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‘Artificial Fragments’ and Paratexts in Mauro Giuliani’s
Le Rossinian®pp. 119-123
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The early-nineteenth-century guitar virtuoso Mauro Giuliani (1781—
1829) was a master of the potpourii, a genre of which the main
characteristic is the featuring of famous opera themes in the form of
musical quotations Giuliani’s Le Rossinianecomprises six such
potpourrisfor guitar, composed at the time when Rossini was the most
famous operatic composer in Europe; they are acknowledged as
Giuliani’s chetd ' 0 e iu tiig genre. Through an investigation of the
original manuscripts of Le Rossinian®o. 3, Op. 121, and No. 5, Op.
123, I consider that Giuliani, apparently in order to be fully understood
by both performers and audiences, wanted to overtly reference these
musical quotations; and that he left various paratextual clues which in
turn support the validity of my observations. Utilizing both music and
literary theory my analysis investigates and categorizes three types of
peritextual elements adopted by Giuliani in order to classify and
reference the quoted musical themes in Le Rossinianefor both
performers and the public: title, intertitle, and literal note. Further
investigation of these works also leads to the hypothesis that each of
Giuliani’s musical quotations, called in this paper artificial fragments
can be considered as a further, and essential referential element within
the works.

At the beginning of the nineteenth century the making of potpourris
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 Opera|[...]
[and] when [...] introduced in a spirited and brilliant manner [...]
both the composer and the practiced player can ensure great
success” (1848 online: 86). By transcribing such fragments
extrapolated out of operas artificially, and by then quoting and
connecting them together in a refined state, the potpourri genre
eventually defined certain performers’ popularity. This specific type
of excerpt utilized in the creation of potpourrisis defined here as an
artificial fragment a musical fragment coming from a certain
composition which is made so (that is, fragmentary) through a
process of artificial selection and extrapolation by the same or



another composer, in order to reutilize it within his/her own new
composition. !

The guitarist Mauro Giuliani (1781-1829) was at the center of the
exploitation of this musical practice. His acquaintance with Ignaz
Moscheles (1794—-1870) and Johann Nepomuk Hummel (1778-
1837), themselves famous potpourri composers, may likely have
been the reason why he was able to become such a master of it.?
Giuliani’s Le Rossinian®pp. 119-124, a series of six potpourris
for guitar written during his time in Rome and Naples between 1820
and 1829 (see Heck 2013 kindle: chap. 4) to both honor the music
of Gioachino Rossini (1792—-1868) and to take advantage of the
composer's immense popularity in Europe at that time, are
considered masterpieces of this genre. According to the guitar
performer, teacher, and scholar Ruggero Chiesa (1933-1993), in Le

1| arrived at the concept drtificial fragmentafter contemplating the meanings

that the termsquotationandfragmentassume when utilized within the field of

musicology. Th®xford English Dictiona@nline(from now on abbreviated as
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when quoting musical themes for gotpourri a conposer extracts multiple

musical fragments from a complete (and usually setbwn) piece of music.
Therefore, the extraction of such fragments from complete works to be
reutilized in gotpourria) is a process corresponding to the one described by the
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musicology (as defined by ti@ED. With regard to the last point, it is also worth

noting that the artificial fragments irLe Rossinianenay, to paraphrase the

definition provided by theéDED be considered as portions of transcriptions of
complete operas, left incomplete by their transcriber. This is especially likely,

given that,as Marco Riboni st@s, many of the themes utilized to compose all

of Le Rossiniangrobably came from original manuscripts that Rossini is known

to have given to Giuliani (cf. 2011: 437he last reflection may be a further
important point of view to consider when it comde defining how many

different types of musical fragments may be found in works of music.

2 Although there are no accounts describing any direct influence of either
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musical coliborations that Giuliani had with them, e.g. their glamorous 1815
Dukaten Konzert@erformed together with cellist Joseph Merck (1¢3B52)

and violinist/composer Joseph Mayseder (178863) at the botanical garden of
+ASYyYyl Qa { OKI y o NAig kndle: chiag. %).3t is dadt® suppbsd O] H
that Giuliani had regular, and frequent exchanges of ideas about music with both
Hummel and Moscheles, whogetpourris(as well as other species faintasig)

