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Ornamentation

The Appoggiatura
The appoggiatura's literal definition is “to lean”. It is one of the most important and frequently used 
ornaments in the history or western music, however it is often not notated as a grace note (i.e. with 
small notation).

Here is what J.S. Bach’s son C.P.E. Bach had to say about this ornament:

“Appoggiaturas are among the most necessary ornaments. They enrich the harmony as well as the 
melody. They enhance the appeal of the melody by joining notes smoothly together... Appoggiaturas 
change chords which in their absence would be too straightforward. All syncopations and dissonances 
can be attributed to them. Where would the art of harmony be without these ingredients?” --- C.P.E. 
Bach, Essay on the True Art of Playing Keyboard Instruments, 1753, II, ii, 1

Although this quote is from the 18th century, it does show how fundamental a part of composition 
this ornament was. The 19th century saw no exception and you can find appoggiaturas in virtually 
any piece of music from that century. 

Method books of the era did leave us some important distinctions and definitions of this crucial 
ornament. There are many tables, exercises, and studies that deal with the appoggiatura is some 
detail.
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To lean (or sigh) - tension and release

The main feature of the appoggiatura, regardless of what type you may find, is its leaning quality. In 
certain contexts (especially slow pieces in a minor key), this can sound like a sighing gesture. But 
how is this gesture created musically? It's all about tension and release, created by dissonance and 
consonance.

The first step in identifying this ornament is to listen for it. Listen for a tension and resolution in the 
melody.

The next step is to know what intervals are commonly used for the appoggiatura. Below is an 
example that shows the most common dissonance - consonance patterns in tonal music. Intervals 
marked in purple are dissonance, and yellow intervals are consonant.

It helps to being out the tension and release by playing the above intervals in the manner provided 
by the diagram below. 
Typically, dissonances are played with force, weight and length and their consonant resolutions are 
soft and lifted in articulation and duration.

This shaping can generally be applied to all appoggiaturas.
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Examples from the literature 

Before looking at exercises and studies that deal with the appoggiatura, it's a good idea to begin by 
looking at its use in pieces. Virtually any tonal piece of music will contain an appoggiatura! These 
examples are from Sor's popular studies, so you're probably familiar with them. I want you to count 
the intervals above the bass before watching the video. See if the circled places match the chart above.

Sor: op. 6, No. 9

Sor: op. 6, No. 8

Sor: op. 6, No. 11

Long and Short Appoggiaturas

Appoggiaturas come in two main forms: short and long. The long ones are written out without any 
graces (i.e. not written out in small notes). The musical examples above represent long appoggiaturas. 

Short appoggiaturas are notated by graces (i.e. by small notes). These are quite different to the written 
out appoggiaturas that you see above.

To summarize:
Long Appoggiatura: Appoggiaturas not indicated by graces = long note values (played slowly)
Short Appoggiatura: Appoggiaturas indicated by graces = short note values (played quickly)

This is well summarized by Otto Feder's Method for the Guitar, 1858 (pg. 44):

"If the appoggiatura has a cross cut through the stem, it is understood to be of very short duration, if 
not, it takes about half the value of the following note.

It must, however, be observed that in Guitar music, the long Appoggiatura is usually written out in 
large notes (examples above), so that the short one often appears without its characteristic mark 
(meaning that it doesn't always contain a cut through the stem)." 
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Short Appoggiaturas: Superior and Inferior

The short appoggiatura can occur by placing the dissonance either above or below the resolution 
note. If the dissonance is above, then it's said to be superior. If below then it's inferior.

The superior appoggiatura occurs much more frequently in music than the inferior.



5

Superior Appoggiatura

Pelzer: Instructions for the Spanish Guitar, pg. 48

Aguado: Simple Method, pg. 25
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Examples from the literature

Giuliani: Variations on a Theme by Handel, 2nd Variation

Carulli: 24 Petites Bagatelles, No. 3
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Inferior Appoggiatura

Pelzer: Instructions for the Spanish Guitar, pg. 48

Aguado: Simple Method, pg. 23



8

Examples from the literature

Giuliani: Sonata Gran Eroica

Kirkman: Improved Method for the Guitar, pg. 19
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Appoggiaturas with several notes

Appoggiaturas can contain more than one note.

Examples from the literature

Beethoven (arr. Tarrega): Largo, op. 7
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Pelzer: Instructions for the Spanish Guitar, pg. 49

Carulli: Variations on La Marseillaise, op. 330

Examples from the literature
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Aguado: Simple Method, pg. 27
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Examples from the literature

Pratten: A Lost Love

Conclusions/Summary

- The appoggiatura is the most common and necessary ornament

- Its definition is "to lean" and this is important to keep in mind when playing them

- An appoggiatura comprises a dissonance resolving to a consonance (tension and resolution)
 
- Lean into the dissonance and prolong that note, lift the resolution and play it softly

- There are two main types: long (written out) and short (indicated by graces)

- The appoggiatura as a grace note is quick and divided into two categories: superior and inferior

- Superior = note from above (more common)
- Inferior= note from below (less common)

- The appoggiatura can contain several notes
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The Trill (or “Shake”)

The trill is one of the most commonly found ornaments in 19th century method books. There are 
exercises for the trill in abundance, and it's interesting to note some of the subtle yet important 
distinctions that each author shows. This gives us many different options for how we actually 
execute the trill - it isn't just one size fits all!

In the 19th century, the trill was often called the 'shake' and this actually describes the effect of the 
trill with good accuracy. Note the variety of options contained within the following descriptions 
and examples. 

The Trill According to Pratten

Pratten: Guitar School, pg. 5
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The Trill According to Pelzer

Pelzer: 150 Exercises, pg. 15
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The Trill According to Aguado

Aguado: New Method (3rd Ed.), pg. 57
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The Trill According to Mertz

Mertz: Guitar School, pg, 23

The Trill According to Feder

Feder: Complete Method, pg. 61

The Trill According to Legnani

"The trill and its number of notes need to be executed at maximum speed."

