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Francesco Corbetta - The Best of All 

18. The Modena Manuscripts 
I-MOe Mus.E.323 and I-MOe Mus.F1528 

 
Introduction 

 
There are two manuscripts in the Biblioteca Estense in Modena, I-MOe Mus.E.323 and I-

MOe Mus.F.15281  which include pieces from Corbetta’s Varii capricii (1643) and Varii scherzi di 
sonate (1648); I-MOe Mus.E.323 also includes one piece - Allemande La Kark - found in La 
guitarre royalle (1671), p. 35/I-MOe Mus.E.323, f. 18v). The manuscripts are undated but were 
probably copied in the second half of the seventeenth century. Each manuscript appears to be 
the work of at least two different copyists, but at least one copyist appears to have had a hand 
in both.  The contents are in some respects complementary and they share a number of 
interesting notational features.   
 
   The private bibliographic collection of the Dukes of Este (the so-called Archivio Segreto del Duca 
(“Secret Archives of the Duke”) became a public library, officially in 1751, but in practice in 1763. 
In the same period, the first catalogue of the collection was compiled. This includes the earliest 
references to these two manuscripts. It is not known when they were originally acquired by the 
Archivio Segreto. However, the collection was substantially enlarged during the reign of Duke 
Francesco II of Modena (1662-1694), the most likely period for the copying and acquisition of the 
manuscripts.  Francesco was a lavish and discerning patron of music, and his library has remained 
substantially complete in the Biblioteca Estense. 
 
   The eighteenth-century catalogue is divided into two parts: one for printed works and the other 
for manuscripts.  The latter, titled “Catalogus estensium manuscriptorum codicum” was compiled 
between 1754 and 1757 by Giovanni Antonio Paneli, with the help of Pellegrino Niccolo Loschi.  
This was an inventory for legal purposes at the handover rather than a catalogue for consultation 
by users but it includes all the details needed to identify the works which it lists - author, title, 
contents and bibliographic details. There are entries for both manuscripts.  The catalogue to 
which the library refers today for musical works, both printed and manuscript, which determines 
the present collocation of Ms.Mus.E.323 and Ms.Mus.F.1528, is that of Pio Lodi: “Catalogo delle 
opere musical”.2   
 

I-MOe Mus.E.323 
  
 The eighteenth-century inventory gives the following details of the manuscript. 

                                                           
1 I am indebted in this section to the article by Simone Pistis “I manoscritti per chitarra spagnola,  Mus.E.323, e Mus 
F. 1528 della Biblioteca Estense di Modena” in Chitarra in Italia, 11 aprile 2011, especially for bibliographical 
information about the manuscripts. I have not been able to examine these myself and the copy available for study 
purposes is not very legible. Both manuscripts are in fragile state. 
2 P. LODI, Catalogo delle opere musicali, Bologna, Forni, 1967. 
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V.G 92 Codex DCCCLXVII [Item identification number] 
Anonymous 
Sonate di chitara spagnuola, con sarabande passagalli, correnti, allemande, gavotte, gighe, 
capricj, in alamire preludji toccate, sinfonie. 
 
 4. chartaceus folior. 19 in tegmine membranaceo tineis blatisque coroso cum duobus sequentibus 
iconismis typoru[m] uniformis impressis intimisque tegminibus glutine annexis. 
(Quarto. 19 folios of paper, bound in sheepskin, worm eaten with two engravings glued to the 
inside of the binding). 
 
   The title “Sonate da Chitarra Spagnola” appears on the front cover to which a more modern 
hand, possibly that of Angelo Catelani, has added “Autore incerto”. The manuscript actually 
comprises 25 folios. There is no title page or introductory material. The music occupies folios 1r-
18v with ten staves to a page.  Folios 19r-26r are ruled but unused; on the last page (f. 26v) there 
is an explanation of the duration of the notes values and details of their rhythmic interpretation.    
 
   On the endpapers of the cover are the two engraved prints (duobus sequentibus iconismis 
typoru[m] uniformis impressi) which depict respectively - at the front, the English king, James II 
and at the back, his second wife, Mary Beatrice d'Este. 
 
The caption below the protrait of James II reads 

 
JACOBVS II MAGNAE BRITANNIAE ETC. REGIS. 

DEFENSOR FEDEI 
 

Emin.mo et Reu.mo principi 
PHILIPPO THOMAS HOWARD ORDINIS PREDICATORIUM 

S.R. E. Presb. Cardi de Norfolcia,[Hiberie?] Anglie e Scotie Protectoris 
In obsequi pignus addictisimus servus Jacobus de Rubeis. 

(as a pledge of obedience, [your] most obliged servant Jacobus 
 
The caption below the portrait of Mary Beatrice reads 

 
MARIA BEATRIX II  

MAGNAE BRITANNIAE ETC. REGINA 
 

SER.MAE D. LAURAE MUTINENSIS RHEGY DUCIS 
In obsequi pignus [..]llimus & addictisimus servus Jo. Jacobus de Rubeis. 

(as a pledge of obedience, [your] most obliged servant Jacobus de Rubeis). 
 
