises from differences 
between signifiers; these differences are of two kinds: syntagmatic (concerning 
positioning) and paradigmatic (concerning substitution).” 
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A concept similar to the basic sentence structure contemplated above can be 

represented in music by the Ursatz, a notion first conceived by Austrian 

music theorist Heinrich Schenker, and described extensively by Victor Kofi 

Agawu in his work titled Playing with Signs (1991). Kofi Agawu explains 

Schenker’s Ursatz (see Fig. 30) as follows: 

The Ursatz, or fundamental structure […], is a two-voice contrapuntal structure 
that provides the conceptual frame for a piece of tonal music […]. We might 
interpret its three sonorities as overlapping instances of beginning (I-V), middle 
(V), and ending (V-I) respectively. Nominally, the Ursatz enshrines a progression 
from stability through instability back to stability; that is, the first member 
provides a stable point of departure (beginning), is undermined (middle), and is 
returned to the initial point of stability (ending).17 

 

 

Fig. 30. Kofi Agawu’s representation of Schenker’s concept of Ursatz. (Victor Kofi 
Agawu, Playing with Signs (Princeton: Princeton University Press, 1991), 53.) 

 

As seen in the next figure (see Fig. 31), the description of the main 

characteristics defining the elements evidenced in Figure 29 appears to be 

appropriate to explain the components of each two-voice chord present in 

Figure 30: 

• The three two-voice chords presented in this basic music structure 

are written down through the use of musical notes. Such notes act as 

                                                           
17 Kofi Agawu, Playing with Signs, 53. 
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signifiers: they are a physical representation of the pitches, the 

harmony, the register, and the rhythm featured in each of the two-

voice chords at issue. At the same time, these notes also embody the 

signified of the lexemes:  as Nicholas Ruwet (1932–2001) states, 

“[m]usic meaning cannot manifest itself except in descriptions of 

music in itself…the signified (the ‘intelligible’ or ‘translatable’ aspect 

of the sign) is, for music, conveyed by the description of the signifier 

(the palpable aspect).”18 Since a) the musical sign is the result of the 

signifier being the signified, and b) a lexeme is made out of a 

complete and self-sufficient sign symbolizing it, then it appears 

justifiable to name all three chords featured in the Ursatz as musical 

lexemes; 

• Similar to the signs representing the lexemes included in a basic 

sentence structure, all three musical signs presented within the 

Ursatz take their respective role as musical syntactic categories of 

Tonic-Dominant-Tonic. Such categories are established by the “laws 

that govern the moment-by-moment succession of events in a piece, 

that is, the syntax of [tonal] music,”19 and their order within the 

Ursatz is indicated by the Roman numeral symbols I-V-I.20 It is 

                                                           
18 Cited in Jean-Jacques Nattiez, Music and Discourse: Towards a Semiology of Music, 
translated by Carolyn Abbate (Princeton: Princeton University Press, 1990), 113. Raymond 
Monelle was also of the same mind of Ruwet: “[T]he boundary of semantics lies so much 
nearer to manifestation than is the case of language, that the very configurations and 
patterns of music are already on the level of the signified. The tonic key, perfect cadences, 
disjunct intervals are already significations rather than signifiers.” (Raymond Monelle, 
“Structural Semantics and Instrumental Music,” Music Analysis 10, no. 1 (1991): 87, 
http://www.jstor.org/stable/853999.) 
19 Kofi Agawu, Playing with Signs, 6. Needless to say, such laws are identifiable within a 
musical piece thanks to the signs provided by a composer in order to signal his/her own 
desired musical lexemes.  
20 David Lidov notes that the symbols used in harmonic analysis can be associated 
theoretically to Goodman’s concept of notating. He says: “Analysis and notation are 
mutually implicational. Notating in Goodman’s sense, which opposes it to for example 
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essential to highlight that, similarly to the relationship S-V – so 

crucial for every English sentence structure – also the Tonic-

Dominant relationship appearing at the beginning of the Ursatz is a 

polarity acting as “[t]he most fundamental source of dramatic 

tension in [the Classical] style […], which serves to sustain the power 

of musical discourse in genres as diverse as opera, concerto, string 

quartet, and symphony”;21 

• The resulting outcome of these three musical lexemes (linked to each 

other by their assigned syntactic category within the Ursatz) is a 

musical syntagm. According to Raymond Monelle, a musical 

syntagm is what musicians most commonly refer to as musical 

theme22 – which, unsurprisingly, they may perceive as proceeding 

                                                           
graphing, presumes an analysis of a text into components. Analysis divides an artistic text 
into sets of parts, and the labels of the sets, taken in the right direction and combination, 
become a notation of the work. Goodman does not discuss many examples of notational 
systems, but if I understand correctly, the symbols used in traditional harmonic 
analysis also constitute a notational system. A ‘compound inscription’ such as 
IV-V meets Goodman’s requirements of syntactic and semantic unambiguity 
[emphasis added]. This fact is not surprising (the chord symbols are notations of notations) 
but not inconsequential either. To demonstrate the criteria, consider a harmonic analysis 
with chord symbols of some given score: 1) [t]he given musical score may be only one of 
innumerable ways of complying with the notated harmonic progression, but given any 
substitute text, we could quickly determine if complied or not[;] 2) [a] harmonic analysis 
specifies the music in a way conventionally regarded as significant, even though a very 
similar passage could have an identical one[;] 3) [t]he analysis notation system is very 
general and applies to a wide range of music.” (David Lidov, Is Language a Music?: 
Writings on Musical Form and Signification (Bloomington: Indiana University Press, 
2005), 92.) 
21 Kofi Agawu, Playing with Signs, 6. Nattiez seems not to agree with my assertion on this 
matter. He states: “Linguistic syntax, as we know, is grounded principally in a subject and 
a predicate, and the predicate tells us what has been stated concerning the former. There is 
logical connection between the two. In music, however, connections are situated within the 
sonorous discourse, not on the level of a story that this discourse is said to narrate.” 
(Nattiez, Music and Discourse: Towards a Semiology of Music, 128.) However, I would 
like to rephrase the first sentence of Nattiez’s statement in order to reinstate my point of 
view: tonal music syntax is grounded principally in a Tonic and a Dominant, and the 
Dominant tells us the syntactic role that the composer has established for the former.  
22 Monelle, “Structural Semantics and Instrumental Music,” 85. 
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visually horizontally, and temporally as moving along that horizontal 

axis. He affirms: 

The musical theme occupies a special place, a kind of semantic syntagm 

which is unique to the work. It is not quite like anything in language or 

narrative, apparently because the boundary between semantics and 

syntactics is differently situated in music. For this reason, the sound of 

music – the phonological level of manifestation – is inseparable from the 

semantic level. This is somewhat more like the figurative visual arts and 

suggests an iconic relation of signifier and signified, rather than the 

symbolic relation of language; figurative painting appears to signify 

through its resemblance to the object.23 

 

In short, the analysis of Schenker’s Ursatz tells us that (tonal) composers 

combine(d) together different musical lexemes and make them follow each 

other according to the syntactic rules of music; the outcome of their effort is 

a semantic syntagm (musical theme), exclusive to the work in which it 

appears. In the case of Giuliani’s Le Rossiniane – and more in general, in 

the case of both potpourri genre and theme and variations form – the 

themes chosen are essentially unique semantic syntagms coming (usually) 

from outside repertoire, and to which the planned successive ‘paraphrasing’ 

processes are modelled on. 

 

 

                                                           
23 Ibid., 87. 
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Fig. 31. Identification of the salient elements constituting the Ursatz by comparing and 
naming them with the elements constituting a basic sentence structure in literature.  All 

three musical lexemes’ own signs are identified via the use of brown squares. Their 
syntactic category is pointed out by means of recognition of each lexeme’s harmonic role 

within the Ursatz (circled in blue). The Ursatz’s syntagmatic axis, i.e. its musical theme, is 
signaled by utilizing a green arrow extending from side to side of the whole Ursatz. 

 

3.2 A Classification of Musical Paraphrases of the    

     Classical Era: The (Czerny-inspired) Six      

     Paraphrasal Classes  

Due to the transformative nature of MPHs, it is important to investigate at 

this point to what degree any thematic transformation can take place within 

them in music of the Common Practice Period, and more specifically during 

the Classical era. Wallace Berry (1928–1991) states:  

It can be observed in the historical practice of variation form that primary 
significance attaches to the retention in variation of any or all of the three basic 
elements: form, harmony, and (upper-voice) melody. Indeed […] it is possible to 
characterize virtually any traditional example of theme with variations as having 
invariable form from theme to variation, often with melodic, harmonic, or 
melodic-harmonic retention as well. (Rarely, however, is any combination of 
fixed elements retained consistently throughout an entire variation set.) In 
romantic, classical, and pre-classical examples, the form of the theme undergoes 
modification in the variation series in only occasional instances. The following 
classification of traditional variations suggests itself:  

Syntagmatic Axis (Musical Theme) 
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1. Those having fixed form. With the original harmony and melody 
decisively altered or relinquished (rare, and applicable only to occasional 
individual variations […])[;] 

2. Those having fixed form and melody (generally an upper-voice melody 
as distinct from a bass ostinato […]), with the theme’s harmony decisively 
altered or relinquished[;] 

3. Those having fixed form and harmony, with the melody decisively 
altered or relinquished (very common)[;] 

4. Those having fixed form, harmony, and melody, which any one of these 
varied slightly or with variations applied to other theme elements (very 
common).24 

 

There is a lot of useful information here about Common Practice Period 

approach to varying themes. However, what stands out the most in this 

quote is the notion that a variation on a theme operates through the 

arbitrary modification of the basic elements of form, melody, and harmony. 

Of course, when a composer decides to modify one or more of the elements 

included in a theme, s/he does so by following the syntactic laws of tonal 

music which regulate every formal, melodic, and harmonic episode 

happening throughout the theme in question.  

 

Returning to a stricter sense of literary theory, these observations also 

indicate that formal, melodic, and/or harmonic syntactic modifications 

occur every time one of Berry’s four classified types of traditional variation 

occur. It is important though to comprehend that, according to Raymond 

Monelle, musical syntax is ambiguously semantic in nature:  

[I]n music, the semantic process is clear but the expression-plane is shadowy. In 
language, the content-plane presents more difficulties than the levels of 
phonology and syntax. To put it another way: musical syntax behaves as though 
it were semantics.25  

                                                           
24 Wallace Berry, Form in Music (New Jersey: Prentice Hall, Inc., 1986), 291. 
25 Monelle, “Structural Semantics and Instrumental Music,” 83. Such ambiguity is likely 
due to the fact that, within a sign of a musical lexeme, signifier and signified are the same 
thing. If music syntax is the same thing as music semantics (as asserted by Monelle), and if 
tonal music’s syntax controls the sole instrument or agent responsible for making sense out 
of a sequence of lexemes in tonal music, music semantics subsequently manifests itself as 
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Therefore, the three main syntactic planes of a musical syntagm (form, 

melody, and harmony) are also its main three semantic planes – which, 

summed together, constitute the overall semantic totality of a given musical 

syntagm.26 An MPH is simply a composer’s choice of modifying one (or 

more) semantic criteria of a given musical syntagm while keeping the 

other(s), in order to still have one (or more) semantic criteria in place which 

can (still) connect semantically his/her MPH to the original syntagm.27  

 

Now that ‘paraphrasal’ criterion for the Classical era (and also valid for the 

rest of the Common Practice Period) has been established, something 

important has to be pointed out. Ho, et al. state:  

[Besides] appear[ing] in the forms of word, phrase and sentence […] also known 
as lexical paraphrase […], phrasal paraphrase […] and sentential paraphrase[, 
p]araphrases also can appear in the form of instances and patterns. […] Since 
these slots behave like templates in which they can accommodate some of the 
words, sometimes paraphrase patterns are also referred as paraphrase 
templates [emphasis added]. […P]araphrase patterns are more useful than 
paraphrase instances due to the fact that a single paraphrase pattern can be used 
to generate many paraphrase instances.28   

 

From this, a question arises: how many and what types of paraphrase 

templates utilized during the Classical era may we hypothesize today? 

Surprisingly, Czerny gives yet another answer to one of this thesis’ queries. 

                                                           
musical sense rather than musical meaning. French composer François-Bernard Mâche 
states: “[m]usic is only rarely reduced to the state of conveying a meaning […]: it is 
sufficient that it has a sense – like the water of a river, however, not like a syllogism.” (Cited 
in Nattiez, Music and Discourse: Towards a Semiology of Music, 114.)  
26 It is not audacious to think that a musical syntagm is the sum of multiple semantic planes. 
In fact, Lidov states: “Music is a multidimensional art. Its rhythmic, melodic, harmonic and 
timbral aspects may have independent though simultaneous structures.” (Lidov, Is 
Language a Music?: Writings on Musical Form and Signification, 95.) 
27 Needless to say, composers would need to refer MPHs to the original theme (for the 
reasons listed in Chapter 2.5, and many times in the way Giuliani referred in Le Rossiniane 
– as shown extensively in the just mentioned paragraph from Chapter 2). 
28 ChukFong F. Ho et al., “Extracting Lexical and Phrasal Paraphrases: A Review of the 
Literature,” Artificial Intelligence Review 42, no. 4 (2012): 859. 
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In the chapter of School of Practical Composition (1848) titled “Of 

Variations,” Czerny illustrates the various types of variation that a composer 

can realize out of a theme – mainly on the piano, but applicable to any other 

polyphonic instrument and/or musical ensemble of any size. He does that 

by listing these types, and later accompanies them with almost seven full 

pages of musical patterns: these patterns are conceived by Czerny as 

templates for composers attempting to write variations on a theme. Here is 

Czerny’s description of all six of his classes of variations (as he calls them), 

which he later integrates with his own musical templates – consisting of “the 

first four bars of a simple theme, followed by the different kinds of variation 

classed according to the [listed] order”: 

Numerous are the ways and forms in which a theme may be varied, but they admit 

of being divided into the following six principal classes [emphasis added]: 

1. In which the theme is strictly preserved in one hand, whilst a new, 
augmented, or even florid accompaniment is performed by the other[;] 

2. In which the theme itself is varied by adjunctive notes, without however 
changing the melody[;] 

3. Where, either in one or in both hands, passages, skips, or other figures 
are constructed upon the harmony of the theme; so that the leading idea 
of the melody is retained, yet without again giving the theme in a 
complete state[;] 

4. Where, upon the foundation-harmony of the theme, another new simple 
or embellished melody is invented, of such a kind, that it can either be 
played together with the theme, or by itself, instead of it[;] 

5. Where the theme receives other harmony, or artificial modulations, 
which may be combined either with the strict, canonic, or fugued style, 
or with imitative figures[;] 

6. In which the time, the degree of movement, or even the key of the theme 
is changed, but in which the original melody must always be clearly 
distinguishable.29 

 

These classes listed by Czerny were definitely the ones used by every 

composer working during his lifetime. And just as certainly, Giuliani was a 

                                                           
29 Carl Czerny, School of Practical Composition, Vol. 1 (London: R. Cocks & Co., 1848), 21, 
http://hdl.handle.net/1802/28412. See Appendix 19 for the musical theme he uses for the 
demonstration of his six classes of variations, and Appendix 20, 21, 22a, 22b, 23, 24, 25a 
and 25b for each group of templates illustrating different style of variations according to 
Czerny’s classes. 
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musician who followed the style and fashion of his contemporaries, Czerny 

being one of them. This means that Giuliani’s MPHs can potentially be 

classified through Czerny’s categorization of variation classes – also 

nameable as templates, if we refer to the terminology used previously. For 

this reason my later examination of Giuliani’s MPHs will be made by 

categorizing them within Czerny’s six classes of variations. Due to the 

interdisciplinary nature of this thesis, however Czerny’s six classes will be 

renamed as paraphrasal classes. 

 

3.3 Examination of the Elements Defining the  

     Presence of a Mixed Musical Quotation (MMQ) in  

     Le Rossiniane 

The previous discussion examined the validity of naming MPHs as such by 

comparing the elements of a basic English sentence to tonal structure(s) 

found in the Ursatz. Some of these elements also help us to theorize and 

investigate the presence of MMQs in Giuliani’s Le Rossiniane. In order to 

do this, further consideration of Cappelen and Lepore’s concept of mixed 

quotation now needs to be made. 

 

As already shown in Chapter 2, Cappelen and Lepore create examples of 

literary quotations out of the assumption that a certain person named Alice 

utters Life is difficult to understand.30 Cappelen and Lepore also base their 

                                                           
30 See Chapter 2.5, 120. 
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own example of mixed quotation on this premise, reporting it as their fourth 

example:31 

(4) Alice said that life “is difficult to understand.” 
 

Cappelen and Lepore affirm:  

(4) quotes Alice by reporting what she said, but attributes to her only an utterance 
of “is difficult to understand.”32 

 

As clarified earlier, the example used by Cappelen and Lepore at the 

beginning of their study is not a basic sentence: in fact the basic sentence 

which can be extrapolated from the utterance Life is difficult to understand 

is the syntactically ordered S-V-ADJ utterance, Life is difficult. Here I wish 

to readapt Cappelen and Lepore’s examples a) according to such a basic 

sentence, and b) by keeping the placement points in which quotation marks 

are placed in both direct and mixed quotations, in order to signal where the 

actual words uttered by Alice start within the whole sentence – i.e. at the 

beginning of both direct and mixed quotations (before Life and is 

respectively) and after the ending word of the utterance (difficult). Their 

former examples of literary quotations turn into the following:   

A. Alice said “Life is difficult.” 
 

B. Alice said that life is difficult. 
 

C. Alice said that life “is difficult.” 

 

                                                           
31 Herman Cappelen and Ernie Lepore, “Varieties of Quotation,” Mind, New Series 106, no. 
423 (1997): 429, http://www.jstor.org/stable/2254459. 
32 Ibid.  
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In accordance with Cappelen and Lepore’s original examples, A is a direct 

quotation, B is an indirect verbatim quotation,33 and C is a mixed quotation. 

 

It is now time to theorize about whether or not an MMQ may contain 

musical unquotations like DMQ and IVMQ. As observable from the 

examples presented on page 161 as A, B, and C, direct, indirect, and mixed 

(literal) quotations are all classifiable as such whenever they present a 

replica of an utterance which is quoted similarly among all three types of 

quotation. This seems to be consistent with Howard’s view on both direct 

quotation and indirect verbatim quotation – as we already know, the latter 

has been renamed as such in this research.34 Indeed, Howard asserts that 

the latter can present a replica in a manner akin to the former.35 Despite the 

fact that Howard does not include the category of mixed quotation in his 

study, we can observe that his assessment of direct and indirect verbatim 

quotations is also applicable to examples A, B, and C at issue here. Let us 

now recap the following: a) unlike literal direct quotations, a DMQ does not 

need to be an exact replica of an original segment;36 b) this study  categorizes 

changes within a DMQ as musical unquotations;37 c) this study also 

maintains that “[s]ince, according to Howard, literary theory asserts that 

direct and indirect verbatim quotations share an equivalency of method 

when it comes to the syntax replication of an excerpt, it is then fair to say 

                                                           
33 Cappelen and Lepore call indirect verbatim quotation simply indirect quotation. (See 
Chapter 2.5, 120.) The word verbatim has been added here in accordance with the 
definition utilized since Chapter 1, so to indicate an indirect quotation featuring a replica 
of a quoted excerpt in a similar fashion of a direct quotation. (See Chapter 1.6, 62-64.) 
34 See Chapter 1.6, 63-64. 
35 See Chapter 1.6, 62. 
36 See Chapter 1.6, 57-59. 
37 See Chapter 1.6, 60-61. 
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that a hypothetical [IVMQ] would share with [DMQ] the same (type of) rules 

in reproducing a given musical excerpt’s texture, including the featuring of 

musical unquotations.”38 A, B, and C tell us that mixed quotation (i.e. 

example C) shares an equivalency in method with the other two types (A and 

B) when it comes to the syntactical reproduction of an excerpt. A 

hypothetical MMQ would therefore share with both DMQ and IVMQ their 

rules of reproduction of a musical text, including the ones defining musical 

unquotations. 

 

At this point a process similar to the one in Chapter 2 can be engaged, and 

therefore some further specifications need to be made before going ahead 

with it:39  

• The written representation of the basic utterance Life is difficult can 

be conceived as being pictorial;  

• The abbreviation S-V-ADJ describes the specific syntactic categories 

of Subject, Verb, and Adjective belonging to each lexeme following 

one another in the basic sentence Life is difficult, hence it represents 

another way of describing the utterance. This means that S-V-ADJ 

can also be regarded as pictorial, due to the fact that it can substitute 

the utterance Life is difficult whenever the utterance needs to be 

‘depicted’ according to its syntactic categories;  

• The utterance Life is difficult is conceptually comparable with the 

Ursatz’s succession of three two-voiced Tonic-Dominant-Tonic 

                                                           
38 See Chapter 1.6, 64. 
39 The process I am referring to is the one to be found in Chapter 2.5, 120-124. 
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chords (see both Fig. 30 and 31). Since the way of illustrating the 

Ursatz’s succession Tonic-Dominant Tonic is the abbreviation I-V-I, 

the latter has a descriptive value equal to the abbreviation S-V-ADJ. 

Accordingly, the succession I-V-I is also to be considered pictorial, 

thus meaning that I-V-I represents another way of illustrating a basic 

musical succession through the ‘depiction’ of the succession of its 

musical syntactic categories.  

 

Let us now suppose that Rossini’s original musical utterance is the Ursatz – 

from which Giuliani then supposedly ‘takes’ his Pictures of Rossini’s music 

so to make his own musical quotations – and that Ursatz is abbreviated as 

I-V-I. Therefore, we can now follow the (entire) same procedure listed in 

Chapter 2. If we a) again exclude everything which distinguishes the direct 

quotation A from the indirect verbatim quotation B and the mixed quotation 

C – i.e. the predicate operator that from both B and C, and quotation marks 

from both A and C – b) replace the basic English sentence Life is difficult – 

representable as S-V-ADJ – with the Ursatz – by using the abbreviation I-

V-I – c) substitute again the subject of A, B, and C, i.e. Alice, with the implied 

‘subject’ of Le Rossiniane, i.e. Rossini, and finally d) include the verb said 

within scare quotes, we obtain: 

 
Rossini ‘said’ I-V-I 

 
 

As explained in Chapter 2, the expression Le Rossiniane suggests both the 

utterance Rossini said and Rossini said that; as a consequence, Rossini said 
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is equal to Rossini said that. As a result, both Rossini said and Rossini said 

that are yet again replaceable with the expression Le Rossiniane – which 

will be yet emphasized with an underscore, so to indicate that it comes from 

the first referential element within Giuliani’s score(s), i.e. the title. 

Furthermore, I-V-I can also be contained within a rectangular border 

‘framing’ the musical ‘picture’ of the Ursatz taken by Giuliani: 

 

Le Rossiniane     I-V-I 

 

The above visual abstraction is identical to the one exemplifying a Giuliani 

IVMQ in Chapter 2 – with the only difference being the presence of I-V-I 

within the ‘frame’ – where the third and fourth referential elements are 

absent. It is then predictable that if both the missing third and fourth 

referential elements from Chapter 2 – i.e. the intertitle Maestoso and the 

note (d) Marcia dell’ Opera Ricciardo e Zoraide – are applied again 

in the same way, the resulting visual outcome of a DMQ corresponds to the 

one represented in this chapter: 

                    

                                                             Maestoso  (d) 

                                 Le Rossiniane         I-V-I 

                                                                (d) Marcia dell’Opera Ricciardo e Zoraide 

 

Besides demonstrating that the presence of the third and fourth referential 

elements in Giuliani’s DMQs makes them reminiscent of direct quotations 

retrievable in essays – whereas Giuliani IVMQs are similar in conception to 

indirect verbatim quotations typically found in novels – Chapter 2 also 

established that Giuliani’s DMQs are enclosed within MQMs, further 
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distinguishing them from his IVMQs.40 Therefore, if we a) utilize literary 

quotation marks [“”] to indicate also any opening and closing type of MQMs 

enclosing a DMQ, b) use such representation of MQMs to enclose the latter 

visual elaboration of a DMQ, c) represent the utterance Life is difficult by 

using its syntactic succession’s description S-V-ADJ, and d) compare both 

the updated visual elaborations of a Giuliani DMQ and IVMQ to the 

examples A and B of literary quotations by ‘framing’ both S-V-ADJ and I-V-

I and by calling such updated versions of DMQ and IVMQ as A’ and B’, we 

obtain the following result: 

                                                                                                                                    Maestoso (d) 

       A.   Alice said “ S-V-ADJ ”                  A’.   Le Rossiniane    “ I-V-I ” 

                                                                                                                                                                                                                   (d) Marcia dell’Opera Ricciardo e Zoraide 

 

       B.   Alice said that S-V-ADJ               B’.    Le Rossiniane      I-V-I   

 

The reader can see that the similarity in conception between both A and A’ 

and B and B’ is evident. However, the above-representations of both B and 

B’ are not complete since, to reiterate what Cappelen and Lepore stated 

about indirect verbatim types of quotations, whatever is enclosed within the 

frames in both B and B’ could be true even if the subject of the quote never 

uttered anything inside of them.41 Therefore, the enclosing of each single 

syntactic element in B and B’ within parentheses (as to indicate that each 

element may have never been ‘uttered’ by the original ‘subject’) results in a 

more accurate theoretic visual of both B and B’: 

 

                                                           
40 See Chapter 2.6, 130-138. 
41 See Chapter 2.5, 120.  
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B.   Alice said that (S)-(V)-(ADJ)                               B’.    Le Rossiniane      (I)-(V)-(I) 

 

Now that a clearer visual of both DMQ and IVMQ has been established, it 

makes sense to speculate on what a hypothetical MMQ might look like. By 

keeping in mind that a) the basic syntactic succession S-V-ADJ is equal in 

conception to the basic musical syntactic sequence I-V-I, b) the example C 

(below) of a mixed quotation is enclosed within quotation marks just like 

example A of a direct quotation, and c) the Subject Life from the utterance 

Life is difficult – depicted as S in the abbreviation S-V-ADJ – is not enclosed 

within quotation marks in example C, the resultant new visual for an MMQ 

– which will be called as example C’ – is obtained: 

 

    C.    Alice said that (S)-“V-ADJ”                                 C’.    Le Rossiniane    (I)-“V-I” 

 

The new visuals C and C’ show that:  

• An MMQ would include only a partial excerpt of Rossini’s original 

musical utterance I-V-I, i.e. the utterance V-I; 

• Both the Subject S and the first Tonic of Rossini’s Ursatz I are 

featured outside their respective mixed quotation and MMQ. These 

have to be enclosed within parentheses due to the fact that, as 

observed in B and B’, an utterance within the ‘frame’ but not 

included within quotation marks (as in both A and A’) might be true 

even if the subject never uttered (or composed) them. 

• Opening and closing quotation marks [“”] were also used previously 

in example A’ to indicate any opening and closing type of MQMs 

enclosing a DMQ. Example C’ shows that, potentially, Giuliani’s 
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MMQs may feature (all of) the same types of MQMs retrievable in 

his DMQs. 

 

3.4 Further Discoveries on – and Taxonomical 

     Specifications for – DMQ, IVMQ, and MMQ 

This procedure, of comparing the Ursatz to a basic English sentence and 

utilizing it as the hypothetical original musical utterance of Rossini, 

manipulated by Giuliani to create his own DMQs, IVMQs and MMQs, is 

made possible by accepting the idea that Schenker’s Ursatz is acknowledged 

by scholars such as Kofi Agawu as “a global model that often finds 

replications on local levels.”42 However, as Kofi Agawu specifies, the Ursatz 

is above all a guideline by Schenker’s requirement which asserts that “a 

[tonal] piece will begin in the tonic, move to the dominant, and return to the 

tonic, and that this key-defining progression is the essence of a tonal 

piece.”43 Converted into the reality of Le Rossiniane, this means that 

Giuliani’s musical quotations do not just feature an original musical 

structure by Rossini consisting of a two-voiced contrapuntal sequence of 

three (I-V-I) chords. Instead, Giuliani’s quotations would have to feature 

whole musical segments of Rossini which, ideally, should retrace the 

syntactic idealization of a tonal piece as theorized by Schenker (and 

repeated by Kofi Agawu) and which may also contain one or multiple cases 

of smaller replications of the Ursatz at local levels.44 Supposing that these 

                                                           
42 Kofi Agawu, Playing with Signs, 55. 
43 Ibid., 53. 
44 An example of such replications coming from Agawu’s Playing with Signs is reported in 
Appendix 26. 
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different, smaller musical syntactic events – repeating the structure of the 

Ursatz at a local level – happen in between the main syntactic I-V-I 

categories of any of Giuliani’s Picture of Rossini’s music, it makes sense to 

update A’, B’, and C’ by postulating that the hyphens dividing each Roman 

numeral enclosed within the ‘frame’ represent the hypothetical Ursatz-like 

musical events happening at a local level. 

 

More importantly, in order to fully understand the logic by which DMQs, 

IVMQs and MMQs might realistically work as categories within the musical 

realm of Giuliani’s works, another fundamental observation has to be made 

with regard to the second part of Kofi Agawu’s core definition of Schenker’s 

Ursatz.45  As he states, the Ursatz’s three overlapping elements generate a 

beginning (I-V), a middle (V), and an ending (V-I); these embody 

respectively a) the initial point of stability (I-V), b) the point of 

destabilization (V), and c) the final return to stability (V-I) happening 

throughout the Ursatz – and thus, throughout any tonal music work. 

However, Kofi Agawu goes more in depth in describing what beginning, 

middle, and ending really are within the Ursatz: 

1) According to Kofi Agawu, the Ursatz’s beginning is “the initial 

element in a finite structure […] establish[ing] certain premises or 

point of reference, and our perception of subsequent events in the 

structure is inevitably informed by beginning processes”;46 

                                                           
45 See Chapter 3.1, 152. 
46 Kofi Agawu, Playing with Signs, 56. 
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2) The middle is a vague element which is indispensable for both 

beginning and end to function. However, the main functional role of 

the middle is to “undermin[e] the beginning by departing from it, 

generating tension in the process[, and] prolon[g] it in the sense that 

the beginning finds its ultimate definition only through the middle 

and ending”;47 

3) Finally, the ending is what “secure[s] closure for the entire 

structure.”48 For this reason, the ending is partially open at its 

beginning, unlike both beginning and middle – where the former is 

partially open at its end, and the latter is open at both ends.49 

 

By comparing the Ursatz’s beginning, middle and ending as described by 

Kofi Agawu with the corresponding literary beginning (S-V), middle (V), 

and ending (V-ADJ) found in the utterance Life is difficult, it will be noticed 

that Kofi Agawu’s careful description also makes sense within the scope of a 

basic English sentence; this is particularly true when it comes to both 

literary beginning and middle. The implication of the latter observation is, 

that what determines both literary and musical direct and mixed quotations 

is how structurally strong the content highlighted by their respective kind of 

quotation marks would be, if taken outside the section in which they are 

featured. In fact, by comparing A and A’ with C and C’, it can be seen that:  

                                                           
47 Ibid., 54. 
48 Ibid., 67. 
49 Ibid., 62. 
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• Both the beginning of A (S-V) and A’ (I-V) are enclosed within 

quotation marks, thus meaning that A and A’ feature the point of 

reference necessary for their respective utterances to ‘survive’ 

outside of their corresponding texts; 

• The mixed types of quotations in C and C’ do not start with an 

opening part, like the ones in A and A’. Instead, they start respectively 

with a Verb (letter V) and a Dominant (Roman numeral V), meaning 

that they start from the middle. This means that, if the quotations in 

C and C’ are extrapolated from their whole correspondent examples, 

the quotations would be unstable. In fact, if within a hypothetical 

quotation the middle a) cannot operate its undermining function of 

the beginning, and b) cannot define the beginning, then it means that 

the first syntactic category defining the quotation’s original 

beginning is missing. Therefore, the only way for a mixed quotation 

to restore the functions of the middle is to ‘mix’ with its preceding 

unquoted text to (re)create a new beginning. 

