
Realizing Fenaroli

What Did Elite Students Do
When Given a Fenaroli Bass?

 Historical Examples from the 1800s



No. 1, Gj 1476 No. 4, Gj 1381

Samples of the Fenaroli realizations pub-
lished by Emmanuele Guarnaccia.

A Book-I partimento realized for small or-
chestra as a model for student composers.

An advanced student at the Paris Conserva-
tory in 1875 realizes one of the last parti-
mento fugues from Fenaroli’s Book VI. The 
student, Jean Lapuchin, studied in the class 
that would include Claude Debussy just a 
few years later.

The same partimento fugue (G minor, 
Book V) realized by four musicians: (1) 
the composer Guarnaccia, (2) the student 
Buonamici ca. 1819, (3) Fenaroli’s student 
Vietri ca. 1817-18, and (4) the Paris Conser-
vatory professor Deldevez ca. 1870s.

A student at the Naples Conservatory 
(1871–75) realizes partimenti from Fenaro-
li’s Books I, II, and IV. The student, Flores-
tano Rossomandi, began with the Rule of 
the Octave and advanced, step by step, all 
the way to partimenti with imitation.

Fenaroli’s Book I, No. 1 realized by three-
musicians: (1) the student Bazan, 1875, (2) 
the student Bono, 1875, (3) and the com-
poser Fiocchi, 1804. They realize this be-
ginner’s partimento as, respectively, a series 
of chords, a counterpoint exercise, and a 
vocalise.

No. 2, Gj 1306, 1317, 1331, 1360 No. 5, Gj 1301

No. 3, Gj 1331, 1374 No. 6, Gj 1314



Fedele Fenaroli (1730–1818) had a formal, classical education before 
devoting himself to conservatory training in Naples. Perhaps for that 
reason he was selected early as a master and spent the rest of his long 
life in the conservatory. When still a student, he trained with Fran-
cesco Durante, whose partimenti were an inspiration for Fenaroli’s 
own partimenti. Fenaroli was not the artistic equal of Durante or other 
famous masters, but his talent lay in in creating a step-by-step series of 
lessons that were eventually published and adopted all over Europe. 
In Italy and France the six books of Fenaroli partimenti were continu-
ously in print for more than a hundred years and studied by practically 
every music student until the early 20th century. 

Realizing a Fenaroli partimento—creating a right-hand keyboard part 
to accompany the written-out left-hand part—was a standard task for 
music students. Because this tradition nearly died out in the 20th cen-
tury, it may be helpful to show the kinds of realizations that students 
created in the 19th century. From that period, true improvisations of 
Fenaroli partimenti have left few traces. We do, however, have many 
hundreds of fully notated realizations that were turned in as homework 
for classes in written harmony. Most of the realizations in the following 
collection had their origins in that type of homework. A majority of the 
images for Italian sources were contributed by Prof. Giorgio Sangui-
netti, the leading scholar on partimenti.



No. 1 Fenaroli Assigned at the Paris Conservatory, May, 1874

The student Jean Lapuchin won a 2nd prize in written harmony in 
1874 and a 1st prize in fugue in 1879. He studied in the harmony class 
of Émile Durand, where, at the time of Lapuchin’s winning fugue, one 
would also find Gabriel Pierné, Paul Vidal, and Claude Debussy. 

The following three pages show Lapuchin’s homework where he real-
izes on four staves (Fr.: a réalisation; It: a disposizione) one of the last 
partimenti in Fenaroli’s Book VI (Gj 1476), treated as a given bass 
(basse donnée). Measure numbers and various explanatory marks have 
been added by the editor. Note: the upper three staves are in soprano, 
alto, and tenor clefs.

Lapuchin approached this partimento as a partimento fugue. The de-
scending chromatic Subject is marked “A” in m. 1, with a “down a 3rd, 
up a 2nd” countersubject in m. 2 (alto voice and clef). In m. 3, below 
the name “Fenaroli,” Lapuchin indicated “Frag[ment of] A,” meaning 
a partial imitation of “A.” The fugue’s Answer enters in m. 6. The two-
voice combination in the outer voices labelled “Counterpoint B” (mm. 
12–20) serves as an Episode before the Answer returns in m. 20, initiat-
ing a Counter Exposition.