   James II succeeded to the English throne in February 1685 after the death of Charles II but was 
deposed In November 1688. Mary Beatrice was the daughter of Duke Alfonso IV of Modena and 
Laura Martinozzi (died 1687), a neice of Cardinal Mazarin. Mary was born in 1658 and married 



252 
 

James II in 1673. Philip Thomas Howard was the third son of Henry Frederick Howard, Earl of 
Arundel and head of the House of Norfolk. He was a member of the Dominican Order and was 
made a Cardinal in 1675. He held the post of Almoner to Catherine of Braganza, the catholic wife 
of Charles II.  In 1679 he was made Protector of England and Scotland and subsequently acted  as 
an adviser to James II until November 1687, when he was replaced as Protector by Prince Rinaldo 
d’Este, an uncle of Mary Beatrice. Giovanni Giacomo de Rossi (1627 – 1691) (Jacobus de Rubeis) 
was an Italian engraver and printer active in Rome in the second half of the 17th century who 
inherited the most important and active printing press of the 17th century in Rome from his 
father in 1639. It seems that Howard and Laura Martinozzi commissioned the respective 
engravings. As Laura Martinozzi died in July 1687, the engraving of Mary Beatrice must have been 
made before that date; that of James II was probably made at the same time.   
 

I-MOe Mus.E.323  
King James II 
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The engravings are based on portraits painted in the 1680s. That of James is by Godfrey Kneller 
made in 1684 and that of Mary Beatrice is the work of William Wissing made in 1685. Both were 
acquired by the National Portrait Gallery in London in mid-nineteenth century.  

 
I-MOe Mus.E.323 

Queen Mary Beatrice de Este  
 

 
 
 
      The engravings give no indication of the date of the manuscript as they could have been 
pasted into it at any time after it had been copied and bound. However, they do raise the question 
– why were they inserted into the manuscript? It seems reasonable to assume that it has some 
connection with the royal couple and the fact that it found its way into the possession of Mary’s 
family in Modena also supports this hypothesis. Duke Francesco II of Modena was Mary’s brother. 
It is not known whether Mary played the guitar but James certainly did and both of them would 
have known Corbetta personally. After his abdication, James and his family resided in France at 
the royal chateau of Saint-Germain-en-Laye. James died there in 16th September 1701. Mary 
Beatrice spent much her final years at the Convent of the Visitation, Chaillot, near Paris, where 
she died on 7th May 1718.  
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I-MOe Ms Mus.F.1528 
 
 The eighteenth-century inventory gives the following details. 
 
V.G.67 Codex DCCCXLII [Item identification number] 
 
Colombi Joseph 
Preludij’ sarrabande, passagalli, gavotte alamanne, correnti, arie, sonate, minuetti, belfrisi o 
siano balli del re, gighe, bergamasche, rugeri et. di Giuseppe Colombi. 
4. chartaceus folior. 16 in tegmine chartaceo corio rubro cordubensi cooperto mirificis cęlaturis 
deauratis impresso. 
(Quarto. 16 folios of paper, bound in red Cordoban leather with gilt bands.)  
 
The manuscript comprises 16 folios. There is note in a (modern?) hand on the fly leaf which reads  

 
Autore incerto 

Raccolta di Ballo per la Chitarra Spagnola 
(Codice?) del sec 1700 

 
The music occupies folios 1r-16v with ten staves to a page.   
 
   The violinist and composer, Giuseppe Colombi (1635-1694) became maestro di cappella at the 
court in Modena in 1674 and in 1678 he replaced Giovanni Maria Bononcini as Maestro at the 
Cathedral. Later catalogues cite the manuscript as anonymous. It is not clear what, if any, 
connection Columbi may have had with the manuscript but it is not impossible that he owned it 
or even copied part of it. It is not unknown for violinists to play the guitar!  
 

Contents 

 
Pieces by Corbetta 

 
    I-MOe Mus.E.323 includes twenty-eight pieces from Varii capricii (1643), six pieces from 
Varii scherzi di sonate (1648) and a single piece from La guitarre royale (1671).3 I-MOe 
Mus.F.1528 includes fourteen pieces from Varii scherzi di sonate (1648).  All are in Italian 
tablature with alfabeto in both the printed versions and the manuscripts.  [See Tables 1 and 2 
below] The exception is the Allemande La Kark on f. 18v which is also found in La guitarre royale 
on p. 35; in the printed book this is in French tablature whilst in the manuscript it is Italian 
tablature with alfabeto. This is discussed in detail in a separate section below. As one would 
expect, the versions in the manuscripts vary from those in the printed books, sometimes 
considerably.  
 

                                                           
3 This seems to have been overlooked by Pistis presumably because he checked only sources in Italian tablature. 
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   The pieces in I-MOe Mus.E.323 fall roughly into four groups. Folios 1-5r comprise movements 
taken from the suites in Varii capricci (1643), interspersed with three pieces by Bartolotti and 
two anonymous pieces; the passacaglia Sop I is also included in this section with the last four 
bars omitted. Folios 5v-7r comprise six movements from the suites in Varii scherzi di sonate 
(1648), interspersed with three anonymous pieces. Starting on folio 8r the passacaglias from 
1643 as far as that in E minor - Sop. + - on p.28, are copied, preceded by the Toccata on p.7. For 
no obvious reason the passacaglia in B flat major – Sop. H - has been omitted. The last four bars 
of the C minor passacaglia – Sop L – are omitted and last four bars of Sop H substituted, effecting 
the transition from C minor to G minor. The last group, starting on folio 16v includes the first 
Sinfonia from 1643, p. 75, Allemande La Kark  from 1671 with the title Sonata, a sarabanda by 
Granata and four anonymous pieces. 
 