 

Two examples from Le Rossiniane will give examples of these assertions 

about MMQs, and updates about DMQs and IVMQs. First, let us 

hypothesize that the first succession I-V-I appearing at a local level in the 

next examples are the actual Pictures of Rossini’s music utilized by Giuliani 

for his quotations. The first example (see Fig. 32) is an examination of a 

section of a DMQ of the duet “Oh mattutini albori!” from Rossini’s La 
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Donna del Lago (1819), immediately following the IVMQ from La 

Cenerentola.50  

 

Fig. 32. DMQ – which Giuliani refers to as “Introduzione, e Duetto della Donna del Lago 
[Introduction, and Duet from La Donna del Lago]” – following the IVMQ already shown 
in Fig. 13. The first succession at a local level is indicated with the blue Roman numerals 
I-V-I and bordered in brown. (Mauro Giuliani, Le Rossiniane per Chitarra Parte Terza 
Op. 121, autograph manuscript, 1823 ca., 3, retrieved from the Preußischer Kulturbesitz, 
Musikabteilung mit Mendelssohn-Archiv, Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 

7660/1.) 

 

Keeping in mind that the local Ursatz-like succession I-V6/5-I highlighted in 

Figure 32 is currently hypothesized as being the sole Picture of Rossini’s 

music coming from “Oh mattutini albori!” that Giuliani took to make his 

quotation, it can be seen that such a section can work independently by itself 

even when extrapolated from the main musical text. This is due to the fact 

that the opening I-V6/5 is present within the quoted material and indicated 

by the double bar line preceding it which functions as an opening MQM. 

Hence, the example in Figure 32 has reason to be regarded as a DMQ.  

 

By looking at Giuliani’s original manuscripts, it will be noticed that the 

closest example of a hypothetical MMQ comes from a page of the original 

manuscript of Le Rossiniane No. 5, Op. 123, where Giuliani quotes a famous 

segment from Il Barbiere di Siviglia. More precisely, Giuliani quotes a 

                                                           
50 The IVMQ at issue here is the one already found in Fig. 13 of Chapter 2.5, 120. 

I -------------------------- 

----------- V6/
5----I 
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segment from the second part of Rosina’s cavatina, “Una voce poco fa,” and 

he ‘mixes’ it with the text by placing it right after a DMQ of – as he names it 

– an “Aria nell’ Aureliano in Palmira [Aria from Aureliano in Palmira]”51 

(see Fig. 33). 

 

Fig. 33. MMQ which Giuliani refers to as “[C]avatina nel Barbiere di Siviglia [Cavatina 
from Il Barbiere di Siviglia].” The MMQ – highlighted within a brown square – is 

indicated through the callout number (3) – circled in orange – and starts on a Dominant 
seventh – V7. The MMQ follows immediately a conclusion on the Tonic – I – of the 

previous DMQ, which is named “Aria nell’ Aureliano in Palmira [Aria in Aureliano in 
Palmira]” and referred by the composer through the use of the callout number (2) – 

circled in green. (Mauro Giuliani, Le Rossiniane per Chitarra, o Lira Op. 123, 
manuscript, 1823, 3, retrieved from the Musiksammlung der Österreichische 

Nationalbibliothek, Vienna, Mus. Hs. 35842.) 

 

Let us now suppose that a) the local Ursatz-like succession I-V7-I pointed 

out in Figure 33 is the sole actual Picture of Rossini’s music quoted by 

Giuliani from “Una voce poco fa,” and that b) whatever follows this 

succession in Figure 33 is a cadence written by Giuliani, functioning as an 

MQM ending the section considered here. It can be observed how exact in 

conception the considered section is to C’. In fact, it can be further noted 

that:  

a) The actual section is signaled by a double bar line (i.e. an opening 

MQM) after the first I and right before V7; 

                                                           
51 The DMQ that Giuliani refers to as an aria coming from Rossini’s opera seria titled 
Aureliano in Palmira (1814) is in reality a cavatina from Rossini’s Tancredi (1813). This 
matter will be thoroughly explained later in Chapter 4.7, 300-306. 

          I                V7                              I 
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b) The first musical lexeme classified syntactically as I is intentionally 

relegated by Giuliani outside of the opening MQM, so as to suggest 

that that particular lexeme is so characteristic of Rossini that it could 

be written by him even outside of the quotation of the aria at issue.52 

 

Because of this, the quotation in Figure 33 does not start from the beginning 

I-V7; it starts instead from the middle V7. Accordingly, the quoted material 

is dependent upon the featuring text, and therefore incorporates the factors 

which grant its classification as a MMQ. 

 

Figure 33 also provides a further update to the visual C’. Apparently, 

Giuliani’s MMQs feature only the fourth referential element:53 

                                                                                                                                                                                (3)  

C’.   Le Rossiniane    (I)-“V-I ” 

                                                                                                                                                                                (3) Cavatina nel Barbiere di Siviglia 

 

Giuliani’s reason for choosing to feature only the fourth referential element 

in his MMQ seems intuitive. The latter serves the purpose of referencing the 

aria, but at the same time Giuliani wants the aria to have the same tempo 

indicated for the previous one from Aureliano in Palmira. This decision 

seems to imply an intention of making the two arias follow each other more 

                                                           
52 This last assertion appears to be true. In fact, such a particular musical lexeme also 
appears in the aria from Tancredi that Giuliani cites as coming from Aureliano in Palmira. 
This suggests that he uses this musical lexeme as a point of conjunction between the two 
arias. For more elucidation about this matter, please refer to point b) in Chapter 4.3.1, 255. 
53 As is noticeable, the fourth referential element of the MMQ visual is reported according 
to Figure 33, i.e. a number (3) callout and the footnote referring to the aria as “Cavatina nel 
Barbiere di Siviglia.” 
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consistently, one after another, almost as if Giuliani is hiding some sort of 

connection between both of them.54 

 

At this point it is important to remind ourselves that, in reality, Giuliani did 

not take ‘pictures’ of a single I-V-I succession coming from Rossini’s music; 

he instead transcribed several bars coming from the arias written by Rossini 

which obviously contain several Ursatz-like successions at local levels, until 

the end of the main Ursatz structure of the segments quoted in Le 

Rossiniane (see Fig. 34 and 35). 

 

Fig. 34. Ending bars of the DMQ of the duet “Oh mattutini albori.” The last succession at 
a local level of this 24-bar long DMQ is a Tonic-Subtonic-Tonic one – indicated with the 

blue Roman numerals as I-vii°7-I; vii° is a substitute of V functioning as a Dominant, 
since it features the leading tone. (Mauro Giuliani, Le Rossiniane per Chitarra Parte 

Terza Op. 121, autograph manuscript, 1823 ca., 3, retrieved from the Preußischer 
Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv, Staatsbibliothek zu Berlin, Berlin, 

Mus. Ms. 7660/1.) 

 

 

 

                                                           
54 This hypothesis also turns out to be correct. The MMQ which Giuliani referenced as 
“[C]avatina nel Barbiere di Siviglia” is the famous cavatina “Una voce poco fa.” (See 
Chapter 4.3.1, 258-263.) This cavatina was derived by Rossini from a previous aria featured 
in Aureliano in Palmira. (See Chapter 4.7, 306-307.) 

I----------------------------------vii°7- 

---I 
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Fig. 35. Ending bars of the MMQ of “Una voce poco fa.” Here the last succession at a 
local level of this 2o-bar long MMQ is a Tonic-Dominant-Tonic – indicated with the blue 
Roman numerals as I-V-I – which loosely retraces the codetta of the original aria. (Mauro 

Giuliani, Le Rossiniane per Chitarra, o Lira Op. 123, autograph manuscript, 1823, 3, 
retrieved from the Musiksammlung der Österreichische Nationalbibliothek, Vienna, Mus. 

Hs. 35842.) 

 

Both Figure 34 and 35 show that they have an ending which corresponds to 

both a) the ending of the last local Ursatz of the two quotations, and most 

importantly b) the Tonic which defines the ending (V-I) of the whole Ursatz 

of both quotations.55 Although both the DMQ and MMQ at issue feature a 

complete Ursatz-like syntactic succession I-V-I, their classification does not 

come from their beginnings at a macro level, but by their first beginning at 

a micro level. More precisely, what distinguishes an MMQ from a DMQ is 

the lack of a beginning-like relationship – and therefore, the presence of a 

middle-like relationship – in the first local Ursatz-like chordal sequence. 

Seen from a macro level perspective: while a DMQ’s main Ursatz would 

appear as I-V-I, that of an MMQ one would look like V-V-I. 

 

Since the classification of both a DMQ and an MMQ depends on their initial, 

local Ursatz-like syntactic sequence, it is safe to hypothesize that either or 

both of them may (even) lack the last Tonic determining their endings and 

still be classified as such. But is there any evidence that Giuliani might have 

                                                           
55 Here the presumption is that the main Dominant determining middle (V) of both 
quotations’s Ursatz occurs around their middle bars.  

I---------------------V------------------------------I 
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made any kind of quotation with such a peculiarity? The answer to this 

question is yes, as Figure 36 shows (see Fig. 36). Indeed, the 69-bar long 

DMQ of the sextet, “Siete voi?” from La Cenerentola finishes on the 

dominant of D major, then resolving on the key’s submediant altered by 

modal interchange. The latter chord’s root, B♭, is to be read as the root of 

♭VI (borrowed from D minor) – i.e. here Giuliani uses modal interchange 

(M.I.) – incorporated into a deceptive cadence. This is at the same time the 

Tonic of B♭ major, i.e. the first chord at the beginning of the DMQ’s 

following cadence – which acts as the DMQ’s closing MQM – which will be 

confirmed as the Tonic of the new key in the next few bars.56 

 

 

 

                                                           
56 More precisely, the new key will be confirmed at the beginning of the next Giuliani’s DMQ 
of what he refers to as “Aria nell’[o]pera La Gazza Ladra [Aria from the opera La Gazza 
Ladra],” most commonly known as the final trio “Là seduto l’amato Giannetto” from La 
Gazza Ladra’s Act I, Scene 1, No. 1. (See Chapter 4.2.2, 254-257.) 
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Fig. 36. Beginning and ending bars of the DMQ referenced by Giuliani as “Sestetto 
nell’[o]pera [L]a Cenerentola [Sextet from the opera La Cenerentola],” and here bordered 
in red. The first bar starts with a local I-V-I succession – thus determining the quotation’s 

typology. The last bar features a final dominant (V) at a local level resolving to the 

borrowed chord ♭VI, which is a common chord in the parallel minor mode with the Tonic 

of the following cadence’s key of B♭ major. The chord typology in both beginning and 
ending are indicated with blue Roman numerals for the DMQ; the Tonic (I) of the 

following cadence is indicated with an orange Roman numeral. (Mauro Giuliani, Le 
Rossiniane per Chitarra, o Lira Op. 123, autograph manuscript, 1823, 3’-4’, retrieved 
from the Musiksammlung der Österreichische Nationalbibliothek, Vienna, Mus. Hs. 

35842.) 

 

This latter figure provides a further update for our classification. 

Considering that its DMQ’s Ursatz-like main syntactic succession does not 

reach the expected Tonic to make a complete I-V-I macro relation, it is 

therefore rational to theorize the case in which also a MMQ might end in the 

same way. Thus, both a DMQ and a MMQ not featuring a proper ending (V-

I) at a macro level can be represented syntactically as respectively I-V-V and 

V-I-V. Bearing in mind that a) a Dominant (V) is also the middle of an 

Ursatz,  b) an Ursatz-like syntactic sequence happens throughout a piece 

until the end, and most importantly c) the middle is open at both sides, then 

both a DMQ and a MMQ featuring an ending such as Figure 36 have an 

I--------------------------------V7-I 

D: V--------------♭VI (M.I.) 
Bb:   I 
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opening at their end. Therefore, it is appropriate to reclassify both DMQs 

and MMQs as follow: 

1. DMQs and MMQs that finish with an Ursatz-like ending (V-I) will be 

named as closed; 

2. DMQs and MMQs that finish with an Ursatz-like middle (V) will be 

named as open.57 

 

Finally, let us see if and how the new postulates about DMQs and MMQs 

apply for IVMQs. When looking at both B and B’, the importance of whether 

or not either the beginning or the end are featured seems not to be a 

determinant in categorizing them as indirect verbatim types of quotations. 

This is due to the fact that both a literary indirect verbatim quotation and 

an IVMQ’s main outcome is to be somehow camouflaged within the main 

text, thus entailing an ambiguity about whether or not the main character 

expressing the quoted material did in reality express it at all. For this same 

reason, either the beginning or the ending Tonic of an IVMQ need not to 

belong to the IVMQ – as it can also happen at the start of an MMQ for the 

former, as well as at the end of both a DMQ and an MMQ. The now-familiar 

IVMQ from La Cenerentola is a good example of how a quotation can not 

only both start and end from a chord different than the Tonic, but that can 

                                                           
57 In the case of a deceptive cadence closing a quotation, there may be the objection that a 
quotation may be regarded as closed due to the substitutive function that a submediant 
operates when replacing a tonic. Although such objection is valid when we talk on a local 
level, it is however not necessarily valid on a larger tonal level, where it is ultimately the 
tonic that concludes a piece of music. To reiterate, I deem a musical quotation as closed 
when it can have a ‘life’ of its own, i.e. its conclusion to its key’s tonic makes it satisfactory 
without carrying on with other harmonic successions. The opposite applies to the open type 
of musical quotation. 
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also start from – and therefore, may also end on – a chord which is not a 

Dominant (see Fig. 37); this means that an IVMQ can start with a chord 

located right in between either a beginning or an end which is different from 

either a Tonic or a Dominant.  

 

Fig. 37. Beginning and ending bars’s chords in the IVMQ from La Cenerentola. The 
chord typology in both beginning and ending are indicated with blue Roman numerals. 
The Ursatz-like beginning relationship with the IVMQ’s previous bar is highlighted in 

orange dashes and Roman numerals. (Mauro Giuliani, Le Rossiniane per Chitarra Parte 
Terza Op. 121, autograph manuscript, 1823 ca., 3, retrieved from the Preußischer 

Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv, Staatsbibliothek zu Berlin, Berlin, 
Mus. Ms. 7660/1.) 

 

Figure 38 is instead diametrically opposed to the former (see Fig. 38). The 

approximately one-bar long IVMQ following the MMQ of the “[C]avatina 

nel Barbiere di Siviglia [Cavatina from Il Barbiere di Siviglia]” is in fact a 

solid example of two whole Ursatz-like syntactic successions, given that the 

last dyad previously considered as the ending of the MMQ (see Fig. 35) is 

instead regarded as the beginning of the following IVMQ. Here both the 

beginning of its first local Ursatz, as well as the ending of its last, close it at 

both sides. The fact that it has in total two middles does not affect the 

validity of the syntax: as already said, an Ursatz is more of a guideline rather 

than a strict rule. 

I----------------------------vi4/3----------- 

-----------------------------V6/5 

V7 
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Fig. 38. IVMQ of a passage from the Sinfonia of Il Barbiere di Siviglia58 after the last bar 
of the MMQ of the “[C]avatina nel Barbiere di Siviglia [Cavatina from Il Barbiere di 
Siviglia].” The two Tonic-Dominant-Tonic successions are indicated in blue Roman 

numerals as I-V-I-V-I. As noticeable, the final chord of the MMQ is also the first one of 
the IVMQ, thus creating an elided cadence (see Fig. 35). (Mauro Giuliani, Le Rossiniane 

per Chitarra o Lira Op. 123, autograph manuscript, 1823, 3, retrieved from the 
Musiksammlung der Österreichische Nationalbibliothek, Vienna, Mus. Hs. 35842.) 

 

Still, the example in Figure 37 is comparatively more relevant than Figure 

38 for the following reason: if it is true that an IVMQ can start with a chord 

other than the Tonic or the Dominant, and in either start in between I-V or 

V- I, then it can be reflexively true for both DMQs (when it comes to their 

ending) as well as MMQs (with regard to both their beginning and ending). 

As a consequence, the previous taxonomy for open and closed types of 

musical quotations has to be both reinstated and updated: 

1. An MMQ can be classified as such even when it starts from a different 

chord from the Tonic or Dominant which make the beginning of its 

first local Ursatz-like syntactic succession; 

2. DMQs and MMQs that finish with an Ursatz-like ending (V-I) will be 

named as closed; 

3. DMQs and MMQs that finish with either a middle (V) or a chord in 

between the ending (V-I) of its last local Ursatz-like succession will 

be named as open. 

4. An IVMQ can be opened or closed on either one or both sides: 

                                                           
58 For reference, see Chapter 4.4.2, 274-275. 

I---------V-I-------V 

I 



182 
 

a) An IVMQ opened at both sides will be called double-open; 

b) An IVMQ closed at both sides will be called double-closed; 

c) An IVMQ closed at its beginning and opened at its end will be 

called closed-open; 

d) An IVMQ opened at its beginning and closed at its end will be 

called open-closed. 

 

3.5 Final Observations on Chapter 3 

To summarize: the comparison of a basic English sentence with Schenker’s 

Ursatz has brought relevant results for this particular investigation. Not 

only has this comparison allowed for comprehension of why a musical 

variation may very well be named as an MPH – and more broadly with the 

term paraphrase within the music field – but it has also permitted me to 

classify the upcoming examples of MPHs in Le Rossiniane through an 

adaptation of Czerny’s six classes of variations – which include examples of 

musical variations pertinent to the historical period from which Le 

Rossiniane comes. In addition, a further comparative application of the 

Ursatz to the visual theorizations of musical quotations which originated in 

Chapter 2 not only helps to define Giuliani’s MMQs, but also provides more 

analytical tools to redefine both DMQs and IVMQs. Finally, in Chapter 4 I 

will start by exhibiting the archetypal model of analysis for Le Rossiniane; 

this will then be used in the chapter’s second part to finally examine all the 

types of musical quotations present in Giuliani’s works under discussion 

here. 
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Chapter 4:  

Analysis and Categorization of the Musical 

Quotations in Le Rossiniane Opp. 121 and 123 

 

In this chapter I finally examine and classify all of the musical quotations in 

Giuliani’s Le Rossiniane No. 3, Op. 121 and No. 5, Op. 123. I begin with both 

a summarization and refinement of the definitions arrived at in the 

preceding Chapters 1, 2, and 3, and provide an illustration of how this 

analysis will be conducted. I then proceed to an analysis and categorization 

of all types of musical quotation present in Le Rossiniane Opp. 121 and 123, 

as well as an additional investigation into a few of the quotations in one of 

Le Rossiniane at issue here (i.e. Op. 123) in order to determine whether or 

not Giuliani ever had any metatextual intention in his works. This will be 

done by providing some historical information which may justify such a 

claim. Finally, the last section presents two tables listing each of Giuliani’s 

musical quotations and original themes within his Le Rossiniane Opp. 121 

and 123. All these are listed according to their order of appearance within 

the works, and I also present a few updates made possible thanks to the 

examination presented in this chapter. 
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4.1 An Archetypal Model of Analysis for the Musical 

Quotations in Le Rossiniane 

 

4.1.1 Summarization and Refinement of the Definitions  

I start this archetype model for the analysis of Le Rossiniane by listing the 

definitions of DMQ, MMQ, and IVMQ as provided so far by this 

investigation of Giuliani’s Rossinian potpourris. The investigation revealed 

(among other things) that DMQ, MMQ, and IVMQ have in common the 

same type of rules in reproducing a given musical excerpt’s texture – thus 

also implying that an MMQ may feature musical unquotations, just like 

DMQ and IVMQ:1 

• Direct Musical Quotation (DMQ): a musical fragment, coming 

either as a self-citation or more commonly as a citation of a passage 

from another composer’s work, that is used by a composer within 

another work through a scrupulous adherence to the original’s 

thematic content; some changes in tempo, harmony, pitches, and 

relative durations are allowed as musical unquotations (MU), as 

long as they do not compromise the recognizability of the original 

theme’s musical character. A DMQ starts always on the tonic of its 

main key; it can be either closed, if it finishes on the tonic of its key, 

or open, if it finishes on a chord different from its tonic. It features 

all four types of referential elements, and it is enclosed within 

musical quotation marks (MQM); 

                                                        
1 See Chapter 3.3, 162-163. 
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• Mixed Musical Quotation (MMQ): a musical fragment, coming 

either as a self-citation or more commonly as a citation of another 

composer’s work, that is used by a composer within a work through 

a scrupulous adherence to the original’s thematic content; some 

changes in tempo, harmony, pitches, and relative durations are 

allowed as musical unquotations (MU), as long as they do not 

compromise the recognizability of the original theme’s musical 

character. An MMQ starts always on a chord different from the tonic 

of its main key, and (potentially) it always comes after a DMQ; it can 

be either closed, if it finishes on the tonic of its key, or open, if it 

finishes on a chord different from its tonic. It features the first, 

second, and fourth types of referential elements, whereas its 

tempo comes from the third referential element of its preceding 

DMQ. It is enclosed (potentially) within all the same musical 

quotation marks (MQM) also found in DMQs; 

• Indirect Verbatim Musical Quotation (IVMQ): a musical 

fragment, coming either as a self-citation or more commonly as a 

citation of another composer’s work, that is used by a composer 

within a work through a scrupulous adherence to the original’s 

thematic content; some changes in tempo, harmony, pitches, and 

relative durations are allowed as musical unquotations (MU), as 

long as they do not compromise the recognizability of the original 

theme’s musical character. An IVMQ can start and finish on any 

chord of its main key.  It is classifiable as: a) double-closed, when 

it starts and finishes on the tonic of its main key; b) double-open, 

when it does not start and finish on the tonic of its main key if it 



 186   
 

finishes on the tonic of its key; c) closed-open, when it starts on the 

tonic of its main key, but it finishes on a chord different from its 

tonic; d) open-closed, when it finishes on the tonic of its main key, 

but starts on a chord different from its tonic. It features only the 

first and second types of referential elements, and it is not 

enclosed within musical quotation marks (MQM). 

 

With the definitions given above, it is now time to update the definition of 

musical unquotation: 

• Musical Unquotation (MU): an insertion and/or removal of a 

single note, a chord, and an embellishment within a DMQ, an 

MMQ, and an IVMQ. These are used by a composer to 

contextualize the musical quotation within their own work and/or to 

improve it according to the composer’s own taste and/or the taste 

and practice of his/her time and place, but do not lead to overall 

radical changes in the melodic line, accompaniment, harmonic 

functions, rhythmic layout, or register within the musical quotes 

where it is featured.2 

                                                        
2 From now on, the acronym MU(s) will be used to refer to musical unquotation(s). Beside 
this specification, there is the need to explain how such a category will be utilized 
throughout this chapter’s investigation. The most practical (and non-confusing) modus 
operandi in which the identification of MUs can be useful to the analysis of Giuliani’s 
DMQs, MMQs, and IVMQs in Le Rossiniane – without creating a tedious pursuit of even 
smallest, most non-significant MUs within everyone of Giuliani’s musical quotation – is to 
take for granted that these types of musical quotation in Le Rossiniane contain a certain 
degree of small MU(s) which are not worth being taken into consideration. Throughout the 
upcoming examination I will point out all the MUs; however, I will describe the ones which 
I deem important for the reader to know, i.e. according to both a) the degree of interest that 
a particular MU may have for the overall character of a quoted passage when compared to 
the original musical text, and b) if an MU is determinant in refining the postulates within 
its category – or even create a new one. As a last point, I would like to state that all the MUs 
in Chapter 4 will be identified depending on my own interpretive sensitivity as a guitar 
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Finally, the definition of the category of MPH will be given by keeping in 

mind that a) a musical theme is a musical syntagm, and b) the overall 

semantic layout of a given musical syntagm is obtained by the sum of the 

musical syntagm’s three main semantic planes – i.e. form, melody, and 

harmony: 

• Musical Paraphrase (MPH): a composer’s choice of modifying 

consistently one (or more) musical semantic criteria of one (or more) 

semantic planes of a musical fragment – previously quoted, either as 

a self-citation or more commonly as a citation of another composer’s 

work, within a work through a scrupulous adherence to the original’s 

thematic content – in order to still have one (or more) semantic 

criteria in place which can (still) connect the MPH to the fragment’s 

original musical syntagm. Within Le Rossiniane the musical 

fragment undergoing the ‘paraphrasal’ process is always a DMQ. 

For this reason, an MPH also needs a) to be preceded by a DMQ that, 

by having all four of its referential elements in place, can allow 

the following MPH(s) to be identified as its ‘paraphrase,’ b) to have 

its own third referential element, in order to signal whether or 

not it implements a comparative change in pace to its preceding 

DMQ, and c) to be enclosed within MQMs, in order to indicate 

where the composer intended to finish his/her ‘paraphrased’ DMQ. 

                                                        
performer and transcriber. Hence my aim is not to ‘impose’ my detection and interpretation 
of the MUs in Opp. 121 and 123, since other musicians may feel differently about them. 
Instead, my wish is to provide extensive examples of how the category MU can be utilized 
for the analysis of music transcriptions. 
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MPHs are divided into six paraphrasal classes (PCs),3 

corresponding to Carl Czerny’s six classes of variations on a given 

musical theme/syntagm. 

 

These definitions bring up the following enquiry regarding the category of 

(literal) indirect quotation – explained in Chapter 14 – which now needs to 

be readdressed before continuing with the archetypal model: would both 

IVMQ and MPH belong to a bigger set nameable as indirect musical 

quotation as much as, according to both Howard and Campbell, both literal 

indirect verbatim quotation5 and paraphrase belong to the set called 

indirect quotation?  

 

As noted on pages 55 and 56 of Chapter 1.6, Howard claims that both literal 

indirect verbatim quotation and paraphrase belong to the bigger set of 

indirect quotation because they are both semantically defined. However, as 

I stated in page 58 of the Chapter 1.6: 

Since, according to Howard, literary theory asserts that direct and indirect 
verbatim quotations share an equivalency of method when it comes to the syntax 
replication of an excerpt, it is then fair to say that a hypothetical indirect verbatim 
musical quotation would share with direct musical quotation the same type of 
rules in reproducing a given musical excerpt’s texture, including the featuring of 
unquotations […]. 

 

                                                        
3 From now on, the acronym for every single one of the six paraphrasal classes will be PC1 
for the first paraphrasal class, PC2 for the second one, and so forth up to the sixth one 
(PC6).  
4 See Chapter 1.6, 61-64. 
5 It must be recalled that indirect verbatim quotation is a term used in this thesis to indicate 
what Howard describes as indirect quotations featuring a replica of a quoted excerpt in the 
same manner as direct quotations, as well as those types of indirect quotation that 
Campbell calls as Near Copies (Sic.). (See Chapter 1.6, 62-64.) 
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According to the results obtained in this research so far, it can be stated that 

my assertion (cited above) was correct, although it needs a revision. An 

IVMQ has much more in common with both a DMQ and an MMQ rather 

than an MPH, for the following reasons: 

1. DMQ, MMQ, and IVMQ all aim at reproducing a given musical 

excerpt’s texture, and potentially would all include musical 

unquotations; 

2. DMQ, MMQ, and IVMQ have in common the first two elements of 

referentiality. Among them, what especially determines their status 

as musical quotations is their second element of referentiality, i.e. 

their status as Pictures of Rossini’s music. Therefore, the aim of 

DMQs, MMQs, and IVMQs is to resemble the orthographic 

verbatimness of the original quoted fragment. 

3. On the contrary, the identity of an MPH is defined not by an 

attempted orthographic verbatimness to an original fragment 

coming from an outside text, but instead by a) the number and degree 

of musical semantic criteria applied (and kept) by a composer 

throughout an MPH – when compared to its preceding DMQ – and 

b) the referential relationship of an MPH to their preceding DMQ, 

established by the sequential featuring of all referential elements of 

both DMQ and its following MPH(s). 

 

The reflection which can be made thanks to the above point is that, contrary 

to MPH, the other three categories of DMQ, MMQ, and IVMQ all aim at an 

ideal of ‘pictorial’ verbatimness to the original fragment – and the 
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fulfillment of such an ideal is ultimately determined by a composer’s 

personal evaluation of the physical limits of the instrument(s) for which 

his/her ideal quotational ‘pictures’ are written. It is then correct to regard 

IVMQ as not belonging to the same set as MPH, but instead of belonging to 

a bigger set including also DMQ and MMQ, since all three (DMQ, MMQ, 

and IVMQ) aim at verbatimness: 

• Their set can be called verbatim musical quotation (VMQ), and 

can be defined through what can be regarded as the DMQ, MMQ, and 

IVMQ’s lowest common definition:6 a VMQ is a musical fragment, 

coming either as a self-citation or more commonly as a citation of 

another composer’s work, that is used by a composer within a work 

through a scrupulous adherence to the original’s thematic content; 

some changes in tempo, harmony, pitches, and relative durations are 

allowed as musical unquotations (MU), as long as they do not 

compromise the recognizability of the original theme’s musical 

character; 

• Since every type of musical quotation within the VMQ set has a 

verbatimness ‘bias,’ from now on the category of IVMQ will be simply 

called as indirect musical quotation (IMQ). 

 

A consequence of this is that there are now two main differing groups of 

musical quotations, i.e. VMQ and MPH. The former one aims at an ideal 

‘pictorial’ verbatimness of an original quote coming from another text; the 

                                                        
6 This term was inspired by the mathematical concept called lowest common denominator.  
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latter aims at consistently modifying such verbatimness, and at the same 

time making sure to refer effectively to the original quote by, first and 

foremost, following their ‘paraphrased’ fragment(s) (so far as this has 

occurred in my analysis of Le Rossiniane as DMQ(s)).  However, if the 

differences in purpose of both VMQ and MPH are removed from their 

respective definitions, then we find out that their lowest common definition 

represents the quintessential general definition for the main set containing 

every single type of musical quotations in Le Rossiniane, i.e. musical 

quotation:  

• Musical Quotation (MQ): a musical fragment, coming either as a 

self-citation or more commonly as a citation of another composer’s 

work, that is used by a composer within a work. It can be either a 

verbatim musical quotation (VMQ) or a musical 

paraphrase (MPH). 

 

All the aforementioned sets of musical quotations discovered in Le 

Rossiniane thus far can be summarized (temporarily) according to the 

hierarchical order illustrated in the following example (see Fig. 39):  
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                                              Musical Quotation (MQ) 

   

    Verbatim Musical Quotation (VMQ) 

         

        IMQ                                                     DMQ                       

                                MMQ 

                                                                     Musical Paraphrase (MPH) 

                                                                         

                                                           PC1      PC2     PC3      PC4      PC5    PC6 

Fig. 39. Provisional hierarchy of MQs in Le Rossiniane. The black lines connect the 
smaller sets to the bigger ones, as to indicate the relationship of the former to the latter.  

 

4.1.2 Le Rossiniane No. 3, Op. 121 and No. 5, Op. 123: 

Analytical Guidelines 

As explained in the last paragraph of Chapter 3, this thesis will only analyze 

the MQs of Le Rossiniane Opp. 121 and 123: this is to make sure that the 

results obtainable from the axioms discussed in this thesis will be ‘pure,’ i.e. 

not ‘polluted’ by later editorial choices which may have changed Giuliani’s 

real intentions in his work. However, here I establish the boundaries within 

which the analysis of Le Rossiniane Opp. 121 and 123 will be carried out, 

with the aim of creating a controllable ‘environment.’ 
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The following abbreviations will be used for each of Giuliani’s scores at 

issue:  

GR3 = Mauro Giuliani’s Le Rossiniane No. 3, Op. 121 

GR5 = Mauro Giuliani’s Le Rossiniane No. 5, Op. 123 

The analysis of the VMQs present in GR3 and GR5 will be made by 

correlating the opera score with Giuliani’s originals, in accordance with the 

hypothesis illustrated in the introduction to this thesis.7 In this study, I use 

as a reference for Rossini’s opera scores the Fondazione Rossini editions: 

these will be used extensively for most of the Rossinian themes involved in 

the analysis. However, the Fondazione Rossini has not (yet) published one 

of the opera scores needed for this examination, i.e. Ricciardo e Zoraide. 

