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PREFACE

This volume began with a journey. In 2005, Johannes Boer left Holland, like so many of  his
countrymen in centuries past, and crossed Europe and the length o f  the Italian peninsula to arrive
almost at its furthermost point, in Basilicata. In this land where Gesualdo da Venosa was born, he found
Dinko Fabris, who was at the time realizing an international project on Gesualdo for Claudio Abbado.
The purpose for their encounter was to develop a high level musicological conference in conjunction
with the 2006 Early Music Festival in Utrecht, one of  the most important in the world, which was to
be dedicated to music of the Italian Seicento.' The theme of music and the Grand Tour formed part of
their plans from the very beginning, a subject that had remained untreated despite so many studies, in
numerous languages, ofjourneys to Italy. Likewise early on they decided to involve Margaret Murata,
who had made many trips across the Atlantic to Italy, to study its music. The project was quickly taken
up by the musicologists invited to the scholarly symposium, while in the name o f  STIMU,3 Boer
coordinated it with the Festival concerts and a range of related educational and institutional activities.

The result was an important conference, rich with rare and unpublished material presented by
over twenty scholars from seven countries (Australia, France, Germany, Italy, the Netherlands, the
United Kingdom and the United States), among them principal specialists of Italian Baroque music in
the seventeenth century. With the same title as the present volume, the conference took place 24-26
August 2006 at the Cervantes Institute in Utrecht, another sign of  international collaboration. The
Festival itself offered eleven days of concerts, recitals, broadcasts, and staged works of inestimable range
and great interest under the title 'The New Music: the Seicento in Italy'. The symposiasts thus were
able to attend, among other events, the first modern staging of  the opera L'Ipermestra by Francesco
Cavalli (La Sfera Armoniosa conducted by Mike Fentross and directed by Wim Trompert); a semi-
staged rendition of La vita humana by Marco Marazzoli (Le Poeme Harmonique conducted by Vincent
Durnestre, directed by Benjamin Lazar); concert performances o f  11 Medoro by Francesco Lucio (II
Seminario musicale conducted by Gerard Lesne) and the tragicomedia La morte di We .  by Stefano
Landi (Akademia conducted Francoise Lasserre); the oratorios San Giovanni Battista by Alessandro
Stradella (Ensemble Aurora directed by Enrico Gatti); and concerts of  sacred music by Domenico
Mazzocchi (Les Paladins directed by jerelme Correas) and secular by Claudio Monteverdi (L'Arpeggiata
directed by Christina Pluhar), in addition to important artists such as the Concerto Italiano of  Rinal-
do Alessandrini, the Ensemble Daedalus of Roberto Festa, the Concerto Soave of jean-Marc Aymes,
La Risonanza of Fabio Bonizzoni, Accordone, Concerto Palatino, the Gesualdo Consort Amsterdam,
La Venexiana, La Fenice, Liuwe Tamminga, Ensemble 415, Cappella Artemisia, Nederlands Kamerkoor,
Palladian Ensemble, Camerata Trajectina. The extraordinary programming perfectly illustrated the
theme of visiting the most musical cities of seventeenth-century Italy. In conjunction with the perfor-
mances, STIMU and the Festival Oude Muziek organized theoretical and practical workshops, master
classes for musicians, and public lectures. Among the latter were presentations by Pieter Dirksen, lain
Fenlon, Peter Rietbergen, Louise Stein, Bert Treffers and Arno Witte. Also on offer was an Italian
restaurant with the symbolic name Trattoria Ipermestra open daily to the Festival public, which was
set up and run by the esteemed Genoese restaurateur, Faust() Cavanna.

1 In 2006, the Holland Festival Oudemuziek Utrecht
celebrated its twenty-fifth anniversary.
2 The Stichting voor Muziekhistorische Uitvoeringspraktijk
(ST IMU, Foundat ion  f o r  H is to r i ca l l y  I n f o r m e d
Performance Practice), a partner of  the Organ satie Oude

Muziek, serves as a  platform f o r  symposia and other
educational activities (workshops, master classes, lectures,
radio broadcasts) around the theme o f  each year's Festival
Oude Muziek Utrecht. It has also published the proceedings
of symposia.
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PREFACE

In this inspiring environment, the 'Passaggio in Italia: Music o f  the Grand Tour in 17th-
Century Italy' took place over three days, following the same geographic itinerary mirrored in this
volume. We started out from central Italy, with the birth of  monody in Florence, and then turned
north to Mantua and on to Venice, where we attended the public opera theatres and heard perfor-
mances in private houses. We then visited the other key cities of the seventeenth-century Grand Tour:
Baroque Rome, with its oratorios, spiritual music, and concertos by Corelli, to conclude symboli-
cally in Naples, with its history of Spanish viceroys who were also great patrons of music. The confer-
ence papers for the most part discussed Italian musical venues and composers who worked in the
various cities, but some illustrated journeys of actual figures such as the Dutchman Huygens or Prot-
estant visitors to Rome. In at least one case, we had an example of movement in the opposite direc-
tion t h e  music of Giulio Caccini as it spread in the Low Countries during the Seicento.

A few of the symposium papers given in Utrecht are not in the present publication. Jan Nuchel-
mans, who served many years as Artistic Director of  the Utrecht Festival Oude Muziek, described
many journeys into the Seicento by way of  concert offerings over the course of  the twenty-five years
of the Festival. It was these pioneering performances that made an eleven-day festival devoted to this
repertory possible in 2006. Silke Leopold (University of Heidelberg) explored attitudes of Protestant
visitors to music in "papist" Italy. The panel discussions, which treated themes both practical and for
the general public, are not included in the present volume: 'Accompanying Le num, musiche' (Fabio
Bonizzoni, Therese de Goede, John Walter Hill); 'Cavalli: from the source to the performance' (Ellen
Rosand, Hendrik Schulze, Carlo Majer, and the stage and musical directors of  Ipermestra, Trompert
and Fentross); nor the final, collective wrap up led by Margaret Murata on 'Nuove musiche as idea and
ideal' (who had also edited or translated the papers by Dinko Fabris, Arnaldo Morelli and Franco
Piperno). Nonetheless, the fifteen papers now elaborated as book chapters create a fundamental and
new contribution to a discipline that has occupied scholars around the world for many decades—'Travel
Literature', in our case, studies o f  the 'Grand Tour' from Europe to Italy, from the fifteenth to the
nineteenth centuries.