      I-MOe Mus.F.1528 includes fourteen pieces, all from Varii scherzi di sonate (1648), the 
passacaglias in C minor, D minor, C major and D major and the Chiacona (with the title “sonata”, 
and five sarabandas. The passacaglias vary considerably from the printed versions. Two of the 
sarabandas are “sarabande francese” included in 1648 as separate pieces after the four suites. 
For some reason the one in G major on p. 74 has been copied twice and that on p.70 in D minor, 
no less than four times.  
 
   The passacaglias include many of the unusual dissonant chords which are a feature of 
Corbetta’s music, particularly the music in both collections with the title La guitarre royale. No 
attempt has been made to eliminate these.  
 

Pieces by other composers 
 
    Each manuscript includes pieces by Bartolotti, and Granata. I-Moe Mus.F.1528 also 
includes two pieces by Pellegrini4 and a piece which incorporates some variations from a 
passacaglio by Foscarini. [See Table 3 below] 
 
   All of Bartolotti’s pieces are reproduced with only minor variations. The exception is the 
“Sarabanda” on f.7r of I-MOe Mus.F.1528.  This is a composite piece; the first half is an 
unidentified chacona which merges into the sarabanda on p.31 of Bartolotti’s Secondo libro.  The 
chacona part includes a repicco variation similar to but not the same as the ones included in 
Bartolotti’s Ciaccona on p.38. 
 
   The pieces by Pellegrini raise some interesting questions. Both are also found in the Spanish 
mansucript, E:MnMus.811 - “Libro de difrentes cifras” dated 1705 . The “Alemanda quarta” in E 
minor (p.49 in Pellegrini/f.10v in I-MOe Ms.F.1528) is included in “Libro de difrentes cifras” on 
p.42-43 with the title “Alemanda del Corbetta”. It is followed by three movements also in in E 
minor – “Correnta airosa” (p.43-44), “Giga” (p.44-46) and “Zarabanda” (p.46) which appear to 

                                                           
4 Pistis suggests that Preludio on f.14r is the same as the “Toccata seconda” on p.30 of Pellgrini but there is no 
apparent resemblance between the pieces other than that both are in C major 
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form part of the same suite. The Zarabanda is also found in Carré (1671) and Sanz (1674)5 but 
may well be by Corbetta; it is unlikely that Sanz copied it from Carré and Carré is known to have 
plagiarized Corbetta’s music. The Corrente (p.22 in Pellegrini/f.12r in I-Moe Ms.F.1528) on p.77 
of “Libro de difrentes cifras” has the title “Corrente por la C” but is unattributed; each section has 
an ornamented repeat not included in Pellegrini. Both pieces may originally have been by 
Corbetta who is known to have visited Spain in the 1640s and have been pirated by Pellegrini – 
or vice versa.  

 
Unidentified pieces 

 
I-MOe Mus.E.323 includes nine pieces which are currently unattributed.  The anonymous 

gavotta on f. 3r is also included in I-MOe Mus.F1528 on f.16r, the only piece found in both 
manuscripts. A variant of the sarabanda on f.16v is also found in the Gallot manuscript - GB-Ob 

Ms.Mus.Sch.C94 where it is anonymous. I-MOe Mus.F1528 includes 31 pieces currently 
unattributed. These are more varied and include one vocal piece in the format words only over 
tablature accompaniment. Most of the pieces are quite short and difficult to decipher due to the 
lack of adequate note values. One or two of them may be by Corbetta; the Allemanda in E major 
on f,4r is similar in style to allemandas in Corbetta’s 1648 book. However it is just as likely that 
some of the pieces are by Bartolotti, Granata or Foscarini. In particular a few of them are a similar 
style to pieces in the later sections of Foscarini’s Li  cinque libri della chitarra alla spagnola; he is 
believed to have had printed an edition including a sixth book - Li sei libri della chitarra 
spagnola although the only surviving copy of it, sold at Sotheby’s in May 1992, includes only the 
five books that we know about.  This copy is dedicated to Hipolito Bracciolini, Baron of Monte 
Oliveto in Pistoia and dated from Rome, 25th November 1644. It’s current ownership is unknown. 

    

Notation 

Both manuscripts are in Italian tablature combined with alfabeto for the basic strummed 
chords. A noticeable feature of the handwriting is the lopsided 8 similar to that found in 
Bartolotti’s Secondo libro (ca.1656) and Roncalli’s Capricci armonici sopra la chitarra spagnola 
(1692).  Example 1 illustrates the typical shape of the figures as written by the principal copyist. 
 

Example 1 
Passacaglia Sop. A – I-MOe Mus.E.323 f.15r b. 11-14 

 

 
 

                                                           
5 Sanz (1674), p.12. Carré (1671), p.14. 
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The figure x is generally used for the tenth fret. An exception to this is the figure 10 used 

in the first piece in I-MOe Mus. E.323 – the “Sonata” on f.1r.  At first sight this may be mistaken 
for a separate figure 1 and zero which is why Roman numerals were generally preferred for frets 
above 9. 
 

 
 
 

Example 2 
Sonata – I-Moe Mus.E.323 f.1r b. 31-32 

 

 

 
      Note values for notes or chords to be played in lute style are placed above the stave in the 

usual manner. However, instead of placing stroke marks on the lowest line of the tablature, to 

indicate the direction of the strummed chords as is usual in Italian sources, the French system of 

placing the note values of chords to be strummed on the stave with the stems down for a down-

stroke (bass to treble) and up for an up-stroke (treble to bass) is used throughout both 

manuscripts.   