Luckily, the Library of the Conservatory of Naples has made available on the 

internet the complete scanned score of Rossini’s autograph manuscript of 

this opera’s first act, which is the one needed here. For this reason, the 

Conservatory of Naples score is the only one used here which is not from the 

Fondazione Rossini editions. 

                                                        
7 See Introduction I.3, 23-25. I follow the hypothesis in the introduction mostly because it 
turns out to be practical for my own examination of the opera scores and the guitar 
transcriptions at issue. However, as Chapter 4.7 will show, there may be the possibility that 
Mauro Giuliani heard one of the arias that he quotes in GR5 as “Aria nell’ Aureliano in 
Palmira [Aria from Aureliano in Palmira]” as an insertion aria from Tancredi featured in 
a performance of the opera Aureliano in Palmira that he may have attended in Parma in 
1820. Whether or not the staging which took place in Parma was the one where he heard 
the aria, nevertheless the fact that he refers to the aria at issue in this way may tell 
something interesting about some of Giuliani’s quoted arias in Le Rossiniane: one reason 
for their selection may have been the result of Giuliani’s years of attending concerts and 
transcribing music on the spot during performances, which is one of the three ways 
(mentioned in fn. 64 of Introduction I.3, 23-24) in which Giuliani may have transcribed 
operatic music.  
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All the themes found in GR3 and GR5 come from the following operas, here 

listed by year of their first performance and referenced according to the 

opera score that will be used in the analysis: 

1) Tancredi (1813);8 

2) Il Turco in Italia (1814);9 

3) Il Barbiere di Siviglia (1816);10 

4) La Cenerentola (1817);11 

5) La Gazza Ladra (1817);12 

6) Ricciardo e Zoraide (1818);13 

7) La Donna del Lago (1819);14 

8) Zelmira (1822).15 

Acronyms will be used for the Rossini’s operas mentioned above, for 

practical reasons regarding the Fondazione Rossini’s editions. More 

specifically, each opera collection from the Fondazione Rossini utilized here 

comprises of two volumes of opera score, as well as either one or two 

volumes of critical commentary. However, the way the volumes are titled do 

                                                        
8 Gioachino Rossini, Tancredi, edited by Philip Gossett (Pesaro: Fondazione Rossini, 1984). 
9 Gioachino Rossini, Il Turco in Italia, edited by Margaret Bent (Pesaro: Fondazione 
Rossini, 1988). 
10 Gioachino Rossini, Il Barbiere di Siviglia, edited by Alberto Zedda (Pesaro: Fondazione 
Rossini, 2009). 
11 Gioachino Rossini, La Cenerentola ossia La Bontà in Trionfo, ed. Alberto Zedda (Pesaro: 
Fondazione Rossini, 1998). 
12 Gioachino Rossini, La Gazza Ladra, edited by Alberto Zedda (Pesaro: Fondazione 
Rossini, 1979). 
13 Gioachino Rossini, Ricciardo e Zoraide - Atto I, autograph manuscript, 1818, retrieved 
from Internet Culturale: Biblioteca del Conservatorio di Musica San Pietro a Majella, 
Napoli, 3.6.16, 
http://www.internetculturale.it/jmms/iccuviewer/iccu.jsp?id=oai%3Awww.internetcultu
rale.sbn.it%2FTeca%3A20%3ANT0000%3AIT%5C%5CICCU%5C%5CMSM%5C%5C0148
463&mode=all&teca=MagTeca+-+ICCU. 
14 Gioachino Rossini, La Donna del Lago, edited by H. Colin Slim (Pesaro: Fondazione 
Rossini, 1990). 
15 Gioachino Rossini, Zelmira, edited by Helen Greenwald and Kathleen Kuzmik Hansell 
(Pesaro: Fondazione Rossini, 2005). 
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not allow for a clear reference which can distinguish one volume from 

another on the title. Taking into account that this study does not use any 

material from the collections’ critical commentary, the abbreviations for the 

Fondazione Rossini’s opera scores will go as follows:  

[First four letters of the first Italian word of the title in the opera at 

issue which is not an article][Number of volume of the opera score] 

Ex.: BARB1 = Il Barbiere di Siviglia, Fondazione Rossini, Volume 1  

By following the same logic as above, the autograph score of Ricciardo e 

Zoraide will be abbreviated as RICC1 to indicate that the score at issue is the 

first volume of the opera score specimen available from the Library of the 

Conservatory of Naples.  

 

The analysis will be carried by using the following abbreviations for the 

material contained within both Giuliani and Rossini’s scores:  

a) p.: page (pp. for plural);  

b) m.: measure/bar (mm. for plural);  

c) b.: beat (bb. for plural);  

d) d.: division (dd. for plural);  

e) sd.: subdivision (sdd. for plural).  

Ex. 1: GR3 p. 1 m. 1 b. 1 d. 1 sd. 1 = Le Rossiniane No. 3, Op. 121, page 1, 

measure 1, beat 1, division 1, subdivision 1. 

Ex. 2: BARB1 pp. 1-2 mm. 1-10 = Il Barbiere di Siviglia, Fondazione 

Rossini, Volume 1, pages 1 to 2, measures 1 to 10. 
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Pick-up beats will not be counted as part of the following bar due to the 

occasional presence of MUs within them, which need to be explained in the 

analysis:   

Ex.: GR3 from p. 1 m. 1 b. 4 d. 4 to p. 1 m. 2 b. 1 d.1 = Le Rossiniane 

No. 3, Op. 121, from page 1, measure 1, beat 4, division 4, to page 1, 

measure 2, beat 1, division 1. 

My analysis will consider pick-up beats written by Giuliani without bass to 

belong harmonically to the first chord of their following measure. Therefore, 

if a pick-up is followed by a measure starting on a tonic (which signals a 

DMQ), then the pick-up beat will be considered as part of that chord; 

conversely, if a pick up is followed by a measure starting on a chord different 

from a tonic (which signals an MMQ), then the pick-up beat will be 

considered as part of that chord.  

 

With regard to the signaling of passages quoted by Giuliani from Rossini’s 

music in GR3 and GR5, at times Giuliani quotes passages which come back 

from one to several times either within a certain aria, or number, or even 

scene.16 For this reason in this analysis only the first time in which a passage 

quoted by Giuliani appears in Rossini’s music will be signaled. If otherwise, 

then the reader will be notified. 

 

                                                        
16 The latter would be the case of Il Barbiere di Siviglia’s theme from its Finale Primo “Ehi 
di casa…Buona gente…,” which Giuliani quotes as a DMQ in GR5. The motivic idea quoted 
by Giuliani (see Chapter 4.2.2, 217-223) is utilized by Rossini – either in its entirety or in 
part – throughout the whole Scene XIII and as well as part of Scene XIV (see BARB1 pp. 
349-392 mm. 1-148).  
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The analysis of VMQs will be carried according to the following criteria:  

a) The title of one of Le Rossiniane where the VMQs come from will be 

placed at the top;  

b) Each VMQ (and its description) following after any title will be 

numbered according to the order in which it appears within the score 

it is featured;  

c) Both VMQs and original themes by Giuliani within each of Le 

Rossiniane at issue will be numbered sequentially and without 

distinction:  

Ex.: 1) (First) VMQ; 2) Theme by Giuliani; 3) (Second) 

VMQ; etc. 

 

With regard to the analysis of MPHs, this will be done by classifying each 

MPH according to their PC. However, both their respective VMQs and their 

provenance will be stated, and the number assigned to the MPH(s) will be 

the same assigned to the respective VMQs which it is/they are 

‘paraphrasing’:  

Ex.: 1) VMQ is followed by an MPH, then the MPH following it will be 

classified as 1) MPH. 

 

This chapter will display material that requires an immediate update of the 

concept of MU. Many of the VMQs in Le Rossiniane have MUs which are 

not only the insertion and/or removal of a single note, a chord, and an 

embellishment within a VMQ, but also of (an) entire measure(s). The 
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consequence of such an update is that a taxonomy for different types of MUs 

happening within Le Rossiniane needs to be designed, in order to set them 

in a position of greater clarity within the investigation of all Giuliani’s 

VMQs. 

 

Philip C. Kolin’s book Successful Writing at Work, and Writing Explained’s 

web article “How to Quote a Quote and Use Single Quotation Marks” 

provide some useful definitions of the various types of editorial procedures 

– i.e. unquotations – which a quotation can undergo. By cross-examining 

such definitions with all types of VMQs found in Le Rossiniane, the 

following ones stand out, due to their (apparent) applicability within my 

examination: 

• Interpolation: “At times you may have to insert your own [words] 

within a quotation. This addition, known as an interpolation, is made 

by enclosing your clarifying […] remarks in brackets inside the 

quotation […]”;17  

• Ellipsis: “Sometimes a sentence or passage is particularly useful, but 

you may not want to quote it fully. You may want to delete some 

words that are not really necessary for your purpose. These omissions 

are indicated by using an ellipsis”;18 

                                                        
17 Philip C. Kolin, Successful Writing at Work, 11th ed. (Boston: Cengage Learning, 2016), 
336. 
18 Ibid. The author does not specify that certain styles require ellipsis to be enclosed within 
brackets – such as the Chicago Manual of Style, which is the style utilized for this thesis.  
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• Nested quotation: “When you have a quotation that is inside of 

another quotation it is called a nested quotation [sic.]”;19  

 

The VMQs in Giuliani’s Le Rossiniane feature MUs which can be explained 

with reference to these definitions. For this reason the following taxonomy 

will be used to distinguish certain features present in every VMQ in Le 

Rossiniane in which Giuliani makes his own changes when compared to the 

original score by Rossini:  

1. Musical Interpolation (MI): an MU which consists of an 

insertion of a note, a chord, an embellishment and/or one/multiple 

measure/s in addition to the material of the original theme. They are 

subdivided into the following categories:  

a. Simple Musical Interpolation (SMI): an insertion of an 

additional/substitutive note, chord, and/or embellishment 

within one measure of a VMQ; 

b. Measural Musical Interpolation (MMI): an insertion of one 

or more measures within the quoted material. It can be of two 

types: 

i. Additional Measural Musical Interpolation (AMMI): 

an insertion of one or more measures, within the 

quoted material, which is placed within a VMQ as an 

addition to (and not as a substitution for) any of the 

original music’s measures; 

                                                        
19 “How to Quote a Quote and Use Single Quotation Marks,” Writing Explained, accessed 
May 11, 2017, writingexplained.org/how-to-quote-a-quote. 
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ii. Substitutive Measural Musical Interpolation (SMMI): 

an insertion of one or more measures, within the 

quoted material, which is placed within a VMQ as a 

substitution for any of the original music’s measures; 

2. Musical Ellipsis (ME): an MU which consists of a removal of a 

note, a chord, an embellishment and/or one/multiple measure/s 

from the original theme. They are subdivided into the following 

categories:  

a. Simple Musical Ellipsis (SME): a removal of a note, chord, 

and/or embellishment within one measure of a VMQ; 

b. Measural Musical Ellipsis (MME): a removal of one or 

more measures within a VMQ; 

3. Nested Musical Quotation (NMQ): the extraction by Giuliani of 

another ‘picture’ within a VMQ, which is requoted within the same 

VMQ from which it comes. The indication that an NMQ has been 

placed within a VMQ is given by the fact that in the original score the 

music proceeds without representing the fragment requoted by 

Giuliani. 

 

All the types of MU’s illustrated above will be signaled in both Giuliani and 

Rossini’s scores as described below:  

• An SMI will by signaled by using red brackets –        . As  will be 

noticed in the comparative examples which follow later in the 

analysis, the SMIs will be also utilized to indicate 

addition/substitutions within specific orchestral parts or voices of a 
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score which may or may not overlap measures, as well as at specific 

points where an SMI may cross vertically between parts; 

• An AMMI will be signaled by using orange brackets –         ; 

• An SMMI will be signaled by using black brackets –         ; 

• A SME will be signaled by using a green ellipsis contained within 

green brackets –         . In the examples which follow in the analysis, 

the SMEs will also be utilized to indicate removals of specific 

orchestral parts or voices of a score which may or may not cross 

through measures, as well as at specific points where an SME may 

cross vertically between parts. It is necessary to point out that an 

SME is the only type of MU which cannot be utilized practically in 

Giuliani’s scores, and therefore it will only be used within Rossini’s 

operatic scores; 

• An MME will be signaled by using a brown ellipsis contained within 

brown brackets –           . In Giuliani’s scores it will be contained within 

a squared cloud –              – which will then be placed in the spot where 

the exclusion of measures made by Giuliani takes place. In Rossini’s 

scores it will be used as it is, and it will cover the measures which 

Giuliani excludes from his works; 

• An NMQ will be signaled by enclosing it within purple-bordered 

brackets –         . 

Regardless of color, ‘rounded’ brackets (see above) will be utilized for MUs 

individuated within the same system; their ‘angular’ type – such as        – 

will be employed for MUs extending for multiple systems. 

...      

...  

 […] 
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Sometimes measures in Rossini’s scores will be ‘crossed out’ with a red 

cross20 whenever considered not convenient for my analysis to adjust the 

score as I wanted, in order to a) signal what Giuliani excluded, and b) show 

some particulars which I believe important.  

 

Types of modifications that will not always be discussed here as strictly as 

the MUs listed above will be the ones that concern rhythmic and pitch 

accuracy between Rossini’s scores and Giuliani’s transcriptions. In fact, 

Giuliani’s way of transcribing VMQs for the guitar is concerned primarily 

with a) the practicality of the writing for his instrument, and b) the 

recognizability of the themes and the accompaniment, regardless of their 

original pitch height. With regard to the first issue, Figures 40a and 40b 

show the beginning of Dandini’s part from the verse “Questo è un nodo 

avviluppato” in La Cenerentola’s famous sextet “Siete voi?,” and Giuliani’s 

transcription of this passage. As is noticeable, Giuliani chooses to write 

Dandini’s melody in quavers instead of using semiquavers (interspersed 

with rests of the same value) as in the original; however the shape of the 

melody – and therefore, its recognizability – is not compromised at all.  

 

Fig. 40a. Dandini’s part in “Siete voi?” in CENE2 from p. 877 m. 12 b. 2 to p. 878 m. 14 
b. 1. 

 

                                                        
20  As an example, see Chapter 4.2.1, 211.  
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Fig. 40b. First measures of Giuliani’s transcription of Dandini’s part of “Siete voi?” – 
highlighted within the blue border – as the top voice of GR5 p. 3’ from m. 164 b. 2 to m. 

168 b. 1. 

 

Nor is the recognizability of the themes quoted by Giuliani compromised 

when the absolute pitch height of the guitar transcription does not match 

the one in the original. As it can be seen in Figure 41a and 41b, although 

Fiorilla’s entrance in Il Turco in Italia’s quintet “Questo vecchio maledetto” 

is transcribed by Giuliani a minor ninth lower than the original – as well as 

utilizing a    time signature instead of the original’s  – the motif is perfectly 

identifiable.  

 

Fig. 41a. Fiorilla’s entrance in “Questo veccho maledetto” in TURC2 p. 764 from m. 17 b. 
2 d. 2 to m. 21 b. 1 d. 2 sd. 1. 

 

 

Fig. 41b. First measures of Giuliani’s transcription of the melody in Fiorilla’s entrance in 

“Questo vecchio maledetto” – highlighted within the blue border – in GR3 p. 6 from m. 

157 b. 2 d. 2 to m. 161 b. 2 d. 1. 

 

Finally, Figure 42a and 42b show how Giuliani transcribes the beginning 

measures of both melody and accompaniment of Il Barbiere di Siviglia’s 

cabaletta “Io sono docile” coming from “Una voce poco fa,” thus 

demonstrating that Giuliani’s most important concern (in cases where the 
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instrument could not exploit its available register in the most comfortable 

way possible) was not rhythmic or pitch height accuracy. As can be seen, the 

accompaniment in the original aria is written in quavers, whereas Giuliani 

writes it mostly in crotchets. More importantly, while the cellos and double-

basses part is transcribed by Giuliani as the bass line of the guitar, Rosina’s 

part can be interpreted as being transcribed by him to sound either at the 

same register distance from the cellos, or approximately one octave closer 

to the double-basses. This means that Giuliani ‘compressed’ the register of 

the original aria in order to fit the needs of his instrument and its technical 

possibilities. Further, Giuliani transcribes the first violins’ part in the first 

two beats of mm. 67 and 68 of BARB1 p. 239 – in the same way he conceived 

Rosina’s part – by moving them on their first division instead of the second 

one, in order to facilitate the work of the right hand’s index finger in 

performing the first violins’ part in the guitar transcription. 

 

Fig. 42a. Rosina’s vocal line with accompaniment by first violins, and cellos and double-
basses in the cabaletta “Io sono docile” in BARB1 p. 239 mm. 67-69, here elaborated in 

the best approximation possible to show how Giuliani quoted it GR5 (see Fig. 42b).  

 

 

Fig. 42b. First three measures of Giuliani’s transcription of Il Barbiere di Siviglia’s 
cabaletta “Io sono docile” in GR5 p. 3 mm. 130-132. 
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For these reasons, every figure coming from Rossini’s scores will be referred 

to as “as quoted approximately,” to indicate that the issues discussed in this 

last section may still occur within the examples of VMQs which will be 

shown throughout the rest of Chapter 4, but that they influence neither the 

recognizability nor the classification of the VMQs.  

 

4.2 Direct Musical Quotations in Le Rossiniane Opp. 

121 and 123 

The highest number of MQs found in GR3 and GR5 belong to the category 

of DMQ with, respectively, three DMQs in GR3, and four DMQs in GR5. 

 

4.2.1 DMQs in Le Rossiniane No. 3, Op. 121 

4)  “Questo vecchio maledetto” – Il Turco in Italia (excerpt from the 

quintet “Oh! Guardate, oh! Guardate che accidente” [Andante]) 

❖ Act II, Scene XI, No. 14. 

❖ Characters singing: Fiorilla, Zaida, Narciso, Geronio, Selim, 

choir. 

❖ No.14’s title in TURC2: “Quintetto.” 

❖ Footnote in GR3: “Quintetto del Turco in Italia [Quintet from Il 

Turco in Italia].” 

❖ TURC2’s tonality/GR3’s tonality: E♭ major/D major. 

❖ TURC2’s time signature/GR3’s time signature: /  . 
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❖ TURC2’s tempo marking/GR3’s tempo marking: Prestissimo/no 

tempo marking, i.e. the quotation keeps Allegro vivace from 

previous Giuliani’s theme (see Fig. 43a). 

❖ Measures quoted from TURC2: from p. 764 m. 117 b. 2 d. 2 sd. 1 

to p. 765 m. 125 b. 2 d. 1. 

❖ Corresponding measures in GR3: p. 6 from m. 157 b. 2 d. 2 sd. 1 

to m. 165 b. 2 d. 1. 

❖ Complete quotation in GR3: p. 6 from m. 157 b. 2 d. 2 sd. 1 to m. 

173 b. 2 d. 1. 

❖ Type of quotation: Closed DMQ. 

❖ Opening/Closing MQM: Double bar line/Backward repeat bar 

line. 

❖ Notes:  

a) The actual material from TURC2 from p. 764 m. 117 b. 2 d. 2 

sd. 1 to p. 765 m. 125 b. 2 d. 1 (see Fig. 43b) is quoted by 

Giuliani in GR3 p. 6 from m. 157 b. 2 d. 2 sd. 1 to m. 165 b. 2 

d. 1 (see Fig. 43a); 

b) Giuliani completes the DMQ by adding an eight-measure 

AMMI in GR3 p. 6 from m. 165 b. 2 d. 2 to m. 173 b. 2 d. 1 (see 

Fig. 43a).  It is likely that Giuliani decided not to attempt to 

quote the whole section at issue from Il Turco in Italia – 

featuring an intricate tessitura where the singers sing the main 

motive quoted by Giuliani via imitation – on TURC2 from p. 

764 m. 117 b. 2 d. 2 to p. 775 m. 188. Instead, Giuliani only 

quotes Fiorilla’s beginning of the section – where Fiorilla sings 

the melody in unison with the first violins while accompanied 
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by the remaining strings, as shown in Figure 43b – due to its 

apparent ease in being transcribed for the guitar.  

c) For this DMQ Giuliani exceptionally utilizes a tempo marking 

coming from a preceding original theme composed by himself 

– as also suggested by/despite of the expression in red crayon, 

Tempo, made by the editor at the top of the DMQ at issue. This 

represents the sole case of this among all DMQs in Opp. 121 

and 123. Nonetheless, this does not classify the DMQ at issue 

as an MMQ since all the other factors characterizing a DMQ 

occur, above all the presence of the Tonic at the beginning of 

the DMQ.  

 

Fig. 43a. DMQ of “Questo vecchio maledetto” from TURC2 in GR3 p. 6 from m. 157 b. 2 
d. 2 sd. 1 to m. 173 b. 2 d. 1. As mentioned earlier, the tempo marking of this DMQ is the 

Allegro vivace coming from the previous Giuliani theme which runs from p. 4 m. 80 to p. 
5 m. 157 b. 2 d. 1 – here shortened by means of an AMMI.  

 

m. 158 

m. 80 
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Fig. 43b. TURC2 from p. 764 m. 117 b. 2 d. 2 sd. 1 to p. 765 m. 125. Giuliani quotes the 
excerpt above until TURC2 p. 765 m. 125 b. 2 d. 1, in GR3 p. 6 from m. 157 b. 2 d. 2 sd. 1 to 

m. 165 b. 2 d. 1. He then starts an AMMI from where there would have been TURC2 p. 
765 m. 125 b. 2 d. 2. 
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5) “Sorte, secondami!” – Zelmira (cabaletta from the introduction “Oh 

sciagura! Oh infausto evento!” [Allegro animato])  

❖ Act I, Scene I, No. 1. 

❖ Characters singing: Antenore, Leucippo, choir. 

❖ No. 1’s title in ZELM1: “[Introduzione]”21  

❖ Footnote in GR3: “Quartetto dell’[o]pera Zelmira [Quartet from 

the opera Zelmira].” 

❖ ZELM1’s tonality/GR3’s tonality: D major/G major. 

❖ ZELM1’s time signature/GR3’s time signature: /  . 

❖ ZELM1’s tempo marking/GR3’s tempo marking: 

Allegro/Allegro. 

❖ Measures quoted from ZELM1: pp. 57-62 mm. 221-248. 

❖ Corresponding measures in GR3: p. 9 mm. 283-310. 

❖ Type of quotation: Closed DMQ.  

❖ Opening/Closing MQM: Double bar line/Backward repeat bar 

line. 

❖ Notes (see Fig. 44a, 44b, 44c, 44d, and 44e):  

a) This is a DMQ of a cabaletta by Antenore from his cavatina 

“Che vidi! Amici! Oh eccesso!”, featured after the tempo di 

mezzo “In te il suo vindice” (sung by Leucippo and the choir); 

b) Giuliani quotes the part of the cabaletta where Antenore sings 

the theme accompanied mostly by the strings (without the 

first violins), and the woodwinds. Sometimes his part also 

features the woodwinds either reinforcing or (even) 

                                                        
21 Here the brackets are reported as found in ZELM1. 
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substituting for the singer’s vocal line: Giuliani uses the latter 

types for his DMQ; 

c) There is a high number of MUs within the quotation, and 

especially of SMIs, mostly featured in the downbeat of the 

accompaniment in dyads characterizing the whole quotation;  

d) Here it seems that Giuliani made a mistake in his footnote, 

referencing Antenore’s cabaletta as a quartet;  

e) In Giuliani’s original score, it can be seen that his first attempt 

to quote the aria was by transcribing it as a closed DMQ 

featuring only parts from the original theme. He then decided 

to opt for a more ‘faithful’ version;22 

f) Maybe in this case Giuliani’s source was the vocal score of 

Zelmira published by Artaria in 1822.23                                                                                   

       
      Fig. 44a. DMQ of ZELM1 “Sorte, secondami!” in GR3 p. 9 mm. 283-310. The 

opening double bar line comes from p. 8. 

                                                        
22 See Appendix 27 and 28.  
23 See fn. 66 in Introduction I.3, 24 for more information about this issue, and Appendix 
29 for Artaria’s vocal score version of the excerpt examined here. 
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Fig. 44b. ZELM1 p. 57 mm. 221-227, as quoted approximately in GR3 p. 9 mm. 283-289. 
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Fig. 44c. ZELM1 pp. 58-60 mm. 228-236, as quoted approximately in GR3 p. 9 mm. 

290-298. 
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Fig. 44d. ZELM1 p. 60-61 mm. 237-242, as quoted approximately in GR3 p. 9 mm. 299-

304. 
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Fig. 44e. ZELM1 p. 61-62 mm. 243-248, as quoted approximately in GR3 p. 9 mm. 305-

310. 

 

 

6) “Cinto di nuovi allori” – Ricciardo e Zoraide  

❖ Act I, Scene I, No. 1. 

❖ Citation of the orchestra. 

❖ Character singing: choir 

❖ No. 1’s title in RICC1: “Introduzione.”   
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❖ Footnote in GR3: “Marcia dell’[o]pera Ricciardo, e Zoraide 

[March from the opera Ricciardo, e Zoraide].” 

❖ RICC1’s tonality/GR3’s tonality: C major/A major. 

❖ RICC1’s time signature/GR3’s time signature: /  . 

❖ RICC1’s tempo marking/GR3’s tempo marking: 

Marziale/Maestoso. 

❖ Measures quoted from RICC1: from p. 25 m. 1 to p. 28 m. 20.24  

❖ Corresponding measures in GR3: p. 12 mm. 386-405. 

❖ Type of quotation: Closed DMQ.  

❖ Opening/Closing MQM: Double bar line/Backward repeat bar 

line. 

❖ Notes:  

a) The DMQ by Giuliani (see Fig. 45a) quotes the beginning 

orchestral’s exposition of the main theme of the march’s 

introduction (coming right after the Sinfonia of the opera), 

eventually reprised by the choir later in the original opera;  

b) The DMQ presents several SMIs, which mostly harmonize the 

main theme. In the opera the theme is played in unison by a 

band in the distance, and from time to time is accompanied by 

cellos and double-basses – on b. 2 d. 1 of respectively RICC1 

pp. 25-28 mm. 4, 8, 16, and 20 – which Giuliani moves a 

division ahead every time (see Fig. 45b and 45c); 

c) In the original opera, sudden chords in fortissimo by the 

orchestra are featured where the theme and its bass 

                                                        
24 Since there is no number in Rossini’s autograph signaling any measure, I decided to 
count the first measure of p. 25 (featuring the title “Introduzione”) as m. 1. 
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accompaniment ‘meet.’25 Giuliani does not include those 

chords in his DMQ; 

d) There is a section where Giuliani transcribes the main motive 

in GR3 m. 398-401 one octave higher than in the score of 

RICC1 p. 27 mm. 13-16 (see Fig. 45a and 45b). 

 

Fig. 45a. DMQ of the march in RICC1 “Cinto di nuovi allori” in GR3 p. 12 mm. 386-405. 

 

                                                        
25 See Appendix 30a, b, c, and d. 
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Fig. 45b. RICC1 pp. 25-28 mm. 1-20 quoted by Giuliani in GR3 p. 12 mm. 386-405. The 
upper staff is the part of the band playing the melody in unison, whereas the lower one 

belongs to the cellos and double-basses. As noticeable, no MU was signaled in Fig. 45b’s 
cellos and double-basses part: a simple comparison with Fig. 45a’s melodic line and its 

MUs is enough to identify the changes Giuliani made for his DMQ on such a theme. 

 

 

Fig. 45c. Part of the first measures of the beginning Sinfonia in RICC1 p. 1. As it shows, 
Rossini indicates the upper part as “A suo tempo Coro e Banda [Choir and Band as time 
requires],” whereas the bottom ones are assigned to cellos and double-basses – although 
here the double-basses part seems to be just implied by Rossini: in fact, Rossini uses the 

space assigned to their part for the tempo marking of the Sinfonia.  

 

4.2.2 DMQs in Le Rossiniane No. 5, Op. 123 

1) “Ehi di casa...Buona gente...” – Il Barbiere di Siviglia 

❖ Act I, Scene VIII, No. 9. 

❖ Citation of the orchestra. 

❖ Characters singing: Almaviva, Bartolo. 

❖ No. 9’s title in BARB1: “Finale I.” 
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❖ Footnote in GR3: “Finale [Primo] nel Barbiere di Siviglia [Finale 

to Act One from Il Barbiere di Siviglia].” 

❖ BARB1’s tonality/GR5’s tonality: C major/C major. 

❖ BARB1’s time signature/GR5’s time signature: /  . 

❖ BARB1’s tempo marking/GR5’s tempo marking: 

Marziale/Maestoso. 

❖ Measures quoted from BARB1: pp. 351-356 mm. 11-30.  

❖ Corresponding measures in GR5: pp. 2-2’ mm. 44-63. 

❖ Type of quotation: Closed DMQ. 

❖ Opening/Closing MQM: Double bar line/Double bar line. 

❖ Notes (see Fig. 46a, 46b, 46c, 46d, and 46e):  

a) Giuliani quotes the strings from the moment in the orchestra 

where Count Almaviva and Bartolo interact with each other; 

however he never quotes a single note from the singers’ parts, 

due to the fact that the guitar cannot sustain the melodic lines 

of both the singers and of the orchestra.26  

                                                        
26 Originally, in both BARB1 p. 352 m. 14 from b. 1 d. 2 to b. 3 and BARB1 p. 353 m. 18 
from b. 1 d. 2 to b. 3 the woodwinds also play in unison with the strings to reinforce the 
fortissimo written by Rossini; the same thing also happens in BARB2 p. 355 m. 26 from b. 
1 d. 2 to b. 3 and BARB1 p. 356 m. 30 from b. 1 d. 2 to b. 3. (See Appendix 31 and 32.) I 
chose to select only the strings in Fig. 46b, 46c, 46d, and 46e, mostly because they are the 
only instruments utilized by Rossini which always play from the beginning to the end of 
this trio’s DMQ. However, Giuliani may have thought of imitating the wind and brass parts 
in those particular measures of GR5 which correspond to the moments mentioned above, 
specifically the trumpets. A contemporary of Giuliani, the Spanish guitarist Dionisio 
Aguado (1784–1849), one of the prominent guitarists of the early nineteenth century, talks 
extensively about the guitar’s property of being able to imitate the sound of many 
instruments, among which is the trumpet. He stated: “If, instead of pressing the string on 
the right part of the fret [as usually required], the finger presses it in the middle of the fret, 
before the right hand plucks the string, the vibration starts on the side of the fret-bar, and 
the string sizzles. If the finger of the left hand moves towards the left part of the fret, the 
string sizzles more, thus producing a sound similar to that of the trumpet.” (Dionisio 
Aguado, Metodo per Chitarra, edited by Mario Gangi and Carlo Carfagna (Ancona: Berben, 
1968), 47.)  
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Fig. 46a. DMQ of the Finale Primo “Ehi di casa…Buona gente” from Il Barbiere di 
Siviglia in GR5 pp. 2-2’ mm. 44-63.  
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Fig. 46b. BARB1 pp. 351-352 mm. 11-15, as quoted approximately in GR5 p. 2 mm. 44-
48. 
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Fig. 46c. BARB1 pp. 353-354 mm. 16-22, as quoted approximately in GR5 p. 2 mm. 49-
55. 
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Fig. 46d. BARB1 pp. 354-355 mm. 23-28, as quoted approximately in GR5 pp. 2-2’ mm. 
56-61. 
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Fig. 46e. BARB1 p. 356 mm. 29-30, as quoted approximately in GR5 p. 2’ mm. 62-63. 