Legnani: Method for Guitar, pg. 21
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Pelzer's etude on the Shake
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Conclusions/Summary

- The trill came in many different varieties

- The evidence seems to suggest that cross string trills were preferred to those played on one string 
with a slur

- The evidence suggests that trills were usually started on the main (or bottom) note. All except 
Mertz's trills start from the main note.

- Trills were done with two notes at once (Aguado)

- According to Legnani, the notes of the trill should be executed at maximum speed

The Glissé (or “Slide”, or “Glide”)

This ornament is very characteristic of 19th century music, especially music from the mid-late part 
of the century (Tarrega, Regondi, Pratten, etc.)

It was also named the slide or glide, which describes the effect of the ornament. It was usually 
indicated with a slur or line connecting two notes that are played on one string.

Pelzer: lnstructions for the Spanish Guitar, pg. 50

The Slide According to Pelzer
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The Slide According to Pratten

Examples from the literature

Pratten: Guitar School, pg. 2

Tarrega: Adelita
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Schulz: Rondo (from The Last Compositions)

Pratten: Forgotten
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Double Glissé

Pratten: Guitar School, pg. 51
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Chopin (arr. Tarrega): Prelude no.07
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Conclusions/Summary

- The glissé was also called the slide

- It can be done ascending or descending

- It can be done on more than one note at a time

- There are three main types

1) Pluck, re-pluck the same note, slide to the next note
2) Pluck, slide and immediately play the next note rapidly, pluck 
3) Pluck, slide, pluck a new note

Harmonics

You might be surprised that harmonics are featured in the ornaments section of this course. But 
after looking through many method books, it's clear that 19th century guitarists were using 
harmonics very frequently and were probably using them as ornaments whenever possible. Many 
authors go into great detail about harmonics, and there are pieces which use harmonics as a core 
part of the structure.

Harmonics According to Pratten

Pratten devotes 5 full pages solely to harmonics. While a few of those pages deal with the 
mechanics behind producing harmonics and different ways of notating them, it's well worth quickly 
reading through to get acquainted with her thoughts on the subject.
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A scale and a melody entirely in harmonics
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Harmonics according to Kirkman
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Examples from the Literature

F. Rung: Bolero

F. Rung: Pastorale (end)

F. Rung: Berceuse (end)
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F. Rung: Echo

Conclusions/Summary

- Harmonics were an important and frequently used effect for guitarists of the 19th century

- The core structure of a piece was sometimes based on harmonics

- Harmonics can be notated in carious ways

- Entire scales and/or melodies can be played in harmonics
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Vibrato

Vibrato is another effect that might surprise you as being part of the ornaments section of this 
course. Both Aguado and Pratten used a sign to indicate vibrato, which is today usually a standard 
part of producing tone. When playing 19th century pieces, we should be wary to not use vibrato too 
liberally.

By looking at examples that have indicated where to use vibrato, we can gain some clues as to how 
to apply this effect to other 19th century pieces.

Vibrato according to Aguado

"This effect is produced by pressing the string with the left hand finger and swinging the finger 
immediately, keeping it pressed on the string, so that the fingers swing from one side to the other. 
This effect is also indicated by the following sign"

--- Aguado New Method, Lesson 44
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Vibrato according to Pratten
Pratten not only tells us the symbol that's used to indicate vibrato, but also the manner in which it 
is executed. This relates to the section on plucking regions - Pratten indicates that when using 
vibrato "the string should be struck at Ex: D or E (i.e. plucking at the soundhole or at the fretboard 
regions).

From Pratten's 'Sadness'
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From Pratten's 'Sensucht'
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From Schulz's 'Last Compositions'

Conclusions/Summary

- Vibrato was sometimes indicated by a sign

- Vibrato could occur on two notes struck together

- Vibrato could be used for notes played in succession

- Vibrato could be used on upbeats and weak beats

- Vibrato was often used on long notes or notes that fall on a pause (or fermata)
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Strumming and Rolling

19th century guitarists were using several kinds of strumming effects and rolling chords more 
frequently than we might think. Of all the 19th century authors, it is again Sidney Pratten who 
provides us with the most information and examples.

Strumming according to Pratten
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Musical examples that use the above effects

Pratten: Guitar School, pg. 72
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Schulz: Last Compositions, no. 03
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Chord Rolling

Several guitarists provide examples of chord rolling in some detail, but again Sidney Pratten wins 
the prize for the most informative example and for using this effect frequently in pieces.

Pratten: Guitar School, pg. 45

Chord rolling in pieces

Again, Pratten left a lot of indications in her compositions and published editions. Note how 
frequently she indicates the roll in the following examples and also the variety of rolls given.
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Schulz: The Last Compositions, No. 01

Pratten: A Lament
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Chord Rolling according to Carulli

In his Method op. 204, Carulli gives us some interesting information about how to execute chords 
of five or six notes.

For a five note chord, Carulli writes: "Pluck with four fingers; but slide the thumb for the first two 
notes of the chord, and for the other notes use the remaining three fingers." (pg. 13)

For a six note chord, Carulli writes: "The thumb slides across the first three strings, and for the 
other notes use the remaining three fingers" (pg. 13)

In either case, one must pluck the notes as quickly as possible: "It is necessary, however, to pinch 
these accords as quickly as possible; that the notes may appear to have been plucked almost 
together." (pg. 13)

Conclusions/Summary

- There were many different options for strumming or rolling chords

- 19th century guitarists did strum!

- 19th century guitarists probably used a lot of chord rolls, and rolled chords even when there are just 
two notes in the chord