were deemed by Czerny to be models to be followedstoglents interested in

writing in such a genre (cf. Czerny 1&48ine: 89).
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RossinianeGiuliani “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” (Giuliani 1976: “Preface”). Giuliani picked
themes from 16 operas by Rossini (cf. Castelvecchi 1986: 52-68),
most of which “are the faithful mirror of the bright career of Rossini
in Italy, [ranging] from the first important successes in Milan — [such
as] La Pietra del Paragonewhich was performed 53 times at the
[Teatro alld Scalain 1812 — until [Rossini’s] farewell to the Italian
scenes in 1823 with the supreme formal perfection of Semiramid@
(Riboni 2011: 436).° More importantly, “the choices [of Rossinian
themes] made by Giuliani undoubtedly display the presence of 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”
(ibid.: 436f).*

My first purpose is to investigate how Giuliani conceived his own
practice of paratextualityin Le Rossirane My examination will be
done by following the postulates coming from the study Paratexts:
Thresholds of Interpretatiomritten by the French literary theorist
Gérard Genette (1930-2018) — the inventor of both the term
paratextualityand most of its concepts. Graham Allen summarizes
the concept of paratextas follows:

The 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 notes. 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

3 dLe Rossinian& XsBno lo specchio fedele della luminosa carriera di Rossini in

Italia, dai primi importanti successi milanesiLa Pietra del Paragonehe nel

1812 vide allaScala ben cinquantatré replichgefino al congedo dalle scene

italiane nel 1823 con la suprema perfezione formaleSeimiramide (All
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it has to be pointed out that one ofhe themes quoted by Giuliani ihe

Rossinianebelongs toLe Siege de Corinth@826), an opera written during
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4 d[L]e scelte operate da Giuliani vedono senza alcun dubbio la presenza di tutte
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the text in question. The paratext is the sum of the peritext and
the epitext. (2001: 103)

My hypothesis is that Giuliani uses three types of peritexts as
standard elements referencing his artificial fragments extracted from
Rossini’s operas: title (i.e. Le Rossiniang intertitle (in the form of
a tempo marking), and literal note (in the form of a footnote). In
order to explore Giuliani’s original referential intentions for his
Rossini-inspired potpourris my examination of these elements
focusses on the two sole manuscripts of Le Rossinianevailable
today — Le RossimneNo. 3, Op. 121 (see Giuliani 1823 ca.), and
No. 5, Op. 123 (see Giuliani 1823b). This choice has been made for
three reasons:

a) The first editions of Le Rossinian®p. 119 (see Giuliani
1822a online) and Op. 120 (see Giuliani 1822b online) —
published by Domenico Artaria — and of Le Rossinian®p.
122 (see Giuliani 1824a online) and Op. 123 (see Giuliani
1824b online) — published by Anton Diabelli — only report
the first two of the three referential elements written by
Giuliani in his manuscripts. Moreover, Diabelli changed the
original titles of Opp. 122 and 123 as Premiéreand Seconde
Fantaisie pour la @itare Seule sur Plusieurs diifs de
Rossini

b) The first edition of Le Rossinianép. 121 (see Giuliani
1823a) — published by Domenico Artaria — contains all three
peritextual elements utilized by Giuliani. However, the
written notes are not featured as Giuliani intended: they look
more like intertitles (in the form of chapters).

¢) The first edition of Le Rossinianedp. 124 (see Giuliani
1828) — published by Giovanni Ricordi — features all three
of Giuliani’s peritextual elements as he intended. However,
this edition is retitled VI. Rossiniangper Chitarra®

5 My investigation of the original manuscripts of Opp. 121 and 123, as well as the

FANRG SRAGA2Y 2F hL wmunX fSIFRa YS (G2 02y O0f dzR!
modusoperandifor his peritexts. The three peritextual elements analyzed here

were generally utilized by Giuliani by featuring them sequentially for every

artificial fragment (as described above). However, the originals of Opp. 121 and

123, and the first editio of Op. 124, reveal that there are a few cases where

Giuliani juggles with tempo markings and literal notes by excluding either one

and/or another from a few such artificial fragments of his choice. In my opinion

this seems to happen whenever Giuliani wedhto leave some sort of subtle

interpretive clues about the fragments involved for the benefit of any potential

performer. However, the main focus of this paper is to describe the peritexts in

Le Rossinian@p. 121 and 123 in the way in which Giuliaanstardized them. |

LX Fy G2 RSRAOFGS | FdzidzNB LI LISNJ 12 RSaONROGAY3
implied indications to performers for the interpretation of the artificial

fragments involved.