 

2) “E tu quando tornerai” – Tancredi (cabaletta from “Come dolce 

all’alma mia” [Andante]) 

❖ Act I, Scene III, No. 2. 

❖ Characters singing: Amenaide, choir. 

❖ No.2’s title in TANC1: “Coro e Cavatina Amenaide.” 

❖ Footnote in GR5: “Aria nell’ Aureliano in Palmira [Aria from 

Aureliano in Palmira].” 

❖ TANC1’s tonality/GR5’s tonality: A major/A major. 

❖ TANC1’s time signature/GR5’s time signature: /  . 

❖ TANC1’s tempo marking/GR5’s tempo marking: 

Moderato/Andantino mosso. 
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❖ Measures quoted from TANC1: from p. 89 m 87 b. 3 to p. 93 m. 

120.  

❖ Corresponding measures in GR5: p. 3 from m. 96 b. 3 to m. 129. 

❖ Type of quotation: Closed DMQ. 

❖ Opening/Closing MQM: Double bar line/Double bar line. 

❖ Notes:  

a) Giuliani quotes the melodic parts in Rossini’s aria (by 

featuring quite a high number of MUs) as follows: 

i. From GR5 m. 96 b 3 to m. 102 b. 2 (corresponding to 

TANC1 from p. 89 m. 87 b. 3 to p. 90 m. 93 b. 2; see Fig. 

47a and 47b): Giuliani quotes Amenaide’s melody and 

the accompaniment by the strings; 

ii. From GR5 m. 102 b. 3 to m. 108 b. 2 (corresponding to 

TANC1 from p. 90 m. 93 b. 3 to p. 91 m. 99 b. 1; see Fig. 

47a and 47c): here Giuliani quotes the melody 

performed in unison by the flutes, clarinets, and 

Amenaide. The melody which is most present within 

these measures is the one played by the flutes and 

clarinets – in fact, Amenaide does not sing in unison on 

the first two beats of m. 94 and 96, and on the fourth 

beat of m. 95. This time Giuliani transcribes the melody 

one octave higher than before, as to imply the timbre 

and register of the flutes (integrated with a slightly 

modified version of Amenaide’s segment on TANC1 p. 

90 m. 95 b. 1-3, through a diminution of bb. 1-3 into 
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GR5 p. 3 m. 104 from b. 1 to b. 2 d. 1), which draws 

attention to the melody in the original score; 

iii. GR5 p. 3 from m. 108 b. 3 to m. 117 (corresponding to 

TANC1 from p. 91 m. 99 b. 3 to p. 92 m. 107; see Fig. 

47a and 47d): beside including the final minim of the 

phrase by Amenaide within the first and second beat of 

TANC1 p. 91 m. 99 (although featured as a crotchet in 

GR5 p. 3 m. 108 b. 1), Giuliani also quotes the cello and 

double-bass accompaniment starting from those very 

beats, and begins to quote the choir’s part by inserting 

an SMI in GR. 5 p. 3 m. 108 b. 3 d. 2 sd. 2. The presence 

of the parts for choir, cellos, and double-basses lasts 

until GR5 p. 3 m. 117, with the accompaniment also 

being enriched in variety by the rest of the string parts. 

However, the quoting of this section is characterized by 

Giuliani’s addition of an AMMI spanning the whole 

GR5 p. 3 m. 116: the latter is placed between the 

measures of GR5 which correspond to TANC1 p. 92 

mm. 106-107; 

iv. GR5 p. 3 mm. 118-129: Amenaide’s melody 

(corresponding to TANC1 mm. 109-120; see Fig. 47a 

and 47e). Giuliani quotes Amenaide’s melody and the 

strings’ accompaniment. He uses an MME to remove 

TANC1 m. 108 from his quotation (which would have 

been placed between GR5 p. 3 mm 117-118.  
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Fig. 47a. DMQ of TANC1’s “E tu quando tornerai” in GR5 p. 3 from m. 96 b. 3 to m. 129. 
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Fig. 47b. TANC1 from p. 89 m. 87 b. 3 to p. 90 m. 93 b. 2, as quoted approximately in 
GR5 p. 3 from m. 96 b. 3 to m. 102 b. 2. 
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Fig. 47c. TANC1 from p. 90 m. 93 b. 3 to p. 91 m. 99 b. 1, as quoted approximately in 
GR5 p. 3 from m. 102 b. 3 to m. 108 b. 1. 
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Fig. 47d. TANC1 pp. 91-92 mm. 99-107, as quoted approximately in GR5 p. 3 mm. 108-
117. 
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Fig. 47e. TANC1 p. 93 mm. 108-120, as quoted approximately in GR5 p. 3 mm. 118-129. 
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5) “Siete voi?” – La Cenerentola 

❖ Act II, Scene II, No. 14. 

❖ Characters singing: Clorinda, Tsibe, Cenerentola, Ramiro, 

Dandini, Magnifico. 

❖ No. 14’s title in CENE2: “Sestetto.” 

❖ Footnote in GR5: “Sestetto nell’ [o]pera [L]a Cenerentola [Sextet 

from the opera La Cenerentola].” 

❖ CENE2’s tonality/GR5’s tonality: E♭ major/ D major. 

❖ CENE2’s time signature/GR5’s time signature: /  . 

❖ CENE2’s tempo marking/GR5’s tempo marking: Maestoso/ 

Andante sostenuto. 

❖ Measures quoted from CENE2: from p. 877 m. 12 b. 2 to p. 892 

m. 47 b. 2. 

❖ Corresponding measures in GR5: from p. 3’ m. 164 b. 4 to p. 4’ m. 

231. 

❖ Complete quotation in GR5: from p. 3’ m. 164 b. 4 to p. 4’ m. 233. 

❖ Type of quotation: Open DMQ. 

❖ Opening/Closing MQM: Double bar line/Cadence. 

❖ Notes: 

a) Giuliani starts his quotation from the verse “Questo è un nodo 

avviluppato”; 

b) Giuliani quotes the melodic line of the singers as quavers, 

whereas in the original it is written as semiquavers in staccato 

(interspersed with sixteenth rests); 

c) Giuliani quotes the parts of singers and orchestra as follows: 
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i. GR5 p. 3’ from m. 164 b. 4 to m. 168 b. 1 (corresponding 

to CENE2 from p. 877 m. 12 b. 2 to p. 878 of m. 14 b. 1; 

see Fig. 48a and 48b): Dandini’s part and string 

accompaniment; 

ii. GR5 from p. 3’ m. 168 b 2 to p. 4 m. 172 b. 1 

(corresponding to CENE2 p. 878 from m. 14 b. 2 to m. 

16 b. 1; see Fig. 48a and 48b): Ramiro’ s entrance is 

quoted in GR5 p. 4 up to m. 170 b. 1 (corresponding to 

CENE2 p. 878 from m. 14 b. 2 to m. 15 b. 1). Then 

Giuliani quotes Ramiro’s conclusion of the phrase 

together with Dandini up to m. 172 b. 1 (corresponding 

to CENE2 p. 878 from m. 15 b. 2 to m. 16 b. 1) where 

they are both in unison with respectively first and 

second violins; 

iii. GR5 p. 4 from m. 172 b. 2 to m. 176 b. 1 (corresponding 

to CENE2 from p. 878 m. 16 b. 2 to p. 879 m. 18 b. 1; 

see Fig. 48a and 48c): Cenerentola’s part together with 

strings; 

iv. Giuliani places an MME to exclude Magnifico’s part in 

CENE2 p. 879 from m. 18 b. 2 to m. 20 b. 2 from his 

DMQ. This should have been placed between bb. 1 and 

2 of GR5 p. 4 m. 176 (see Fig. 48a and 48c); 

v. GR5’s bass part from p. 3’ m. 165 to p. 4 m. 176 b. 1 

(corresponding to CENE2 from p. 877 m. 12 b. 3 to p. 

879 m. 18 b. 1; see Fig. 48a, 48b, and 48c): Giuliani 
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chooses his bass from the parts of the string section 

which he deems most comfortable to play on the guitar; 

vi. GR5 p. 4 from m. 176 b. 2 to m. 178 b. 1 (corresponding 

to CENE2 p. 879 from m. 20 b. 2 to m. 21 b. 1; see Fig. 

48a and 48c): Cenerentola and Ramiro’s part, moving 

at a distance of a sixth between each other, and with 

Cenerentola having the top note; 

vii. GR5 p. 4 from m. 178 b. 2 to m. 180 b. 1 (corresponding 

to CENE2 from p. 879 m. 21 b. 2 to p. 880 m. 22 b. 1; 

see Fig. 48a and 48c): part of the violins and clarinets 

moving in thirds. In the original, Cenerentola sings in 

unison with the second violins, and with the clarinets 

playing the lower notes of the third; 

viii. GR5 p. 4 from m. 180 b. 2 to m. 182 b. 1 (corresponding 

to CEN2 p. 880 from m. 22 b. 2 to m. 23 b. 1; see Fig. 

48a and 48c): Cenerentola and Ramiro’s part, moving 

at a distance of a sixth between each other, and with 

Cenerentola having the top note. The G♯3* appearing 

in both the first beat of GR5 p. 4 m. 181 and 182 is an 

SMI by Giuliani; 

ix. GR5 p. 4 from m. 182 b. 2 to m. 184 b. 1 (corresponding 

to CENE2 from p. 880 m. 23 b. 2 to p. 881 m. 24 b. 1; 

see Fig. 48a, 48c, and 48d): part of the violins and 

clarinets moving at a distance of a third. In the original, 

Cenerentola’s voice moves in unison with both second 



 234   
 

violins and with clarinets playing the lower notes of the 

third; 

x. GR5 p.4 from m. 184 b. 2 to m. 186 b. 1 (corresponding 

to CENE2 p. 881 from m. 24 b. 2 to m. 25 b. 1; see Fig. 

48a and 48d): flutes and top notes of the oboes, moving 

at a distance of a third between each other and with the 

flutes having the top note; 

xi. GR5 p. 4 from m. 186 b. 2 to m. 188 b. 1 (corresponding 

to CENE2 from p. 881 m. 25 b. 2 to m. 26 b. 1; see Fig. 

48a and 48d): flutes, oboes, clarinets, violins, and 

Cenerentola performing together within an interval of 

a third. In Giuliani, the flutes are the top notes, the 

oboes are the ones written one octave lower (and are 

transcribed from the original’s lower note of the oboes’ 

dyad moving in sixths), and Cenerentola’s part is the 

notes moving a third lower than the oboes, and a major 

tenth lower than the flutes. Violins and clarinets play 

all the notes within the interval; 

xii. GR5 p. 4 from m. 188 b. 2 to m. 190 b. 1 (corresponding 

to CENE2 p. 882 from m. 26 b. 2 to m. 27 b. 1; see Fig. 

48a and 48d): flutes, oboes, and Ramiro performing 

together within a distance of a third. In Giuliani, the 

flutes are the top notes, the oboes’ part considered is 

the one written a third below the flute (and these are 

transcribed from the original’s top note of the oboes’ 
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dyad moving in sixths), and Ramiro is ‘singing’ one 

octave lower than the flutes, and a sixth lower than the 

oboes’ part here; 

xiii. GR5 p. 4 from m. 190 b. 2 to m. 192: flutes, oboes, 

clarinets, violins, and Cenerentola performing together 

within an interval of a third. In Giuliani, the flutes are 

the top notes, the oboes are the ones written one octave 

lower (and are transcribed from the original’s lower 

notes of the oboes’ dyad moving in sixths), and 

Cenerentola’s part is the notes moving a third lower 

than the oboes, and a tenth lower than the flutes. The 

line of the clarinets considered by Giuliani is the lower 

one (coinciding in pitch height with Cenerentola’s 

part). The first violins are in unison with Giuliani’s 

chosen line of the oboes, and the second violins are in 

unison with both Cenerentola and the chosen line of 

the clarinets. According to the original, Giuliani should 

have transcribed this part up to GR5 p. 4 m. 191, since 

Rossini wrote the cited combination in CENE2 p. 882 

m. 27, from b.2 to the end of this measure. However 

Giuliani adds an AMMI (resembling the voicing 

starting from m. 176 b. 2), i.e. his GR5 p. 4 m. 192, in 

between CENE2 p. 882 m. 27 and p. 883 m. 28 in order 

to make the flute part end on the note of the melody in 

GR5 p. 4 m. 193 (see Fig. 48a, 48d, and 48f); 
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xiv. GR5’s bass in p. 4 from m. 176 b. 2 to m. 191 

(corresponding to CENE2 from p. 879 m. 20 b. 2 to p. 

882 m. 27; see Fig. 48a, 48c, 48d, 48e, and 48f): 

Giuliani writes the viola accompaniment as a dominant 

pedal, including the accompaniment for his own AMMI 

in GR5 p. 4 m. 192. The only difference from the 

original is that in GR5 Giuliani’s transcription of the 

viola part is positioned one semiquaver ahead when 

compared to the melody; 

xv. GR5 p. 4 from m. 193 to 196 b. 1 d. 1 (corresponding to 

CENE2 p. 883 from m. 28 to m. 29 b. 3 d. 1; see Fig. 

48e and 48f): Clorinda, Tsibe, strings, bassoons, and 

horns. Within the first beat of GR5 p. 4 m. 193 Giuliani 

writes repeated chords in semiquavers as an imitation 

of the fast demisemiquavers of the strings in CENE2 p. 

883 m. 28 b. 1 (and also resembling more Tsibe’s part 

in its rhythmic layout in CENE2 p. 892 m. 47 b. 3); and 

Giuliani constructs the chords by utilizing the top note 

of the first violins as their top note (also corresponding 

to Clorinda’s note, although she keeps it for a crotchet 

and a half), the top notes of the second violin as the 

voice a third lower than the top one (also corresponding 

to Tsibe’s note, although she keeps it for a crotchet and 

a half), and the dyad figure played by the violas as the 

two bottom notes of these chords. GR5 p. 4 m. 193 b. 2 

(corresponding to CENE2 p. 883 m. 28 b. 2 d. 1) 
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features the last chord in semiquavers by the strings, 

and an ascending arpeggio starting from the second 

division of Giuliani’s second beat, which is designed 

mainly to replace Clorinda and Tsibe’s descending 

demisemiquaver scales in thirds (corresponding to 

CENE2 p. 883 m. 28 b. 2 d. 2) with something at the 

same time reminiscent of the bassoons’ ascending scale 

on the same division, as well as being more practical for 

a guitarist to play. Finally, Giuliani transcribes 

Clorinda and Tsibe’s voices in thirds, and a selection of 

basses from both the parts of bassoons and horns, in 

GR5 p. 4 from m. 194 to m. 196 b. 1 d. 1 (corresponding 

to CENE p. 883 from m. 28 b. 3 to m. 29 b. 3 d. 1); 

xvi. GR5 p. 4 from m. 196 b. 2 d. 2 to m. 200 b. 1 d. 1: 

Ramiro, Dandini, e Magnifico (corresponding to 

CENE2 from p. 883 m. 29 b. 3 d. 2 to p. 884 m. 31 b. 3 

d. 1; see Fig. 48e, 48f and 48g). In GR5 p. 4 from m. 196 

b. 2 d. 2 to m. 197 b. 1 (corresponding to CENE2 from 

p. 883 m. 29 b. 1 d. 2 to p. 884 m. 30 b. 1), Giuliani uses 

Ramiro and Magnifico’s melodic lines as the basses 

moving in thirds (and with Ramiro at the top), and 

moves Dandini’s long D note up as the melody. At GR5 

p. 4 from m. 197 b. 2 to m. 198 b. 1 d. 1 (corresponding 

to CENE2 p. 884 from b. 2 to b. 3 d. 1 of m. 30) Giuliani 

puts Ramiro and Magnifico at the top and places 

Dandini as the bass, so that in GR5 p. 4 from m. 198 b. 
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1 d. 2 to m. 200 b. 1 d. 1 he can transcribe Dandini’s 

melody in demisemiquavers starting from (and 

finishing on) D2*, and covering from C♯2* to D3*. 

Although Dandini’s long D note starts where Clorinda 

and Tsibe finish, i.e. CENE2 p. 883 m. 29 b. 3 d.1, 

Giuliani decides to start quoting Dandini from b. 3 d. 2 

the same measure, and to use repeated semiquavers to 

imitate Dandini’s sustained D note; 

xvii. GR5 p. 4 from m. 200 to m. 204 b. 1 d. 1 (corresponding 

to CENE2 p. 885 from m. 32 to m. 33 b. 3 d. 1; see Fig. 

48e and 48g): Clotilde, Tsibe, and Cenerentola. 

Cenerentola’s long note is interpolated with Dandini’s 

last note on the downbeat of m. 200, and is carried on 

by Giuliani through the semiquaver-like figuration he 

used to transcribe Dandini’s part in GR5 p. 4 mm. 196-

198; however Giuliani places Cenerentola here as the 

bass. Clotilde and Tsibe’s parts, moving in thirds, and 

with Clotilde as the top voice, are transcribed by 

Giuliani with Tsibe starting one octave higher than 

Cenerentola. This carries on until GR5 p. 4 m. 202 b. 1 

d. 2 , where Cenerentola’s melody in demisemiquavers 

(repeating the one previously sung by Dandini) starts 

from D3*, finishing on the same note on  GR5 p. 4 m. 

204 b. 1 d. 1, and covering from C♯3*  to D4*; 
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xviii. GR5 p. 4 from m. 204 b. 1 d. 2 to m. 212 b. 1 

(corresponding to CENE2 from p. 885 m. 33 b. 3 d. 2 to 

p. 887 m. 37 b. 3; see Fig. 48e, 48g, and 48h): after 

quoting Dandini’s part from b. 1 d. 2 to the end of m. 

204 (corresponding to CENE2 p. 885 m. 33 from b. 3 

d. 2 to b. 4), in GR5 p. 4 m. 205 Giuliani uses a 

figuration in demisemiquavers similar to the one sung 

by Dandini (corresponding to CENE2 p. 886 m. 34 bb. 

1-2). He then introduces Cenerentola’s part (with a few 

MUs) in GR5 p. 4 m. 206 (corresponding to CENE2 p. 

886 m. 34 bb. 3-4), followed in GR5 p. 4 m. 207 by the 

same figuration used to resemble Dandini’s 

demisemiquavers (and which also resembles the ones 

sung by Cenerentola, corresponding to CENE2 p. 886 

m. 35 bb. 1-2), ending in m. 208 b. 1 d. 1 sd. 1. Giuliani 

brings in Ramiro’s line in m. 208 b. 1 d. 1 sd. 2 in 

octave-like form (as opposed to what happens in 

CENE2 p. 886 m. 35 bb. 3-4), using the same 

demisemiquaver figuration he used for Dandini and 

Cenerentola in GR5 p. 4 m. 209 (corresponding to 

CENE2 p. 887 m. 36 bb. 1-2). Clorinda’s part enters on 

GR5 p. 4 m. 210 with MUs in the form of B4* on the 

first and third semiquavers of the beats (corresponding 

to CENE2 p. 887 m. 36 bb. 3-4), and complete on GR5 

p. 4 m. 211 with the same demisemiquaver figuration 

used for Dandini, Cenerentola, and Ramiro 
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(corresponding to CENE2 p. 887 first and second beat 

of m. 37 bb. 1-2). Clorinda’s part ends in GR5 p. 4 m. 

212 b. 1 (corresponding to CENE2 p. 887 m. 37 b. 3); 

xix. GR5’s bass in p. 4 from m. 204 to m. 212 b. 1 

(corresponding to CENE2 from p. 885 m. 33 to p. 887 

m. 37 b. 3; see Fig. 56e, 56g, and 56h): Giuliani 

transcribes the accompaniment of cellos and double-

basses by using for the most part rhythmic 

diminutions; 

xx. GR5 p. 4 from m. 212 b.2 to m. 216 b. 1 (corresponding 

to CENE2 from p. 887 m. 37 b. 4 to p. 888 m. 39 b. 3; 

see Fig. 56e, 56h, and 56i): Clotilde, Tsibe, Ramiro, 

Dandini, Magnifico, with cellos and double-basses. 

Clotilde and Tsibe’s parts are transcribed almost 

exactly, whereas the cellos and double-bass parts 

undergo a few MUs. Giuliani moves the dyad of the 

melody sung by Clotilde and Tsibe one semiquaver 

further on than in the original, whereas he keeps the 

cello and double-basses as originally written; 

xxi. GR5 from p. 4 m. 216 b. 2 to p. 4’ m. 233: Tsibe, 

Cenerentola, Ramiro, and second violins are quoted in 

GR5 p. 4 from m. 216 b. 2 to m. 218 b. 1 (corresponding 

to CENE2 from p. 888 m. 39 b. 4 to p. 889 m. 40 b. 3; 

see Fig. 48i and 48j). Clorinda, Tsibe, Cenerentola, 

clarinets, and violins are quoted from p. 4 m.  218 b. 2 

to p. 4’ m. 224 b. 1 (corresponding to CENE2 from p. 
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889 m. 40 b. 4 to p. 890 m. 43 b. 3; see Fig. 56i, 56j, 

and 56k), with part of the passage graphically moved 

one octave higher when compared to the original, i.e. 

GR5 p. 4’ from m. 220 b. 2 to m. 222 b. 1 

(corresponding to CENE2 from p. 889 m. 41 b. 4 to p. 

890 m. 42 b. 3; see Fig. 48i, 48j, and 48k). Flutes and 

top melody of the oboes are quoted in GR5 p. 4’ from 

m. 224 b. 2 to m. 226 b. 1 (corresponding to CENE2 

from p. 890 m. 43 b. 4 to p. 891 m. 44 b. 3; see Fig. 48j, 

48k, and 48l). Clorinda, Tsibe, and Cenerentola are 

quoted again together with clarinets, violins, and the 

lower part of the oboes in GR5 p. 4’ from m. 226 b. 2 to 

m. 228 b. 1 (corresponding to CENE2 p. 891 from m. 

44 b. 4 to m. 45 b. 3; see Fig. 48j and 48l). Flutes and 

top melody of the oboes are still quoted in GR5 p. 4’ 

from m. 228 b. 2 to m. 230 b. 1 (corresponding to 

CENE2 from p. 891 of m. 45 b. 4 to p. 892 m. 46 b. 3; 

see Fig. 48j, 48l, and 48m). Clorinda, Tsibe, 

Cenerentola, Clarinets, violins, and the lower part of 

the oboes are quoted together for the last time in GR5 

p. 4’ from m. 230 b. 2 to m. 231 (corresponding to 

CENE2 p. 892 from m. 46 b. 4 to m. 47 b. 2; see Fig. 48j 

and 48m). Giuliani adds two bars more as an AMMI, 

i.e. GR5 p. 4’ mm. 232-233, written in the same 

descending figurations, to conclude his DMQ on a 
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dominant before the following cadence is used as an 

MQM to end the quotation; 

xxii. GR5’s bass from p. 4 m. 216 b. 2 to p. 4’ m. 231 as 

quoted by Giuliani is the one which is played by the 

violas in the score (corresponding to CENE2 from p. 

from p. 888 m. 39 b. 4 to p. 892 m. 47 b. 2; see Fig. 48i, 

48j, 48l, and 48m), with the only difference that 

Giuliani transcribes the viola part in triplets, featuring 

a G♯2* as an appoggiatura in the middle of the triplet, 

always resolving on the dominant note of the main key. 

The first note of each triplet always belongs to the voice 

that accompanies the top voice in thirds or sixths. 

Giuliani also uses this sort of accompaniment in his 

AMMI in the following mm. 232-233. 

 

Fig. 48a. GR5 from p. 3’ m. 164 b. 4 to p. 4 m. 192 in the DMQ of CENE2 sextet “Siete 
voi?.” 
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Fig. 48b. CENE2 from p. 877 m. 12 b. 2 to p. 878 m. 16 b. 1, as quoted approximately in 
GR5 from p. 3’ m. 164 b. 4 to p. 4 m. 172 b. 1. 
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Fig. 48c. CENE2 from p. 878 m. 16 b. 2 to p. 880 m. 23, as quoted approximately in GR5 
p. 4 from m. 172 b. 2 to m. 183. 
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Fig. 48d. CENE2 from p. 881 m. 24 to p. 882 m. 26, as quoted approximately in GR5 p. 4 
from m. 184 b. 4 to m. 191. 
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Fig. 48e. GR5 p. 4 from m. 193 to m. 216 b. 1 in the DMQ of CENE2 sextet “Siete voi?.” 
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Fig. 48f. CENE2 p. 883 mm. 28-29, as quoted approximately in GR5 p. 4 mm. 193-196. 
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Fig. 48g. CENE2 pp. 884-885 mm. 30-33, as quoted approximately in GR5 p. 4 mm. 
197-204. 
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Fig. 48h. CENE2 pp. 886-887 mm. 34-37, as quoted approximately in GR5 p. 4 mm. 
205-212. 
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Fig. 48i. CENE2 pp. 888-889 mm. 38-41, as quoted approximately in GR5 pp. 4-4’ mm. 

213-220. 
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Fig. 48j. GR5 from p. 4 m. 216 b. 2 to p. 4’ m. 233 in the DMQ of CENE2’ sextet “Siete 
voi?.” In p. 4’ mm. 234-238 a cadence functions as the DMQ’s MQM – signaled with a 

white closing quotation mark. This cadence anticipates the next DMQ (see Chapter 4.2.2, 
254-257) by imitating its rhythmic mood.  
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Fig. 48k. CENE2 p. 890 mm. 42-43, as quoted approximately in GR5 p. 4’ mm. 221-224. 
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Fig. 48l. CENE2 p. 891 mm. 44-45, as quoted approximately in GR5 p. 4’ mm. 225-228. 
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Fig. 48m. CENE2 p. 892 from m. 46 to m. 47 b. 2, as quoted approximately in GR5 p. 4’ 
mm. 229-231. 

 

6) “Là seduto è l’amato Giannetto” – La Gazza Ladra (trio from the 

introduction “Oh che giorno fortunato!” [Brillante]) 

❖ Act I, Scene I, No. 1. 

❖ Characters singing: Lucia, Pippo, Fabrizio, La Gazza, choir. 

❖ No. 1’s title in GAZZ1: “Introduzione.” 

❖ Footnote in GR5: “Aria nell’[o]pera La Gazza Ladra [Aria from 

the opera La Gazza Ladra].” 

❖ GAZZ1’s tonality/GR5’s tonality: G major/B♭ major. 
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❖ GAZZ1’s time signature/GR5’s time signature: /  . 

❖ GAZZ1’s tempo marking/GR5’s tempo marking: Allegro con 

brio/Allegro. 

❖ Measures quoted from GAZZ1: from p. 124 m. 250 to p. 125 m. 

258 b. 2 d. 1. 

❖ Corresponding measures in GR5: p. 4’ from m. 239 to m. 247 b. 2 

d. 1. 

❖ Complete quotation in GR5: p. 4’-5 mm. 239-289. 

❖ Type of quotation: Open DMQ. 

❖ Opening/Closing MQM: Double bar line/Double bar line. 

❖ Notes:  

a) GR5 p. 4’ from m. 239 to m. 247 b. 2 d. 1 (corresponding to 

GAZZ1, from m. 250 to m. 258 b. 2 d. 1; see Fig. 49a and 49b): 

Giuliani quotes the entrance of Fabrizio. In the DMQ 

Fabrizio’s melody – which in the original is in unison with the 

first violins) is embodied by the bass line of the guitar, 

whereas the guitar accompaniment at the top represents the 

second violins’ part; 

b) Giuliani adds a very long AMMI from GR5 p. 4’ m. 247 b. 2 d. 

2 to p. 5 m. 289, which resembles the previously cited excerpt 

from GAZZ1, both melodically and rhythmically (see Fig. 49a). 
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Fig. 49a. DMQ of “Là seduto è l’amato Giannetto” in GR5 pp. 4’-5 mm. 239-289. 

 

m. 239 
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Fig. 49b. GAZZ1 from p. 124 m. 250 to p. 125 m. 258 b. 2 d. 1, as quoted approximately 
in GAZZ1 p. 4’ from m. 239 to m. 248 b. 2 d. 1. 
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4.3 Mixed Musical Quotations in Le Rossiniane Opp. 

121 and 123 

While there is no MMQ within GR3, GR5 has two MMQs of two arias, from 

both Act I and Act II of Il Barbiere di Siviglia. 

 

4.3.1 MMQs in Le Rossiniane No. 5, Op. 123 

3) “Io sono docile” – Il Barbiere di Siviglia (cabaletta from “Una voce 

poco fa” [Andante]) 

❖ Act I, Scene V, No. 5. 

❖ Character singing: Rosina. 

❖ No. 5’s title in BARB1: “Cavatina Rosina.” 

❖ Footnote in GR5: “[C]avatina nel Barbiere di Siviglia [Cavatina 

from Il Barbiere di Siviglia].” 

❖ BARB1’s tonality/GR5’s tonality: E major/A major. 

❖ BARB1’s time signature/GR5’s time signature: /no time 

signature, i.e. the quotation keeps  from previous DMQ (see Fig. 

50a). 

❖ Rossini’s tempo marking/Giuliani’s Tempo marking: 

Moderato/No tempo marking, i.e. the quotation keeps 

Andantino mosso from previous DMQ (see Fig. 50a). 

❖ Measures quoted from BARB1: pp. 239-242 mm. 67-86. 

❖ Corresponding measures in GR5: pp. 3-3’ mm. 130-149. 

❖ Type of quotation: Open MMQ. 

❖ Opening/Closing MQM: Double bar line/IMQ. 
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❖ Notes:  

a) Giuliani starts the MMQ from Rosina’s verse “Ma se mi 

toccano dov’è il mio debole”; 

b) Giuliani adds a quaver in the melody on the third and fourth 

beats in GR5 p. 3 m. 129 to make those beats (belonging to the 

last measure of the DMQ from TANC127) sound like the figure 

in quavers from BARB1 m. 66 bb. 3-4 of Rosina’s melody (see 

Fig. 50 b), in order to connect the previous DMQ to the 

following MMQ through a musical figure common to both 

arias; 

c) GR5 pp. 3-3’ mm. 130-145 (corresponding to BARB1 pp. 239-

241 mm. 67-82; see Fig. 50a, 50c, 50d, and 50e): Giuliani 

quotes Rosina’s melody and the accompaniment by the 

strings; 

d) GR5 p. 3’ mm. 146-149 (corresponding to BARB1 pp. 241-242 

mm. 83-86; see Fig. 50a and 50e): Giuliani quotes the last 

note sung by Rosina (which in the opera is a minim, instead of 

the crotchet written by Giuliani in his score) on the first two 

beats, the rapid melody of the first violins, and the bass played 

by the bassoons; 

e) The following IMQ of the Sinfonia from Il Barbiere di Siviglia 

– in GR5 p. 3’ from m. 150 to m. 151 b. 1 d. 1 – also functions 

as the MQM concluding this DMQ.28 

                                                        
27 See Fig. 47a and 47e in Chapter 4.2.2, 226-230.  
28 See Chapter 4.4.2, 274-276. 



 260   
 

 

Fig. 50a GR5 pp. 3-3’ mm. 130-151. The MMQ of BARB1’s cavatina “Io sono docile” is in 

GR5 pp. 3-3’ mm. 130-149.  

 

 

Fig. 50b. BARB1 p. 238 m. 66 bb. 3-4. 
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Fig. 50c. BARB1 pp. 239-240 mm. 67-75, as quoted approximately in GR5 pp. 3-3’ mm. 
130-138. 
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Fig. 50d. BARB1 pp. 240-241 mm. 76-81, as quoted approximately in GR5 p. mm. 139-
144. 
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Fig. 50e. BARB1 pp. 241-242 mm. 82-86, as quoted approximately in GR5 p. mm. 145-
149. 