There exists a robust literature on travel to Italy that emerges in different chapters of this vol-
ume, beginning with the many original sources that have survived up to the most recent studies. Yet
i f  we take a somewhat recent instance, such as the interactive exhibit Viaggio in Italia. Un corteo magic°
dal Gin quecento al Novecento (installed in Genoa in 2001), which should have taken into account the
most important aspects connected with the Grand Tour, completely ignores music, despite the fact
that from the seventeenth century, music was one o f  the elements that made travelling the Italian
peninsula a unique, cross-cultural, and unrepeatable experience. Furthermore, all the other currently
existing books on this same theme, whether they be single studies or in specialized series dedicated to
'Travel Literature', even when they contain primary sources important for the history of music, do not
pay the least attention to musical aspects of the Grand Tour. We offer the present volume as a useful
point of reference for every scholar interested in 'Travel Literature' and as a step toward the develop-
ment of systematic studies of music and the Grand Tour.

See the exhibition catalogue Viaggio in  Italia.Un corteo P i e r o  Boragina, ed. (Milan: Mondadori Electa, 2001).
iihNico dal Cinouccento al  Novecento, Giuseppe Marcenaro-
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As the editors of this volume, we thank everyone who made the symposium possible in 2006
and who facilitated the present publication: above all Jan Van den Bossche, the Artistic Director of the
Festival Oude Muziek in 2006, and the current Artistic Director, Xavier Vandamme who supported
the publication o f  this volume; STIMU itself and its production team o f  Dani Cuypers and Tamar
Bruggemann; and Johan Van der Beke, our editorial patron with Brepols Publishers. We particularly
thank our author-colleagues who awaited the realization of this book with great patience, and many
others who help create our souvenirs.

In viaggio, nel febbraio 2010
Johannes Boer (STIMU), Leiden
Dinko Fabris, Bari
Margaret Murata, Irvine



3
SINGER-SONGWRITERS, THE LUTE, AND THE STILE NUOVO

John Griffiths (Melbourne)

Few travellers to Italy early in the seventeenth-century noted instrumental and vocal ped-ormances as novel.
From this we can surmise that initially the new Florentine manner of solo singing was encountered some-
what rarely and that Italian solo singing more generally did not strike visitors as so entirely foreign.
Extemporising instrumentalist-singers, for instance, would have continued their ways of making music—
in Italy and everywhere else. Since the fifteenth century, singer-lutenists especially had always per-

formed both in town, and at court, participating in both unwritten popular musical traditions and literate
courtly music-making. The migration of such musicians between Naples and Spain brings to light some
earlier traditions of recitation and chamber performance for lute that have been lost sight of in Italy itself
and some that may have returned to Italy from Iberia. Whether listening to improvised arie or learned
solo pe4Ormances of madrigals, early seventeenth-century listeners would have assimilated their experience
of the new monody to these older practices.

In a recent study, jeanice Brooks provocatively recasts a familiar episode of  music history in
the language of a fairy tale, for a purpose not unlike my own.' Brooks appears motivated by a desire
to question the strength and singularity with which contemporary music history chooses to reinforce
the role of musicians and thinkers in late sixteenth-century Florence in forging such a major shift in
the course of Western music through the development of monody, recitative and opera:

Once upon a time, in the city of Florence, a group of  musicians and scholars met to ponder
the defects of the music of their age. Inspired by their humanist studies, and striving to match
the marvellous effects of the music of classical antiquity, they succeeded in creating a new kind
of solo song. This new music—by virtue of  its marvellous expressivity and its ability to project
text more clearly than traditional polyphony—enjoyed enormous success. Adapted to the needs
of drama, their invention became a cornerstone in the creation of opera, launching a new era
in the history of Western art music.2
By fixing her gaze upon Paris instead, she presents a a highly credible case for the development

of an independent style of dramatic French accompanied solo song prior to the arrival in Paris of the
Italian stile nuovo. In a similar vein, my discussion will focus on lutenist-singers in sixteenth-century
Italy and Spain. It seeks to contribute to the re-evaluation of some of the fundamental constructs with
which modern music history has girded itself with respect to the emergence and supremacy of Italian
monodic singing in the closing decades of  the sixteenth century. Not  just restricted to Florence or
even Rome (as Warren Kirkendale beseeches us to accept), change, it would seem, was in the air.3

I would like to commence my discussion by reviewing some of the assumptions that allow this
passage of Florentine music history to be recast as a fairy tale, and that have helped the fairy tale grow
in popularity to become one o f  thq pillars o f  music history courses throughout Western academia.
These assumptions are I) that history necessarily divides itself into periods, 2) that major style change
occurs essentially as reaction of  the new against the old, 3) that 'genius' figures or other Romantic
heroes are the agents of significant stylistic change, and 4) the overwhelming supremacy of vocal genres

jeanice Brooks, —New Music" i n  Late Renaissance
France', Gesang zur Laute. Troja-Trossinger Jahrbuch fur
Renaissancemusik 2 (2003): 161-75.

Brooks, '"New Music" in Late Renaissance France', 161.

3 Warren Kirkendale, 'The Myth of the "Birth of i n
the Florentine Camerata Debunked by Emilio de' Cavalieri:
A Commemorative Lecture', The Opera Quarterly 19 (2003):
631-643.