The second purpose is to demonstrate that every artificial fragment
present in the works in question is to be considered as an important
adjunctive referential element, an element legitimizing the peritexts
analyzed in this paper. This will be determined through the use of
my reflections on the methodologies outlined in two recent works:
“The Problem of Reference in Musical Quotation: A
Phenomenological Approach” by Jeanette Bicknell (2001), and
Motives for Allusiorby Christopher Alan Reynolds (2003).

Title: Le Rossiniane

As Genette explained, quoting Leo H. Hoek, a title is a “set of
linguistic signs [...] that may appear at the head of a text” (1997:
76). Genette used the title of Voltaire’s Zadig ou La Destinée,
Histoire Orientaleto define the three constituent elements of such
“set of linguistic signs”: “title” (i.e. Zadig), “subtitle” (i.e. ou La
Destinég and “genre indication” (i.e. Histoire Orientalg (cf. ibid.:
55f.). He then specified that

[[]n our present culture, only the first element is obligatory.
Today we more commonly encounter defective forms of the
system, for example, title + subtitle (Madame Bovary, Moeurs
de [P]rovince or title + genre indication (La Nauséee, Roman
[Sartre’s Nausea, ANovel, not counting really simple titles, that

is, those reduced to the single element “title”, without subtitle or
genre indication, such as Les Mots [Sartre’s The Word§[...].
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 E d u cemtimiendah Histoire
d ' jeanehommeFlaubert’s Sentimental Education: The Story
of a Young Ma}) or into the first (Le Roman de laose; Life of
Johnson; Essai sur $emoeurs[Voltaire]; and so forth) [...].
(Ibid.: 57)

Turning to the cover of the original manuscripts of Opp. 121 and
123, Giuliani apparently wanted his works to be named by using the
“title” Le Rossiniane per Chitarrand excluded any subtitle and/or
genre indications (see Figures 1 and 2).6

6 As is noticeable in Figure 2, Giuliani addedra(or Lyrg in the title of Op. 123,

to indicate that this work was also playable on the Lguéar. However, this
specification willnot be considered in this analysis due to the fact that the
nineteenth-century Lyreguitar was simply a sistring guitar featuring Lyrelike
body, and thus belonging to the guitar family. For more information about the
history of the Lyreguitar, seeOphee 1987: 238244.Further, my analysis of the
title is focused only ohe Rossinianghus excluding the locutioper Chitarra
due to its triviality: like many other musicians o ime, Giuliani includegder
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In particular, Giuliani’s choice of using the third-person plural,
deonomastitexpression, Rossiniangfor the title of the entire set of
works suggests the following: that by fashioning this title through a
conventional practice of his time, Giuliani’s concern was to make
sure that a wide section of the public could immediately comprehend
the derivative nature of the musical material contained in them. 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 [...]” (Reynolds 2003: 104).

Figurel:Titteon t he cover of Mauro Giul
of Le Rossiniane No. 3, Op. 1211823 ca.: 1)

Chitarrain the title only to provide information about the instrument for which

he had composed the piece.

7| derive the worddeonomastidrom the Italian termdeonomastico According

to Livio Gaeta, deonomastiese lexemesreated from proper nouns, and they

can be either 1)leanthroponymicgdeantroponomiqiif they are derived from a
LISNE2Yy Qa VYl YS 66 KAOK Rdssiniang $inSe tiislvarg 2 F
deonomastic derives from the surname Rossiai)d 2)ethnics(etnici) if they

are derived from a toponym, i.e. the name of a geographical placeGseta

2010 online)

ani’' s
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Figure2 Titleon t he cover of Mauro
of Le Rossiniane No. 5, Op. 1231823b: 1)

Giuliani himself, in a letter sent to the publishing firm Artaria, dated
7 September 1822, confirms his reason for this choice. Attempting
to validate his own opinion that his RossinianaNo. 2, Op. 120 was
a proper composition and not just an ordinary recueil of Rossini’s
arias (and thus worth to be considered 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 Rossiniandg...], 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 (Heck, Riboni, and Stevens 2012: 17)®

This concern about the lexical choice for the title might have derived
from Giuliani’s consideration that the public was the main addressee
of the title of his works. The potential public or the title of a piece
of music is, however, much wider than the public that either attends
a concert and/or is able to read the musical text of the piece, and
therefore interested in buying the score. In the case of Giuliani, this