   This system is used by Bartolotti in his Secondo libro with the added refinement that the note 
heads are placed on the tablature line on which the strum begins. This feature is not replicated 
in the manuscripts; the note heads are always placed on the middle line of the stave, even in the 
pieces which are by Bartolotti himself.  Bartolotti probably borrowed the idea from an earlier 
French guitar source. Mersenne credits a Monsieur Martin6 with the idea of placing the note 
values above the stave with the stems up or down depending on the direction of the strokes, as 
in the following illustration. 
 

 
 
 
 

                                                           
6 Probably not the same person as the François Martin who published a book in 166??   
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Example 3 
Monsieur Martin – Sarabande 

Mersenne -  Harmonie universelle (1636), Livre Second, fol. 97 
 

 
 

   The credit for placing the stroke marks on the stave goes to an Italian, Antonio Carbonchi.   In 

order to achieve wider recognition for his work, the music in his first book, Sonate de chitarra 

spagnola (Florence, 1640) is notated in French tablature with stroke marks on the stave as in the 

following illustration. 

Example 4 
Carbonchi – Sonate de chitarra spagnola (1640) Pasacaglia, p.8 

 

 
 

   The earliest example of music with the note values actually placed on the stave to have come 

to light so far is F:Psg.Ms.Rés. 2344 - Tablature de guitarre fait par Monsieur Dupille, dated 

1649, seven years before Bartolotti’s book appeared in print.  The following illustration is the 

opening section of an air which had appeared in print earlier in Etienne Moulinie’s Airs de cour 

(Paris, 1629).   It should be noted that the chords are the same as those found in alfabeto but 

notated in French tablature. 

Example 5 
Moulinie – Souffrez beaux yeux  

F:Psg.Ms.Rés. 2344 f.28v  
 

 

     
In both  I-MOeMus.E.323 and I-MOeMus. F.1528 the note values are often difficult to decipher 
and the barring of the pieces is irregular. 
  
   The standard alfabeto letters are used for the basic five-part chords with two exception.  In 
most of the passacaglias taken from Corbetta’s 1643 book the letter Q is substituted for the 
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chord represented by M* and the letter R for the chord represented by &. This is probably 
because they are more conveneint to write by hand. 
 

 
Example 6 

Passacaglia – 1643 p.8/I-MOeMus.E.323 f. 8v b.31-2 
 

 
 

 
 

   M* is however used in the passacaglia Sop. I, in  A major (1643, p.34 b.29)  which occurs out of 
sequence on f.3v of Mus.E.323. 
 

   Occasionally a single figure is used to indicate notes played on adjacent courses at the same 
fret.  In Example 7 the large figure 3 spanning all five lines in the second bar indicates that all five 
courses are to be stopped at the third fret (and included in the strum).  This is just a convenient 
shorthand device occasionally found in other manuscript sources.  The chord and the one in the 
previous bar played at the first fret is one of Corbetta’s unusual dissonances, also found in other 
sources of the period.   
 

Example 7 
Passacaglia - 1643 p.8/I-MOe Mus.E.323 f. 8v b.18-19 

 
 

 



260 
 

 

 
   Another notational device which is also found in Bartolotti is the use of slashes to indicate notes 
to be played together - Bartolotti’s Corde insieme; notes to be arpeggiated - Bartolotti’s Corde 
separate; and notes to be sustained – Bartolotti’s Tenute. In the first bar of Example 6 the notes 
on the last beat of the first bar are to be played simultaneously and the note on the second course 
sustained. The next bar is played in the same way except that there is no tenute sign. In the 
second bar of Example 1 above the notes are to be played separately.  The tied strummed upbeat 
that often occurs in Bartolotti’s Allemandes is also found in the Allemanda bellissma on f.14r of I-
MOe Mus. F1528. As this is followed by the Sarabande on p.31 of Bartolotti’s book, it is 
conceivable that it is also by him. 
 

Example 8 
Sonata - Mus.F.1528 f.14 r b.1 

 

 

 
    
 The repicco variation in the “sarabanda” on f.7r of I-MOe Mus. F1528 is also notated with the 
quavers tied as in similar variations in Bartolotti’s Ciaccona in C major in Secondo libro, p.39 and 
p. 40. 
 

Example 9 
Sarabanda - Mus.F.1528 f. 7r 

 



261 
 

 
     
Apart from slurs three other signs are used to indicate ornaments  
 

, may represent either a descending appggiatura or trill starting on the 

upper auxiliary note or an inverted mordent depending on the context. 
Occasionally the fret number of the start note is shown. 

 
./. is used in the Gavotta (Mus.E.323 f.3r/Mus.F.1528 f.16r) and one or two 

other pieces to indicate an ascending appoggiatura or trill. 
In a few pieces, it is placed below a chord to indicate arpeggiation as in 
Bartolotti. 

 

# represents vibrato (actually a double cross) 

 
   One interesting feature of the manuscript versions is that ascending appoggiaturas which are 
implied but not made clear in Corbetta’s printed book are notated as straightforward chords. 
 