 

8) “Zitti zitti, piano piano” – Il Barbiere di Siviglia (excerpt from the trio 

“Ah! Qual colpo inaspettato!” [Andante]) 

❖ Act II, Scene IX, No. 16. 

❖ Characters singing: Rosina, Figaro, Almaviva. 

❖ No. 16’s title in BARB2: “Terzetto.” 

❖ Footnote in GR5: “Terzetto nel Barbiere di Siviglia [Terzetto 

from Il Barbiere di Siviglia].” 

❖ BARB2’s tonality/GR5’s tonality: F major/A major. 

❖ BARB2’s time signature/GR5’s time signature: /  . 
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❖ BARB2’s tempo marking/GR5’s Tempo marking: Allegro/no 

tempo marking, i.e. the quotation keeps Maestoso from the 

previous theme (see Fig. 51a). 

❖ Measures quoted from BARB2 (listed in capital letters, and 

excluding measures where Giuliani uses AMMIs, SMMIs, and 

MMEs):  

A. p. 725 from m. 63 b. 2 d. 2 to m. 69 b. 2 d. 1; 

B. From p. 726 m. 79 b. 2 d. 2 to p. 727 to m. 85 b. 2 d. 1;  

C. p. 727 from m. 87 b. 2 d. 2 to p. 728 m. 89; 

D. From p. 729 m. 103 b. 2 d. 2 to p. 730 m. 108 b. 2 d. 1.  

❖ Corresponding measures in GR5 (listed in capital letters, and 

excluding measures where Giuliani uses AMMIs, SMMIs, and 

MMEs):  

A. p. 5 from m. 307 b. 2 d. 2 to m. 313 b. 2 d. 1; 

B. From p. 5 m. 315 b. 2 d. 2 to p. 5’ m. 321 b. 2 d. 1; 

C. p. 5’  from m. 323 b. 2 d. 2 to m. 325; 

D. p. 5’ from m. 335 b. 2 d. 2 to m. 340 b. 2 d. 1. 

❖ Complete quotation in GR5: pp. 5-5’ mm. 305-352. 

❖ Type of quotation: Open MMQ. 

❖ Opening/Closing MQM: Double bar line/Cadence. 

❖ Notes: 

a) GR5 p. 5 from m. 305 to m. 315 b. 2 d. 1 (corresponding to 

BARB1 p. 725 from m. 63 b. 2 d. 2 to m. 71 b. 2 d. 1; see Fig. 

51a and 51b): the quote starts with an AMMI by Giuliani in 
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GR5 p. 5 from m. 305 to m. 307 b. 2 d. 1 (see Fig. 51a). From 

GR5 m. 307 b. 2 d. 2 Giuliani quotes Count Almaviva’s melody 

and the cello and double-bass accompaniment, and places and 

SMMI in GR5 from m. 313 b. 2 d. 2 to m. 315 b. 2 d. 1 

(corresponding to BARB2 p. 725 from m. 69 b. 2 d. 2 to m. 71 

b. 2 d. 1); 

b) GR5 from p. 5 m. 315 b. 2 d. 2 to p. 5’ m. 323 b. 2 d. 1 

(corresponding to BARB2 from p. 726 m. 79 b. 2 d. 2 to p. 727 

m. 87 b. 2 d. 1; see Fig. 51a and 51c): Giuliani quotes Figaro’s 

melody and the cello and double-bass accompaniment. He 

places an SMMI in GR5 from p. 5 m. 321 b. 2 d. 2 to p. 5’ m. 

323 b. 2 d. 1 (corresponding to BARB2 p. 727 from m. 85 b. 2 

d. 2 to m. 87 b. 2 d. 1). Giuliani also places an MME between 

d. 1 and 2 of GR5 p. 5’ m. 315; this both precedes the quoted 

part of Figaro and follows Almaviva’s, in order to remove from 

his MMQ Rosina’s part within the original trio – found in 

BARB2 from p. 725 m. 71 b. 2 d. 2 to p. 726 m. 79 b. 2 d. 1; 

c) GR5 p. 5’ from m. 323 b. 2 d. 2 to m. 335 b. 2 d. 1. 

(corresponding to BARB2 from p. 727 m. 87 b. 2 d. 2 to p. 729 

m. 103 b. 2 d. 1; see Fig. 51a and 51d): in GR5 p. 5’ from m. 323 

b.2. d. 2 to m. 325 (corresponding to BARB2 from p. 727 m. 

87 b. 2 d. 2 to p. 728 m. 89) Giuliani quotes the unison melody 

of all the characters and the strings as the guitar’s top line, as 

well as the cellos and double-basses F3 notes on the first and 

third beats of BARB2 p. 727 mm. 88-89 as the A2* guitar bass 
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on the first and third beat of GR5 p. 5’ mm. 324-325.29 He then 

uses an SMMI in GR5 p. 5’ from m. 326 to m. 335 b. 2 d. 1 to 

replace BARB2 pp. 727-729 from m. 89 to m. 103 b. 2 d. 1; 

d) GR5 p. 5’ from m. 335 b. 2 d. 2 to m. 340 b. 2 d. 1 

(corresponding to BARB2 from p. 729 m. 103 b. 2 d. 2 to p. 

730 m. 108 b. 2 d. 1; see Fig. 51a and 51e): Rosina’s melody 

with cello and double-bass accompaniment; 

e) GR5 p. 5’ from m. 340 b. 2 d. 2 to m. 352 (see Fig. 51a): 

Giuliani uses a long AMMI to finish the quotation. The end of 

the quotation is signaled by m. 353, where he starts a long final 

cadence in semiquavers which will carry on until GR5’s ending 

on p. 6 m. 413.  

                                                        
29 In the original of BARB2 from p. 727 m. 87 b. 4 to p. 728 m. 91 b. 1 flutes, clarinets, and 
bassoons also play in unison with the singers and the strings. (See Appendix 33.) I chose to 
select only the strings in Fig. 51d mostly because they are the only instruments utilized by 
Rossini which always play from the beginning to the end of this trio’s MMQ. 
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Fig. 51a.  GR5 pp. 5-5’ mm. 290-355. The MMQ of “Zitti zitti, piano piano” is in GR5 pp. 
5-5’ mm. 305-352. The ending of the MMQ is signaled here with a closing white quotation 

mark. The preceding theme by Giuliani in GR5 p. 5 mm. 290-304 – here shortened for 
practical reasons by means of an MME between GR5 p. 5 mm. 291-303 – provides to its 

following MMQ its due tempo marking.  
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Fig. 51b. BARB2 p. 725 from m. 63 b. 2 d. 2 to m. 71 b. 2 d. 1, as quoted approximately in 

GR5 p. 5 from m. 307 b. 2 d. 2 to m. 315 b. 2 d. 1. 

 

 

Fig. 51c. BARB2 from p. 726 m. 79 b. 2 d. 2 to p. 727 m. 87 b. 2 d. 1, as quoted 
approximately in GR5 from p. 5 m. 317 b. 2 d. 2 to p. 5’ m. 323 b. 2 d. 1. The MME 

preceding Figaro’s part covers BARB1 from p. 725 m. 71 b. 2 d. 2 to p. 726 m. 79 b. 2 d. 1. 
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Fig. 51d. BARB2 from p. 727 m. 87 b. 2 d. 2 to p. 729 m. 103 b. 2 d. 1, as quoted 
approximately in GR5 p. 5’ from m. 323 b.2 d. 2 to m. 335 b2. d. 1. 



 270   
 

 

Fig. 51e. BARB2 from p. 729 m 103 b. 2 d. 2 to p. 730 m. 108 b. 2 d. 1, as quoted 
approximately in GR5 p. 5’ from m. 335 b. 2 d. 2 to m. 340 b. 2 d. 1.  

 

 

4.4 Indirect Musical Quotations in Le Rossiniane 

Opp. 121 and 123 

There is one IMQ in both GR3 and GR5. The most peculiar feature that each 

IMQ seems to show within GR3 and GR5 is that it quotes solely from the 

orchestral parts. Another interesting point is, that while the IMQ in GR3 

quotes an orchestral passage coming from La Cenerentola and precedes an 

MQ of an aria coming from La Donna del Lago,30 the IMQ in GR5 quotes 

an iconic orchestral moment from the Sinfonia from Il Barbiere di Siviglia, 

and follows the MMQ of “Io sono docile” – which comes from the same 

opera.31 Accordingly, it is much easier to identify the latter IMQ than the 

former one: it seems as though Giuliani reflectively utilizes the fourth 

referential element of the MMQ of Il Barbiere di Siviglia to also signal the 

provenance of the following IMQ. For this reason, the IMQ in GR5 will be 

referred to as cited, and the one in GR3 as non-cited. 

 

 

                                                        
30 See: a) Fig. 13 in Chapter 2.5, 120; b) Chapter 4.4.1, 271-273; c) Chapter 4.5, 276-288.  
31 See Chapter 4.3.1, 258-263, and Chapter 4.4.2, 274-276. 
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4.4.1 IMQ in Le Rossiniane No. 3, Op. 121 

1) “Tutto è deserto” – La Cenerentola (recitative preceding the duet in 

Act I, Scene IV, No. 3 titled “Un soave non so che” [Andantino 

grazioso]) 

❖ Act I, Scene III, No. 3. 

❖ Citation of the orchestra. 

❖ Character singing: Ramiro. 

❖ No. 3’s title in CENE1: “Duetto [Cenerentola-Ramiro].”32 

❖ Footnote in GR3: none. 

❖ CENE1’s tonality/GR3’s tonality: E major/A major. 

❖ CENE1’s time signature/GR3’s time signature: /No tempo 

marking, i.e. the quotation keeps    from GR5’s introduction.33 

❖ CENE1’s tempo marking/GR3’s tempo marking: Maestoso/No 

tempo marking, i.e. the quotation keeps Maestoso sostenuto from 

GR5’s introduction (see Fig. 52a).34 

❖ Measures quoted from CENE1: from p. 222 m. 37 b. 3 to p. 223 

m. 40. 

❖ Corresponding measures in GR3: p. 3 mm. 34-36. 

❖ Type of quotation: Non-cited double-open IMQ, followed by a 

quotation from La Donna del Lago.35 

❖ Notes (see Fig. 52a and 52b):  

                                                        
32 The brackets used here are written as found in the score of CENE1. 
33 See Appendix 34. 
34 See also Appendix 34. 
35 See: a) Fig. 13 in Chapter 2.5, 120, and Chapter 4.5, 276-288. 
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a) The motive of this instrumental section is presented 

throughout La Cenerentola’s Act 1, Scene III, No. 3 in slightly 

modified forms, i.e. a) in CENE1 from p. 217 m. 10 to p. 219 m. 

18 b. 1 before Ramiro starts the recitativo, and b) two times as 

an ostinato appearing towards the end of Cenerentola and 

Ramiro’s duet “Un soave non so che” in CENE1 from p. 244 m. 

145 to p. 247 m. 153 b. 3, and in CENE1 pp. 253-254 mm. 172-

180. However, Giuliani has in mind the specific moment 

where the instruments play in recitativo accompagnato style 

while Ramiro sings “Cerchiam, vediamo” in CENE1 pp. 222-

223 mm. 38-39, and ends right before the beginning of Scene 

IV, when Cenerentola enters on stage; 

b) Giuliani makes a few changes for his IMQ (see Fig. 52a and 

52b):  

i. Giuliani begins his IMQ on the first downbeat of GR3 

p. 3 m. 34, whereas Rossini starts the original motive 

on the third beat of CENE1 p. 222 m. 37; 

ii. Giuliani excludes CENE1’s last beat of p. 223 m. 39 and 

first beat of p. m. 40;  

iii. On the melodic line of the quotation (representing the 

melody in demisemiquavers played in the original 

score by the first violins) Giuliani changes the note 

representing the mediant of the overall chord in CENE1 

p. 223 m. 39 b. 3 - in the original it is E minor (i), while 

in Giuliani it is A major (I), both placed above a bass 

functioning as a dominant pedal – then it attaches it to 
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CENE1 p. 223 m. 40 b. 2 by keeping the chord of the 

latter beat as a submediant (vi) also in GR3 p. 3 m. 37 

b. 2. 

 

Fig. 52a. GR3 p. 3 mm. 32-38. The IMQ of the orchestral part in the recitative “Tutto è 

deserto” is in GR3 p. 3 mm. 34-36, placed right at the end of GR3’s introduction and 

before the work’s second musical quotation – starting on m. 37.  

 

 

Fig. 52b. CENE1 from p. 222 m. 37 b. 3 to p. 223 m. 40, as quoted approximately in GR3 
p. 3 mm. 34-36. 
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4.4.2 IMQ in Le Rossiniane No. 5, Op. 123 

4) Sinfonia – Il Barbiere di Siviglia 

❖ Sinfonia. 

❖ Citation of the orchestra. 

❖ Sinfonia’s title in BARB1: “Sinfonia.” 

❖ Footnote in GR5: None. 

❖ BARB1’s tonality/GR5’s tonality: G major/A major. 

❖ BARB1’s time signature/GR5’s time signature: /No time 

signature, i.e. the quotation keeps    from the previous MMQ, 

which keeps it from its previous DMQ.36 

❖ BARB1’s tempo marking/GR5’s tempo marking: Andante 

maestoso/No tempo marking, i.e. the quotation keeps Moderato 

from previous DMQ from TANC1 (see Fig. 53a).37 

❖ Measures quoted from BARB1: p. 25 from m. 135 to m. 137 b. 1 d. 

1. 

❖ At other times the measures are used in BARB1: The motif cited 

by Giuliani as IMQ in GR5 is present both in BARB1 pp. 25 mm. 

135-138, and in BARB1 from p. 38 mm. 221-224. 

❖ Corresponding measures in GR5: p. 3 from m. 150 to m. 151 b. 1 

d. 1. 

❖ Type of quotation: Cited double-closed IMQ.  

❖ Notes (see Fig. 53a and 53b):  

                                                        
36 See Chapter 4.3.1, 258.  
37 See also Chapter 4.3.1, 258. 
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a) By observing how the melody is transcribed for guitar by 

Giuliani, it appears that he had in mind to quote mainly the 

fast melody played in the flutes and first violins (which in the 

score is also assigned to oboes and clarinets, originally 

sounding one octave lower); 

b) The original melody is written in quavers, whereas Giuliani 

notates it in semiquavers; 

c) This IMQ is used as an MQM concluding the preceding MMQ 

of “Io sono docile.” 

  

Fig. 53a. GR5 p. 3’ from m. 148 to m. 151 b.1 d. 1. The IMQ of the Sinfonia from Il 
Barbiere di Siviglia is in GR5 p. 3’ from m. 150 to m. 151 b. 1 d. 1 The end of the previous 

MMQ of “Io sono docile” is signaled here with a closing white quotation mark.  
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Fig. 53b. BARB1 p. 25 from m. 135 to m. 137 b. 1, as quoted approximately in GR5 p. 3’ 
from m. 150 to m. 151 b. 1 d. 1. 

 

4.5 Beyond Direct, Mixed, and Indirect Musical 

Quotations: A Case of Musical Summary (MS) in 

Le Rossiniane No. 3, Op. 121  

The analysis of VMQs up to this paragraph allows us to realize that one of 

Giuliani’s quotations is identifiable in a way which goes beyond the 

classifications utilized so far. In fact, what appears in GR3 p. 3 to be the first 

DMQ of the work, i.e. the MQ which he refers to as “Introduzione, e Duetto 
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della Donna del Lago [Introduction, and Duet from La Donna del Lago],” 

is in reality definable as a musical summary.  

 

The Harvard College Writing Center says the following about literary 

summary:  

When you summarize, you provide your readers with a condensed version of an 
author’s key points. A summary can be as short as a few sentences or much longer, 
depending on the complexity of the text and the level of detail you wish to provide 
to your readers.38 

 

What Giuliani seems to do in this VMQ is exactly what is outlined in the 

definition above: he chooses five recurring musical moments coming from 

La Donna del Lago’s rather long cavatina and duet called “Oh mattutini 

albori!.”39 A peculiarity of these musical moments is that they come back 

within the section with slightly different motivic and orchestral 

modifications. If we a) name these moments as A, B, C, D, and E, b) assign 

a number to them in ascending order to indicate that the letters with a 

higher number represent the musical moments which undergo a 

modification when compared to their preceding corresponding ones, and c) 

put them in order of appearance within the operatic number at issue, we 

obtain the following list, giving us an idea of what Giuliani may have 

determined to be the summative ‘key points’ of the whole cavatina and duet:   

                                                        
38 “Harvard Guide to Using Sources,” Harvard College Writing Center, last modified 2017, 
accessed July 12, 2017, 
www.isites.harvard.edu/icb/icb.do’keyword=k70847&pageid=icb.page350378. 
39 The cavatina and duet at issue here is found in DONN1 pp. 41-78 mm. 316-532. Here 
Elena – i.e. the main character of La Donna del Lago – sings the initial cavatina, and then 
Uberto joins later for a duet (as observable in Chapter 4.5, 278-279). The whole cavatina 
and duet lasts for a staggering 216 measures: it is perfectly understandable that Giuliani 
wanted to make some sort of summary of such a long operatic excerpt, in order to fit it into 
his own work.  
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• A1. DONN1 p. 41 from m. 316 to m. 321 b. 2 d. 1: orchestra; 

• B1. DONN1 from p. 41 m. 321 b. 2 d. 2 to p. 42 m. 325 b. 1 d. 1: 

orchestra; 

• C1. DONN1 p. 42 from m. 325 b. 1 d. 2 to m. 329: orchestra; 

• D1. DONN1 p. 43 mm. 330-332; 

• A2. DONN1 from p. 43 m. 332 to p. 44 m. 337 b. 2 d. 1: Elena, 

orchestra; 

• E1. DONN1 p. 44 from m. 337 b. 2 d. 3 to m. 341 b. 2 d. 1: Elena, 

orchestra; 

• B2. DONN1 from p. 44 m. 341 b. 2 d. 2 to p. 45 m. 345 b. 1 d. 1: Elena, 

orchestra; 

• C2. DONN1 from p. 45 m. 345 b. 1 d. 2 to p. 46 m. 352 b. 1 d. 1: Elena, 

orchestra; 

• A3. DONN1 from p. 50 m. 361 to p. 51 m. 364 b. 2 d. 1: Elena, 

orchestra; 

• B3. DONN1 p. 51 from m. 364 b. 2 d. 2 to m. 368 b. 1 d. 1: Elena, 

orchestra; 

• C3. DONN1 from p. 51 m. 368 b. 1 d. 2 to p. 53 m. 374; 

• D2. DONN1 p. 54 mm. 377-379: orchestra; 

• A4. DONN1 p. 66 from m. 479 to m. 484 b. 2 d. 1: Elena, orchestra; 

• B4. DONN1 from p. 66 m. 484 b. 2 d. 2 to p. 67 m. 488 b. 2 d. 1: 

Uberto, orchestra; 

• E2. DONN1 p. 67 from m. 488 b. 2 d. 3 to m. 492 b. 2 d. 1: Elena, 

orchestra;  
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• C4. DONN1 p. 72 from m. 504 b. 1 d. 2 to m. 510 b. 1 d. 2: Elena, 

Uberto, orchestra; 

• C5. DONN1 from p. 73 m. 513 b. 2 d. 2 to m. 519 b. 2 d. 2: Elena, 

Uberto, orchestra; 

• D3. DONN1 pp. 77-78 mm. 524-527: orchestra. 

 

After determining these ‘key points,’ Giuliani then seems to choose them 

according to which he deems to be those that are both more representative 

of the excerpt and most suitable and idiomatic for the guitar. He then puts 

them together by constructing a sort of summarizing structure consisting of 

an expanded three-part song form. As will be shown below, Giuliani utilizes 

one of his chosen ‘key points’ twice within the musical summary,40 thus as 

an NMQ. He then ‘paraphrases’ his own MS later on in GR3.41 

 

Another important point about Giuliani’s MS at issue here has to be 

discussed. The Harvard College Writing Center also specifies that, 

whenever a literary summary is included within a text, the original source 

has to be cited.42 Not only does Giuliani not fail to do so, but he also 

provides his MS of MQMs, which makes the quoted material from La Donna 

del Lago still a VMQ and distinguishable as such. Further, it appears that 

Giuliani thinks of an MS as a structural expansion of a closed DMQ.43 

                                                        
40 From now on, MS will be used as an abbreviation for musical summary. 
41 See Chapter 4.6.1, 289-290. 
42 “Harvard Guide to Using Sources.” 
43 This is at least according to what has been found in GR3. However, it cannot be excluded 
that future analysis of the remaining four Le Rossiniane made through the method of 
analysis presented in this thesis may be able to show further instances of this particular 
type of VMQ.  
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Consequently, the method of signaling this type of VMQ through elements 

of referentiality as well as MQMs remains the same as that found in a 

DMQ.44 

 

2) “Oh mattutini albori!” – La Donna del Lago  (cavatina and duet from 

Sinfonia and introduction “Del dì la messaggiera” [Maestoso]) 

❖ Act I, Scene II, No. 1. 

❖ Characters singing: Elena, Uberto. 

❖ No. 1’s title in DONN1: “Sinfonia, e Introduzione.” 

❖ Footnote in GR3: “Introduzione, e Duetto della Donna del Lago 

[Introduction, and Duet from La Donna del Lago].” 

❖ DONN1’s tonality/GR3’s tonality: G major/A major. 

❖ DONN1’s time signature/GR3’s time signature: /  . 

❖ DONN1’s tempo marking/GR3’s tempo marking: 

Andantino/Andantino. 

❖ Segments quoted from DONN1 (in order of appearance): A1, C1, 

E1, B4, D3. 

❖ Chronological order in which the segments from DONN1 appear 

in GR3: A1, B4, E1, B4, C1, D3. 

❖ Corresponding measures in GR3 (in order of appearance):  

a) A1: p. 3 from m. 37 to m. 41 b. 2 d. 1; 

b) B4: i) p. 3 from m. 41 b. 2 d. 2 to m. 45 b. 2 d. 1;  

c) E1: p. 3 from m. 45 b. 2 d. 3 to m. 49 b. 2 d. 1; 

                                                        
44 The same reasoning in the previous footnote also applies here. 
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d) B4: ii) p. 3 from m. 49 b. 2 d. 2 to m. 53 b. 1 d. 1;  
 

e) C1: p. 3 from m. 53 b. 1 d. 2 to m. 57; 

f) D3: p. 3 mm. 58-60. 

❖ Complete quotation in GR5: p. 3 mm. 37-60. 

❖ Type of quotation: MS containing an NMQ.  

❖ Opening/Closing MQM: Double bar line/Double bar line. 

❖ Notes (see Fig. 54a, 54b, 54c, 54d, 54e, 54f, and 54g):  

a) Giuliani inserts different orchestral and vocal parts from 

DONN1 pp. 41-78 m. 316-532, chosen according to which he 

deems the most effective on the instrument;  

b) While in DONN1 B4 appears only once, Giuliani utilizes B4 

twice within his MS. Therefore, the second B4 within the MS 

is considered as an NMQ (which, however, quotes B4 up to 

GR5 m. 45 b. 1 d. 1; see Fig. 54a);45 

c) If the NMQ is excluded from the overall MS, then it can be 

seen that the order in which Giuliani puts each ‘key point’ is 

never found within DONN1, thus excluding the possibility of 

the quoted material to be classified as a DMQ;  

d) Giuliani transcribes C1 slightly differently in his MS. By 

excluding the motif of the flutes in DONN1 p. 42 from m. 327 

b. 1 d. 3 to m. 329 b. 1 d. 1, including the same motif played by 

the clarinets one octave lower than the flutes within the same 

measures, and then arranging the clarinets together with the 

                                                        
45 As observable from Fig. 54a, the comparison between the first B4 quoted by Giuliani and 
the later NMQ shows that the latter has some SMIs and an SME when compared to the 
former. Such MUs within the NMQ at issue have been signaled in Fig. 54a by utilizing 
golden brackets for the SMIs, and a golden x for the SME.   
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first violins in DONN1 p. 42 from m. 329 b. 1 d. 3 to m. 329 b. 

2 d. 2 sd. 1 and the flutes in DONN1 p. 42 m. 329 from b. 2 d. 

2 sd. 2 to b. 2 d. 3, he alters the overall register of (the 

instruments at issue in charge of) the melody within his MS to 

make it sound more effective on the guitar (see Fig. 54a, 54e, 

and 54f). 

 
 

Fig. 54a. MS of “Oh mattutini albori!” in GR3 p. 3 mm. 37-60. The changes between the 
‘original’ B4 and the NMQ are signaled with both golden brackets and a golden x. 
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Fig. 54b. A1 as quoted approximately in GR3 p. 3 from m. 37 to m. 41 b. 2 d. 1. 
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Fig. 54c. B4 as quoted approximately in GR3 p. 3 from m. 41 b. 2 d. 2 to m. 45 b. 2 d. 1. 
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Fig. 54d. E1 as quoted approximately in GR3 p. 3 from m. 45 b. 2 d. 3 to m. 49 b. 2 d. 1. 
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Fig. 54e. C1 in its original form. 
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Fig. 54f. C1 as quoted approximately in GR3 p. 3 m. 53 b. 1 d. 3 to m. 57. 
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Fig. 54g. D3 as quoted approximately in GR3 p. 3 mm. 58-60. 
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4.6 Musical Paraphrases in Le Rossiniane Opp. 121 

and 123 

There are a relatively high number of MPHs within GR3, five of them, it 

seems – although it will be demonstrated later that there are actually only 

four.46 By comparison, there is only one MPH in GR5. Within both GR3 and 

GR5 Giuliani gives preference to MPHs of PC2 and PC3, and utilizes an 

MPH of PC5 only once within GR3. Consequently, MPHs of PC1, PC4, and 

PC6 are never used. The MPHs analyzed here feature tempo markings that 

always refer to the ones belonging to their preceding themes, therefore the 

latter ones just mentioned will not be indicated here; however, they are 

perfectly identifiable from the figures featured previously in this chapter. 

 

4.6.1 MPHs in Le Rossiniane No. 3, Op. 121 

2) “Oh mattutini albori!” – La Donna del Lago  

❖ MPH: One instance of PC3 with tempo marking Variazione. 

It is placed in GR3 p. 4 mm. 61-79 (see Fig. 55). 

❖ Opening/Closing MQM: Double bar line/Theme by Giuliani. 

❖ Notes:  

a) Although this is an MPH of an MS, it follows the same 

rules of an MPH following a DMQ when it comes to 

featuring elements of referentiality and MQMs; 

b) The MPH starts one bar later than it is supposed to, and 

also finishes four bars earlier than expected; 

                                                        
46 See Chapter 4.6.1, 294-297. 



 290   
 

c) Between mm. 79-80 there was supposed to be a double 

bar line closing the MPH and introducing the original 

theme by Giuliani marked as Allegro Vivace, in GR3 

pp. 4-5 mm. 80-157. Giuliani seems to have forgotten 

to put the double bar line by mistake; however, it is 

featured in Artaria’s first edition of Op. 121.47  

 

Fig. 55. GR3 p. 4-5 mm. 61-86. The MPH of the DMQ of “Oh mattutini albori!” is in pp. 

4-5 mm. 61-79. The original theme by Giuliani, beginning on m. 80, also functions as 

closing MQM of the MPH at issue – the end of which is signaled here by a white closing 

quotation mark. The opening MQM of the MPH comes from p. 3, and it also functions as 

closing MQM of the preceding DMQ. 

                                                        
47 See Appendix 35. 
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4) “Questo vecchio maledetto” – Il Turco in Italia  

❖ MPHs:  

a) First, one instance of PC2 with tempo marking 

Variazione, found in GR3 p. 6 from m. 173 b. 2 d. 2 sd. 

1 to m. 189 b. 2 d. 1 (see Fig. 56); 

b) Second, one instance of PC5 with tempo marking Più 

lento, found in GR3 from p. 6 m. 189 b. 2 d. 2 sd. 1 to p. 

7 m. 217 (see Fig. 57).  

❖ Opening/Closing MQM of first MPH: Backward repeat bar 

line/Backward repeat bar line. 

❖ Opening/Closing MQM of first MPH: Backward repeat bar 

line/First ending sign of the double ending.  

❖ Notes:  

a) The second MPH is in composed in imitative style;   

b) Giuliani does not include a second ending sign to the 

following m. 280, thus signaling the ending of the MPH 

on m. 279. Although this can be simply an oversight, 

however it may also be seen as an implicit Giuliani’s 

view of where the MPH ends. Therefore, this specific 

detail seems to further endorse the postulate listed as 

5.b.ii on page 134 of Chapter 2.6. 

 



 292   
 

 

Fig. 56. First MPH of the DMQ of “Questo vecchio maledetto” in GR3 from m. 173 b. 2 d. 

2 sd. 1 to m. 189 b. 2 d.1. 

 

 

Fig. 57. GR3 from p. 6 m. 189 b. 2 d. 2 sd. 1 to p. 7 m. 282. The second MPH of the DMQ 

of “Questo vecchio maledetto” is found in GR3 from p. 6 m. 189 b. 2 d. 2 sd. 3 to p. 7 m. 

217. 

m. 190 

m. 174 
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5) “Sorte, secondami!” – Zelmira  

❖ MPH: one instance of PC3 with tempo marking Variazione, 

found in GR3 p. 9-10 mm. 311-338 (see Fig. 58). 

❖ Opening/Closing MQM: Backward repeat bar line from 

previous DMQ/First ending sign of the double ending.  

❖ Notes:  

a) Originally Giuliani wrote another MPH for his first idea 

for the DMQ of “Sorte, secondami!.”48 

 

                                                        
48 See Appendix 27 and 36 (and also Appendix 28 for the reconstruction of Giuliani’s 
original idea for the transcription of the theme from Zelmira).  
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Fig. 58. GR3 pp. mm. 311-340. The MPH of “Sorte, secondami!” is found in pp. 9-10 mm. 

311-338. The ending of the MPH at issue is signaled here with a closing white quotation 

mark.   

 

 

 

6) “Cinto di nuovi allori” – Ricciardo e Zoraide 

❖ MPHs:  

a) First, one instance of PC3 with tempo marking 

Variazione 1, found in GR3 pp. 12-13 mm. 406-425 (see 

Fig. 59a);  

m. 311 

” 
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b) Second, one instance of PC3 Variazione 2, found in 

GR3 pp. 13-14 mm. 426-445 (see Fig. 60). 

❖ Opening/Closing MQM in first MPH: Backward repeat bar 

line from previous DMQ/Backward repeat bar line. 

❖ Opening/Closing MQM in second MPH: Backward repeat bar 

line/First ending sign of double ending.  

❖ Notes:  

a) The first MPH is in reality another concealed DMQ of 

the melodic variation on the orchestral theme that 

Rossini writes for the band in RICC1 pp. 28-31 mm. 21-

40 (See Fig. 59a and Fig. 59b); 

b) From the above, it can be shown that: 

i. The actual DMQ of “Cinto di nuovi allori” made 

by Giuliani in GR3 spans from p. 12 m. 386 to p. 

13 m. 425; 

ii. There is only one MPH originally written by 

Giuliani, i.e. the MPH listed here as the second 

one. This only ‘paraphrases’ the first half of 

Giuliani’s DMQ, i.e. GR3 p. 12 mm. 386-405. 
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Fig. 59a. First MPH of the DMQ of RICC1’s “Cinto di nuovi allori” in GR3 pp. 12-13 mm. 

406-425. This MPH is in reality a DMQ of RICC1 pp. 28-31 mm. 21-40. 

m. 406 
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Fig. 59b. RICC1 pp. 28-31 mm. 21-40, as quoted approximately in GR3 pp. 12-13 mm. 