Gi

8 This letter is itself an epitext related lce Rossinianespecifically, a private
f SGGSNI Of FNATFeAy3ad GKS yI (dzNB-ingpifed DA dz Al YA QA&

potpourris The translation of this letter from Italian to English was made by Anna

and Thomas Heck, and their article also providegrdescript of the letter in its

original language (pp. 24. It is also worth noting that Giuliani utilized the other

third-person plural expression featured in this excerpt, liLe.Giulianateas the

title of his much later Op. 148, a set consistingewht pieces published by

Artaria in September 1828 (see p. 24 of the same article).
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public would have been (or be) mostly any professional 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 well have agreed since, as he stated,

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).” 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. (1997: 74f)!°

Giuliani’s very choice of the title Le Rossinian@ndorses the idea
that he was aware of all the above-mentioned kinds of public — and
that his awareness was 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 had on such issues, he
certainly comprehended the following fact:

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

'Ly GKS Ol &RSssigighethi katetoky Imight i depresented by those
guitar students or amateurs who, for technical and/or emotional reasons, do not
feel gpod enough to tackle his music, either partly or fullipisreflection can be

also made about other instrumental music students or amateurs, ones who have
any sort of hesitation towards a composition they deem to be too advanced for
their musical understading and/or technical skills.

10| adapted the original excerpt by substituting for the wdrdok either the
expressiormusical texor text within brackets.
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be circulated — or, if you prefer, a subject of conversation. (Ibid.:
75)

I previously pointed out that the expression Rossiniane(isolated
from its article, Le) is a deonomastic: more precisely, it is of the
deanthroponyme type, since it derives from the surname Rossini. A
deonomastic of this type follows a morphological process where the
word Rossini is an eponymous anthroponym undergoing an
affixation,!" and in Italian such an affixation consists most of the
time of either a prefixation or a suffixation. 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, -anq -escoand
-ista], with] -iano [being] nowadays the most utilized suffix to
derive deanthroponymic adjectives” (2004: 411).!> The frequently
occurring suffix -iano is usually exploited to coin adjectives out of
names, which designate origin or provenance (cf. Valico online).
Such a suffix is used particularly with anthroponymic eponyms —
such as shakesperian@Shakesperian) and marxiano(Marxian) — as
well as with ethnic eponyms — e.g. bostoniano(Bostonian) and
singaporiano(Singaporean) (cf. Gaeta 2010 online). In addition, -
iano is abundantly used as a suffix to be combined with the names
of musicians and scientists (cf. Grossman and Reiner 2004: 411).

All of the above reveals something key to my discussion: since
Giuliani wished to make the public aware that “[he] chose to call
[his potpourrig Rossinianéecause [he] intend[ed] that the chosen
themes be by Rossini”, he selected the feminine plural version of -
iano, i.e. the suffix -iang as the one to be placed after Rossini’s
name so to transform it into a suitable title for his collection.

Intertitle: Tempo Marking

Tempo markings are described as “[w]ords [...] in musical scores
used to define the speed and specify the manner of performance”
(Fallows 2001 online). Together with musical 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]

11 SeeGaeta2010 online

oLy GdziG2 fQAGFEALFY2 dziAfATTEF LAG RA dzyl R211
deantroponomici, ma di questi solo quattraano, - ano, -escoe -ista, sono

altamente produlttivi [, e di cuiliano & oggigiorno il suffisso piu utilizzato per

derivare aggettivi deantroponomi€i



through a [composition]” (Naillon 2019 online).!* 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
labeled as intertitle any “title given to a section of a book: in unitary
texts, these sections may be parts, chapters, or paragraphs” (1997:
295). 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 [it] [...]. [However], in contrast to the general title [...],
intertitles are by no means absolutely required. Their potential
presence extends from impossible to indispensable [...]. (Ibid.:
294)14

In the case of a unitary musical text like Le Rosiniane a tempo
marking is indeed indispensable (see Figures 3 and 4). In fact, such
intertitles not only 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 artificial fragment taken from an outside source has being
introduced into the piece, and that b) this fragment 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
supportive of the pacing of his/her music. Thus the intertitle
functions as the main indicator of the quoted fragment’s archetypal
mood.