Example 10 
Passacaglia - 1643 p.12/I-MOe Mus.E.323 f. 10r b.14-16 

 

 

 
 

 
 
   In both manuscripts, some of the pieces are supplied with left hand fingering using a system of 
one to four dots.   Surprisingly these are arranged in the opposite order from that adopted in 
other known sources, such as the manuscripts copied by Santiago de Murcia. 
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 A single dot represents the little finger    Two dots represent the ring finger 
 Three dots represent the middle finger   Four dots represent the index finger 
 
In the following example the fingering is straight forward; there is just one place – marked with 
an asterisk – where the ring fing would be more appropriate.  
 

Example 11 
Passacaglia - 1648 p.28/I:MOe Mus.F.1528 f. 9r b.20-26 

 

 

 
 

Conclusion 

 
      Although both manuscripts appear to include only music by Corbetta which had appeared in 
print, they are still of considerable interest. Some manuscripts were copied as presentation 
volumes, but many more were copied by players for their own use.  It was been common practice 
for people learning to play to have a ruled notebook into which they or their teachers copied the 
pieces they were studying and these two manuscripts may fall into this category. The way in 
which the pieces vary from the printed versions sheds some light on how players approached the 
music. They did not always work from the printed book reproducing the pieces note-for-note and 
the variant readings sometimes shed useful light performance practice and notational niceties.  
 
May 2017 
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Table 1 
Corbetta – Varii capricci (1643) – I-MOe Mus.E323 

Corbetta (1643) I-MOe Mus.E323 
Page Title Key Folio Comments 
P.7 Toccata F minor F.8r Same. Time signature 3/2 omitted at 

b.11.  Chord Q3 instead of M*3. 

P.8 Passachaglia 
[por P] 

F minor F.8v-9r Same. Q3 instead of M*3 for F minor 
chords throughout. R instead of & in b. 
27, 31. On f.8v b.41 copied between bs. 
34 & 35 in error – high-lighted with 
arrow to beginning of last stave. On f.9r 
part of b.58 omitted in error copied at 
end. Piece features several of C’s 
unusual dissonant chords all reproduced 
as in original print. 

P.10 Sop. M E flat 
major 

F.9r-9v 
 

Same. Q3 instead of M*3. Chord L used 
for final C minor chord (consonant in 
original). 

P.12 Sop.  L C minor F.10r-
10v 

Same. Q3/Q5 instead of M*3/ M*5. 10th 
fret shown as x. Last 4 bars omitted and 
last 4 bars of Sopra H substituted. (Sopra 
H is omitted). Ascending appoggiatura In 
b.14, b.30.  

P.16 Sop. O G minor F.10v-
11r 

Same. Chord Q5 in b.30. Single figure 3 
for first 3-part chord in b.25. Ascending 
appoggiatura b. 29. D minor chord 
instead of K5 b.55. Final chord G 
omitted. Unusual dissonant chords in b.1 
reproduced as in original print.  

P.18 Sop. G F major F.11v-
12r 

Minor variations. Ascending appog-
giaturas b.14, b.65. 

P.20 Sop. E D minor F.12r-13r Ascending appoggiaturas b.50 

P.22 Sop. B C major F.13r  x used for 10th fret.  

P.24 Sop. D A minor F.14r-
14v 

Q2 instead of M*2. b.49-50 displaced to 
stave below. 

P.26 Sop. A G major F.14v-
15v 

Minor variations. Q2,Q7 instead of M2*, 
M*7. R2 instead of & b.17. b.55 omitted.  

P.28 Sop. + E minor F.15v-
16v 

Minor variations. B.44 missing; Q2 
instead of M*; H2 instead of R in b.17. 

P.34 Sop. I A major F.3v Out of sequence. Last 4 bars omitted.  
Error in b.5. M*2 used in b.29. 

P.43 Sarabanda E minor F.1r Q2 instead of M*2    

P.44 Almanda D major F.1v Line of tab from another piece inserted 
between third and fifth staves. Note 
reads “Per passago de la A”(?). Not part 
of 1643; b.3-5 resemble b.26-8 of 
Passacaglia 1648 p. 22.  Perhaps included 
as an alternative ending  to passacaglia 
on f.14v. 

P.45 Corrente D major F.2r Minor variations 

P.46 Sarabanda D major F.1v Same – somwahat illegible 

P.50 Almanda F major F.2r-2v Minor variations 

P.51 Corrente (1) F major F.2v Minor variations. Single figure 3 for 3-
part chord  b. 22. 
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P.56 Sarabanda D minor F.2v-3r Minor variations.  Continues on stave 6 
of f.3r. Preceded by anonymous Gavotte. 

P.57 Almanda C major F.4v Same. Last bar squeezed in on extra 
stave at bottom of page 

P.58 Corrente C major F.5r Same 

P.75 Sinfonia C major F.16v-
17r 

Bass part included only in first three bars 
on f.16v. 

