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ABSTRACT 

'fhe thesis is an analysis of the five-part madrigal 

volumes of 3enedetto Pallavicino, maestro di cappella at 

tiie J/,antuan court 1596-1601, in relation to the 

compositions of his contemporaries active at Mantua and 

the nearby court of Ferrara: \Vert, Rovigo, Gastoldi, 

l'!ronteverdi, 1•1arenzio, Luzzaschi, Bert ani, Gesualdo and 

Fontanelli. It traces Pallavicino's stylistic development 

throughout his eight five-part madrigal books, and 

attempts to assess his role in the evolution of the 

madrigal at lclantua during the last three decades of the 

sixteenth century. Over 240 musical examples are included 

in the text. The introductory chapter gives an account of 

Pallavicino's life which includes several newly

discovered documents from the Gonzaga arcHives. The 

second volume contains a representative selection of 

his madrigals • 
. , 
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PREFACE 

The subject of this thesis is the Cremonese composer 

Benedetto Pallavicino (c.l551-1601). Pallavicino, who was 

in the service of the Gonzaga family for some thirty years, 

was a prolific composer who left ten books of madrigals as 

well as a book of masses and a collection of polychoral 

psalms. He appears to have been one of the most popular 

madrigalists of the late sixteenth and early seventeenth 

centuries, for most of his madrigal books were frequently 

reprinted, and a great many of his works were circulated 

in popular anthologies. Moreover, from 1596-1601 he held 

one of the most prestigious positions in Italy, following 

Giaches de Wert and preceding Claudio Monteverdi as maestro 

di cappella at the court of Mantua. It is strange, then, 

that a figure so prolific and popular during his own day 

sl1ould have been almost entirely neglected by music histori-. 

ans until recent times. A disparaging remark made by J.Ionte

verdi on the occasion of Pallavicino's death may have 

discouraged interest in his work; in any case he has been 

summarily dismissed as a mediocre composer by the majority 

of Monteverdian scholars. However, in 1957 Denis Arnold 

published an interesting study of his late madrigals in 

relation to those of Monteverdi and other of his contem

poraries, while more recently two theses have been devoted 

to his madrigals. A clearer picture of his position in 

music history is emerging. 

This thesis seeks to add to our present knowlege of 

Pallavicino by offering a detailed analysis of his five-part 

madrigals, in r-elation to works by his contemporaries 

active at Hantua and the nearby court of Ferrara: Wert, 

Rovigo, Gastoldi, Monteverdi, Harenzio, Luzzaschi, Bertani, 

Fontanelli and Gesualdo. It traces Pallavicino's stylistic 



developments throughout his eight five-part madrigal bool<s, 

and attempts to assess his role in the evolution of the 

madrigal at l•·:antua during the last three decades of the 

sixteenth century. Musical examples are given wherever 

possible to illustrate the text, but a representative 

selection of madrig~ls is also given in the second volume. 

The large quantity of material to be examined 

precluded the possibility of discussing in this tl1esis 

aspects of these madrigals which are not concerned with 

purely stylistic matters. Thus, a detailed study of 

Pallavicino's choice of texts, an ;interesting subject 

given Pallavicino's inclination for texts which were to 

become widely popular a decade later, has had to be post

poned to a later date. Nor have I been able to ;c;i ve a more 

than cursory glance at the many quotations and parodies 

to be found within Pallavicino's repertoire. Of particular 

interest is Pallavicino 's relation to nonteverdi in the 

light of their practice of quoting - or in some cases 

reworking- eacl1 others' madrigals, but this, too, must be 

relegated to the future. 

For similar reasons this thesis does not discuss in 

detail the Primo libro de madrigali a ouattro voci (1579) 

and the Primo libro de madrigali a sei voci (1587). The 

main trends in Pallavicino 's madrigal style are well 

illustrated within the five-part volumes, and a random 

sampling of his four- and six-part madrigal boolcs su;,[;est 

that they are conservative in relation to his other works. 

iv 

In the course of this thesis I have cited a number of 

documents and payrolls from the archives of Verona, Cremona 

and nantua, many of WhiCh I had the i'ortune to discover 

h h . l'~vc already been pub-during my researches. T osc w lCL "" 

lished have been checl<ed against the origina1 s wherever 



possible (the archival references for t!Jis. £,roup are Biven 

as an indication of the fact, as VIE·ll as the source of 

publication). In the transcription of the documents the 

original spelling and punctuation have been retained, and 

(with the exception of the payrolls) abbreviations have 

been written out in full. 