53



j O H N  G R I F F I T H S  ( M E L B O U R N E )

in the renaissance-to-baroque transition. According to these assumptions, Florentine monody was the
innovation that effected the end of the musical Renaissance and the inception of the Baroque; it was
innovative, new, neo-Platonic monodic song that left stuffy old-fashioned polyphony vanquished on
the battlefields of  musical art; Giovanni Bardi and his group o f  generals were the glorious crusaders
who pursued this victory; and vocal polyphony was the sole yardstick against which the effectiveness
of the new music could be judged.

Caricature o f  this kind speaks for itself and makes it unnecessary to labour the point. The
changes in recent thinking that have seen the once unquestioned and distinct Renaissance and Baroque
periods merged together into a more fluid 'early modem period' is itself recognition and acceptance
of the artificiality of historical periodisation. Kather than seeing periods as rigid constructs, many of us
tend to view periodisation today as little more than an apparatus for simplification, and fairy tales like
the one above are merely devices used to communicate to novice audiences simplified versions of
realities whose complexities will reveal themselves under closer and more intricate examination. Because
of the seeming contradictions between the simple and complex, however, we continue dialogue aimed
at finding alternative ways of presenting the 'big picture' that will allow the subtle textures of  past
societies and past realities not merely to coexist with fairly-tale simplifications, but to be fully inte-
grated into a simultaneously simplified yet differentiated history. No matter how elusive this object
remains, historical interpretation is endangered whenever we superimpose the simplified story onto
more sophisticated readings. I t  is at this point that the fairy tale serves only to reinforce an artificial
historical premise that reduces the musical Renaissance and Baroque into polarised opposites as 'the
age of imitative polyphony' and 'the age of monody and opera'.

Compartmentalised pasts discourage us from viewing history as a continuum, and the very act
of partitioning lends itself to seeing change as the result o f  a process of  reaction rather than gradual
transformation. This paper, therefore, is concerned with looking for continuity and connection—
rather than abrupt reaction—between the inventors of monody and the musical world around them.
For this present purpose, I would like to temporarily decommission Giovanni Bardi, chief romantic
hero of the traditional narrative, together with his generals Mei, Galilei and Pen, as well as other figures
closely associated with the early success o f  monody, Caccini, Cavalieri and Monteverdi, from their
roles as the 'great men' o f  our story!' In their place, I  wil l  focus on less important individuals from
among the scores of anonymous and inconsequential figures whose collective endeavour made it pos-
sible for these significant changes to occur. Moreover, I would like to counterbalance the privileged
attention that modern historiography affords the creators and practitioners o f  vocal polyphony by
focussing on instrumentalists and songsters of various kinds whose musical domain included a greater
variety of urban locations beyond the isolating walls of renaissance courts. Through them we learn of
both the prolific transmission of vocal polyphony into less lofty sectors of renaissance cities and towns
as well as becoming aware of diverse compositional and performance practices that intertwine seam-
lessly with the polyphonic medium.

I am therefore seeking to portray the new monody of the late sixteenth century not as the child
of a miraculous virgin birth in Italy, but as the product of experimentation that began perhaps almost
a century earlier. To some degree this experimentation might have been stimulated by the same lofty
ideas that make the Florentine Camerata so appealing to our own intellectual persuasion, but it also
possibly responds to other practices that existed alongside the high art tradition with which the Cam-
erata is customarily identified. This study therefore draws together some diverse scraps of information

Caccini and Monteverdi are sure figures among the great
innovators. History has not been so kind toward towards
Emilio de' Cavalieri and his role the development o f
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monody. He has been added here advisedly on the basis of
Kirkendale's convincing case presented in 'The Myth of the
"Birth of  Opera" (see note 3).



that suggest links with the unwritten practices of extemporising instrumentalist-singers. Most of these
were lutenist-singers, some of them no doubt more closely allied to traditions more akin to the singer-
songwriters of our own time than to the musical traditions o f  the sixteenth century that we are more
familiar with. These singer-songwriters still inhabit the shadowy fringes of a music history dominated
by vocal polyphony. Their activity has not been well-enough researched and is still to be assimilated
into the broader historical panorama. One of the tantalising aspects of these musicians and their prac-
tices is that they moved in both the urban and courtly sphere, members o f  dual habitats in which
improvisatory music making coexisted with written tradition. They are the meeting point between
unwritten popular musical traditions and literate courtly music-making.

Arrangements of  vocal polyphony

Arranging vocal polyphony for solo instruments was one of the common practices of the six-
teenth century. Perhaps no-one else in the century intabulated as much vocal music for the lute as did
Vincenzo Galilei, one of the musicians temporarily excommunicated two paragraphs earlier on account
of his association with the Bardi circle.5 Making intabulations was how Galilei and others like him
learned about the workings of  vocal polyphony. The precision and fidelity with which this task was
undertaken took the business of arranging to new heights of scientific rigour, to the point where the
playability of the end product was perhaps less important than retaining the musical integrity of  the
original polyphony. Although nowhere as detailed or precise, the Spanish theorist Juan Bermudo
espoused very similar values concerning the value o f  intabulating vocal polyphony on the lute—or
vihuela in his case, while it also seems that many vocal composers used the lute to try out the poly-
phony they created.6

Other lutenists such as the Florentine lutenist singer Cosimo Bottegari, in contrast, made
intabulations primarily to use as accompaniments for song performance.7 In fact, performance as lute
songs was probably the most common way that many listeners experienced madrigals and chansons
during the sixteenth century. Born in 1554, Bottegari was only a few years older than the main play-
ers in the story of Florentine monody; it is highly likely that he and Galilei were acquainted. Bottegari's