 

I-MOe Mus.E323 – 1643 (22 pieces) 
 

1r  Sarabanda E minor          1643 p.43 
1v   Alemanda D major         1643 p,44 
1v   Sarabanda  D major         1643 p.46 
2r  Corrente D major         1643 p.45 
2r-2v   Alemanda  F major          1643 p.50 
2v  Corrente  F major          1643 p.51 
2v-3r  Sarabanda  D minor         1643 p.56 
3v-4r  [Passacaglia A major         1643 p.34 

 Sop I]     
4v   Almanda C major          1643 p.57 
5r  Corrente  C major          1643 p.58 
8r   Toccata  F minor          1643 p.7 
8v-9r   Passacaglia  F minor          1643 p.8-9 
9r-9v   [Sop M]  E flat major  1643 p.10-11 
10r-10v  [Sop L]   C minor          1643 p.12-13 
10v-11v  [Sop O]  G minor        1643 p.16-17 
11v-12r  [Sop G]  F major          1643 p.18-19 
12r-13r   [Sop E]   D minor        1643 p.20-21 
13r-13v  [Sop B]   C major          1643 p.22-23 
14r-14v  [Sop D]  A minor         1643 p.24-25 
14v-15v [Sop A]   G major         1643 p.26-27 
15v-16v  [Sop +]   E minor          1643 p.28-29 
16v-17r   Sinfonia  C major          1643 p.75-76 
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Table 2 
Corbetta – Varii scherzi (1648) – I-MOe Mus. E.323 & Mus F.1528 

Corbetta 1648 Mus. 
E.323 

Mus 
F.1528 

 

Page Title Key Folio  Comments 

P.8 Passacaglie C minor  F.6r Bars 24-28 omitted but ends with last 4 bars 
modulating to B flat major. Figure 3 in b. 6 
for 3-part chord. 

P.16 [Passacaglia] D minor  F.5r Varies substantially. Barred irregularly. First 
4 bars only concordant?   

P.18 [Passacaglia] C major  F.6v First 15 bars only 

P.26 [Passacaglia] D major  F.4v Barred differently. B.19-23 omitted. Last 4 
bars omitted and 8 different bars added at 
the end. 

P.28 Chiacona C major  F.9r Incomplete. Last 4 bars on p.29 and whole of 
p.30-31 omitted. 

P.36 Sarabanda  C major F.7r  Identical 

P.37 Sarabanda  C major  F.7v Minor variations 

P.40 Almanda A minor F.5v  Titled “Gigue”. Unbarred. Varies substant-
ially. 

P.42 Corenta A minor F.7r  Minor variations 

P.44 Sarabanda  A minor  F.1r Identical but has what appears to be 2 bar 
coda at end. Two variant versions of this 
Sarabanda are included in Foscarini’s Quatro 
Libri della Chitarra Spagnola (ca.1640), p. 51 
& 53. It may originally have been a lute 
piece. 

P.46 Prelud F major F.7v  Identical 

P.58 Prelud Scordatura F.8r  Minor variations. Tablature tuning chart is 
standard  not unusual one in the printed 
book. 

P.70 Sarabanda  D minor  F.5v  
 F. 8v   
F.10r 
F.16v 

Identical 
Identical 
Varies – 2nd half of b.3-b.11 omitted. 
First section only – varies. 

P.71 Sarabanda C major  F.8r  

P72 Sarabanda C minor F.7v  Identical. Single figure 3 for last chord in b.6. 

P.74 Sarabanda G major  F.2v  
F.10v 

Identical 
Minor variations. 

 
I-MOe Mus. E.323 – 1648 (6 pieces) 

 

5v Gigue [Alemanda]  1648 p.40-41 
7r Corrente   1648 p.42-43 
7r Sarabanda  1648 p.36 
7v Prelud    1648 p.46-47 
7v Sarabanda   1648 p.72 
8r  Preludio   1648 p.58-59 

 
 



 

 

266 

 

I-Moe Mus F.1528 – 1648 (14 pieces) 
 

f1r Sarabanda   1648 p.44  
f2v Sarabanda   1648 p.74  (cf. f.10v) 
f4v Passacaglia   1648 p.26-27 
f5r Passacaglia   1648 p.16-17 
f5v Sarabanda   1648 p.70 (cf. f.8v, f,10r, f.16v) 
f6r  Passacaglia   1648 p.8-9 
f6v  Passacaglia   1648 p.18-19  
f7v Sarabanda   1648 p.37 
f8r Sarabanda   1648 p.71 
f8v Sarabanda   1648 p.70 (cf. f.5v,f.10r, f16v) 
f9r Sonata    1648 p.28 
f.10r Sarabanda  1648 p.70 (cf. f.5v, f.8v, f16v) 
f10v Sarabanda   1648 p.74 (cf.f2v) 
f16v Sarabanda   1648 p.70 (cf. f.5v,,f.8v. f.10r) 

del Corvetta 
 

Duplicated (2 pieces) 
 

f2v Sarabanda   1648 p.74 
f10v Sarabanda   1648 p.74  
f5v Sarabanda   1648 p.70 
f8v Sarabanda   1648 p.70 
f.10r Sarabanda  1648 p.70 
f16v Sarabanda   1648 p.70 

del Corvetta 
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Table 3 

I-MO-e Mus. E.323 & Mus. F1528 
Other composers 

 I-MO-e Mus. E.323 I-MO-e Mus. F1528  

Page Title Folio Title Folio Title Comments 

Bartolotti – Secondo Libro di Chitarra (ca.1656) 

P.13 Gavotte    F.3r Gavotta  Minor variations. Note heads on third line. 
H2 used instead of R in b. 11. Double not 
included. Extra bar after final cadence 
may be intended as an alternative ending. 
Left hand fingering added. 

P.31 Sarabanda    F.7r Sarabanda  A composite piece comprising material 
from an unidentified piece (including a 
version of the repicco variation) and con-
cluding with Bartolotti’s sarabanda. Note 
heads on third line. 