Durinp the writing of this thesis I have received 

inestimable help from a p,reat many people. I am inde~ted to 

the staffs of the following institutions: the Civico Museo 

Bibliografico-J.;usicale, Bolovna; the Biblioteca Civica and 

Biblioteca Governativa, Cremona; the Archivio di Stato, 

Cremona; the University of Otaro Library, Dunedin; the 

British Library, London; the Arcl:livio Diocesano, f.\antua; the 

Biblioteca Comunale, f•Iantua; the Di blioteca del Conservatcirio 

di ~lusica G. Verdi, Hilan; the Archivio di Stato, l·Iodena; 

the Bi blioteca Estense, l•;odena; Cllri st Church Library, 

Oxford; the Accademia Fi'larmonica, Verona; and the Biblioteca 

Capitolare, Verona. Above all, I am grateful to the staff of 

the Archivio di State, f.lantua, who have assisted me with 

great kindness over a number of years. I have also been for

tunate in having at my disposal the Horrill I··iusic Library of 

Villa I Tatti, Florence. 

I am particularly grateful to Gino Corti and Peter 

Houle, who helped me witll the transcription and translation 

of Pallavicino's autograph letters; to Susan Parisi, who 

advised me of letters by Bernardino Pallavicino and assisted 

with the datinr, of the payrolls in the Gonza[,a arcllives; to 

Elia Santoro, who shared v;itll me his knowled,;e of th(; Cremona 

archives; to Jessie Ann Owens, \;'endy Erslev and Ti;;Jothy 

nacGee, who gave advice and encouragement; and to Hichard 

Charteris, v1ho proofread the manuscript in its last stages 

and helped solve a number of problems. Tile greatest debts 

v 

are to Peter !"landers, VJiJo ~c,encrously invited my collaboration 



in the edition of the Opera omnia of Pallavicino, shortly 

to be published by the American Institute of i·iusicology; 

to Pier Lui~i Bosi, for his assistance with translation, 

but above all for his constant encouragement and interest; 

and to Professor John Steele, who performed the difficult 

task of supervising this thesis by correspondence with 

unfailing good humour, while his profound knowlege of the 

Italian madrigal has always been at my disposition. 

I wish to thank the University Grants Committee of 

New Zealand for the generous grant which supported me for 

the first three years of my work. 

Florence, 1981. 
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CHAPTER I 

THE LIFE OF PALLAVICINO 

Benedetto Pallavicino was born some time around 

1551.
1 

On the title page of his first two printed books of 

music he calls himself 1 cremonese 1 , so t .. at until now most 

scholars have assumed that he was born in Crernona itself. 

However, the Crernonese archivist Elia Santoro says that he 

was the brother of Germano Pallavicino, a little-known corn

poser employed at the Cremona cathedral in 1568, 2 and if 

this is so, then Benedetto would have been born at Monti-

cello d'Ongina, a few miles south of Cremona on the other 

side of the Po, where Germano's family resided: 

Magister Gerrnanus de Pallavicinis filius quondam 

Mathei habi tator in loco Monticellorum de Unginis 

ultra Padum distrettus Crernonense organista 

certioratus ..• 

AltLough Monticello is a town of little importance 

today, it once had some significance as the seat of the 

1>\arche si di Pallavicino, the first of whom, Carlo, built 

the fine castle and collegiate church which can be seen 

today. The historian Francesco Arisio thought that Palla

vicino belonged to this noble family
3 

- one of the 

1
According to his death notice he died on 26 Novem

ber 1601 at the age of fifty (seep. 29). 

2 
E. Santoro, La farniglia e la formazione di Claudio 

f.'lonteverdi. Note biografiche con documenti inediti, Cremona, 

1967, p. 21. The document, cited by Santoro, is to be 

found in the Archivio Notarile of Crernona, filza 815, Gio

vanni Battista Maini, 16 April 1568, f. 19. 

3 
F. Arisio, Crernona literata, Parma, 1702-6, v. 2, 

p. 455. 



oldest in Italy - but if he did, he must have been many 

generations removed from the source of power, for as a 

musician he would have occupied a relatively low position 

4 
in the social scale. It seems likelythat he did have some 

connection with the family; it is surely significant that 

his first known employment was with a family connected by 

marriage with the Pallavicini of Monticello, the Gonzagas 

. 5 
of Sabb1.oneta. 