'  See in particular, Vincenzo Galilei, Fronimo dialog() di
Vincentio Galilei nobile fiorentino sopra l'arte del bene intavolare,
et rettamente sonare la musica negli strumenti artfficiali st di corde
come dtftato & in particolare nel liuto (Venice: Scotto, 1568, and
2nd, revised edition Venice: Scotto, 1584). The anthology
is essentially a text in intabulation, and one of the relatively
few sixteenth-century lute books to reach a second edition,
allegedly due to public demand. The evolution of this book
and its position in Galilei's thinking is the subject of Philippe
Canguilhem, Fronitno de Vincenzo Galilei. Centre d'Etudes
Superieures de la Renaissance, Collection Epitome musical
(Paris and Tours: Minerve, 2001).
6 Juan Bermudo, Comienca el libro llamado declaracion de
instrumentos musicales ( O s u n a ,  1555; rep-. Kassel:
Mrenreiter, 1957). The relevant sections are translated in
Dawn Espinosa, Juan Bermudo 'On Playing the Vihuela' (De
tafier vihuela) from Declaracion de instrumentos musicales
(Osuna, 1555): A new translation with commentary, vols 28-29,

Journal of the Lute Society of America (1995-96). See also
Paloma Otaola, Tradicion y modemidad en los escritos inusicales
&Juan Bermudo: del Libro primer() (1549) a la Declaracion

SINGER-SONGWRITERS, THE LUTE, AND THE STILE NUOVO

de instrumentos musicales (1555), (Kassel: Reichenberger,
2000) and Maria T.  Annoni, 'Tuning, Temperament, and
Pedagogy for the Vihuela in Juan Bermudo's Declaracion
de instrumentos musicales (1555)', Ph.D. diss., Ohio State
University, 1989. On  the broader issues o f  intabulation,
see Howard M.  Brown, 'The Importance o f  Sixteenth
Century Intabulations', Proceedings o f  the International
Lute Symposium Utrecht 1986, Louis P. Gri jp &  Wil lem
Mook, eds (Utrecht: STIMLI Foundation for Historical
Performance Practice, 1988): 1-29; Maria Louise Gollner,
'On the Process o f  Lute Intabulation i n  the Sixteenth
Century', Ars incandissima: Festschrift _Int Kurt Dotlinidler
zum 60. Geburtstag, H. Leuchtmann and R.  Minster, eds
(Tutzing: Schneider, 1984): 83-96; and John Griffiths, 'The
Lute and the Polyphonist', Studi Musicali 31 (2002): 71-90.
7 Cosimo Bottegari, I I  libro de canto e unto /  The Song and
Lute Book, D. Fabris and J. Griffiths, eds (Bologna: Forni,
2006) presents a facsimile o f  the manuscript with detailed
biographical and stylistic study. An edition of  the music is
also available as The Bottegari Lutebook, Carol MacClintock.
ed. (Wellesley, MA: Wellesley College, 1965).
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JOHN GRIFFITHS (MELBOURNE)

surviving lute book is the anthology of a musical tradesman, probably commenced in the 1570s during
his employment at the Bavarian court and completed perhaps a quarter century later, long after his
return to Florence where he officially became a member of the court in 1588. He also published two
madrigals that attest to his knowledge of  composition, but it is clear from his lute book that he was
foremost a singer who used the lute to provide simple and straightforward accompaniments. Everything
was done with practicality in mind, and Bottegari certainly made all variety of concessions, compro-
mises and shortcuts that would have made Galilei's blood boil. His arrangements place pragmatism
before science or integrity and show little respect for their source material. While these arrangements
were no doubt repugnant to intellectual musicians such as Galilei, they were probably typical of  a
completely different yet flourishing class of sixteenth-century pe#Ormer.

Bottegari's compilation is the songbook of a court singer, a man whose singing was probably
much better than his lute playing, and more akin to a contemporary singer-songwriter than to a musi-
cian of 'concert-hall' pedigree. His songbook contains close to sixty villanelle, forty madrigals, fifteen
sacred songs, as well as other miscellaneous pieces including five elementary solo pieces. The songs
include many well-known works of the period, including many of the most popular of the time: Nasce
la pena mia (Striggio), Vestiva i colli (Palestrina), Ancor che col partire (Rore) and, o f  course, Susanne un
jour (Lasso). We can only assume that Bottegari would have performed these songs with some degree
of embellishment according to the practices outlined in the diminution manuals of the time, but there
is no evidence of this in the manuscript.' There is nothing to suggest that he had skills to compete with
the likes of contemporary virtuosi such as Giulio Cesare Brancaccio, although it is clear that they are
both part of the same shared tradition and that ornamented performances of the songs would have been
likely.'

Bottegari's accompaniments are effectively bassi seguenti, hardly distinguishable from basso
continuo parts. Figure 3-1 shows Bottegari's arrangement of Cipriano de Rore's AlICOT che col partire,
another highly popular madrigal first published in 1550. I t  is built extensively from voice pairs and
animated homophony, with only a couple o f  phrases engaging in four-part imitation. Bottegari's
accompaniment is thus a literal reduction o f  the original polyphony that sits very easily under the
lutenist's hand, and that evidently required none of the corner-cutting compromises that would have
sparked Vincenzo Galilei's ire. I f  extemporised diminutions are factored in to the performance of  a
song like this, it will sound only cosmetically different from a piece of accompanied monody and much
closer to that than to its original medium as vocal polyphony, even though Caccini, in the preface to
Le nuove music/me, carefully distinguishes between ornamentation added to display virtuosity rather than
for expressiveness.10 Notwithstanding, Bottegari necessarily stands as part of a bridge that links the old
with the new and contributes to our understanding of the continuity rather than disjunction in the
creation of baroque monody.

8 For an introduction to these treatises and their contents,
see Howard Mayer Brown, Embellishing Sixteenth-Century
Music (London: Oxford University Press, 1976).
9 The fascinating career o f  this Italian singer has recently
been brought to  l ight  by Richard Wistreich, Warrior,
Courtier, Singer: Giulio Cesare Brancaccio and the Peormance
of Identity in the Late Renaissance (Aldershot: Ashgate, 2007).