P.31 Sarabande   F.14v Sarabanda  More or less the same. Double not 
included. Note heads on the third line. 

P.50 Gavote  F.5r Gavotta    Minor variations. Note heads on third line 
throughout. 

P.65 Courante F.4v Corrente   Same. Note heads on third line 
thorughout. Double not included. 

P.77 Sarab F.4r Saraba   Minor variations. Note heads on third line 
throughout. 

Granata – Capricci Armonici sopra la Chittarriglia Spagnuola (1646)1 

P.52 Pasacagli 
sopra L 

  F.15r Passagallo First three variations only 

Granata – Soavi Concenti di Sonate Musicali per la Chitarra Spagnuola (1659) 

P.22 Sarabanda F.18r Sarabanda   B.1-9; b.17-25 only. An unrelated 
fragment on stave 9. 

P.34 Sarabanda   F.12v Sarabanda Minor variations. More alfabeto chords. 

P.53 Brando   F.15r B.o Minor variations. More alfabeto chords. 

Foscarini – I Quatro Libri della Chitarra Spagnola (ca.1640) 
P.85  Passacaglio 

passeggiato 
sopra’l D 

  F.3v No title B.11-16 and 26-36 of Foscarini’s piece 
incorporated. 

Pellegrini – Armoniosi concerti sopra la chitarra spagnola (1650) 

P.22 Corrente    F.12r No title Libro p.77 

P.30 Toccata 
seconda 

  F.14r Preludio No obvious resemblance2 

P.49 Alemanda 
quarta 

  F.10v Alma Libro p.42-43 

 

                                                           
1 Pistis has incorrectly given Op. III – “Nuova scielta di capricci armonici e suonate musicali in vari tuoni” (Bologna: 
n.p, 1651) as the source of this piece. 
2  
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I-MO-e Mus. E.323  

Bartolotti 
4r  Sarabanda  1655 p.77 
4v  Corrente  1655 p. 65 
5r  Gavotta 1655 p. 50 

 
Granata 

18r  Sarabanda  1659 p. 22 
 
 

I-MO-e Mus. F1528 
 

Bartolotti 
3r Gavotta   1655 p.13 

  
Foscarini 

3v No title p.85 ca1640  
 

Granata 
12v  Sarabanda  1659 p.34  
15r Brando    1659 p.53  
15r Passagallo   1646 p.523  

 
Pellegrini 

10v  Alemanda  1650 p.49  
12r  No title  1650 p.22 

 

 

                                                           
3 Pistis has given the  reference incorrectly. The piece is not in Granata’s Op. III but in Op. I 1646. 
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Table 4 

I-MOe Mus.Ms.E323 – Anonymous Pieces 

Folio Title Key Time 
Signature 

Concordance Comments 

F.1r Sonata D minor 3   

F.3r Gavotta  A minor ? I-Moe Mus. F.1528 
f.16r 

Almost identical 

F6r Capricio in a la 
mi re 

A minor 6/8   

F.6v Corrente C major 3   

F.6v Aria D minor C   

F.16v Sarabanda D major 3 Gallot f.22v Varies 

F.17r-
17v 

La prigioniera D minor 3   

F.17v-
18r 

Untitled D minor 3   

F.18v Corrente E minor 3   

 
9 pieces 

 
Table 5 

I-MOe Mus.F1528 - Anonymous Pieces 

Folio Title Key Time 
Signature 

Concordance Comments 

F.1r Preludio A minor C   

F.1v Passacaglia A minor 3   

F2r Preludio G major C   

F2r-2v Passacaglia G major 3   

F.4r Alemanda E major C  Similar in style to 
Alemandas in 1648 

F.5v Gavotta  D major C   

F.7v No title F major 3   

F.8r Corrente A major 3   

F.8v Aria D minor ?   

F.9v Minuetto D minor 3   

F.9v Corrente B flat 
major 

3   

F.9v-10r Aria C major ?   

F.10r Preludio G major C   

F.11r  Bell Fris Ballo 
per il re 

G minor ?   

F.11r-11v Giga G major 3   

F.11v- 
12r 

Bergamasca D minor ?   

F.12 Aria with 
text 

A major ?  Text unclear Se al-giura 
core d  si Amanti 

F.13r-13v Ruggiero D major C   

F.13v Passagallo 
Arpeggiado 

? ?   

F.13v Visona A minor ?   
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F.13v Gavotta 
Reale 

C major ?   

F.13v Piva C major 3   

F.14r Preludio C major C  Not actually by 
Pellegrini 

F.14r-14v Alemanda 
Bellissima 

C major C   

F.14v Piva C major ?   

F.15r Preludio ? C   

F.15v Minuetto ? 3   

F.15v-16r Ciaccona C major 3   

F.16r Giga A minor    

F.16r-16v Gavotta A minor  I-MOeMus.E.323  
f.3r 

 

F.16v Giga D minor 3   

 
31 pieces 
 
May 2017 
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Francesco Corbetta - The Best of All 

19. The Modena Manuscripts 
Appendix 

 
Allemande La Kark (1671 p. 25) and Sonata (I-MOe Ms.E323 f.18v) compared 

 
With one exception, all of the pieces in the two manuscripts which have been identified 

appeared in print in Italy between 1640 and 1659 and may even have been in circulation earlier. 
I-MOe Mus.E.323 rather surprisingly, given its provenance, includes one piece, an allemande, 
which is also found a slightly later source - La guitarre royalle (1671).  Although the two versions 
of the allemande are similar, there are some significant differences.  The manuscript version is in 
Italian tablature with alfabeto for the 5-part chords. The 1671 printed  version is in French 
tablature; all the chords are written out in tablature. In the manuscript version, the note values 
are halved so that one bar equals two bars of the printed version. There is no obvious reason for 
this.  (In the transcription they have been doubled to match the printed version). Both sources 
use the same system to indicate which chords should be strummed – the note values are  placed  
on the tablature staff with the stem down for a down stroke and up for an up stroke.  There are 
fewer strummed chords in the 1671 version.  