Nothing is known about Pallavicino before 1579. The 

only documents referring to this period of his life are the 

entries devoted to Pallavicino in Giuseppe Bresciani's 

chronicles of Cremona, a group of manuscripts compiled 

around the middle of the seventeenth century. They read as 

follows: 

4 

1586. Benedetto Pallavicino learnt in his youth 

the art of music and counterpoint, and applied 

!lis talent so well that in organ playing he became 

[lacuna in ms]. For this excellence he served 

Guglielmo Gonzaga Duke of Mantua as maestro di 

cappella and camera. He composed many works both 

for the church and the court, and there are printed 

editions"of the first and third books of his most 

harmonious five-part madrigals and other books of 

church music and inst.rumental sonatas for string 

For a discussion of the social and financial status 

of the Renaissance musician, see.C. Anthon, "Some aspects of 

the social status of Italian musicians during the sixteenth 

century", Journal of Renaissance and Baroque Music, 1 (1946), 

pp. 111-123; 222-234. 

5 The daughter of Pallavicino Pallavicino (d. 1532) 

of Honticello married Gianfrancesco Gonzaga of Sabbioneta, 

uncle of Vespasiano Gonzaga, in 1539. 

2 



. 6 
and wind 1nstruments. 

1579. Benedetto Pal1.avicino learnt the art of 

music and counterpoint as a boy, and through the 

years has laboured at his art. For many years he 

was organist in various churches in his city, and 

he also served His Highness Duke Guglielmo 

Gonzaga. He had many pup:ls who became excellent 

in the art. He had some of his works printed, 

besides those which he also composed and kept 

for his own use. These works were 

15 7 9 .=I..=lc_~;Pc.:r'"i"'rr."'.o"-""l-"i-'=b'-'r'-'o'---'d"e"-!!.m"'a"'do:r'-'i'-'g"'a=l.=i__,a'---"'5 [re c t e 
1584 Il Secondo libro de madrig,ali a 5 

==-=~~~-===~-=;_~~==-==~~- 7 
15 8 5 "'I"'l'--t"-e=r-=z"'o'-l=i-=b-=r'-'o'---=d-=e-"m"'a"-d=r-=i"'g"'a"'l=.l=.. -"a'--='-5 

a 4) 

If one reads these entries carefully, it becomes 

clear that Bresciani knew very few facts about Pal1avi

. cino. He must have seen the three named madrigal books; 

since he gives their dates correctly (although he misread 

the title of the first; it should be "a 4", not "a 5"); he 

also knew that Pallavicino had held the position of maestro 

di cappella at Mantua (he was appointed by Vincenzo, how

ever, not by Guglielmo). All the rest amounts to very little. 

It is reasonable to assume that Pallavicino was at some 

stage employed in one of the larger Cremonese churches as 

organist or cantore, since most musicians of his time 

received the basis of their musical education in church 

establishments, but Bresciani was almost certainly guessing 

when he said that" .•• for many years he was organist in 

6cremona, Biblioteca Comunale, Bresciani Ns 27. 

"Uomini insegni di Cremona" ['pages not numbered]. See 

Appendix E, Document 1, p. 355. Published by G. Pontiroli, 

"Notizie di Musicisti Cremonesi Dei Secoli XVI e XVII", 

Bollettino storico cremonese, XXII (1961-64), p. 160. 

7cremona, Biblioteca Comunale, Bresciani Hs 28. 

''Uomini insegni di Cremona'', f. 160. See Appendix E, 

Document 2, p. 355. Published by G. Pontiroli, "Ilotizie 

di Musicisti Cremonese'', p. 162. 

3 



various churches in his city".
8 

One supposes that the 

sonatas for string and wind instruments are also the fruit 

of Bresciani's imagination, for there is no evidence that 

Pallavicino ever published - or wrote, for that matter -

instrumental compositions. 

Pallavicino's first publication, a book of madrigals 

for four voices, was printed in Venice in ).579, when he was 

twenty-nine. The dedication, to the famous Accademia Filar-

monica of Verona, is dated "Venetia, 25.IX.1579", but there 

is no reason to suppose that Pallavicino was in Venice for 

any other purpose than to see the w.orl;: through the press. 

The dedication of this work gives us no hint of his 

activities, not even of a former connection with the Academy. 

Rather, he makes it clear that he has chosen this dedication 

in the hope of gaining the Academy's recognition: 

Having, noble Academicians, in a period of some 
months, and with my lowly ability, composed some 
madrigals, I was considering whether I should 
publish them; for on the one hand I was encouraged 
and invited to do so by the requests and judgement 
of many of my friends, but on the other hand I 
felt timid and reluctant to do so because of the 
knowlege of my own mediocrity in contrast with the 
beauty of the many compositions which one sees in 
print today. And truly, I do not believe that, 
even with the encouragement of friends, I would 
ever have printed my scores {parti]; which I know 
to be of little worth, and to make little impression, 
if ·it were not for the hope that they would come to 
the ears of your honoured and illustrious Academy, 
the true upholder of this noble art ... I have been 
seized with a desire to try, if possible, to enter 

8He does not seem to have been one of the organists 
at the cathedral of Cremona, since the payrolls do not 
record his name; unfortunately the records of cantori are 

incomplete. 