In speaking of 'solo singing, especially, with any stringed
instrument, the quantity of  passaggi sung on both long and
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short syllables meant that a word could not be understood
Caccini learnt 'not to value that kind of music that does

not allow the words to be understood well' and led him to
'introduce a kind o f  music in which anyone could almost
speak in music'. From the preface of Giulio Caccini to Le
nuove musiche (Florence, 1602), trans. by Margaret Murata
in Strunk's Source Readings in Music History, Leo S. Treitler,
ed. (New York: W. W. Norton, 1998), 608.
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Fig. 3-1. Cipriano de Rore, 'Ancor che col partire', Bottegari lutebook (Modena,
Biblioteca Estense, Ms. C 311), fol. 34 (facsim. from Cosimo Bottegari. 11 Libro di
Canto e Liuto, ed. D. Fabris and J. Griffiths, Bologna, 2006)

In addition to Bottegari's lute-song versions of  vocal polyphony, he also included formulaic
'arie da cantar' to be used for extemporised singing of sonnets and terza rima, perhaps a link to other
older Italian practices. Interestingly, I3ottegari also includes one of Caccini's monodic arias, two strophes
of Fillide mia, mia Fillide bella published later in Le nuove musiche (1602)." Its position close to the begin-
ning of the book suggests that it may have been copied by Bottegari as early as 1574, thus making it
one of  the earliest surviving examples of  a fully realised basso continuo part. One step further away
from the dominant polyphonic tradition, or simply from the world of notated music are the songs on

11 Bottegari, fol. 14v. This song corresponds to stanzas 2 m u s i c / s e  (Florence, 1602). The text is by Ottavio Rinuccini,
and 4 o f  Aria 11/, 'Fere selvagge', published in Le nuove c o n s e r v e d  in I-En Palatino 251, dated ca. 1580.
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12 The compiler's initials "C. B." at the top right hand of the
page are Bottegari's customary way o f  acknowledging his
own authorship o f  the music. The text was set by Philippe
de Monte in 11 second° libro delli madrigale a 6 (Venice, 1569)
and by josquino della Sala (perhaps also a lutenist at the
Bavarian Court Chapel at the same time as Bottegari),
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Fig. 3-2. Cosimo Bottegari, a) Ne dolce com'or ne Si cortese; b) Aria in terza rima,
Bottegari lutebook, fol. 24v (facsini., Bologna, 2006)

fol. 24v (Fig. 3-2). The first is presumably Bottegari's own setting of an anonymous sonnet Ne _51 doke
com'or ne si cortese, a text that is known in at least two contemporary madrigal settings.12 The piece at
the bottom of the page is also headed with Bottegari's initials and titled Aria in terza rima, evidently
music that could be used for any poetry in terza rima. I t  comprises thKee brief phrases and is notably
formulaic in character. Pieces such as this put into relief another important dimension of solo song in
the sixteenth century that has received some acknowledgement in contemporary scholarship, but that
has failed to make any significant dent in our image of the period, for reasons more associated with the
source-based focus of historical musicology rather than as a reflections of sixeteenth-century reality.13

published in  11 prima libro de madn:gali (Venice, 1585) by
Rinaldo del Mel.
13 See Jack Westrup, s.v. D e r i v a t i o n  and use to
the early 17th century', New Grove Online, ht tp: / /www.
grovemusic.com, consulted 26 march 2008.



Fig. 3-3.Caravaggio, Portrait ora Lute Player (St Petersburg, Hermitage) Reproduced by permission.

To bring iconographic evidence to bear on the issue of  pre- and proto-baroque solo singing,
we might turn to the more-than-famous portrait o f  a young lutenist painted by Caravaggio in the
1590s, and known in two versions held respectively in St Petersburg (Figure 3-3) and New York . '
The detailed discussion of this painting by Franca Camiz demonstrates this painting to be of a young
castrato lutenist-singer depicted in the act of singing a madrigal by Jacques Arcadelt to his own accom-
paniment.' Camiz suggests that, rather than a well-established sixteenthentury performance style,
the painting depicts a novel and 'particular musical convention and fashion of the time: a single voice
accompanied by a plucked string instrument in lieu of  the earlier consort of voices realizing complex
polyphony.' 1' She provisionally identified the performer as the young Spanish castrato Pietro Montoya,
a singer in the Papal choir in the 1590s and, like Caravaggio, a member of Cardinal Francesco Maria
del Monte's f i tn0a. The version of  the painting held by the Hermitage in St Petersburg was origi-
nally commissioned by Vincenzo Giustiniani who attests in his Discorso sopra musica (1625) to the
quality of voice of castrati, their expressive solo singing and their ability to embellish. in similar testi-

11 For ful l  details, see Franca Trinchieri Camiz. 'The
Castrato Singer: From Intbrmal to Formal Portraiture',
Artibus it Historiae 18 (1988): 171-86.