 
   Two signs for ornaments are used in the printed version. The cross – x -  following a letter 
indicates a descending appoggiatura or a trill starting on the upper auxiliary note which is usually, 
but not always, indicated with the appropriate letter beside the note to which it belongs.  The 
comma  - , -  represents a lower or inverted mordent. Only one ornament sign is used in the 
manuscript version, a comma, which is used in the same places as the x in the printed version 
although it occurs less frequently. 

 
   In 1671, Corbetta uses dots to indicate courses which should be omitted from strummed 
chords.   In the printed version of the allemande, he has placed a dot on the lowest line of the 
tablature to indicate that the fifth course should be omitted from the opening G major chords. 
His reason for omitting the fifth course is to enable the descending appoggiatura with a trill to be 
played on the first chord of the first full bar; the standard chord must be refingered so that this 
can be played with the fourth finger. Dots are not used in this way in the manuscript. The Italian 
version starts with the basic 5-part alfabeto Chord G3, a G major chord without an ornament. 
 
   Corbetta is not consistent in the way that he uses his dots. In bar 5 he has has used them to 
indicate that the first and fifth courses should be omitted from the chord on the third crotchet of 
the bar.  Exactly the same chord occurs on the first beat of bar 8; there are no dots but the chord 
is presumably intended to be played in the same way. It would not make sense to include the 
open courses. In both places he has indicated that the chord should be strummed. In the 
manuscript version, the fourth course is included in bar 5 but omitted in bar 8.  In both places the 
notes are to be played pizzicato.  
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   A more ambiguous situation occurs at the cadence on the third crotchet in bar 15. The open 
fifth course could be included as it is the dominant 7th;  the open first course would double the 
appoggiatura and continue to sound as it resolves. This is a common occurrence in music of the 
period. It would not be out of character either to include both open courses in the manuscript 
version although the cadence is approached in a different way.  
 
   An equally ambiguous situation occurs at bar 10.   On the first quaver there is a single note – C 
sharp – played on the second course at the second fret.   Corbetta has clearly indicated that this 
is to be strummed. This is a very common progression in La guitarre royale.  In order to play this 
effectively at least the third and fourth open courses need to be included in the strum.  The bass 
line is F sharp -  G -   A -   D.   The only option for a chord on G, taking into account the movement 
of the melodic line, is a first inversion E minor 7th chord – E – G – [B} – D.   The D is the minor 7th; 
it is prepared in the bar and resolves on C sharp on the third beat.   Because of the limited 
compass of the instrument, in order to include it has to be placed it on the fourth course where 
it is  duplicated in the lower octave.  The initial C sharp is an ascending appoggiatura. In the 
manuscript version the melodic line is different; the C sharp occurs as a simple passing note 
between two notes belonging to a G major chord and the whole passage is to be played pizzicato.   
 
   Overall the music is arranged on the fingerboard in the same way in both versions, with the 
same displacements resulting from the re-entrant fifth course.  There is just one interesting 
variation.  In bar 19 Corbetta has taken advantage of the re-entrant tuning to place the melodic 
line on the fifth course. This has enabled him to maintain a contiuous bass line and fill in the 
harmony to create a more effective cadence.  The manuscript version is reduced to a single line. 
One of the advantages of the re-entrant tuning is that it allows more flexibility when arranging 
complex music on the fingerboard. In bar 6 the part writing also makes better sense when 
inverted.  
 
   In the 1671 version the cadences reflect French influence.  In bar 5 there is an ascending 
appoggiatura in the lowest part of a chord which is to be strummed. Corbetta has clearly 
indicated that the first course should be omitted by placing a dot on the highest line; the second 
ant third courses are to be included.  The appoggiatura will sound simultaneously with its note 
of resolution.  The manuscript version has a plain 5-part alfabeto chord.   The cadences at mid- 
point and at the close feature the arpeggio figure typical of French sources whilst the manuscript 
version has a single note or chord. 
 
   It is not possible to say with certainty which version came first, or indeed that the piece is by 
Corbettta himself and not something he borrowed from someone else. However, the most likely 
scenario is that the manuscript version is the earlier of the two; Corbetta may have included it in 
one of his earlier missing books and re-used it in La guitarre royale (1671).  It is not uncommon 
for composers to revise and recycle their works in this way. In any event, as we have seen with 
the Gallot manuscript, other pieces from La guitarre royale were in circulation before the book 
was printed. Nothing is quite as straight forward as one would like. 
 
May 2017 
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Allemande La Kark (1671 p. 25) and Sonata (I-MOe Ms.E323 f.18v) compared 
 

Staff Notation Version 
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Tablature 
  

Allemande La Kark (1671 p. 25 
 

 
 

Sonata (I-MOe Ms.E323 f.18v) 
 

 