4 



your good graces; and indeed what good fortune and 

strength would be mine, if I could win the love of 

the Philarmonici: you, the true lovers of the most 

noble art enjoyed in the world today ••. Accept, 

then, my compositions, and not because they merit 

it, but because you, I know, always receive kindly 

any offering made to you; if nothing else, they 

will be at least a demonstration of my affection 

for your Academy .•• ". 

From this dedication we know that Pallavicino was not 

well known at this point of his career (although almost 

-thirty) but he was, for all his professed modesty, ambitious 

enough to address his first publication to one of the most 

famous musical academies in Italy. In 1579 it was under the 

leadership of Mario Bevilacqua, a Veronese nobleman, and its 

concerts, held in the spacious Palazzo Bevilacqua, featured 

the works of many of the northern composers, as its archives 

now show. Pallavicino retained a connection with the Bevil-

acqua family all his life, dedicating his sixth book of 

five-part madrigals to Mario's nephew, Alessandro, in 1600. 

The presence of four of his madrigal books in the library 

today implied that he was successful in his efforts to 
9 

become known to the Academy, and was popular in its circle. 

Again, one cannot do more than speculate about Palla-

Vicino's activities up to the time of the publication of 

this first book. However, the volume indicates that he was 

already connected with the Gonzaga family, since several 

madrigals (or, more properly, a madrigal of seven stanzas), 

are dedicated to a certain Cassandra Cattaneo Gonzasa. This 

9The 1596 and 1600 editions of the fourth book of 

five-part madrigals, the 1600 edition of the fifth, and 

the 1600 edition of the sixth; surprisingly, not the 

volume discussed above. 

5 
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noblewoman lived in Bozzolo, a town about half-way between 

Cremona and nantua, the seat of a branch of the Gonzaga 

f .l 10 b k am~ y. A oo of madrigals by Alessandro Milleville, pub-

lished in 1584 and dedicated to Prospera Cattaneo, contains 

tvJo madrigals addressed to "Fabri tio e Cassandra Gonzaghi 

11 
Consorti di Bozzole". Prospera Cattaneo, who was probably 

Cassandra's father, or perhaps brother, had connections 

with the Gonzagas of Mantua, and one can deduce from sur-

vivine correspondence that he was very much interested in 

. 12 
mUSlC. 

10 
This line descended from Federico and Pirro Gon-

zaga, brothers of Duke Vespasiano's grandfather Lodovico. 

In 1561 Bozzolo was jointly inherited by Giuliocesare, 

Scipione and Pirro Gonzaga, grandsons of the first Pirro; 

in 1565 it was raised to a principato by i'laximillian the 

Second. See P. Litta, Celebre famiglie italiane, iHlan, 

1819-83, v. 3, pp. 75-76, and C. Campana, Arbori delle 

famiglie le guali hanna signoreggiato con diversi titoli 

in Mantova, .... e principalmente della Gonzaga ... , i'lantua, 

Osanna, 1590, pp. 54-62, for the history and family tree 

of the Gonzagas of Sabbioneta and Bozzolo. 

11
A. 1-lilleviJ,-le, Il secondo libra de madrigali a 

cinque, Ferrara, Baldini, 1584 .. In the Biblioteca Estense 

of f.!odena. The only Fabrizio Gonzaga to be found in the 

family tree of this branch of the Gonzagas is a grandson 

of Febo, who was the illegitimate brother of Lodovico, 

Federico and Pirro Gonzaga. See Campana, Arbori, pp. 54-62. 

12Hantua, Archivio di Stato, Archivio Gonzaga (here

after indicated by the sigla JV!ASG), Busta 2636, Nantua

lilantua, f. 723. 22 August 1586. Prospera Cattaneo to 

Guglielmo Gonzaga, "di Casa". "Le raccomandi i libri di 

musica della Amorosa Spoglia ch' si possano recuperare quan

quando non sia per servigio di S. A. Ser.ma et il tutto si 

ricevera a malta gratia ... ". Prospera Cattaneo was also 
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Pallavicino 1 s connection with the Gonzaga family is 

confirmed by his second publication, the Primo libra de mad

ri gali a cinque 1 which is signed "Sabbioneta, 15. III. 1581". 