406-425. 
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Fig. 60. GR3 pp. 13-14 from m. 426 to m. 446 b. 2. The MPH is found in pp. 13-14 mm. 
426-445. 

 

4.6.2 MPH in Le Rossiniane No. 5, Op. 123 

1) “Ehi di casa...buona gente...” – Il Barbiere di Siviglia  

❖ MPH: One instance of PC2 with tempo marking Variazione 

in GR5 p. 2’ from m. 64 to m. 84 b. 3 (see Fig. 61). 

❖ Opening/Closing MQM: Double bar line/Cadence. 

m. 426 
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Fig. 61. GR5 p. 2’ mm. 64-85. The MPH of the DMQ “Ehi di casa…Buona gente…” in GR5 

p. 2’ from m. 64 to m. 84 b. 3. The end of the MPH is signaled here with a closing white 

quotation mark.  

 

4.7 Metatextuality in Le Rossiniane No. 5, Op. 123 

As explained briefly in the introduction to this thesis, a metatext is defined 

simply as being a text commenting upon another text which, in doing so, 

may or may not cite the text upon which it is commenting.49 The metatextual 

case discussed in this paragraph comes from GR5, and embodies a citation 

by Giuliani of both the texts upon which he is commenting: the texts at issue 

                                                        
49 See Introduction I.1, 12. 

” 

m. 64 
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here are Rossini’ s famous opera buffa, Il Barbiere di Siviglia, and his less-

known opera seria, Aureliano in Palmira (1813).50  

 

As first documented by Stefano Castelvecchi in 1986, the theme cited by 

Giuliani as “Aria nell’ Aureliano in Palmira” is in reality a cavatina sung by 

the character named Amenaide in the opera Tancredi.51 Further, we also 

know that the aforementioned aria is then followed by an MMQ of Rosina’s 

cabaletta “Io sono docile” from Il Barbiere di Siviglia – cited by Giuliani as 

“[C]avatina nel Barbiere di Siviglia” – with the latter then followed by an 

IMQ coming from the Sinfonia of the same opera,52 and that both the DMQ 

and MMQ at issue share the same tempo marking within GR5.53 After all 

this information two main questions come to mind regarding these two 

VMQs in GR5: 

i. Why did Giuliani choose to quote the cavatina from Tancredi as “Aria 

nell’ Aureliano in Palmira”?; 

                                                        
50 The instance of metatextuality described here appears to be not the only one retrievable 
from Giuliani’s Le Rossiniane. As pointed out in fn. 151 of Chapter 2.6, 138, Stefano 
Castelvecchi reports in his study on one case in which Giuliani quotes the cavatina “Nume 
perdonami se in tale istante” (from Pietro Generali’s I Baccanali di Roma [1816]) in Le 
Rossiniane No. 2, Op. 120. He suggests that Giuliani may have quoted the aria with the 
intent of hinting at the fact that Rossini plagiarized it as the aria “Arditi all’ire” for his opera 
Armida (1817).  This sort of comment on these two musical texts, one that Giuliani seems 
to leave in his guitar score by simply featuring Generali’s original melody (instead of the 
Rossini’s slightly modified one) could be considered in literary-critical terms as an instance 
of metatextuality. The metatextual case which will be discussed in this study appears to be 
rather more explicit. However, so far there is no way to verify if the one mentioned by 
Castelvecchi is of the same nature as the one in Le Rossiniane No. 5, Op. 123, due to the 
fact that there is no original manuscript of Le Rossiniane No. 2, Op. 120 available to us. It 
would be interesting to see how Giuliani may have cited Generali’s cavatina in his 
manuscript. 
51 See Stefano Castelvecchi, “Le Rossiniane di Mauro Giuliani,” Bollettino del Centro 
Rossiniano di Studi, no. 1-3 (1986): 64, and Chapter 4.2.2, 223-230. 
52 See Chapter 4.3.1, 258-263, and Chapter 4.4.2, 274-276.  
53 See Chapter 4.3.1, 258-260, and Appendix 37. 
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ii. Why does Giuliani choose to quote Rosina’s aria as an MMQ right 

after a DMQ cited as an “Aria nell’ Aureliano in Palmira,” utilizing 

for both of them the same tempo marking so as to hint some sort of 

textual relationship between the two quoted arias?54 

 

With regard to the first question, it seems unlikely that Giuliani would not 

have been able to identify any of the popular arias in Tancredi: Gherard 

Penn reminds us that Tancredi had its Austrian debut towards the end of 

1816 while Giuliani was still living in Vienna: this debut was followed by an 

unstoppable ‘Rossini fever’ which overwhelmed the city.55 Further, around 

the time of Tancredi’s debut in Vienna, Giuliani wrote one of his most 

popular works for solo guitar, based on this opera’s most famous aria: the 

Six Variations on “Di Tanti Palpiti,” Op. 87 (1817).56 Consequently, the 

choice by Giuliani to refer to an aria from Tancredi as one coming from 

Aureliano in Palmira may be understood by utilizing the following 

speculative hypothesis: Giuliani may have had the chance to hear the 

cavatina of Amenaide from Tancredi as an insertion aria in one of the few 

performances of Aureliano in Palmira which (according to the data 

gathered by Tom Kaufman in his paper “A Performance History of 

                                                        
54 As observable in Appendix 37, Giuliani’s utilization of a single tempo marking 
(Andantino mosso) to signal the tempo for both the quotations gives an overall feeling of 
textual homogeneity. However, what really suggests that Giuliani wants to hint at some sort 
of textual connection between the two arias is the fact that he uses the same exact procedure 
for two consecutive themes, coming from La Gazza Ladra (1817), which he quoted in Le 
Rossiniane No. 4, Op. 122. As the final results of this study will show, Giuliani seems to 
utilize this sort of procedure anytime he wants to feature two consecutive themes in Le 
Rossiniane that belong to the same opera. (To see the two consecutive themes of the arias 
from La Gazza Ladra mentioned, see Appendix 38.) 
55 Gherard Penn, “Mauro Giuliani a Vienna: Nuovi Documenti (Terza Parte),” Il Fronimo 
XLIII, no. 171 (2015): 47. 
56 Thomas F. Heck, Mauro Giuliani: A Life for the Guitar (Austin: Guitar Foundation of 
America, 2013), chap. "Works with Opus Number," Kindle. 
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Aureliano in Palmira”) took place after its debut on 26 December 1814 in 

Milan’s Teatro alla Scala up until the performances which took place in 

Udine’s Teatro Sociale on August 1823.57 These then are ones possible for 

Giuliani to have attended before the completion of the manuscript of GR5 

on 1 October 1823.58 It is also important to note that most of the 

performances of Aureliano in Palmira between the years 1813 and 1823 

were staged in Italy,59 so the only way Giuliani could have attended this 

opera would have been while he was travelling or living in Italy. Hence, 

although we cannot know for sure a) how aware he was of the fact that the 

aria he quoted originally belonged to Tancredi, and b) for what reason he 

cited it as coming from Aureliano in Palmira, it seems plausible that 

Giuliani quoted this aria as he did after experiencing it as an insertion aria 

in one of the Italian performances of Aureliano in Palmira. This was the 

only time when he spent enough time in Italy to attend one of them prior to 

finishing the manuscript of GR5, i.e. between the latter months of 1819 and 

1823.60  

 

                                                        
57 Tom Kaufman, “A Performance History of Aureliano in Palmira,” Opera Quarterly 15, 
no. 1 (1999): 34-36. 
58 See Appendix 39. Although Appendix 39 reports a handwritten declaration made by 
Giuliani on the cover of GR5, it is not in the interest of this research to make a paratextual 
analysis of it.  
59 Kaufman, “A Performance History of Aureliano in Palmira,” 34-36. According to the data 
gathered by Kaufman, there is only one performance of Aureliano in Palmira outside Italy 
during this time: a performance in Barcelona (Spain), on 12 August 1822.  
60 As anticipated in fn. 69 of Introduction I.3, 26, my hypothesis implies the possibility that 
Giuliani may have transcribed the aria at issue by ear during one of its performances – 
probably because he liked it, and wanted to do something with it sooner or later. It is 
already known that two of Giuliani’s letters – each addressed to Ricordi and Artaria, and 
dated 6 February 1821 and 16 January 1824 respectively – are part of the evidence that he 
was accustomed to transcribe opera themes for his own works by using (Rossini’s) original 
scores as well as copies. (See Introduction I.3, 23-25.) However, I also provide some 
information which is evidence that one of Giuliani’s musical skills may have included the 
ability of transcribing music by ear. (See fn. 64 in Introduction I.3, 17-18.)  
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In a letter sent to Artaria from Venice on 20 November 1819, Giuliani told 

the publisher that he went to Venice, first stopping to Verona, Vicenza, and 

Padua. Further, we know that he planned to go first to Trieste, then to Parma 

(to get a letter of reference from Duchess Marie Louise that he could then 

use in Florence and Milan), and that he never planned to either go to Rome 

or Naples. In reality, Giuliani stayed in Trieste from December 1819 to 

March 1820, and then left that city only to end up in Rome.61 Giuliani’s 

father, Michele Giuliani, wrote the following about his son’s time in Trieste 

and later departure to Rome in a letter to Artaria dated 20 June 1820: 

On the 3rd of December my son Mauro arrived from Venice and remained until 
March 2nd. He was in time to see his mother receive all the sacraments of the 
Church, and now, thank the Lord, she is a bit better…My son [Mauro] in Rome 
wrote me on the 24th of March asking if his son Michelino had gone to Russia to 
find his uncle Nicola, or where he was, which I could not tell him…62 

 
 

In this same letter, Michele asked Artaria to let him know if his son had 

moved back to Vienna, because he has not received any news from Mauro 

since his last letter from Rome.63 Michele then sent another letter to Artaria 

on 25 July 1820 asking again if Mauro had gone back to Vienna, although 

this time he stated that his son wrote to him on 22 March.64 Regardless of 

the date on which Mauro wrote to his father, it appears that Mauro may have 

told his father that he was going to move back to Vienna shortly after the 

delivery of his letter.  

 

                                                        
61 Heck, Mauro Giuliani: A Life for the Guitar, chap. 4.1. 
62 Ibid., chap. 4.2.1. 
63 Ibid. 
64 Riboni, Mauro Giuliani, 188-189. Marco Riboni reports Michele’s second letter to 
Artaria. 
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Thomas Heck suggests that Michele Giuliani may have been very confused 

about his son’s actions during that time. The date of the following first 

public notice of Giuliani’s arrival in Rome reported by Heck from the Diario 

di Roma, i.e. 20 April 1820, seems to corroborate this doubt about Michele 

Giuliani’s awareness of the actions of his son: 

Signor Mauro Giuliani, chamber virtuoso of Her Majesty the Imperial Princess 
Marie-Louise, Archduchess of Austria, having come from Vienna, and travelling 
to Paris, is now passing through this city. He is famous for having written 117 
instrumental works, and because he is second to none in playing the guitar.65 

 

Giuliani ended up spending three years of his life in Rome, up until the end 

of 1823, when he left for Naples.66 Neither Heck nor Riboni account for any 

definitive concert held outside Rome during Giuliani’s three-year residency 

there. If we take into account both the latter information and the data 

gathered by Kaufman, no performance of Aureliano in Palmira was ever 

staged in the Italian cities which we know for certain Giuliani either visited 

or lived in between late 1819 and late 1823.67 How then could Giuliani have 

had a chance to hear a performance of Aureliano in Palmira?  

 

In the data gathered by Kaufman there is one reported performance which 

is particularly intriguing in light of the information about Giuliani’s travels 

between late 1819 and early 1820: the 3 April 1820 staging of Aureliano in 

Palmira in Parma’s Teatro Ducale, with Emilia Bonini singing Zenobia, 

Chiara Leone Bassi as Arsace, Luigi Campitelli as Aureliano, and Luciano 

                                                        
65 Heck, Mauro Giuliani: A Life for the Guitar, chap. 4.2.1. 
66 Ibid., chap. 4.2.3. 
67 See performance dates in Kaufman, “A Performance History of Aureliano in Palmira,” 
34-36. 
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Bianchi as High Priest.68 According to Gaspare Nello Vetro, this staging of 

Aureliano in Palmira, held on Monday, 3 April 1820, was the first of a total 

of 30 performances given in Parma during the 1820 spring season of the 

Ducale Theater.69 This means that, if Giuliani visited Parma after Trieste (as 

he wrote to Artaria in his letter from Venice), then it is possible that he had 

a chance to attend one of those performances of Aureliano in Palmira in 

Parma, and that in the performance that he attended the cavatina of 

Amenaide from Tancredi was performed.70 Heck also suggests that in the 

end Giuliani may have decided to go visit his patroness in Parma during that 

time, since a letter of reference written by her would have helped him a great 

deal in a city like Rome, where he finally ended up living: 

Aside from his sojourn in Trieste, still nothing is known of Giuliani’s appearances 
in the other North-Italian cities he mentions in his letter. He may well have stayed 
for periods of time as court musician with his patroness Marie-Louise. He might 
also have sought and secured from her letters of introduction […S]uch credentials 
would have been highly useful for making contacts with potential patrons in 
Rome and Naples, where an oldguard Bourbon aristocracy was still in power.71  

 

                                                        
68 Ibid., 35. 
69 Gaspare Nello Vetro, Il Teatro Ducale e La Vita Musicale a Parma dai Farnese a Maria 
Luigia (1687-1829) (Roma: Aracne Editrice, 2010), 542-543. 
70 We may speculate about two possible ways in which Giuliani may have gone to Parma 
according to both the dates of Giuliani’s departure from Trieste in early March, his 
(unlocated) letter to his father of the same month, and the notice published by the Diario 
di Roma the following April, as well as the information related to those dates. The first 
possibility is that Giuliani went from Trieste to Parma, and then from Parma to Rome, but 
told his father that he was already in the latter city while instead he was visiting his 
patroness. The other possibility is that Giuliani went directly from Trieste to Rome and 
then a) he either decided to go back to Vienna passing through Parma, previously writing 
to his father about his intention to leave Rome immediately after his letter, but then once 
in Parma he either was told by his patroness that her recommendation could have been of 
better use in the city he just left, or b) he realized it himself while staying in Rome, and went 
to her. (See block quotation on this page, and fn. 71 on the next one.) He then went back 
and decided to publish his notice on the Diario di Roma in middle-late April, although 
hinting on it that his sojourn may have not been long. 
71 Heck, Mauro Giuliani: A Life for the Guitar, chap. 4.1. 
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This also suggests something else: if Giuliani indeed went to visit his 

patroness, then he did it during a time when he was making up his mind 

about residing for at least a while in Rome.72  

 

Although we have substantial information about a hypothetical point in 

time when Giuliani may have heard the “E tu quando tornerai” as an aria in 

Aureliano in Palmira, there is still a second query to be addressed, and 

which needs to be refined in the light of these new discoveries: why does 

Giuliani quote Rosina’s aria “Io sono docile” in GR5 as an MMQ coming 

right after the DMQ of the aria coming from Tancredi (that he may have 

heard as an insertion aria in one of the 30 performances of Aureliano in 

Palmira held in Parma during the month of April 1820), utilizing for both 

of them the same tempo marking so to hint some sort of textual relationship 

between the two quoted arias?  

 

Thomas Lindner’s study “Aureliano in Palmira: A Descriptive Analysis” 

provides us with the clues necessary to sort out a solution to this problem. 

As Lindner reports in the second table of his study, titled “Passages from 

Aureliano in Palmira Modified by Rossini for Later Works and Plagiarized 

Numbers from Earlier Works,” Rosina’s aria “Io sono docile” was originally 

written by Rossini for Aureliano in Palmira as Arsace's rondo "Non 

lasciarmi in tal momento," and was previously utilized by Rossini for his 

opera Elisabetta, Regina d’Inghilterra with the title “Questo cor ben lo 

                                                        
72 Riboni is also of this opinion. He states that it is very likely that Giuliani realized that an 
eventual recommendation by Marie Louise could have been much more useful in a city 
where the clergy, a force friendly to his patroness, ruled unchallenged. (See Riboni, Mauro 
Giuliani, 184.)  
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comprende.”73 Further, the famous Sinfonia from Il Barbiere di Siviglia, 

which Giuliani quotes as an IMQ after the MMQ of Rosina’s aria, was also 

an original piece coming from Aureliano in Palmira and also utilized for 

Elisabetta, Regina d’Inghilterra. As Lindner states, “[the Sinfonia of 

Aureliano in Palmira] is very well known, since the composer transferred it 

[…] to Elisabetta, Regina d'Inghilterra as well as […] to II Barbiere di 

Siviglia.”74  

 

In the light of this information, the answer to the second question turns out 

in reality to be pretty simple: Giuliani wanted to leave a metatextual 

message to his readers/listeners about the fact that the material featured in 

GR5 pp. 3-3’ which he quoted as coming from Il Barbiere di Siviglia – i.e. 

both Rosina’s aria and the IMQ of the small, iconic passage from the 

Sinfonia – originally belonged to Rossini’s opera Aureliano in Palmira. It 

could well be that the editors of the first edition of Op. 123 (i.e. Diabelli) had 

no clue that Giuliani had left such a witty metatextual message. As already 

pointed out in Chapter 2, Diabelli’s editorial practice (typical of other 

publishers as well) seemed to be one of not footnoting what was quoted in 

their publications, as both the red editorial deletions which can be found in 

Giuliani’s manuscript and the resulting first edition of Op. 123 

demonstrate.75 

                                                        
73 Thomas Lindner, “Rossini’s Aureliano in Palmira: A Descriptive Analysis,” The Opera 
Quarterly 15, no. 1 (1996): 22. 
74 Ibid., 21. 
75 See point 1) in Chapter 2.7, 140, and Appendix 18a and 18b. It may be also the case that, 
although Diabelli was aware of Giuliani’s metatext, he did not deem it so important as to 
signal it. In fact, it is interesting to note that Diabelli would make exceptions to his editorial 
rules whenever he thought it was worth mentioning the name of a certain theme. This is 
the case of a theme tagged as “Marsch, aus der Pantomime: Die Zauberschere [March, from 
the Pantomime: Die Zauberschere]” in his first edition of Giuliani’s Op. 122. (See Appendix 



 308   
 

4.8 Final Observations on Chapter 4, and Thematic 

Tables of Le Rossiniane Opp. 121 and 123 

The analysis presented in this chapter of Le Rossiniane No. 3, Op. 121 and 

No. 5, Op. 123 leads to the following considerations on the style and use of 

Giuliani’s modus operandi in the way he quotes and paraphrases Rossini’s 

music in his originals: 

                                                        
40.) Apparently Diabelli attributed this theme to a work by Austrian composer Franz 
Volkert (1778–1845) which premiered in Vienna on 22 November 1823. (See Allgemeine 
Theaterzeitung und Unterhaltungsblatt, no. 145 (4 December 1823): 582-583, retrieved 
from “ANNO: AustriaN Newspapers Online,” Österreichische Nationalbibliothek, Vienna, 
http://anno.onb.ac.at./cgi-
content/anno?aid=thz&datum=18231204&query=%22wiener%22allgemeine%22+%22T
heaterzeitung%22december%22+%221823%22+%22zauberschere%22&ref=anno-
search.) Diabelli also promoted its inclusion within Op. 122 in an advertisement in the 
Wiener Zeitung, dated 9 August 1824. (See Heck, Mauro Giuliani: A Life for the Guitar, 
chap. 4.3.1.) Castelvecchi reports that this was in reality a theme belonging to Rossini’s 
opera Mosè in Egitto (see Castelvecchi, “Le Rossiniane di Mauro Giuliani,” Bollettino del 
Centro Rossiniano di Studi, no. 1-3 (1986): 62), which premiered in Naples on 5 March 
1818 (see Gioachino Rossini, Mosè in Egitto, edited by Charles S. Brauner (Pesaro: 
Fondazione Rossini, 2004), xxiv). However, it cannot be excluded that this theme from 
Mosè in Egitto was also featured in Volkert’s pantomime. According to Catherine Haill, 
pantomimes “featured new music as well as familiar tunes” (Catherine Haill, “Pantomime,” 
East London Theatre Archive, accessed September 17, 2017, www.elta-project.org/theme-
panto.html.). Therefore Volkert may have wanted to include one or more “familiar tunes” 
in his work, among them Rossini’s march from Mosè in Egitto. This last assumption is 
inspiration for a reflection. Although both Giuliani as well as Diabelli might have 
respectively misquoted Tancredi’s aria and Mosè in Egitto’s march simply by mistake, it is 
still possible that such misquotations happened due to the typical nineteenth-century 
auditory experience of the public in that era. In fact, it was an ordinary thing for the 
audience to attend operas where insertion arias as well as other types of musical material 
coming from other sources were continually featured. However, in the case of Diabelli it is 
conceivable that he may have been aware that the march was originally written by Rossini, 
thus asking Giuliani to add the march of Mosè in Egitto in Le Rossiniane in order to include 
a theme which was popular in Vienna thanks to Volkert’s Die Zauberschere (as noticeable 
by  the way Diabelli describes the theme in the advertisement in the Wiener Zeitung, 
reported in Heck, Mauro Giuliani: A Life for the Guitar, chap. 4.3.1), but still appropriate 
to be featured in Giuliani’s composition. Although it is likely that Diabelli may have thought 
up this solution solely as a business strategy, this may also be regarded as a case of explicit 
metatextuality in the first edition of Le Rossiniane No.4, Op. 122. As in the case of Pietro 
Generali’s theme “Nume perdonami se in tale istante” in Le Rossiniane No. 2, Op. 120, it 
would be still interesting to see how Giuliani may have cited Rossini’s march from Mosè in 
Egitto (in the case that the manuscript of Le Rossiniane No. 4, Op. 122 will be found in the 
future). This would give some indications about whether or not Giuliani was aware of 
Diabelli’s idea of referring to such a theme as coming from Volkert’s pantomime, hence 
providing relevant information on Giuliani’s actual intentionality in this particular 
metatextual case. 
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• DMQs are the most represented category of MQs within both GR3 

and GR5; however, the way in which Giuliani constructs them within 

the two works tells a lot about the overall different types of structural 

conception that he had for these two works: 

i. GR3 features DMQs which are made to function when later 

‘paraphrased,’ since all of them are followed by MPHs – which 

without exception are formed to be always preceded by their 

respective DMQs. More specifically, every time Giuliani could 

not include an entire Rossinian theme (one which could not 

work independently as well as simple song forms to be varied 

later as, for example, the theme from Zelmira, and the one 

from Ricciardo e Zoraide quoted in GR3 p. 12 mm. 386-405) 

he structured them ‘artificially’ by either extracting the ‘key 

points’ from an entire operatic number to turn it into an 

expanded three-part song form – as in the case of the MS of 

La Donna del Lago’s “Oh mattutini albori!.” Another strategy 

was constructing an entire second part of a two-part song 

form, as in the case of the closed DMQ of “Questo vecchio 

maledetto” from Il Turco in Italia, where only the first part is 

a quotation of an entrance of a character in the quintet; 

ii. Apart from the closed DMQ of “Ehi di casa…Buona gente…,” 

which is a formally self-sufficient theme from Il Barbiere di 

Siviglia (and which Giuliani uses as a theme to be 

‘paraphrased’) the types of DMQ utilized in GR5 are ones that 

quote as much as possible from the original music, and among 

which stands out the masterfully written DMQ on the sextet 
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“Siete voi?” from La Cenerentola. Giuliani does so to give to 

the overall work some sort of discursive flow based on a larger 

portion of original material coming from the scene in Rossini’s 

opera. In point of fact, the only DMQ that presents a heavy 

influence of Giuliani is the one quoting “Là seduto è l’amato 

Giannetto” from La Gazza Ladra which, like the DMQ from Il 

Turco in Italia, quotes only one character’s beginning of a 

much larger section involving other characters, and which is 

then completed by Giuliani through the use of a long AMMI. 

However, even in this DMQ Giuliani writes the AMMI with the 

intention of keeping the same sort of rhythmic characteristics 

of the original excerpt from La Gazza Ladra, and with the 

intention of ending the DMQ in a way that connects to the next 

theme without making the audience too aware of his ‘touch’; 

• There are only two examples of MMQ within this examination, and 

they both belong to GR5. Nevertheless, it is quite comprehensible the 

reason why Giuliani features them in this work. The distinctive trait 

of an MMQ is the instability arising from the first chord, which means 

that any stability is given by the measures preceding it. Therefore, it 

is obvious that Giuliani used MMQs in GR5 to exploit their potential 

to enhance the work’s ‘discursiveness.’ Further, in the case of the 

MMQ of “Io sono docile” from Il Barbiere di Siviglia, Giuliani  took 

advantage of how the elements of referentiality interact in the case 

when an MMQ is preceded by a DMQ – in this case the DMQ of “E tu 

quando tornerai” from Tancredi, ‘misquoted’ by Giuliani as a theme 

from Aureliano in Palmira – to convey a metatextual message to the 
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readers of his score about Rossini’s legendary habit of heavily self-

borrowing from his earlier operas; 

• Although there is an exiguous presence of IMQs within GR3 and GR5 

– which include one IMQ each – this type of VMQ shows some 

interesting aspects with regard to how Giuliani conceives of and uses 

them:  

i. Both the IMQs found in GR3 and GR5 quote instrumental 

sections without singing voices involved, confirming that 

Giuliani regards IMQs as short MQs serving as wittily 

ambiguous quotations, which in turn strengthen the 

Rossinian atmosphere within the works: passages that could 

be true to the style of Rossini even if they did not belong to 

Rossini himself; 

ii. In the case of the IMQ of the brief passage in the Sinfonia from 

Il Barbiere di Siviglia, Giuliani makes use of it by making it 

follow (and using it as the closing MQM of) the MMQ of “Io 

sono docile” from the same opera, to confirm emphatically his 

metatextual message to the readers/listeners of his scores. He 

does that through a type of MQ – i.e. the cited IMQ – which is 

almost as ambiguous as its ‘brother’ – i.e. the non-cited IMQ 

– and which requires more than an amateur opera 

connoisseur to grasp within the context in which it is placed; 

• Giuliani makes much use of MPHs in GR3, but only uses one in GR5. 

These are generally MPHs of PC2 and PC3, with the latter type 

featured more often than the former one. Giuliani uses them mostly 

because of their affinity with the guitar’s natural tendency to induce 
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the composer to exploit arpeggios, scales, and embellishments within 

a melody as much as possible. Within all the MPHs found in GR3 and 

GR5, there are two of them which are remarkably interesting: 

i. The only MPH which is not of the types mentioned above is 

the one retrievable in GR3 as the second MPH of PC5 of the 

DMQ “Questo vecchio maledetto.” This famous fast section 

from Il Turco in Italia, which in the opera score features the 

tempo marking Prestissimo, consists of a quintet in which all 

the characters involved enter one by one in some sort of 

canon-like imitation between each part. Giuliani seems almost 

‘sorry’ not to be able to achieve the frenetic sort of effect that 

the original aria achieves, and that is why he emulates the 

quintet’s textural character by utilizing a sort of MPH hinting 

at it. However, the awareness of the limitations of his 

instrument in accomplishing what five voices can do at a fast 

tempo seems to push him to conceive more of a sort of lyrical 

contrapuntal reminiscence in Più lento; 

ii. The first MPH on the theme “Cinto di nuovi allori” from 

Ricciardo e Zoriade may be regarded as a peculiar case of 

‘misquotation.’ As we have seen throughout this chapter, 

Giuliani misquotes both the theme from Zelmira in GR3 as a 

quartet instead of a solo tenor (Antenore) ‘assisted’ by another 

character (Leucippo) and the choir, and the theme from 

Tancredi in GR5 as an aria coming from Aureliano in Palmira 

– although it may be likely, in the latter case, that he did not 

make a mistake at all. In GR3 he also signals the first MPH of 
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the theme from Ricciardo e Zoraide as his own first variation; 

however this variation is in reality a DMQ of a variation that 

Rossini himself made to follow the theme quoted by Giuliani 

as a DMQ. Although the first idea that a reader/listener can 

come up with is that Giuliani passed off Rossini’s variation as 

his own, it is also true that whoever could recognize the theme 

from Ricciardo e Zoraide could also recognize its following 

variation at first listening. Therefore it is likely that this MPH 

is the second half of a DMQ in disguise, and which Giuliani 

signaled as one of his own variations for the purpose of leaving 

another of his little musical riddles for his readers/listeners. 

This MPH seems to be the last one of the MQs within GR3 and 

GR5 presenting a sort of playful wittiness addressed to those 

who can grasp it; this is not a surprising finding in light of the 

fact that Giuliani was known in Vienna to be a person of good 

company and with an amusing sense of humor,76 and 

therefore it is expected that such a personality would transfer 

some of his characteristic traits into his music. 

 

As a side note, the analysis of the original manuscript of Op. 121 has brought 

to light an interesting discovery, which to my knowledge has never been 

reported until now: as observable from my retrieval and reconstruction 

based on the manuscript, Giuliani’s original idea for his transcription of the 

                                                        
76 Gherard Penn, “Mauro Giuliani a Vienna: Nuovi Documenti (Seconda Parte),” Il Fronimo 
XLIII, no. 170 (2015): 46-48. In his article Gherard Penn provides two written testimonies 
about this personality trait of Giuliani, written by Ignaz Moscheles and Anton Gräffer 
(1786–1852) respectively.  
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theme from Zelmira and its subsequent variation was different from what 

he finally came up with.77 

 

Finally, this chapter’s analysis culminates with the two tables below. These 

tables have been organized according to the chronological sequence of both 

the original and the quoted themes which can be found in Le Rossiniane No. 

3, Op. 121 (see Fig. 62) and Le Rossiniane No. 5, Op. 123 (see Fig. 63). These 

tables have been conceived with two main purposes in mind:  

• The first is allowing whoever is interested in making a personal cross-

examination of Giuliani’s scores with the ones of Rossini’ operas 

utilized in this research as straight-forward as possible. Although the 

tables do not report the pages and measure of the Rossini’s passages 

quoted by Giuliani, the data provided within the table gives 

immediate information about the passages’ act, scene, number, and 

titles of numbers and its sections; 

• The second is giving condensed information about both the nature of 

Giuliani’s quotations in his originals according to the taxonomy 

applied in this research (i.e. what type of MQs can be found in GR3 

and GR5) and the exact position in which they can be found. 

 

 

 

 

 

                                                        
77 See Appendix 27, 28, and 35. 
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Le Rossiniane No. 3, Op. 121 

  
Quoted 
Opera/ 

Giuliani’s 
Theme 

 

 
Act -

Scene- 
Number 

 

 
 
 

 
Section 

 

 
Type of 
MQ(s) 

 
Location of 
the MQ(s) 

in the score 

 
1) 

 
La 

Cenerentola 

 
I-III-3 

 

 
“Tutto è deserto”: 
recitative – Don 

Ramiro 
 

 
 

i) Non-cited 
double-open 

IMQ 
 

 
 

i)  GR3 p. 3 mm. 
34-36 

 
2) 

 
La Donna 
del Lago 

 
 

I-II-1 
 

 
“Oh mattutini 

albori!”: cavatina and 
duet – Elena, Uberto 

 
i)  MS 

 

 
ii) MPH: PC3 

 
i) GR3 p. 3 mm. 

37-60 
 

ii) GR3 p. 4 
mm. 61-79 

 

 
3) 

 
Theme by 
Giuliani 

 
/ 

 
 

/ 

 
/ 

 
 

GR3 from p. 4 
m. 80 to p. 5 m. 

157 b. 2 d. 1 

 
 
 

4) 

 
 
 

Il Turco in 
Italia 

 
 
 
 
 

 
II-XI-14 

 

 
 

“Questo vecchio 
maledetto”: excerpt 
from quintet “Oh! 