13 1n order to adapt the definition of narrative pace to the main focus of this
paper, | have substituted the wordgiter andstoryrespectively withcomposer

and composition

4 Wwith regard to the last sentence, | would say that the potential presence of an
intertitle such as tempo marking would extend framinimal to indispensable.

In fact, a composer today would never give up the primary pacing tool available
in music, unles compositional exigencies require it.
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Figure 3: Tempo marking- highlighted within a black ellipse-

placedupon thequot ed fr agment of Rossini’'s “I
Duetto dellaDonna del Lago” (see Figure 5)(Giuliani 1823 ca.:
3).
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Figure 4 Tempo marking- highlighted within a black ellipse-
pl aced upon the quoted f rOpganent of RoOSSs
la Cenerentola” (see Figure®) ( Gi ul i a.ni 1823b: 3')

Literal Note: Footnote

A literal note is a paratextual element addressed to readers who
might be particularly attracted to any additional thoughts or
information about the text and, to follow Genette, classifiable as “a
statement of variable length (one word is enough) connected to a
more or less definite segment of text and either placed opposite or
keyed to this segment” (Genette 1997: 319). These notes may be
located 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” (ibid.: 321f.).

As may be observed in Giuliani’s quotation of both the
“Introduzione, e Duetto della Donna del Lagd in his Rossiniana
No. 3 (see Figure 5) and the “Sestetto nell” Opera la Cenerentola
in his RossinianaNo. 5 (see Figure 6), he first uses either a letter or
a number in order to mark his musical quotations. He then reports
this letter or number at the bottom of the page and adds a (foot)note
close by in order to identify the provenance of the aria for the reader.

11
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Figure 5 Example ofiteralnot es i n Giuliani’s manuscr
121 (1823 ca.: 3)A* cal |l out”’ (letaempp used near
marking anda footnote— here highlighéd within a black circle-in
the quoted fragment ,efDuet®odsllai ni ' s “ 1 ntr

Donna del Lago” .

Figure & Example ofiteralnot es i n Giuliani’s manuscr
123( 1823 KA ca’l ) out’ (numberempoi s used neart
marking anda footnote— here highlighéd within a black circle-in

t he qguoted fragment o fOperR das s i n i
Cenerentola” .

S “Sec

This kind of written note, consistently used by Giuliani in his own
original manuscripts'® — and reported almost in the same manner by

L ONARSTte RA&aOdzaa GKAA LI NIAOdz F NI A&aadzsS +fa.
Nineteenth-Century Transcriptions through History of Opera and Music
t dzoft AAKAY3AY al dzZNB DA dzf Ale Rosdhandg. 2, NDOSa F2NJ ¢g2 ¢K
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Ricordi in his first edition of Giuliani’s Op. 124 (see Figure 7) —
functions as a reference for his quotations. It serves to indicate 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 named original assumptive
authorial notegsee 1997: 322-325), 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 [...]” (ibid.: 325).
Notes of this kind were exploited by Giuliani so as not to renounce
to “the possibility of a second level of discourse, one that sometimes
contributes to textual depth” (ibid.: 328). More precisely, Giuliani
used these referential notes as instruments by which information can
be provided about the quotations to any reader of the scores who
wishes to know about their provenance. At the same time, they do
not disturb the reading flow of the actual musical text whenever the
reader needs to focus exclusively on that text.

BOSMSINI o

N
R gt h- :‘
LARGHETTO - - C——a=2 L:_— =
. e AR
1'.) = - ¥

O (‘)uinfvl?n nella SEMIBRBAMIDE.

Figure 7 An example ofiteral notesin the Ricordi edition of

Gi u | iRasdiniaria No. 6, Op.1241828:4)A* cal | out’ (number)

is used near bothtempo making andafootnote-here highlighéd
within a black circle-r e f er enci ng the quoted
“Qui nt e Semimmide’e Asimay benoticed, theappearance

of these printedotes is almost identical thosein themanuscripts.

The only difference is that the first calloutimsclose proximity to

the intertitle Rossini placed upon the fragmanijused as further
indication that the theme is ossini. Tfs latter indication takes

the place usually reservddr tempo markingsyhichhereis placed

before the staff.