Concerning the identification o f  the music being sung,
see H. Colin Slim, 'Musical Inscriptions in Paintings by
Caravaggio and his Followers', in Music and Context: Essays
,lOrlohn M. 11 dril, Anne Dhu Shapiro, ed. (Cambridge, MA:
Harvard University Press, 1985), 241-63. The works in
the Hermitage (Giustiniani) version of  the painting are Chi
potra, Vol sapete, and Sc la dura durez-,-ra, whereas the New
York (Del Monte) version of the painting depicts works by
contemporaries of  Arcadelt: Lasciar ii 'c/a by Francesco da
Layolle (1492-c. 154() and Perthe non date roi by Jacquet de
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Berchem (c. 1505-c. 1565).
IS Camiz, 171. Barbara Harming reaffirms this view and
many other aspects o f  Cannz's study in her 'Some Images
of Monody in the Early Baroque' in Con cite soavita: Studies
in Italian Opera, Soy and Dance, 1580-1740, lain Fenlon
and Ti m  Carter. eds (Oxford: Clarendon Press, 1995),
1-12. I t  is, however, germane to this study to note how
both authors frame their discussion in a way that assumes
and reinforces the renaissance-baroque dichotomy at the
expense of  seeing the continuity of a performance practice
that goes back at least as far as the Arcadelt madrigals being
performed.
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mony, it was recommended in a letter of 1583 that in order to be employed by the court of Mantua,
castrato singers should be assessed as 'good Catholics and calm youths, confident in their singing, with
a good voice, knowledgeable of counterpoint, and i f  they be skilled at playing the lute so as to sing to
it, they would be cherished even more'.17

As Camiz has demonstrated, Caravaggio's lutenist is depicted in performance, singing to his
own accompaniment in a fashion that accords closely with the description of intimate chamber singing
offered by Maffei in his Discorso della voce (1562): 'laying down his tongue so that its tip reach and touch
the base o f  the bottom teeth' and 'opening his mouth correctly and not more than is necessary to
converse with friends'." In this version of the painting, the music open on the table is the bass part of
two madrigals by Arcadelt. Close inspection of the music indicates that our lutenist-singer is perform-
ing madrigals by Arcadelt, Chi potra dir, Se la Jura durezza, and Vol sapete. By the time the painting was
executed, these madrigals, published originally in 1539, had been in circulation for over fifty years and
were evidently still enjoying popularity. Caravaggio's lutenist is thus not playing the latest Florentine
or even Roman monodies, but well-worn favourites. He is reading from the bass part, but is probably
singing the soprano voice from memory, possibly adding ornaments, and is probably extemporising a
continuo part from the bass. Caravaggio's lutenist thus employs techniques associated with the new
style to music composed decades earlier, effectively lessening the superficial differences between the
new and the old and uniting them through performance practice. Alternatively, the extemporisation
of continuo parts from the bass line may have been a much older practice than is generally credited,
and could easily date back at least to the same decade as the madrigals themselves. It is clear from sur-
viving repertory, the fantasias 'de consonancias y redobles' of Luis Milan, for example, that instrumen-
talists of the 1530s, unaerstood chords and harmonic progressions from at least this time, even if such
musical elements had not yet been articulated verbally.'

Another apparently castrato lutenist who has left a trace of his musical practice compiled a large
lute book, probably in Naples in the period 1580-1610, a man named Barbarino_2° In contrast to
Cosimo Bottegari's book and with only two exceptions, Barbarino's collection of some 350 works is
all solo lute music. That much of it is music of considerable complexity would indicate that the com-
piler was a lutenist of considerable accomplishment.' The more generalised importance of this book,
then, is that it may well exemplify the type of  solo repertory that was current among lutenist-singers
such as Montoya whose instrumental skills were more advanced than Bottegari's. Unlike Bottegari,
whose song accompaniments show more pragmatism than sophistication and whose solo pieces are
really quite elementary, the music in this collection was made by a genuinely accomplished lutenist. I f
he were employed as a court entertainer, his skills might well have enabled him to play intricate solos

17 Elio Durante and Anna Martellotti,'"Terminum musicae
deffinitiones" ovvero puntualizzazioni sul lessico musicale
del tardo rinascimento e del barroco', Annali della lacolta di
lingue e letteratura straniere dell'Universita di Bari 6.1 (1985):
43; translated in Camiz, 185.

In Giovanni Camillo Maffei, Lettera al Conte d'Altavilla
[Trattato della voce], in Delle lettere (Naples: Raymund°
Amato, 1562), Libro I, 5-81: 34: L a  sesta [regola] e, che
distenda la lingua di modo, che la punta arrivi, e tochi le
radici de' denti d i  sotto. La settima e, che tenga la bocca
aperta, e giusta, non piii di  quell° che si tiene quando si
ragiona con gli amici'.
I' See Luis Milan, Libro de Mnsica de vihuela de mano, intitulado
El maestro (Valencia, 1536; repr. Geneva: Minkoff, 1975)
and as edited by Charles Jacobs, El maestro (University Park:
Pennsylvania State University Press, 1971).
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Mus, Ms. 40032 (formerly D-1 ids). Dinko Fabris and
I have attributed the manuscript to an unknown lutenist-
singer whose identity is partially revealed in an obliterated
inscription on its rear flyleaf. In this apparently incomplete
salary receipt in the hand of  the music copyist, 'Jo, = c o (
[illegible] Barbarino castrato' acknowledges having
received a payment of 18 giuli for his services. After careful
examination we have excluded the monodist Bartolomeo
Barbarino, active in Pesaro and Urbino, as the compiler but
have yet to find credible alternative candidates.
21 These exceptions are an untexted Segedillas para cantar
(p. 380), and what appears to be a corrupt and incomplete
adaptation of  Willaert's chanson Qui la dira la peine de mon
coeur, texted in Spanish as Quiet' la dira la pena del arum' (p.
56).
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as well as accompanying himself as a singer, making him more prized in environments such as those
befitting a Roman cardinal. The contents of this particular collection connect it with Parma and Rome
as well as Naples. It is a principal source of the music of Fabrizio Dentice, Santino Garsi da Parma, and
Lorenzino da Roma.