Guardate, oh! 
Guardate che 

accidente!” – Fiorilla, 
Zaida, Don Narciso, 
Don Geronio, Selim 

 

 
i)  Closed 

DMQ 
 

 
 
ii) MPH: PC2 
 

 
 
 

iii) MPH: PC5 

 
i) GR3 p. 6 from 
m. 157 b. 2 d. 2 

sd. 1 to m. 173 b. 
2 d. 1 

 
ii) GR3 p. 6 

from m. 173 b. 2 
d. 2 sd. 1 to m. 

189 b. 2 d. 1 
 

iii) GR3 from p. 
6 m. 189 b. 2 d. 
2 sd. 1 to p. 7 m. 

217 
 

 
5) 

 
Zelmira 

 
I-I-1 

 

“Sorte, secondami!”: 
cabaletta from 

introduction “Oh 
sciagura! Oh infausto 
evento!” – Antenore, 

Leucippo, choir 
 

 
 

i)  Closed 
DMQ 

 
ii) MPH: PC3 

 

 
 

i) GR3 p. 9 mm. 
283-310 

 
ii) pp. 9-10 mm. 

311-338 
 

 

 
6) 

 
 

Ricciardo e 
Zoraide 

 
 

I-I-1 

 
 

 
“Cinto di nuovi 

allori”: introduction – 
Choir 

 
i)  Closed 

DMQ 
 
 

ii) MPH: PC3* 
 

* This is an 
MPH of its 

DMQ’s first 20 
measures  

 
i)  GR3 pp. 12-

13 mm. 386-425 
 
 

ii) GR3 pp. 13-
14 mm. 426-445 

 

 

Fig. 62.  MQs and Giuliani’s themes in Le Rossiniane No. 3, Op. 121, listed in order of 

appearance within the work. 
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Le Rossiniane No. 5, Op. 123 

 

Fig. 63.  MQs and Giuliani’s themes in Le Rossiniane No. 5, Op. 123, listed in order of 

appearance within the work. 

  
Quoted 
Opera/ 

Giuliani’s 
Theme 

 

 
Act -

Scene- 
Number 

 

 
 

Section 
 

 

 
Type of 
MQ(s) 

 
Location of 

the MQ(s) in 
the score 

 
1) 

 
 

Il Barbiere 
di Siviglia 

 

 
I-VIII-9 

 

 
 

“Ehi di casa...Buona 
gente...”: Finale 

Primo –  Almaviva, 
Bartolo 

 
i) Closed 

DMQ 
 

 

ii) MPH: 
PC2 

 
i)  GR5  pp. 2-2’ 

mm. 44-63 
 

ii) GR5 p. 2’ from 
m. 64 to m. 84 b. 3 

 

 
2) 

 
Tancredi 

 
 

I-III-2 
 

 

“E tu quando 
tornerai”: cabaletta 
from “Come dolce 

all’alma mia” – 
Amenaide, choir 

 

 
 

 
i)  Closed 

DMQ 
 
 

 
 

i) GR5 p. 3, from 
m. 96 b. 3 to m. 

129. 
 
 

 

3) 

 

Il Barbiere 
di Siviglia 

 
I-V-5 

 

“Io sono docile”: 
cabaletta from “Una 

voce poco fa” – 
Rosina 

 

 
i) Open 
MMQ 

 

 
 

i) GR5  pp. 3-3’ 
mm. 130-149 

 

4) 

 
Il Barbiere 
di Siviglia 

 
Sinfonia 

 

 
 

Orchestral 
crescendo 

 
 

i) Cited 
double-

closed IMQ 
 

 
i) GR5  p. 3 from 

m. 150 to m. 151 b. 
1 d. 1 

 

 
5) 

 
La 

Cenerentola 

 
II- II-14 

 

“Siete voi?”: sextet 
– Clorinda, Tsibe, 

Cenerentola, 
Ramiro, Dandini, 

Magnifico. 
 

 
 

i)  Open 
DMQ 

 
 

 
 

i) GR5 from p. 3’ 
m. 164 b. 4 to p. 4’ 

m. 233 
 

 
 

6) 

 
 

La Gazza 
Ladra 

 
I-I-1 

 

“Là seduto è l’amato 
Giannetto”: trio 

from introduction 
“Oh che giorno 

fortunato!”  – Lucia, 
Pippo, Fabrizio, La 

Gazza, choir. 
 

 

 
 

 
i)  Open 

DMQ 
 

 
 

 

 
 

i)  GR5 p. 4’-5 
mm. 239-289. 

 

 

7) 
 

Theme by 
Giuliani 

 
/ 

 
/ 

 
 

/ 
 

i)  GR5 p. 5 mm. 
290-304. 

 

 
 8) 

 
Il Barbiere 
di Siviglia 

 
II-IX-16 

 

“Zitti zitti, piano 
piano”: excerpt 

from trio “Ah! Qual 
colpo inaspettato!” 
– Rosinia, Figaro, 

Almaviva  
 

 
 

i)  Open 
MMQ 

 
i) GR5 pp. 5-5’ 
mm. 305-352 
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Conclusion  

 

As noted in the Introduction, the general, received opinion of twentieth-

century musicians towards transcriptions was largely an unfavorable one. 

Transcription was commonly assumed to be a sign of an unsophisticated 

musical taste in anybody who enjoyed them, as well as a ‘sacrilegious’ act 

perpetrated on any original musical text by those actively engaged in such a 

practice. With regard to the music transcription genre called potpourri, the 

words of composer Arnold Schoenberg (1874–1951) epitomize the overall 

attitude of twentieth-century musicians. Schoenberg stated (quite 

unforgivingly):  

If music is frozen architecture, then the potpourri is frozen coffee-table gossip, 
instability caught in the act, a parody of all logical thinking. It is justified, to any 
degree at all, only as a harmless travesty; it behaves as people behave when they 
get together socially – jumping from one thing to another, so that an egg-recipe 
suggests Columbus, a match a risqué story, and the decline of the world a boxing 
match – all involuntary associations against which primitive brains are 
defenseless, to which they succumb, being able to link them only by the word ‘and’ 
[sic.]: A and X. Potpourri is the art of adding apples to pears […].1  

 

Schoenberg also expressed himself in a more formally-forgiving manner: 

[T]he characteristic of the potpourri is the unpretentiousness of the formal 
connectives. The individual sections are simply juxtaposed, without always being 
connected and without their relationships (which may also be entirely absent) 
being more than mere accidents in the form.2  

 

However, Le Rossiniane by Mauro Giuliani demonstrate the potential of 

potpourri whose features cannot be reducible to either the structural or the 

cultural frame derided by Schoenberg. In this research, the use of Gérard 

                                                           
1 Arnold Schoenberg, Style and Idea: Selected Writings of Arnold Schoenberg, ed. Leonard 
Stein (Berkeley and Los Angeles: University of California Press, 1984), 313. 
2 Ibid., 462. 
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Genette’s concept of transtextuality has functioned as an effective basis on 

which to make an overall analysis of Le Rossiniane, one that has provided 

insights into Giuliani’s modus operandi in these works. The following 

summary of the results brought up by these insights seems to substantiate 

Alfredo Casella’s assertion that, after all, a music transcription is a work in 

which a transcriber instills his/her own critical thinking, taste, personality, 

and culture in order to concretize a new way of interpreting an author 

and/or a (series of) work(s).3 

 

C.1     Summary of the Outcomes of the Research 

The main objective of this thesis was to investigate Genette’s first form of 

intertextuality within Mauro Giuliani’s Le Rossiniane, i.e. to understand 

and classify Giuliani’s methodology for quoting Rossini’s music in his 

Rossinian potpourris. This research has come up with a classification which 

splits the musical quotations (MQs) found in Le Rossiniane into two 

main subsets:4 

• Verbatim musical quotation (VMQ): a type of MQ whose main 

aim is to resemble the musical verbatimness of an original musical 

fragment. In the final analysis made in Chapter 4.2 to 4.5 of Le 

Rossiniane No. 3, Op. 121 and No. 5, Op. 123, I have shown that a 

VMQ may manifest itself within Le Rossiniane as a direct musical 

quotation (DMQ), an indirect musical quotation (IMQ), a 

                                                           
3 See Introduction I.1, 3. 
4 See Chapter 4.1.1, 184-192. The paragraph of the chapter at issue does not features the 
category of MS. The latter-mentioned type of MQ is both hypothesized and defined in 
Chapter 4.5. 
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mixed musical quotation (MMQ), or a musical summary 

(MS). Theoretically, DMQs and MMQs can be either open or 

closed, and IMQs can be double-open, double-closed, closed-

open, or open closed. Further, IMQs can be either cited or non-

cited. In his originals Giuliani uses both open and closed DMQs, only 

open MMQs, a non-cited double-open IMQ and a cited double-closed 

IMQ. The only case of an MS was found in Le Rossiniane No. 3, and 

resembles a closed DMQ;  

• Musical paraphrase (MPH): a type of MQ which modifies one 

(or multiple) musical semantic criteria of one (or multiple) semantic 

planes of potentially any VMQ preceding it; however, it still needs to 

have one (or multiple) semantic criteria in place which can (still) 

connect the MPH to the original musical syntagm of its preceding 

VMQ. According to the conclusions drawn in Chapter 3, in repertoire 

of this period an MPH may occur as one from a total of six 

paraphrasal classes (PCs), which are based on what Carl Czerny 

called the “six principal classes [of variations].”5 The examination in 

Chapter 4.6 of the MPHs found in Le Rossiniane No. 3, Op. 121 and 

No. 5, Op. 123 has shown that in these two particular works Giuliani 

favored a) making use of an MPH only after either a DMQ or an MS, 

and b) composing MPHs by utilizing the second, third, and fifth types 

of PC.  

 

                                                           
5 See Chapter 3.2, 159-160. 



320 
 

The analysis of the original manuscripts of Le Rossiniane No. 3 and 5 in 

Chapter 2.2 to 2.4 has identified four elements of referentiality. As 

discussed in Chapters 2, 3, and 4, Giuliani applies these elements in various 

degrees throughout the two works. Three out of four elements of 

referentiality come from the domain of paratextuality, more precisely, from 

its first subset, named peritextuality. These were utilized by Giuliani as 

precise organizing markers to indicate how the themes from Rossini’s 

operas (and the variations made by Giuliani) were featured in his works 

according to the type of MQs he employed:  

• Title (i.e. Le Rossiniane per Chitarra): described in Chapter 2.2. This 

is the most important referential element of the works. It allows for 

the recognizability and referentiality of every type of MQ. The 

identification and categorization of this element of referentiality is 

also possible thanks to the letter that Giuliani sent to Artaria (in 

which he talked about the reasons behind the title of his work),6 a 

document belonging to the domain of epitext, i.e. the second (and 

last) subset belonging to paratextuality; 

• Intertitle (i.e. tempo marking): described in Chapter 2.4. This 

appears in DMQs (and MSs7) to indicate explicitly that an excerpt (or 

a summary of it) has been featured in the potpourri, and that it 

recalls the mood of the original excerpt; 

• Literal note (i.e. footnote): also described in Chapter 2.4. Giuliani 

uses this peritextual element for his DMQs and MMQs (as well as for 

                                                           
6 See Chapter 2.2, 85. 
7 See fn. 15 in Conclusion C.1, 323. 
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his MSs8) in the way that Genette describes them, i.e. as “a statement 

of variable length…connected to a more or less definite segment of 

text and either placed opposite or keyed to this segment,”9 which are 

usually placed at any point throughout a text by placing numbers, 

letters, or symbols as callouts, and at the same time “pegging each 

note to the text by repeating the identifying marker or mentioning 

one of the text’s words or lines.”10 Giuliani does all this by using 

callouts in the form of either a number or a letter in front of the tempo 

marking above his DMQs, and by then rewriting those callouts at the 

bottom of the page to be used as footnotes in which he mentions a) 

the type of aria, and b) the Rossinian opera from which it comes. 

 

The paratextual analysis of the title of Le Rossiniane (in Chapter 2.2) is not 

only significant within the subtype which it aims to examine. In fact, an 

extensive examination of the usage within the Italian language of the suffix 

found in the word Rossiniane permits us to individuate one of Giuliani’s 

main intents in writing his series of potpourris as an homage to Rossini. 

Together with further epitextual information coming from Giuliani’s private 

correspondence with Ricordi, this discovery allows this research to identify 

Le Rossiniane’s hypertext as being that of pastiche – as suggested by 

Genette’s definition of this type of hypertext.11 Further analysis combining 

more grammatical investigation with Genette’s peritextual postulates on the 

                                                           
8 See fn. 15 in Conclusion C.1, 323. 
9 Genette, Paratexts: Thresholds of Interpretation, translated by Jane E. Lewin 
(Cambridge: Cambridge University Press, 1997), 319.  
10 Ibid., 321-322. 
11 See Chapter 2.2, 93-96. 
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functions of a title, with further epitextual information from Giuliani’s 

correspondence with Ricordi, and with Carl Czerny’s classification of the 

various species of fantasias has shown just how Giuliani implicitly 

categorized his works as belonging to the genre of the fantasia forming a 

potpourri, a subtype of the architext called fantasia.12 Giuliani did so by 

utilizing a full title (in his originals), i.e. Le Rossiniane per Chitarra, in 

which he effects a truncation of the rhematic element within their 

(plausible) primal title Le [Fantasie] Rossiniane per [la] Chitarra. 

Generally, the results arising from the architextual and hypertextual 

information found in the title of Giuliani’s works seem to demonstrate his 

profound awareness of the tastes and expectations of the public of his times, 

as well as a particular talent in coming up with effective, catchy titles.  

 

Going back to the four elements of referentiality, the remaining element of 

referentiality encountered in Giuliani’s Le Rossiniane which has not yet 

been described is one that does not belong to the category of peritextuality. 

This element (analyzed in Chapter 2.3) is what in this research is named 

Picture of Rossini’s music, i.e. any quotation of Rossini’s music appearing 

in Giuliani’s works. This finds its theoretical basis in François Recanati’s 

assertion that a quotation is a form of ‘pictorial’ demonstration rather than 

a linguistic one.13 This element of referentiality is one which legitimates the 

referentiality of the title of the works in Le Rossiniane.14 Besides, both the 

title of the works and the Pictures of Rossini’s music are the only elements 

                                                           
12 See Chapter 2.2, 96-106. 
13 See Chapter 2.3, 109-110. 
14 See Chapter 2.3, 110-111. 
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which are to be found in every single type of MQ, and that permits an 

immediate distinction between IMQs and the rest of the MQs: the IMQs 

found in Le Rossiniane are indicated by the appearance of both title and 

Pictures of Rossini’s music, and by the non-appearance of tempo marking 

and literal note.15    

 

When it comes to referencing MPHs, Chapter 2.5 has shown that this 

undergoes a specific procedure which is worth mentioning again here.16 

MPHs are referenced by Giuliani a) by making them follow a DMQ (or an 

MS17), and then b) by featuring a tempo marking which indicates a variation 

in mood if compared to the previous DMQ (or MS18) – either by using the 

definition Variazione (variation), or the expressions Più mosso (faster) and 

Più lento (slower). This type of specific referential process for MPHs (so 

common in both potpourris and themes and variations) is also explicable 

through the filter of literary theory. Since a linguistic paraphrase needs to 

be referenced in order to be understood to be a paraphrase of an original 

excerpt, an MPH also needs to be referenced to a previous DMQ or MS. This 

is due to the fact that, although an MPH still keeps one (or more) semantic 

criteria belonging to a previous DMQ or MS, music does not have the 

semantic meaning of words, and therefore the new layout of an MPH might 

still disguise itself as an original invention of a composer.  

                                                           
15 See Chapter 4.1.1, 185-186 – here IDQ was still named IVMQ. As stated in fn. 4 of this 
chapter, the list of MQs in the paragraph of the chapter at issue – to be found from page 
177 to 182 – omits the category of MS, including its respective description of the number of 
elements of referentiality belonging to it. However it is already known that, according to 
the later findings in Chapter 4.5, an MS owns all the (referential) features of a DMQ. 
Therefore an MS features all four elements of referentiality. 
16 See Chapter 2.5, 119, and Chapter 2.5, 126-129. 
17 See Chapter 4.6.1, 289-290. 
18 See Chapter 4.6.1, 289-290. 
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The analysis of (for the most part) Le Rossiniane No. 3 and No. 5 carried in 

Chapter 2.6 and 3.3, as well as the examination carried over from Chapter 

4.2 to 4.6, are able to display that, besides signaling MQs through elements 

of referentiality, Giuliani also used musical quotation marks (MQMs). 

The types of MQM theorized in Chapter 2.6 have been shown to be reliable 

through the analysis carried out from Chapter 4.2 to 4.6; however there are 

three clarifications to be made here. First of all, neither Le Rossiniane No. 

3 nor 5 display the varieties of MQM indicated within the list as 5.a. and 

5.b.i.19 However, this does not exclude their presence from all the other Le 

Rossiniane, since they both appear (at least) in Le Rossiniane No. 2, Op. 

120.20 Second of all, the information found in Chapter 4.4 and 4.5 

concerning the MMQ and IMQ of respectively Rosina’s cabaletta “Io sono 

docile” and the Sinfonia (both coming from Il Barbiere di Siviglia) reveals 

a case in which Giuliani utilized an IMQ (of the cited type) as a closing MQM 

for the MMQ at issue.21 Nevertheless, the IMQ’s ease of still being confused 

with part of the following cadence – if the reader/listener is not (completely) 

aware of Giuliani’s style of referencing – is what makes it still an IMQ rather 

than another type of VMQ. Third of all, Chapter 4.6.1 shows a case where an 

original theme by Giuliani functions as closing MQM of the MPH of the MS 

of “Oh, mattutini albori!.” However, here Giuliani may have forgotten to 

utilize a double bar line to close the MPH at issue – a mistake apparently 

fixed by Artaria in the first edition of Op. 121. If that is the case, then a 

double bar line can also be counted as a type of MQM employable to signal 

                                                           
19 See Chapter 2.6, 134. 
20 See Fig. 24 and 26 in Chapter 2.6, 138-139. 
21 See Chapter 4.3.1, 258-263, and Chapter 4.4, 270-273. 
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the end of an MPH which follows a VMQ featuring a double bar line as its 

closing MQM.22 These three clarifications do not change the fact that MQMs 

are adequately efficient tools – retrievable in music – that, if cleverly 

adapted within potpourris, can help performers in deciding if, when, and 

how to adjust their interpretation of the works according to how explicitly 

they want to ‘announce’ the forthcoming (or the ending) of an MQ to their 

audience. The results of this analysis of MQMs endorse the idea that 

Giuliani, being the greatly experienced performer that he was, was 

thoroughly mindful of the importance of employing signs which could 

supply both himself and other performers with consistent interpretive 

information about Le Rossiniane’s MQs.   

 

The examination of the MMQ and IMQ of themes from Il Barbiere di 

Siviglia mentioned previously also brings up another discovery concerning 

a case of metatextuality within Le Rossiniane No. 5, Op. 123. As seen in 

Chapter 4.7, these two VMQs were preceded by a DMQ which Giuliani 

referred to as an aria coming from the opera Aureliano in Palmira. This was 

a clue that Giuliani left in his original score – but that was not published by 

Diabelli in the first edition of the work – as a (witty) comment on the fact 

that the material from Il Barbiere di Siviglia quoted and referenced in Le 

Rossiniane No. 5 was to be found originally in Rossini’s preceding opera, 

Aureliano in Palmira. Further, in the same chapter I have pointed out that 

in reality the theme of the DMQ at issue comes from the opera Tancredi – 

therefore highlighting the inconsistency of the DMQ at issue (intertext) with 

                                                           
22 See Chapter 4.5, 280-282 and Chapter 4.6.1, 289-290. 
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its footnote (peritext). By correlating this fact with a) Giuliani’s travelling 

history between the second half of 1819 and the first half of 1820, b) with 

the performance history of the opera Aureliano in Palmira, and c) with one 

of his supposed methods of transcribing, my research has been able to 

hypothesize and situate one of Giuliani’s personal experiences at the opera, 

one I propose happened in Parma in April 1820. 

 

The results illustrated above would have not been possible without a few 

crucial discoveries made throughout the research, and achieved thanks to a 

theoretical analysis made outside of Giuliani’s works at issue: 

• The analysis of Alejandro Vera’s paper from Chapter 1.1 to Chapter 

1.5 provided me with the fundamental concept of musical 

unquotation (MU), which is essential in my final distinction 

between a VMQ and an MPH. In fact, an MU’s main feature (of 

changing some of the textual content of a previous musical fragment 

without changing its actual layout after being ‘mutated’ into a 

following VMQ) is what differentiates a VMQ from an MPH, in which 

one or more musical parameters found within a musical fragment’s 

original design are completely altered. The later expansion in 

Chapter 4.1.2 of the concept of MU as being a set constituted by three 

main subtypes – namely musical interpolation (MI), musical 

ellipsis (ME), and nested musical quotation (NMQ) – allowed 

my research to carry on a type of graphic analysis of Le Rossiniane 

No. 3 and No. 5 throughout Chapter 4.2 to 4.6, one that aims to leave 

a conceptual and visual impact on the readers of the thesis, so as to 
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allow them to better understand and individuate the changes 

happening between a (supposed) Rossinian original source and 

Giuliani’s guitar score(s) of Le Rossiniane. Moreover, this method 

allows me to reveal the fact that Giuliani’s first MPH on the DMQ of 

the march from the opera Ricciardo e Zoraide is in reality a 

quotational extension of the DMQ in question;23 

• The previously-mentioned main feature of an MPH24 is now possible 

to understand thanks to the discovery made in Chapter 3.1, that any 

musical theme can be regarded as a unique musical syntagm, i.e. a 

product of a composer’s choice of musical lexemes combined 

together according to the syntactic rules of music (of the Common 

Practice Period). An MPH –within either a potpourri or a piece in 

theme and variation form – basically ‘paraphrases’ a specific musical 

syntagm, however it may still preserve that particular syntagm’s 

semantic uniqueness. It must however be remembered that the 

semantic limitations found in music may disguise an MPH as an 

actual original theme; therefore there is always a need to reference 

an MPH to its (preceding) original ‘source’; 

• My research has found that, besides carrying three out of four 

elements of referentiality – with tempo marking being the one 

excluded – Giuliani’s MMQs are constructed by starting from a chord 

different from its tonality’s tonic. Thanks mainly to the comparison 

of Schenker’s Ursatz (as described by Kofi Agawu) with English 

grammar’s basic sentence pattern Subject-Verb-Adjective (S-V-

                                                           
23 See Chapter 4.6.1, 294-297. 
24 See Conclusion C.1, p. 319. 
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ADJ), Chapter 3.3 and 3.4 confirm in my view that Giuliani always 

combined his way of writing MMQs with a specific combination of 

elements of referentiality. All this seems to acknowledge that he was 

somehow conscious of the different textual (and auditory) effect that 

an MMQ has when compared to his other types of MQ, thus using it 

less frequently and through a particular procedure. Surprisingly, 

Giuliani’s MMQs resemble conceptually what in literary theory is 

commonly labeled as mixed quotation – at least according to 

Cappelen and Lepore. 

 

Taken as a whole, all the results reviewed in this section provide us with an 

overall fundamental reflection about Giuliani’s approach to Rossini’s music 

and his aims manifested in Le Rossiniane. This can be summed up through 

the words that Casella used to conclude his own examination in Il 

Pianoforte of (what he deemed as) important historical examples of 

transcriptions:  

We have seen that the labor of the transcriber […] has obeyed an interior necessity 
every time, and that the final result has always been the overlapping of a new 
sonorous and expressive world to the original, [where] the former [was able to] 
take the lead on the latter and compose itself into a new form. And we have finally 
ascertained how those apparent liberties, sometimes audacious, in the end were 
nothing but a profound[,] exceptional penetration of the spirit of those music[al 
works] and a superior form, although anomalous, of respect and above all of love 
towards those masterpieces.25   
 

                                                           
25 Alfredo Casella, Il Pianoforte, third edition (Milano: Ricordi, 1954), 210. Original Italian 
text: “Abbiamo veduto che l’opera del trascrittore [...] ha ogni volta obbedito ad una 
necessità interiore, e che il risultato finale è sempre stato la sovrapposizione di un nuovo 
mondo sonoro ed espressivo all’originale, giungendo quello a prendere su questo il 
sopravvento e componendosi in nuova forma. Ed abbiamo finalmente constatato come 
quelle apparenti libertà, talvolta audaci, altro non erano finalmente che una profonda 
eccezionale penetrazione dello spirito di quelle musiche ed una forma superiore, se pure 
anormale, di rispetto e soprattutto d’amore verso quei capolavori.” 
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C.2    Future Applications of the Research’s Model of  

          Analysis  

The transtextual model of analysis developed throughout this thesis and its 

many components may find further applications within the fields of 

musicology and adaptation studies, both as a whole as well as by utilizing its 

single components separately. 

 

Reflecting upon how the analytical method constructed in this thesis may 

be useful in the future, the first point to make is that this thesis, although it 

was able to complete an analysis of Le Rossiniane Opp. 121 and 123 by 

including a final exploration of their MQs, excludes such an exploration of 

Giuliani’s remaining four works bearing the same title. However, the 

analysis of the MQs found in Opp. 121 and 123 has provided enough 

information to understand how Giuliani conceived his MQs,26 as well as a 

series of examples of how to use MUs as tools to visually examine the 

differences between an original score and its corresponding (transcribed) 

MQ.27 This information can be further utilized in order to attempt an 

analysis and classification of the MQs in Giuliani’s remaining Le Rossiniane 

                                                           
26 In light of both the discoveries recently made in the field of language and music cognition 
(reported in fn. 45 of Introduction I2, 17) as well as the evidences brought up in my thesis 
about music semantics (see Chapter 3.1, 149-156) and Giuliani’s MQs design, it may be 
relevant to point out that investigating the relations between language and music from the 
perspective of cognitive neuroscience by exposing one (or more) person(s) to both literary 
and musical quotations could be interesting to neuroscientists. However I would like to 
state that, since I have no professional expertise in cognitive neuroscience, this opinion is 
purely speculative. 
27 It is important to note that the conceptualization and subsequent utilization of MU(s) 
within this thesis has been possible thanks to the technological tools easily available to the 
general population in our digital age – in this specific case these tools were a home scanner 
and Microsoft Office. Therefore, MUs can be conveniently employed in a digitized score by 
anybody who wishes to utilize them for his/her own analytical purposes. 



330 
 

(Opp. 119, 120, 122, and 124) thereby obtaining a complete catalogue of MQs 

of Le Rossiniane, one which may either confirm or update the classification 

of MQs of this thesis.  

 

This transtextual model can be further exploited to investigate not only the 

rest of Giuliani’s potpourris output, but also all the other potpourris of this 

era (composed by masters such as Hummel and Moscheles), with the aim of 

obtaining substantial information on these works in the same fashion as has 

been shown in this research. In particular, the suggestion made in Chapter 

2.7, that musical referential indications and symbols for themes to be 

quoted in potpourris may have been standardized during the early 

nineteenth century, is something which is worth investigating further.28 An 

analysis of original manuscripts of potpourris composed during the time in 

which composers such as Giuliani, Hummel, and Moscheles lived may 

reveal unexpected results in relation to this matter, and this in turn can shed 

further light into the world of the musical practices and relationships in 

nineteenth century with respect to both original and printed scores. A 

review of both original and printed scores of other types of fantasia (as 

listed by Czerny), not only of composers contemporary with Giuliani but 

also later composers such as Thalberg and Liszt, may bring up further 

important results with regard to the latter-mentioned hypothesis. An overall 

examination of other nineteenth-century fantasias – not belonging to the 

fantasias forming a potpourri type – through the transtextual model 

                                                           
28 See Chapter 2.7, 143-146. 



331 
 

developed in this research may also produce results as consistent as the ones 

found here in Le Rossiniane.  

 

Ultimately, the transtextual model was designed as a first attempt in 

proceeding with an examination of potpourris through a formal structure 

which considers all the fundamental procedures happening within such a 

genre, among which the most important are undoubtedly the ones involving 

the gradual inclusion and referral of MQs within the structures in question. 