The Grand Pause in m. 46 signals the end of the fugue’s first part and 
the beginning of the Stretto section. What was implicit in m. 3 (“Frag. 
A”) becomes explicit in m. 49. The return of Counterpoint B in m. 63 
leads into a final section of cadencing.



m. 1

m. 10

m. 19



m. 29

m. 39

m. 49



m. 59

m. 68

m. 77



No. 2

At the same time that Jean Lapuchin was studying in Paris with Émile 
Durand, 14-year-old Florestano Rossomandi was beginning his studies 
in Naples with Luigi Respoli. Respoli assigned Rossomandi to realize, 
in keyboard style, all of Fenaroli’s Books I and II, and much of Book 
IV. Keyboard style made perfect sense for Rossomandi, who quickly 
developed into a piano virtuoso and went on to become an important 
piano professor at the Naples Conservatory (where his realizations are 
preserved today).

Preparatory to Book I, Rossomandi had to write out realizations of the 
Rule of the Octave in all three right-hand positions in all major and 
minor keys. We are fortunate today to be able to documente how a 
student progressed, over the course of nearly four years, all the way 
from the Rule of the Octave to advanced realizations. As you can see 
in the following pages (Nos. 2-a to 2-f), Rossomandi begins with largely 
chordal realizations and then, over the course of four years, develops a 
more contrapuntal style with all the standard dissonances (e.g., passing 
tones, suspensions, etc.), a more active melody, and the motivic imita-
tions that helped prepare a student for partimento fugues.

Due to the length of these realizations, only the first page of each will 
be shown.

Fenaroli Assigned at the Naples Conservatory, 1871–75



No. 2-a Rule of the Octave in C Major and A Minor

A  Minor

C  Major

Position #3

Position #3

Position #2

Position #2

Position #1

Position #1

Partimento Bass

Partimento Bass

Fundamental Bass

Fundamental Bass



No. 2-b Fenaroli, Book I, No. 6 (Gj 1306)

Teacher’s Corrections

Student’s Realization

Partimento Bass



Fenaroli, Book II, No. 1 (Gj 1317)No. 2-c

Teacher’s Corrections

Student’s Realization

Partimento Bass

An advanced student 
could see that the 
opening motif (in the 
blue box) would form 
a correct counterpoint 
if played an 8va higher 
in the right-hand part 
of m. 2 (the red box). 
But students working 
on Fenaroli’s Book II 
were not advanced, 
so Rossomandi only 
provided chords (cor-
rected in places by 
Respoli).



No. 2-d Fenaroli, Book IV, No. 1 (Gj 1331)

“Static” Realization

“Active” Realization

Partimento Bass

In the “static” realiza-
tion we see the type 
of chording used in 
Books I and II. In the 
“active” realization 
we see Rossomandi 
beginning to explore 
the creation of upper 
voices that match the 
flow of the partimento 
bass. This is a rare 
type of dual realization 
found nowhere else in 
Rossomandi’s assign-
ments.



No. 2-e Fenaroli, Book IV, No. 30 (Gj 1360)

Teacher’s Corrections

Student’s Realization

Partimento Bass

With more experi-
ence, Rossomandi 
could see that the 
opening motif (in the 
blue box) forms a 
correct counterpoint if 
played an 8va higher 
in the right-hand part 
of m. 2 (the red box). 
In the combination 
at the bottom of this 
page, imitation is at 
the 12th (an 8va + a 
5th).



No. 2-f Fenaroli, Book IV, No. 44 (Gj 1374)

1

1’

1

2

3

4

PRACTICING THE 
MOVIMENTI

1. Down a 4th, Up a 
Step, with alternating 
4–3 and 9–8 suspen-
sions.
2. Up a 4th, Down a 
5th, with imitation at 
the 10th.
3. Rising Scale, with 
alternating 6/5 and 
5/3 chords (with 9–8 
suspensions).
4. Down a 3rd, Up a 
Step with imitation at 
the upper 4th (=11th).
1’.  Same as in m. 1  
but with imitation at 
the 8va.



No. 3 Fenaroli Realizations Published by Guarnaccia 

The early 19th-century Italian opera composer Emmanuele Guar-
naccia, a contemporary of Rossini, published a deluxe edition of 
Fenaroli’s partimenti. When Guarnaccia got to Book IV, he placed 
each partimento and a full keyboard realization of it on facing pages. 
These realizations are of a very high quality and so observant of all of 
Fenaroli’s rules and principles that some sort of direct link to Fenaroli 
is likely. The nature of that link, however, is at present unknown. The 
realizations could be by Guarnaccia (an experienced composer) or, 
more speculatively, even by Fenaroli or one of his assistants. Com-
parisons with other realizations by students who studied with Fenaroli 
suggest that the realizations in Guarnaccia’s publication are close to 
“official” versions. There are indications that this publication may have 
appeared as early as 1825, but the better known Ricordi edition is from 
the 1850s. 