These three are not the only known lutenist singers from the period that I could speak of with
some detail. A Neapolitan nobleman, Dentice, like Bottegari, was also an accomplished composer of
vocal music and arie.' Furthermore, a new and yet unpublished letter by Troilo Orsini connects Den-
tice with both the Florentine milieu and Bottegari's lute book through an account of his singing arie
in Florence in 1565 in the presence o f  Cardinal Fabio Orsini d'Aragona and Isabella de' Medic i . '
Among other musicians and styles we should also contemplate in the present context is the strummed
guitar music that developed in Spain and Naples in the late sixteenth century—dance songs in gen-
eral—and that later became highly fashionable in Florence as John Walter Hill has recently argued.24

By drawing attention to some marginal figures in the second half of the sixteenth century, this
essay is attempting to encourage a broader consideration of the musical context in which baroque
monody and the consequent operatic tradition emerged in Italy. Dentice, Barbarino, Bottegari and
Montoya are fragments of a significant musical practice in Italy that remains largely unassimilated into
the widely accepted notions of Italian musical history of the period. And in the same way as the argu-
ment is developed from a premise that artistic novelty has precedent —that the emergence of monody
in the late sixteenth century is tied to an established tradition of solo singing to the lute and not only
a reaction against polyphonic singing, i t  is also important to realise that these mid-century lutenist-
singers were also part of a longer tradition that can be traced back to at least the late fifteenth century
in a way that offers meaningful connection with the birth of what we understand as baroque monody.

Not wishing to reinvent the wheel or simply reassert the existence of long European traditions
of singing to the lute, suffice it to recall that there are clear connections between the late-sixteenth
century Florentine inventions and the revival of  an Orphic tradition in the late fifteenth century, at
least symbolically traceable to Angelo Poliziano's Oyeo, composed for dramatic performance at the
Gonzaga court in Mantua in 1480, as Pirrotta has so convincingly shown.25 As D. P. Walker and oth-
ers since his pioneering 1954 study have demonstrated, the logical link is to Marsilio Ficino—not just
to the broad Florentine classical revival in the second half of the fifteenth century—and particularly
also to Ficino's own practice of  singing the hymns of  Orpheus while accompanying himself on the
lyra.' The problem, as far as I can see, is that Ficino's performance style appears to have been transmit-
ted as intangible legend rather than in material form. Subsequent generations of musicians thus had to
find their own way. They could not simply emulate Ficino's style of performance and invoke the states
of divine frenzy associated with his Orphic singing to the lyre, extolled by Poliziano as 'far more suc-

22 See Dinko Fabris, Da Napoli a Parma: itinerari di tin
musicista aristocratico. Opera vocall di Fabrizio•Dentice, 1530
ca-1581, L'Arte Armonica, Serie II: Musica Palatina, vol. 3
(Rome: Accademia Nazionale di Santa Cecilia and Milan:
Skira, 1998).
23 Florence, Archivio di Stato, Mediceo del Principato, 673,
insert() 1.1 am grateful to Philippe Canguilhem for sharing
this information.

Taccompagnamento rasgueado di chitarra: un possibile
modello per i l  basso continuo dello stile recitativo?', in
Giulia Veneziano, ed., Rime e suoni alla spagnola. Atti della
giornata internazionale d i  studi sulla chitarra barocca.

Firenze, Biblioteca Riccardiana, 7 febbraio 2002 (Florence:
Alinea, 2003), 35-58.
2' See Nino Pirrotta and Elena Povoledo, Music and Theatre
from Poliziano to  Monteverdi (Cambridge: Cambridge
University Press, 1982).
26See D. P. Walker, 'Le chant Orphique de Marsile Ficino',
in Musique et poesie an X1/Ie siecle: Paris, 30  juin-4 Jul/let
1953 (Paris: Editions du Centre National de la Recherche
Scientifique, 1954), 17-33, reprinted in  D.  P.  Walker,
Music, Spirit and Language, ed. Penelope Gouk (London:
Variorum Reprints, 1985).
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cessful than the lyre of Thracian Orpheus' having 'brought back from the underworld what is, i f  I am
not mistaken, the true Emydice, that is, Platonic wisdom with its all-embracing understanding'.27
Without rehearsing here the wealth of contemporary scholarship that illuminates Ficino and his music
making, it is sufficient in this context simply to recall the importance Ficino placed on the recovery of
ancient singing as one of the notable achievements of his time. In a letter written to Paul of Middelburg
in the early 1490s he stated, 'This age, like a golden age, has brought back to light those liberal disci-
plines that were practically extinguished: grammar, poetry, oratory, painting, sculpture, architecture,
music and the ancient singing of songs to the Orphic

The question still burning concerns the development of these ideas and practices in the inter-
im, the time between Ficino and Caccini. There is yet a need to learn more o f  the metaphorical
progeny of this fifteenth-century Orpheus reincarnate and their role in forging a pathway that provides
credible links with late sixteenth-century Florence. Intuitively, i t  makes no sense for there to have
been a gap of seventy or eighty years between Ficino's death and the next successful attempt to revive
the Orphic spirit. To  link these questions of origins and practice to the earlier part of this paper, we
might thus be tempted to ask whether lutenist-singers such as Bottegari, Barbarino, and Dentice might
have been aware of a tradition radiating from Ficino, or i f  they were allied to it as performers, either
directly or indirectly, and i f  this was reflected in any way in their singing music—whether derived
from polyphonic madrigals or as songs originally conceived for voice and lute.

Ficino to Caccini

Looking for reli*cs of lute song in Italy in the first half of the sixteenth century is disappointing:
it seems that only one survives.' Instead, Spanish sources provide the only repertory from the earlier
sixteenth century of songs initially conceived with instrumental accompaniment, as distinct from those
arranged from vocal polyphony. Despite the geographical distance, there are solid historical grounds
to suggest that considering the Spanish songs with vihuela accompaniment within this context might
not be entirely a leap of faith, especially because of the Aragonese and later Spanish presence in Naples,
and the cross-fertilisation inherent in the Borgia papacy. Improvisatori of Ficino's time offer a possible
link. They include Benedetto Gareth, the Catalan in Naples known as Char i teo ' ;  the renowned and
much travelled lutenist-singer Pietrobono, based in Ferrara but also highly esteemed in Naples; and
the ex-Ferrarese harpist Ludovico immortalised by Alonso Mudarra in 1546 in a highly celebrated
fantasia.3c) O f  course, there is absolutely no evidence to suggest any relationship between the perfor-
mance practice of these improvisatori and Ficino's Orphic singing, so I acknowledge that I am moving
into highly speculative territory. Through his use o f  the _PIM as the basis o f  his Ludovico fantasia,
however, Mudarra reveals that forty years later he had a good knowledge of an already outmoded and

Cited in Angela Voss, 'Orpheus redivivus: The Musical
Magic o f  Marsilio Ficino', Marsillo Ficino, his Theology,
his Philosophy, his Legacy (Leiden: Bril l, 2002): 227; also
available online at http://www.rvrcd.co.uk/catalogue/
ticino/fessay2.htm, accessed 25 March 2008.