MHNY YR b2d® 03X hLI®d mMuHME Oddhedd6it, 12 LIA Y A
28).
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The Artificial Fragmentas an Element of Referentiality

Identifying the peritexts shared among the artificial fragments
present in Giuliani’s Le Rossinianes elements of referentiality has
been the main focus of this paper. However, all the peritextual
elements listed here would be meaningless if the actual artificial
fragments to which they refer were not to be found within Le
RossinianeThis suggests in turn that there is a need to find a further
element of referentiality, one which allows us to identify the
fragments themselves as being authentic. Here is where Jeanette
Bicknell’s assertion that the very musical signs reporting outside
excerpts on a score denote the manifestation of those excerpts (cf.
2001: 189) can provide a suggestion of what such an element of
referentiality might actually be: the quotations of Rossini’s music
present in Giuliani’s Le Rossiniang i.e. Giuliani’s artificial
fragments themselves.

To explain why an artificial fragment in Giuliani’s works can be
considered as a further element of referentiality, an expansion of the
quote (previously cited) by Reynolds about the acknowledgement of
borrowed ideas 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 blatantquotations of welknown chants, chorale
melodies, or folkson{$2003: 104; emphasis added). In the case of
Giuliani, the quotations present in Le Rossinianare 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 time. The two composers’ close historical
proximity also enhanced the chances of these quotations being
readily recognized. This high degree of probability was maximized
through Giuliani’s ability to use a peritextual element, such as the
title Le Rossinianewhich, to use a paraphrase, was (and is) able to
activate “the listener’s foreknowledge of the quoted source[s] [...]
atmospherically allied with [the] composition [...]” (Keppler 1956:
473f%).

Conclusion

This investigation leads to a few reflections about Giuliani’s uses of
types of peritexts in Le Rossinianend their outcomes:
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a)

b)

Giuliani was able to present his musical quotations through
a title that could allow all types of public interested in music
to figure out the fact that

1 fragments from outside sources were going to be
featured consistently in his pieces through the use of
a very successful genre;

1 these artificially extrapolated excerpts originally
came from the works of a single music creator
(Rossini), who at that time was enjoying
unprecedented popularity in Europe as an opera
composer.

In other words: the title Le Rossinianevas 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. Therefore, his chosen title
serves as the primary source of informational background
about what I have denoted as his featured artificial
fragments. This information, then, was what presumably
awakened the attention of the musical public — a public that
would learn of this either through attending his concerts, or
by reading the title in a music magazine or on the cover of
one of Giuliani’s published scores; and that in both cases,
might eventually buy these scores.

A 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 (cf. 1997: 342). Hence, according to
the French theorist, 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” (ibid.: 328). 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 appear to 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 ultimately extend the musical knowledge
about the quotation (which ultimately modulates the
performers’ interpretation of the various musical
‘fragments’ by comparing them to the originals) rather than
functioning as a mere reassurance to anybody buying the
scores of Le Rasinianethat they would find certain specific
(and favorite) arias within them.
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¢) Tempo marking intertitles can also be explained by reporting
and modifying part of the comments about Giuliani’s literal
notes. By commenting on the character of a section (and
although written in the form of letters rather than musical
notation), tempo markings extend the knowledge of, and
indeed modulate that very section’s interpretation, thus
demonstrating that they belong more to the text than to the
paratext. The fact that in Giuliani’s musical text both
intertitle and original notes do not actually belong as much
to the paratextual level as to the text itself, is not at all
contradictory; and this makes sense when understood
through a consideration of Genette’s general perspective on
paratext:

[T]he paratext is an often indefinite fringe between text
and oft-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. (Ibid.: 343)

A second (and final) reflection can be made about the consistency
between the artificial fragments in Le Rossinianeand the peritexts
signaling them, as well as the relevance of my idea of the artificial
fragmentas a referential category within these works. An artificial
fragment is an important element, one which can be distinguished
from the rest of Le Rossinianes a singular identifiable object by
audiences during a concert, and by performers (or scholars) during
the analysis of these and other works. What Giuliani made sure to
do is to reify the presence of these artificial fragments from
Rossini’s operas by featuring and emphasizing the peritexts I have
described in this paper. The peritexts left by Giuliani in his scores
are thus validated at the very moment when their respective artificial
fragments are accordingly identifiable. Because of this the
referential element, artificial fragment is the first in order of
importance among all the elements of referentiality I have presented
here: it allows for the most basic identification of the Rossinian
themes retrievable in Le Rossiniang and for revealing a deeper
understanding of the complex web of referential processes that lie
under the apparent informational simplicity of Giuliani’s peritexts.
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