Therefore the transtextual model within this study represents a first step 

towards an analytical standardization of both potpourris as well as other 

types of fantasias, a standardization which happened a long time ago for 

other musical forms and procedures such as the sonata, and which is needed 

to fully understand these sort of musical works.29 

 

Finally, the model presented in this thesis may be utilized to analyze all 

types of transcriptions, used either in its entirety or through a selection of 

                                                           
29 Among all the types of fantasias listed by Czerny, the only one that may not necessarily 
follow the overall structural frame defined by the transtextual model is the capriccio. 
Czerny states: “A [c]apriccio, in the fullest sense of the term, is really nothing more than a 
[f]antasia of one of the [other] species, only that we should perhaps allow ourselves a 
greater degree of humo[r] therein. But according to its more precise and restricted 
signification, it is a piece which in construction may approach the [r]ondo or even the 
[s]cherzo, allowing ourselves, however, greater freedom in the development, and broader 
limits generally. It may commence with a slow [i]ntroduction, and also have similar 
intermediate movement, but the principal movement must be written in a quick time; for 
a [c]apriccio in a slow time would scarcely answer to the term. Sometimes the entire 
[c]apriccio may merely form the [i]ntroduction to succeeding [v]ariatons, or to a [r]ondo. 
The true, independent [c]apriccio, in its chief component parts, most suitably follows the 
rules of the [s]onata, as it contains a principal subject, a middle subject, conclusion of the 
first part [(]which is not repeated[)], and the developed second part. In this case the 
capriciousness must consist rather in merry, singular, or even eccentric ideas, than in the 
form.” (Carl Czerny, School of Practical Composition, Vol. 1 (London: R. Cocks & Co., 
1848), 89, http://hdl.handle.net/1802/28412.) 
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its distinct constituents. First of all, the thesis’ main goal of classifying 

different types of quotations within Le Rossiniane has brought up a 

functional tool of analysis named musical unquotation; this allows for an 

easy visualization of all the (hypothetical) changes that a transcriber may 

have made to an original score’s main musical layout while reworking it into 

his/her own transcription. Such changes are very important to spot within 

an analysis of a transcription, since they shape what Casella defines as the 

two fundamental principles for every transcription:  

[On one hand] the fidelity to the original text as far as possible [sic.]; […] on the 
other hand the adaptability of the original elements of the composition to the new 
phonic medium, obeying the criterion that each instrument has its own particular 
technique[,] and that this affects the music to be transmitted to the point of 
having to rarely require real melodic changes and even […] harmonic and 
compositional [ones].30 

 

Second, all the categories present within the model of analysis can help 

scholars and performers in examining transcriptions in a way that can 

provide them with substantial information to assess the importance of the 

transcriptions under investigation. After all, Casella suggested that the 

study of transcriptions should aim at a certain particular type:  

We cannot be interested in those simple everyday transcriptions that do not aim 
beyond a pure research […] on the new instrument […] of timbral values that are 
as close as possible to the original ones. We are uniquely interested in those 
transcriptions in which[, as Giacomo Alberto Mantelli (1909–1967) states,] ‘are 
developed elements which are peculiar and original to the transcriber’s 
personality[. Those elements] impede [the transcriber] from re-living in a state 
of complete abandonment of the spirit the sentiment that is unleashed in 
[him/her] by a certain work, [they] deform the veracious configuration of that 
sentiment and [they] light it up to that life that it turns, due to its particular vigor, 
into that form which is a genuine expression of the transcriber’s soul. And it is 
exactly [due to the fact that] personal elements are developed during the reading 
of a [piece of] music that a musician [decides to] transcribe it; elements which 
consist of overlaps of [his/her] personality to the one which emerges from the 

                                                           
30 Alfredo Casella, Il Pianoforte, 185. Original Italian text: “[Da una parte] la fedeltà al testo 
originale fin dove riesca possibile; […] l’adattabilità d’altra parte degli elementi originali 
della composizione al nuovo mezzo fonico, obbedendo al criterio che ogni strumento ha 
una sua particolare tecnica e che questa influisce sulla musica da trascriversi al punto di 
dover non di rado esigere vere e proprie modificazioni melodiche e persino [...] armoniche 
e componistiche.” 
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original work[,] and that modify it. Of course the intensity of [the elements] may 
vary, originating either an insignificant transcription or a transcription that has 
an unmistakable seal’ […].31 

 

In short, this model of analysis can allow for a substantial inspection of all 

those potential elements which embody the ‘trial by fire’32 that may help 

performers and music scholars in determining the musical, aesthetic, and 

historical importance of a transcription, as validated extensively by the 

results brought up from the many (transtextual) aspects scrutinized 

throughout this study of Le Rossiniane by Mauro Giuliani. This represents 

perhaps the most important aspect concerning the applicability of the 

transtextual model at issue, since those elements are so crucial to 

understand the value of either an old or (especially) a modern transcription: 

In recent times the art of transcription has been still enriched with new 
possibilities, mainly due to the abandonment of certain ancient shallow scruples 
of [a] cultural order, [which is] what much later allowed us to advance ourselves 
on the way opened by Busoni and, two centuries earlier, by Bach. Today it 
manifests, in much greater evidence, the right of the transcriber to [also] modify, 
complete or enrich, when the necessities of the instrument for which [s/he] 
transcribe[s] require it, also the musical substance of the original work. Busoni 
said that these additions, these liberties, constitute ‘the trial by fire’ for the critical 
and cultural taste of the transcriber. Indeed it is in this part of his/her work that 
the transcriber mostly highlights his/her personality and his/her knowledge, and 
it is also only by means of these modifications and these enrichments that it may 

                                                           
31 Ibid., 184. Original Italian text: “Non ci possono interessare quelle semplici quotidiane 
trascrizioni che non mirano al di là della pura ricerca [...] nel nuovo strumento [...] di valori 
timbrici che si avvicinino il più possibile a quelli originali. Ma ci interessano unicamente 
quelle trascrizioni delle quali[, come afferma Giacomo Alberto Mantelli (1909–1967),] ‘si 
sviluppano elementi peculiari ed originali della personalità del trascrittore; i quali 
impediscono a questi di rivivere in un abbandono completo dello spirito il sentimento che 
ad esso si è dispiegato da tale opera, che deformano la configurazione verace di quel 
sentimento e che lo accendono di quella vita che, per un suo particolare vigore, si risolve in 
quella forma che è genuina espressione dell’animo del trascrittore. Ed è proprio perché si 
sviluppano elementi personali durante la lettura di una musica che un musicista viene nella 
determinazione di trascriverla; elementi che consistono nel sovrapporsi della sua 
personalità a quella che emerge dall’opera originale e che la modificano. L’intensità di essi 
può essere naturalmente varia, dando luogo ad una trascrizione insignificante o ad una 
trascrizione che rechi un suggello inconfondibile’ [...].”   
32 The term ‘trial by fire’ is inspired by Busoni’s definition of those elements that in this 
research are amenable (at least) to the category of MU and the transtextual category of 
architextuality (as observable in the last block quotation of this chapter). However, here 
this term is expanded to include all the elements explored through the model of 
transtextuality featured in the thesis.  
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be recognized if a musician has been pushed to transcribe by a real expressive and 
historical necessity.33 

 

 

                                                           
33 Ibid., 187-188. Original Italian text: “Negli ultimi tempi l’arte della trascrizione si è 
ancora arricchita di nuove possibilità, dovute soprattutto all’abbandono di taluni antichi 
superflui scrupoli di ordine culturale, ciò che ci ha permesso di inoltrarci più avanti ancora 
sulla strada aperta da Busoni e, due secoli prima, da Bach. Oggi si manifesta, in assai 
maggior evidenza, il diritto del trascrittore a modificare, completare oppure arricchire, 
quando lo esigano le necessità dello strumento pel quale si trascrive, anche la sostanza 
musicale del lavoro originale. Busoni disse che queste aggiunte, queste libertà, 
costituiscono ‘la prova del fuoco’ pel gusto critico e culturale del trascrittore. Ed infatti è in 
questa parte del suo lavoro che il trascrittore pone soprattutto in evidenza la sua personalità 
ed il suo sapere, ed anche per mezzo di queste modificazioni e di questi arricchimenti che 
si può solamente riconoscere se il musicista sia stato mosso a trascrivere da una reale 
necessità espressiva e storica.” 
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Appendix 1. Title on the cover of Mauro Giuliani’s original manuscript of Le Rossiniane 
No. 3, Op. 121. (Mauro Giuliani, Le  Rossiniane per Chitarra Parte Terza Op. 121, 

autograph manuscript, 1823 ca., 1, retrieved from the Preußischer Kulturbesitz, 
Musikabteilung mit Mendelssohn-Archiv, Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 

7600/1.) 

 

 

Appendix 2. Title on the cover of Mauro Giuliani’s original manuscript of Le Rossiniane 
No. 5, Op. 123. (Mauro Giuliani, Le Rossiniane per Chitarra, o Lira Op. 123, autograph 

manuscript, 1823, 1, retrieved from the Musiksammlung der Österreichische 
Nationalbibliothek, Vienna, Mus. Hs. 35842.) 
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Appendix 3. Tempo marking – highlighted within a purple ellipse – placed upon 
Giuliani’s quoted fragment of Rossini’s “Introduzione, e Duetto della Donna del Lago 

[Introduction and Duet from La Donna del Lago]” (see Appendix 5). (Mauro Giuliani, Le  
Rossiniane per Chitarra Parte Terza Op. 121, autograph manuscript, 1823 ca., 3, 

retrieved from the Preußischer Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv, 
Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 7600/1.) 

 

 

Appendix 4. Tempo marking – highlighted within a purple ellipse – placed upon the 
quoted fragment of Rossini’s “Sestetto nell’[o]pera [L]a Cenerentola [Sextet from the 

opera La Cenerentola]” (see Appendix 6). (Mauro Giuliani, Le Rossiniane per Chitarra, o 
Lira Op. 123, autograph manuscript, 1823, 3’, retrieved from the Musiksammlung der 

Österreichische Nationalbibliothek, Vienna, Mus. Hs. 35842.) 
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Appendix 5. Example of typical literal notes in Giuliani’s manuscript of Op. 121. A 
callout (letter) used nearby both tempo marking – within blue circle – and footnote – 
within green circle – in the quoted fragment of Rossini’s “Introduzione, e Duetto della 

Donna del Lago [Introduction and Duet from La Donna del Lago].” (Mauro Giuliani, Le  
Rossiniane per Chitarra Parte Terza Op. 121, autograph manuscript, 1823 ca., 3, 

retrieved from the Preußischer Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv, 
Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 7600/1.) 

 

 

Appendix 6. Example of typical literal notes in Giuliani’s manuscript of Op. 123. A 
callout (number) is used nearby both tempo marking – within blue circle – and footnote 

– within green circle – in the quoted fragment of Rossini’s “Sestetto nell’[o]pera [L]a 
Cenerentola [Sextet from the opera La Cenerentola].” (Mauro Giuliani, Le Rossiniane per 

Chitarra, o Lira Op. 123, autograph manuscript, 1823, 3’, retrieved from the 
Musiksammlung der Österreichische Nationalbibliothek, Vienna, Mus. Hs. 35842.) 
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Appendix 7. Giuliani’s DMQ of “Ai capricci della sorte” from L’Italiana in Algeri 1 as 
found in Artaria’s first edition of Le Rossiniane No. 1, Op. 119.  In contrast to Giuliani’s 
originals of Op. 121 and 123, the page in which the quotation starts does not feature the 

fourth element of referentiality. (Mauro Giuliani, Le Rossiniane per la Chitarra Prima 
Parte Op. 119, first edition (Vienna: Artaria e Compag., 1822), 6, retrieved from the digital 

archive of the Rischel & Birket-Smith Collection, Royal Danish Library, Copenhagen, 
http://wayback-

01.kb.dk/wayback/20101028105022/http://www2.kb.dk/elib/noder/rischel/RiBS0359-
1.pdf.) 

                                                        
1 The title and opera of provenance of the theme quoted by Giuliani in Appendix 7 was 
retrieved from Stefano Castelvecchi, “Le Rossiniane di Mauro Giuliani,” Bollettino del 
Centro Rossiniano di Studi, no. 1-3 (1986): 53. 
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Appendix 8. Giuliani’s DMQ of “Miei rampolli femminini” from La Cenerentola2 as 
found in Artaria’s first edition of Le Rossiniane No. 2, Op. 120. In contrast to Giuliani’s 
originals of Op. 121 and 123, the page in which the quotation starts does not feature the 

fourth element of referentiality. (Mauro Giuliani, Le Rossiniane per la Chitarra Seconda 
Parte Op. 120, first edition (Vienna: Artaria e Compag., 1822), 11, retrieved from the 

digital archive of the Rischel & Birket-Smith Collection, Royal Danish Library, 
Copenhagen, http://wayback-

01.kb.dk/wayback/20101028105025/http://www2.kb.dk/elib/noder/rischel/RiBS0359-
2.pdf.) 

 

 

 

 

 

                                                        
2 The title and opera of provenance of the theme quoted by Giuliani in Appendix 8 was 
retrieved from Ibid., 57. 
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Appendix 9. Giuliani’s DMQ of “Forse un dì conoscerete” from La Gazza Ladra3 
(starting on the fourth beat of measure 78) as found in Diabelli’s first edition of Le 

Rossiniane No. 4, Op. 122. In contrast to Giuliani’s originals of Op. 121 and 123, the page 
in which the quotation starts does not feature the fourth element of referentiality. (Mauro 

Giuliani, Première Fantaisie pour la Guitare Seule sur Plusieurs Motifs de Rossini 
Oeuvre 122, first edition, (Vienna: A. Diabelli et Comp., 1824), 4, retrieved from the 

digital archive of the Rischel & Birket-Smith Collection, Royal Danish Library, 
Copenhagen, http://wayback-

01.kb.dk/wayback/20101028105031/http://www2.kb.dk/elib/noder/rischel/RiBS0361.p
df.)4 

 

 

                                                        
3 The title and opera of provenance of the theme quoted by Giuliani in Appendix 9 was 
retrieved from Ibid., 61. 
4 The picture in Appendix 9 features the wording m. 75 in order to indicate that the first 
measure in the picture corresponds to measure 75 in Le Rossiniane No. 4, Op. 122. Here 
m. is utilized as an abbreviation of measure/beat. This abbreviation will be used extensively 
(together with other abbreviations for pages, beats, divisions, and subdivisions) in Chapter 
4 (see Chapter 4.1.2, 195). 

m. 75 



342 
  

 

Appendix 10. Giuliani’s DMQ of the theme he refers to as “Sestetto nell’[o]pera [L]a 
Cenerentola [Sextet from the opera La Cenerentola]” in his manuscript of Le Rossinane 

No. 5, Op. 123, as found in Diabelli’s first edition of Op. 123. A comparison of the first 
edition of Op. 123 with Giuliani’s manuscript (see Appendix 6) shows that Diabelli chose 
not to feature the fourth element of referentiality in his edition. (Mauro Giuliani, Seconde 
Fantaisie pour la Guitare Seule sur Plusieurs Motifs de Rossini Oeuvre 122, first edition, 
(Vienna: A. Diabelli et Comp., 1824), 7, retrieved from the digital archive of the Rischel & 

Birket-Smith Collection, Royal Danish Library, Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105033/http://www2.kb.dk/elib/noder/rischel/RiBS0362.p

df.) 
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Appendix 11. Giuliani’s DMQ of the theme he refers to as “Introduzione e Duetto della 
Donna del Lago [Introduction and Duet from La Donna del Lago]” in his manuscript of 
Le Rossinane No. 3, Op. 121,5 as found in Artaria’s first edition of Op. 121. A comparison 

of the first edition of Op. 121 with Giuliani’s manuscript (see Appendix 5) shows that 
Artaria chose to feature the fourth element of referentiality as an intertitle in the form of 
chapter – here highlighted within a green ellipse. (Mauro Giuliani, Le Rossiniane per la 

Chitarra Prima Parte Op. 121, first edition (Vienna: Artaria e Compag., 1823), 3, 
retrieved from the digital archive of the Rischel & Birket-Smith Collection, Royal Danish 

Library, Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105027/http://www2.kb.dk/elib/noder/rischel/RiBS0359-

3.pdf.) 

 

 

 

 

                                                        
5 The analysis in Chapter 4 demonstrates that the quotation by Giuliani of this particular 
theme is in reality not a DMQ: in fact, it is a musical summary. (See Chapter 4.5, 276-288.) 
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Appendix 12. Example of tempo marking moved to the left of the treble clef – 
highlighted within a purple ellipse – in Giuliani’s DMQ of “Languir per una bella” from 
L’Italiana in Algeri,6 as found in Artaria’s first edition of Le Rossiniane No. 1, Op. 119.  

(Mauro Giuliani, Le Rossiniane per la Chitarra Prima Parte Op. 119, first edition 
(Vienna: Artaria e Compag., 1822), 3, retrieved from the digital archive of the Rischel & 

Birket-Smith Collection, Royal Danish Library, Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105022/http://www2.kb.dk/elib/noder/rischel/RiBS0359-

1.pdf.) 

 

 

Appendix 13. Example of tempo marking moved to the left of the treble clef – 
highlighted within a purple ellipse – in Giuliani’s DMQ of “Deh! Calma oh ciel” from 

Otello,7 as found in Artaria’s first edition of Le Rossiniane No. 2, Op. 120. (Mauro 
Giuliani, Le Rossiniane per la Chitarra Seconda Parte Op. 120, first edition (Vienna: 
Artaria e Compag., 1822), 4, retrieved from the digital archive of the Rischel & Birket-

Smith Collection, Royal Danish Library, Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105025/http://www2.kb.dk/elib/noder/rischel/RiBS0359-

2.pdf.) 

 

 

Appendix 14. Example of tempo marking moved to the left of the treble clef – 
highlighted within a purple ellipse – in Giuliani’s DMQ of “Cinto di nuovi allori” from 

Ricciardo e Zoraide,8 as found in Artaria’s first edition of Le Rossiniane No. 3, Op. 121. 
(Mauro Giuliani, Le Rossiniane per la Chitarra Prima Parte Op. 121, first edition 

(Vienna: Artaria e Compag., 1823), 11, retrieved from the digital archive of the Rischel & 
Birket-Smith Collection, Royal Danish Library, Copenhagen, http://wayback-

01.kb.dk/wayback/20101028105027/http://www2.kb.dk/elib/noder/rischel/RiBS0359-
3.pdf.) 

                                                        
6 The title and opera of provenance of the theme quoted by Giuliani in Appendix 12 was 
retrieved from Castelvecchi, “Le Rossiniane di Mauro Giuliani,” 52-53. 
7 The title and opera of provenance of the theme quoted by Giuliani in Appendix 13 was 
retrieved from Ibid., 55. 
8 The title and opera of provenance of the theme quoted by Giuliani in Appendix 14 was 
retrieved from Ibid., 60. 
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Appendix 15. Giuliani’s DMQ and following two MPHs of the “Quintetto nella 
Semiramide [Quintet from Semiramide],” as found and referenced in Ricordi’s first 

edition of Le Rossiniane No. 6, Op. 124. The Ricordi edition features both the third and 
fourth referential elements almost as intended by Giuliani, with a few differences: a) the 
tempo markings – here highlighted within purple ellipses – are moved on the left of the 
treble clef; b) the words Rossini and Giuliani occupy the position usually belonging to 

tempo markings – with the former (highlighted within a yellow ellipse) used for DMQs, 
and the latter (highlighted within an orange ellipse) for either the first or only appearing 
MPH of its relative DMQ; c) the first of the two callouts – highlighted within a blue circle 

– is placed close to the intertitle Rossini, while the second one – highlighted within a 
green circle – is placed at the bottom of the page where the DMQ is featured. (Mauro 

Giuliani, VI. Rossiniana per la Chitarra Op. 124, first edition (Milano and Firenze: Gio. 
Ricordi, 1828), 4-6, retrieved from the Biblioteca Nazionale Marciana, Venezia, Misc. 

Mus. 831.) 
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Appendix 16. DMQ and following MPH of the cavatina “Elena! Oh tu, che chiamo!” 
from La Donna del Lago,9 as found in Ricordi’s first edition of Le Rossiniane No. 6, Op. 

124.10  Ricordi does not feature tempo markings at all in the MPH; instead he only 
features the word Giuliani – highlighted within an orange ellipse – above the MPH in 

order to signal it. However, the MPH seems to keep the same tempo marking of its 
preceding DMQ – highlighted within a purple ellipse. (Mauro Giuliani, VI. Rossiniana 

per la Chitarra Op. 124, first edition (Milano and Firenze: Gio. Ricordi, 1828), 8-9, 
retrieved from the Biblioteca Nazionale Marciana, Venezia, Misc. Mus. 831.) 

 

 

                                                        
9 The title and opera of provenance of the theme quoted by Giuliani in Appendix 16 was 
retrieved from Ibid., 68. 
10 The cavatina at issue is referenced in the Ricordi edition simply as “La Donna del Lago.” 
(See Mauro Giuliani, VI. Rossiniana per la Chitarra Op. 124, first edition (Milano and 
Firenze: Gio. Ricordi, 1828), 8, retrieved from the Biblioteca Nazionale Marciana, Venezia, 
Misc. Mus. 831.) This shows some slight inconsistency with the style of referencing 
appearing within both Ricordi’s edition and Giuliani’s manuscripts of Opp. 121 and 123, 
since the type of aria of the quoted theme is excluded from the reference. 
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Appendix 17. DMQ and following MPH of the “Marcia dell’ L’Assedio di Corinto [March 
from L’Assedio di Corinto],” as found and referenced in Ricordi’s first edition of Le 

Rossiniane No. 6, Op. 124. Ricordi does not feature tempo markings at all in the MPH; 
instead he only features the word Giuliani – highlighted within an orange ellipse – above 
the MPH in order to signal it. However, the MPH seems to keep the same tempo marking 

of its preceding DMQ – highlighted within a purple ellipse. (Mauro Giuliani, VI. 
Rossiniana per la Chitarra Op. 124, first edition (Milano and Firenze: Gio. Ricordi, 

1828), 12, retrieved from the Biblioteca Nazionale Marciana, Venezia, Misc. Mus. 831.) 
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Appendix 18a. Particulars of the red deletions of Giuliani’s footnotes made by the 

editor(s) of Diabelli prior to publishing Op. 123.  The only thing that Diabelli seems to 

keep from Giuliani is the MQM – i.e. the double bar line highlighted within an orange-

bordered square – closing the “Aria nell’Aureliano in Palmira [Aria from Aureliano in 

Palmira]” and opening the “[C]avatina nel Barbiere di Siviglia [Cavatina from Il Barbiere 

di Siviglia].”(Mauro Giuliani, Le Rossiniane per Chitarra, o Lira Op. 123, autograph 

manuscript, 1823, 3, retrieved from the Musiksammlung der Österreichische 

Nationalbibliothek, Vienna, Mus. Hs. 35842.) 

 

 



349 
  

 

 

Appendix 18b. Giuliani’s quotations of both the cavatina “Come dolce all’alma mia” 

from Tancredi and the cavatina “Una voce poco fa” from Il Barbiere di Siviglia11 – 

referenced by Giuliani in the manuscript of Op. 123 respectively as “Aria nell’Aureliano in 

Palmira [Aria from Aureliano in Palmira]” and “[C]avatina nel Barbiere di Siviglia 

[Cavatina from Il Barbiere di Siviglia]” (see Appendix 18a) – as featured on Diabelli’s 

first edition of Giuliani’s Op. 123. Diabelli’s first edition shows no sign of footnotes or 

similar kind of reference. It is noteworthy that Diabelli keeps the double bar line – here 

highlighted with an orange-bordered square – used by Giuliani in his manuscript of Op. 

123 as an MQM closing the cavatina from Tancredi and opening the one from Il Barbiere 

di Siviglia at the same time (see Appendix 18a). (Mauro Giuliani, Seconde Fantaisie pour 

la Guitare Seule sur Plusieurs Motifs de Rossini Oeuvre 122, first edition, (Vienna: A. 

Diabelli et Comp., 1824), 5-6, retrieved from the digital archive of the Rischel & Birket-

Smith Collection, Royal Danish Library, Copenhagen, http://wayback-

01.kb.dk/wayback/20101028105033/http://www2.kb.dk/elib/noder/rischel/RiBS0362.p

df.) 

                                                        
11 The title and opera of provenance of the themes quoted by Giuliani in Appendix 18b was 
retrieved from Ibid., 65. 
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Appendix 19. Theme utilized by Czerny to show his hypothesized six classes of 

variations. (Carl Czerny, School of Practical Composition, Vol. 1 (London: R. Cocks & Co., 

1848), 22, http://hdl.handle.net/1802/28412.) 

 

 

Appendix 20. Czerny’s first class of variations. (Carl Czerny, School of Practical 

Composition, Vol. 1 (London: R. Cocks & Co., 1848), 22, 

http://hdl.handle.net/1802/28412.) 
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Appendix 21. Czerny’s second class of variations. (Carl Czerny, School of Practical 

Composition, Vol. 1 (London: R. Cocks & Co., 1848), 22-23, 

http://hdl.handle.net/1802/28412.) 
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Appendix 22a. First four examples of Czerny’s third class of variations. (Carl Czerny, 

School of Practical Composition, Vol. 1 (London: R. Cocks & Co., 1848), 23-24, 

http://hdl.handle.net/1802/28412.) 
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Appendix 22b. Second (and last) four examples of Czerny’s third class of variations. 

(Carl Czerny, School of Practical Composition, Vol. 1 (London: R. Cocks & Co., 1848), 24, 

http://hdl.handle.net/1802/28412.) 
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Appendix 23. Czerny’s fourth class of variations. (Carl Czerny, School of Practical 

Composition, Vol. 1 (London: R. Cocks & Co., 1848), 25, 

http://hdl.handle.net/1802/28412.) 
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Appendix 24. Czerny’s fifth class of variations. (Carl Czerny, School of Practical 

Composition, Vol. 1 (London: R. Cocks & Co., 1848), 25-26, 

http://hdl.handle.net/1802/28412.) 
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Appendix 25a. First five examples of Czerny’s sixth class of variations. (Carl Czerny, 

School of Practical Composition, Vol. 1 (London: R. Cocks & Co., 1848), 26-27, 

http://hdl.handle.net/1802/28412.) 
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Appendix 25b. Second (and last) five examples of Czerny’s sixth class of variations. 

(Carl Czerny, School of Practical Composition, Vol. 1 (London: R. Cocks & Co., 1848), 27-

28, http://hdl.handle.net/1802/28412.) 
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Appendix 26. Kofi Agawu’s example of the presence of the structure of the Ursatz at a 
local level within the first eight measures coming from the second movement of 

Beethoven’s Piano Sonata in E♭ Major, Op. 7. (Victor Kofi Agawu, Playing with Signs 
(Princeton: Princeton University Press, 1991), 140.) 
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Appendix 27. Original quotation and variation of “Sorte, secondami!” from Zelmira 
composed by Giuliani for Le Rossiniane No. 3, Op. 121. As observable, both of them were 
crossed out by the composer, and then replaced in the manuscript with a new quotation 

on page 9 (see Chapter 4.2.1, 209-210) and a new variation on pages 9 and 10 (see 
Chapter 4.6.1, 293-294). The original quotation – here bordered in red – is featured on 

page 8 and 11 of the manuscript; its original variation – here bordered in blue – is 
featured on page 11 of the manuscript. (Mauro Giuliani, Le  Rossiniane per Chitarra 

Parte Terza Op. 121, autograph manuscript, 1823 ca., 8-11, retrieved from the Preußischer 
Kulturbesitz, Musikabteilung mit Mendelssohn-Archiv, Staatsbibliothek zu Berlin, Berlin, 

Mus. Ms. 7600/1.) 

 

 

 



360 
  

 

Appendix 28. Revision in modern style of the original quotation of “Sorte, secondami!” 

from Zelmira composed by Giuliani for Le Rossiniane No. 3, Op. 121 (see Appendix 27).  

The revision was made by Francesco Teopini Terzetti Casagrande. 
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Appendix 29. Excerpt of the vocal score of Zelmira published by Artaria in 1822 
corresponding to the part quoted by Giuliani in Le Rossiniane No. 3, Op. 121 (excluding 

the part crossed in red; see Chapter 4.2.1, 209-214). As stated in both fn. 66 of the 
Introduction (see Introduction I.3, 24) and Chapter 4 (see point f) in Chapter 4.2.1, 210), 
there is a chance that Giuliani may have utilized this particular vocal score as the primary 
source for the transcription of the theme from Zelmira at issue. However, what questions 
this hypothesis is that the title of the aria featured in Artaria’s edition – i.e. “Aria (Sorte! 
[S]econdami!)”, here highlighted within a green ellipse – could have helped Giuliani in 
referencing his quotation accordingly (see point d) in Chapter 4.2.1, 210). (Gioachino 

Rossini, Zelmira: Opera Seria Messa in Musica dal Sig. Maestro Rossini, Ridotta per 
Piano Forte dal Sig. Maestro Girowetz, first edition (Vienna: Artaria e Comp., 1822), 14-
15, retrieved from Internet Culturale: Biblioteca della Fondazione Rossini, Pesaro, FSD 

202 LSD 557, 
http://www.internetculturale.it/jmms/iccuviewer/iccu.jsp?id=oai%3Awww.internetcultu 
rale.sbn.it%2FTeca%3A20%3ANT0000%3AMUS0267536&mode=all&teca=MagTeca+-

+ICCU.) 
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Appendix 30a. Chord in fortissimo by the orchestra in RICC1 p. 25 m. 4. 
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Appendix 30b. Chord in fortissimo by the orchestra in RICC1 p. 26 m. 8. 
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Appendix. 30c. Chord in fortissimo by the orchestra in RICC1 p. 27 m. 16. 
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Appendix 30d. Chord in fortissimo by the orchestra in RICC1 p. 28 m. 20. 
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Appendix 31. BARB1 p. 352 m. 14. The passage where the woodwinds play together with 

the strings occurs from b. 1 d. 2 to b. 3 – here highlighted with a red-bordered square. 

This is also replicated in BARB2 p. 355 m. 26 from b. 1 d. 2 to b. 3.  
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Appendix 32. BARB1 p. 353 m. 18. The passage where the woodwinds play together 

with the strings occurs from b. 1 d. 2 to b. 3 – here highlighted with a red-bordered 

square. This is also replicated in BARB2 p. 356 m. 30 from b. 1 d. 2 to b. 3. 
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Appendix 33. Orchestral part of flutes, clarinets, and bassoons playing in unison with 

the singers and the strings in BARB2 from p. 727 m. 87 b. 4 to p. 728 m. 91 b. 1.  

 

 

Appendix 34. Tempo marking – highlighted within a purple ellipse – and time 

signature – circled in yellow – as found in the introduction of Le Rossiniane No. 3, Op. 

121, referred to by Giuliani as “Introduzione.” Giuliani’s quoted excerpt from La 

Cenerentola in Op. 121 (see Chapter 4.4.1, 271-273) keeps both tempo and time signature 

signaled in the introduction. (Mauro Giuliani, Le  Rossiniane per Chitarra Parte Terza 

Op. 121, autograph manuscript, 1823 ca., 2, retrieved from the Preußischer Kulturbesitz, 

Musikabteilung mit Mendelssohn-Archiv, Staatsbibliothek zu Berlin, Berlin, Mus. Ms. 

7600/1.) 

 

 

Appendix 35. Ending two measures of Giuliani’s MPH of the DMQ of “Oh mattutini 

albori!” as featured on Artaria’s first edition of Giuliani’s Op. 121. Artaria’s first edition 

features the double bar line – here highlighted with an orange-bordered square – 

apparently forgotten by Giuliani in his manuscript of Op. 121. (Mauro Giuliani, Le 

Rossiniane per la Chitarra Prima Parte Op. 121, first edition (Vienna: Artaria e Compag., 

1823), 4, retrieved from the digital archive of the Rischel & Birket-Smith Collection, Royal 

Danish Library, Copenhagen, http://wayback-

01.kb.dk/wayback/20101028105027/http://www2.kb.dk/elib/noder/rischel/RiBS0359-

3.pdf.) 
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Appendix 36. Revision in modern style of the variation on the original quotation of 

“Sorte, secondami!” from Zelmira composed by Giuliani for Le Rossiniane No. 3, Op. 121 

(see Appendix 27 and 28).  The revision was made by Francesco Teopini Terzetti 

Casagrande. 
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Appendix 37. Themes from Tancredi and Il Barbiere di Siviglia as featured by Giuliani 

in page 3 of the manuscript of Le Rossiniane No. 5, Op. 123. Both the quoted themes 

share the same tempo marking – i.e. Andantino mosso – and the aria from Tancredi is 

cited as “Aria nell’ Aureliano in Palmira.” (Mauro Giuliani, Le Rossiniane per Chitarra, o 

Lira Op. 123, autograph manuscript, 1823, 3, retrieved from the Musiksammlung der 

Österreichische Nationalbibliothek, Vienna, Mus. Hs. 35842.) 
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Appendix 38. Beginning measures of Giuliani’s MMQ of “E ben, per mia memoria” from 
La Gazza Ladra12 – highlighted within a red border – as found in Diabelli’s first edition of 
Le Rossiniane No. 4, Op. 122. The MMQ follows a DMQ of “Forse un dì conoscerete” from 
the same opera (see Appendix 9), and keeps the same tempo marking as the latter. While 

the tonality of the DMQ at issue is D major, the one of the following MMQ is A major. 
Compared to Giuliani’s manuscript of Op. 123, the first edition of Op. 122 does not feature 
a double bar line in front of the MMQ; however, this may be an editorial slip by Diabelli, 

since he did not fail to keep such MQM as written by Giuliani in the manuscript of Op. 123 
in the first edition of such a work (see Appendix 18a and 18b). (Mauro Giuliani, Première 
Fantaisie pour la Guitare Seule sur Plusieurs Motifs de Rossini Oeuvre 122, first edition, 
(Vienna: A. Diabelli et Comp., 1824), 6, retrieved from the digital archive of the Rischel & 

Birket-Smith Collection, Royal Danish Library, Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105031/http://www2.kb.dk/elib/noder/rischel/RiBS0361.p

df.) 

 

 

Appendix 39. Giuliani’s handwriting on the cover of his manuscript of Le Rossiniane 

No.5, Op. 123, documenting the date of completion of his score. Giuliani’s handwritten 

declaration, placed at the bottom right corner of the score, says “[M]ano propria[,] 

Roma[,] 1 Ottobre 1823 [(In my) own hand, Rome, 1 October 1823].” (Mauro Giuliani, Le 

Rossiniane per Chitarra, o Lira Op. 123, autograph manuscript, 1823, 1, retrieved from 

the Musiksammlung der Österreichische Nationalbibliothek, Vienna, Mus. Hs. 35842.)  

 

 

 

 

 

                                                        
12 The title and opera of provenance of the theme quoted by Giuliani in Appendix 37 was 
retrieved from Ibid., 61. 
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Appendix 40. Theme referenced as “Marsch, aus der Pantomime: Die Zauberschere 
[March, from the Pantomime: Die Zauberschere]” by Diabelli in their first edition of 

Giuliani’s Op. 122 – here highlighted within a green ellipse. (Mauro Giuliani, Première 
Fantaisie pour la Guitare Seule sur Plusieurs Motifs de Rossini Oeuvre 122, first edition, 
(Vienna: A. Diabelli et Comp., 1824), 9, retrieved from the digital archive of the Rischel & 

Birket-Smith Collection, Royal Danish Library, Copenhagen, http://wayback-
01.kb.dk/wayback/20101028105031/http://www2.kb.dk/elib/noder/rischel/RiBS0361.p

df.) 
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