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P R E F A C E

To some it might seem extremely odd to publish a book of 18th-century-style 
partimenti in the 21st century, but, to me at least, there are a large number of reasons 
for doing so. Firstly, as an early musician, I take the composition of this kind of 
music very seriously, and these partimenti were undertaken primarily as a method of 
exploring a few things I was interested in as a historically-informed composer. 
Secondly, they were written to provide new exercises for myself in improvisation, and 
to evaluate my own conceptions and habits in this capacity. Thirdly, some of them 
were written as teaching materials for elementary fugue-writing and historical 
improvisation. I can only very humbly hope that they will be of some use to others as 
well. 

I cannot say whether or not the music contained here will satisfy you more 
than other partimenti, but I can say that I have made an effort to make the pieces 
self-contained and well-wrought in their own right without disturbing what I believe 
to be the spirit of good partimento. I have therefore endeavored to make them 
short, inviting, robust yet flexible. Above all, they should please the ear and stimulate 
one’s imagination, even if realized by a beginner: there is no reason that partimenti 
should not be exquisitely composed, no matter how miniature their character.

While keyboard instructors could easily coopt this book as a pedagogical tool, 
what this book is not is a textbook or partimento method by itself. The pieces are not 
expressly elementary, nor are they graded in difficulty in any way. Likewise, I have not 
included any realizations of my own, because, as I have said, I do not intend to 
present a method, nor do I wish to provide what may be misconstrued as “solutions” 
— something I think misses the point of this music. For these reasons this book will 
likely see more fruitful use by those musicians and scholars who have had some 
experience with partimento. That said, I have striven to make the book accessible to 
anyone well-steeped enough in basso continuo and counterpoint. In this way, there 
should be something for everyone in these pages. 

It is my sincere hope that this book can bring just a fraction of the joy to my 
friends and colleagues that they consistently have given me with their inspiring 
musicianship and scholarship.



O R G A N I Z A T I O N    A N D    P E R F O R M A N C E

The organization of this book is by key. It progresses through twelve key 
signatures from six flats to five sharps, mostly one prelude and one fugue in each key. 
Rarely, a prelude is replaced by a rondeau, or a fugue is replaced by a musical riddle. The 
preludes and fugues grouped by key are not paired in any other way and the performer 
may play one prelude and transpose a different fugue afterward, for example, in 
performance. The fugues are written such that the subject is denoted by symbol after the 
bass enters. In the vast majority of cases, the entrance notes are not given and are left to 
the performer to intuit. As I have said, these pieces are meant to be as compact as 
possible: many of the fugues do not contain episodes  before the bass entrance, which of 1

course may be added by the performer if they so desire. Many of the preludes can be 
played a! ’inventio, and in general one should look in all of the pieces for as much 
imitation as possible. Very often the performer need invent only as much as they wish, 
the clues to the rest being supplied elsewhere on the page. 

At the back of the book there are a few auxiliary pages meant to be helpful to the 
performer. The first is a way to package sequences that are common in baroque- and 
classical-era music, and the second amounts to a mnemonic for transposing at sight via 
clef. While I have arrived at these myself, surely they cannot be entirely original, and I 
beg forgiveness for reinventing the wheel. It seemed appropriate to supply these in their 
current form, especially because this book is intended as a resource and not an attempt 
at a contribution to music theory or musicology whatsoever. 

Regarding continuo figures, there are a few things to say. The first is that the very 
experienced reader may disregard them if they wish. I am not so arrogant to presume 
that the way I have figured this music is the best or the only way to do so, but I would 
still urge anyone reading through it to be diligent about working out my intentions in 
order to more completely understand the work before turning it on its head. The 
common sense and good taste of the performer is assumed throughout. A lack of figures 
usually, but not always, denotes a root position chord, and especially in these places the 
performer may take liberty with the harmony. Straight lines that follow figures to other 
figures designate resolutions of dissonance. Slightly diagonal lines mean that the figures 
they originate from represent right-hand harmonies that do not change over that period. 
This does not necessarily mean that one should not restrike said harmony or add passing 
harmonies, as it may mean in Couperin, for example. Lastly, a parenthetical figure is 
either cautionary or optional, and slashes across the figure 5 are sometimes cautionary. 
The doppia cadenza is abbreviated often as “d.c.”. 

 This is not to say that they are missing! 1
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