Marsilio Ficino, Opera Omnia, 2 vols (Basel, 1576; rept-.
Turin: Bottega d'Erasmo, 1962), 1: 944.
29 The only surviving song thought to be conceived with
an original lute accompaniment is the frottola 'Se mai per
maraveglia i n  Franciscus Bossinensis, Tenore e Contrabassi
(Venice: Petrucci, 1511), fol. 5v. For insights on this piece
in the broad context o f  sixteenth-century lute song, see
Veronique Lafargue, —Par un luth mane aux doulceurs
de la voix": la musique pour voix et instruments a cordes

62

pincees au XVIeme siecle', Ph.D. diss., Centre d'Etudes
Superieures de Is Renaissance, Universite Francois Rabelais,
Tours, 1999, 147-148. •
30 'Fantasia que contrahaze la harps en la manera de Ludovico'
in Monso Mudarra, Tres libros de nuisica (Seville, 1546). This
appears to be the harpist Ludovico who apparently travelled
to Spain from Naples with the ousted Ferrante. Nothing
of him is known from after the death o f  Ferrante. On the
music, see J. Griffiths, 'La "Fantasia que contrahaze la harpa"
de Alonso Mudarra; estudio historico-analitico'. Revista
de Musicologla 9 (1986): 29-40; concerning the musician,
see Egberto Bemffidez, 'Sobre la identidad de Ludovico',
Nassarre 10 (1994): 9-16.
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31 See John Griffiths, 'Improvisation and Composition in the
Vihuela Songs of Luis Milan and Mons° Mudarra', Gesang
zur Lana.. Troja-Trossinger Jahrbuch fur Renaissancemusik 2
(2003): 111-31.
32 Learning Latin by singing is mentioned by Tess Knighton,
'La ninsica en la casa y capilla del principe Felipe (1543-
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unwritten performance style, which included some of the highly personal idiosyncrasies of Ludovico's
playing. It is also possibly but coincidence that Mudarra is the only known author of monodic settings
of classical Latin from the first half of the sixteenth century. Mudarra's setting of Virgil's Dulces exu-
viae as well as other songs by him and also the Valencian courtier, singer, vihuelist-improviser, Luis
Milan—in direct contact with the musical remnants of the Neapolitan tradition that returned to Spain
with the ousted Aragonese—point to affinities with the monodic style that crystallised in Florence
almost half a century later (and that pre-date later influences from Naples). They may also embed rel-
ics of older traditions connected to both popular and erudite traditions.'

Mudarra appears to have been a keen observer of popular practices although, in the way he
embodied them into his music, he seems more a reporter of past improvisatory traditions than a prac-
titioner of them. Some of his songs bear traces of the popular ballad tradition and the common arie di
cantar that were associated with them. While songs such as Triste estaba el rey David, a ballad setting of
David's plaint on the death of Absalom, fit exactly into this category, others seem to suggest that they
are inspired by far more learned sources. Perhaps they are associable with practices such as the use of
singing in Spain to assist Latin students in memorising verse or to practices that may resemble Ficino's
Orphic singing, such as the singing to the vihuela 'according to the habit of Pythagoras', cited in Luis
Vives' Linguae Latinae exercitatio (1538).32 They tally with the distinctly humanistic thread that runs
through the Spanish instrumental repertoire, including Mudarra's settings of  poetry by Horace and
Ovid as well as Virgil. In fact, Mudarra's setting of this musically famous passage from the Aeneld is the
song par excellence from Mudarra's 1546 collection that identifies with the later Florentine attempt to
reincarnate classical monody. I t  exemplifies a declamatory style that has no equal in the early reper-
tory of accompanied songs and whose origins and genesis remain an enigma. The main feature of the
melodic style—it can perhaps be styled a monodic recitation—are the declamatory passages of repeat-
ed notes, generally accompanied by static harmony. Despite the significance of  the accompaniment,
the melodic line in isolation emphasises the monodic nature o f  the melody, with many individual
phrases built on little more than inflected monotones, especially the final section, from bar 33 (Ex. 3-1).
In pondering what might have inspired this kind o f  treatment, is i t  too far fetched to think that
Murdarra might have thought he was trying to wake Orphic spirits? This could well be a small window
on one of  the unrecovered dimensions of renaissance musical history. I f  this were to be the case, i t
would not take a great deal to be able to connect this supposedly unwritten tradition to musicians such
as Barbarino, Montoya, Bottegari, and other musicians even more closely associated with the novelties
of jin-de-siecle Florence.

1556): modelos y contextos', in Luis Robledo etal., Aspectos
de la cultura musical en 141 carte de Felipe II (Madrid: Alpuerto,
2000), 35-97: 64. The passage from \fives is cited in L.
Robledo, 'La mnsica en el pensamiento humanista espanol',
Revista de Musicologia, 21 (1998), 385-430: 406.
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Fig. 3-1. Alonso Mudarra, Tres libros de tnt'isica en afins para vihneta... Libro tertero (Seville, 1546). 'Dukes exuviae', bars 33-46.