The pages in Guarnaccia’s publication are in a very large format. They 
have been replaced on the following pages with just their first pages 
adapted as smaller, modern scores transcribed from the originals. 



No. 3-a Fenaroli, Book IV, No. 1 (Gj 1331)
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NOTE:  Compare Guarnaccia’s artful realization with the student version by Rossomandi (No. 2-d).



No. 3-b Fenaroli, Book IV, No. 44 (Gj 1374)

NOTE:  Compare Guarnaccia’s realization to Rossomandi’s (No. 2-e). Guarnaccia’s opening r.h. figuration is the same 
one recommended by Durante as “Style 2” for Romanesca basses (see Durante, Partimenti with Diminutions, No. 7).



No. 4 Realizations of Fenaroli’s G-Minor Partimento Fugue (Gj 1381)

Fenaroli died in 1818. In the last decade of his life he completed the 
two sets of partimenti published as his Book V and Book VI. These 
collections feature partimento fugues. As advanced studies they were 
undertaken by conservatory students in their late teens. Unlike a nor-
mal partimento, which admits an almost unlimited number of differ-
ent realizations, the voice-pairings of a partimento fugue fit together 
in only so many ways. The opening passage will be the Subject of the 
fugue, followed by its Answer. Other passages of the partimento may 
serve as a Countersubject or as material for an imitative Episode. Just 
as different people solving the same puzzle may arrive at similar solu-
tions, so different musicians realizing the same partimento fugue may 
end up with highly similar results.

As shown on the following four pages, you will see the openings of 
three realizations of Fenaroli’s G-minor fugue from Book V:
(a) the one published by Guarnaccia, (b) one finished as homework by 
Gennaro Buonamici in 1819, (b) one finished as homework by Deo-
dato Vietri under the direct supervision of Fenaroli, and (d) one pub-
lished in Paris in the 1870s by Édouard Deldevez, the first professor of 
conducting at the Paris Conservatory. They differ only in minor details 
(e.g., for the first Episode the Italians alternate 5/3 and 6/3 chords for 
the “down a 3rd, up a step” bass, while Deldevez alternates 5/3s and 
6/5/3s, a common substitution).



No. 4-a Gj 1381 Published by Emmanuele Guarnaccia ca. 1825



No. 4-b Gj 1301 Realized by Gennaro Buonamici in 1819



No. 4-c Gj 1301 Realized by Deodato Vietri in (or before) 1818



No. 4-d Gj 1381 Published by Édouard Deldevez ca. 1870s



No. 5 Fenaroli Book I, No. 1: Harmony or Counterpoint?

In his own teaching, following the example of his master Durante, Fe-
naroli could use the same partimento to teach figured bass, harmony, 
and/or counterpoint. The Naples Conservatory continued that tradi-
tion throughout the nineteenth century. 

As shown on the following three pages, you will see the openings of 
three realizations of Fenaroli’s first partimento from Book I:
(a) a largely chordal harmonization by Ascanio Bazon, ca. 1875, (b) 
the same partimento used as the cantus firmus of a counterpoint exer-
cize completed by Paolo Bono in 1875, and (c) the same partimento 
given an expressive, aria-like melody by the adult musician Vincenzo 
Fiocchi and published in 1808 in Paris. 

In the French tradition, the chordal style of harmonization was taught 
in the preparatory keyboard courses on “practical harmony,” while 
the more contrapuntal style of written realization was expected in 
advanced courses on “harmony.” The harmonization of partimento 
fugues was common in courses on “counterpoint,” while elaborate, 
expressive melodies were expected in courses on “composition.” As 
you can see, the terminology does not correspond with the content of 
similarly titled courses today in North America. 



No. 5-a Gj 1301 Realized by Ascanio Bazan, Naples, 1875



No. 5-b Gj 1301 (and 1302) Realized by Paolo Bono, Naples, 1875



No. 5-c Gj 1301 Realized by Vincenzo Fiocchi, Paris, 1804



Realizations Published by Luigi Picchianti, Florence, 1852No. 6

Fenaroli’s partimenti could even make an ap-
pearance in courses on composition. The title 
page to the right, appearing in Florence in 
1852, announces a collection of partimento 
realizations. They begin with two voices and 
progress to large ensembles like an eight-voice 
choral realization or the realization for small 
orchestra shown on the following page.

Picchianti, a Florentine composer born in 
1786, stated his intentions in his ornate title:

Specimens for the Study
of

Musical Composition
based on divers

Partmenti  by  Fenaroli

offered to young [musical] artists
by

Luigi Picchianti



No. 6-a Gj 1314 Published by Luigi Picchianti, Florence, 1852