Sabbioneta, a tiny town south-east of Cremona, was the seat 

of Duke Vespasiano Gonzaga, cousin of Guglielmo Gonzaga, 

Duke of Mantua. Vespasiano was the archetypal 1uomo del 

rinascimento 1 
: .• ambitious, powerful, and with a private life 

violent and tragic enough to rival that of Carlo ·Gesualdo, 

he was also a humanist, architect, poet, patron of the arts, 

and enthusiastic collector of antiquities. His court, so 

Affo says, was frequented by artists, mathematicians, 

musicians, philosophers and poets (amongst whom were such 

distinguished figures as Giulio Romano, Bernardino Campi, 

Leone Leoni, Torquato Tasso, and the architect Scamozzi, 

who designed his theatre), so that it became known as the 

"little Athens" of Italy. It is not surprising that Palla

vicino would try to get a position at Sabbioneta. What is 

surprising, however, is that he chose to dedicate the 

a poet; he is cited by Cagnani in a list of Mantuan liter

ati in the Raccolta d 1 alcune rime di scrittore Mantovani, 

Mantua, 1612, p. 6. Three of his poems were published in 

the collection Rime di diversi nobilissimi et eccellen

tissimi auttori in lode dell 1 Illustrissima Signora •.• 

Donna Lucretia Gonzaga Marchesana, Bologna, Rossi, 1569, 

pp.l17-8. 

13 
I. Affo, Vita de Vespasiano Gonzaga, Parma, 1780, 

p. 96. Of the musicians in service at the court of Sab

bioneta Affo mentions only Camillo Magnanimi, detto de' 

Ferrari Parmigiano, who later found employment at Mantua. 
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one book of madrigals published while he was at Sabbioneta 

not to Vespasiano, as would be customary, but to a certain 

Cremonese nobleman, Baron Paolo Sfondrato. The explanation 

of this could be a subtle piece of diplomacy on Pallavicino's 

part. Vespasiano was on far from good terms with his cousin 

Guglielmo; their surviving correspondence reveals an 

intense rivalry between the two men. Selwyn Brintcn points 

out that the motto 1 Libertas' which Vespasiano adopted was 

chosen not so much to express the liberty of' his subjects, 

as the attitude of haughty independence which Vespasiano 
14 

always maintained towards his older, more powerful cousin. 

If, as one might expect, Pallavicino had hoped to obtain a 

position at l'!Jantua, he would naturally have chosen a 

'neutral' dedicatee for his book rather than risk alienating 

one of the Gonzagas by dedicating it to the other. On the 

other hand the explanation may be more simple. Paolo Sfon-

drato, with whom Pallavicino had evidently been connected 

in Cremona (probably t,hrough the Accademia degli Animosi, 

over which the Sfondr.ato family had presided for a number 

of years), was a very powerful man, and Pallavicino may 

have been relying on his influence for a new and better 

. t• 15 
pos~ ~on. 

14C' ,_,. Brinton, The Gonzaga, Lords of Mantua, London, 
1927' p. 176. 

15 
For the Sfondrato family's connection with the 

Academy, see Santoro, La famiglia e la formazione di Claudio 
i·Ionteverdi, pp. 23-4. Unfortunately the archives of the 
Academy for the years 1560-88 have been lost. It is possible 
that Pallaviefno's connection with Sfondrato was not only 
through the Academy, for the dedication reads: " ... So 
then these my first fruits born of your Beneficience must 
not be [dedicated} to anyone but your illustrious self ... 



century 

of' that 

MANTUA 

Any discussion on music in ~lantua in the sixteenth 

must necessarily centre around the princely figures 
16 

period. Pallavicino, who was in service at Mantua 

for about twenty years, was fortunate enough to begin his 

career there under one of' the most illustrious of' the 

Gonzagas: Guglielmo, Duke of' Mantua and Monferrato. Gugliel

mo, like so many of' the Renaissance princes, was keenly 

interested in his musical establishments, but perhaps more 

by reason of' his sincere love of' music than mere princely 

pride. He was thus naturally anxious to achieve a high 

standard of' music in his private chapel, Santa Barbara, and 

also, being a pious man, to have it comply with the 

stipulations laid down by the Council of' Trent concerning 

.audibility of' the words in settings of the liturgy. In 

accordance with this he himself' 1 edited 1 plainsong for use 

in the chapel, and commissioned Palestrina to write a set 

during the long time that I have served you ... you were 
al\-Jays pleased to put my compositions before any other 
service of' mine ... ". Paolo Sf'ondrato was frequently in 
correspondence with. Guglielmo Gonzaga, so he may have 
helped Pallavicino find employment at the court of Mantua, 
but I have not found any mention of' Pallavicino in the 

Sf'ondrato-Gonzaga letters which I have read. 

16
I. Fenlon 1 s Husic and patronage in sixteentr,-ccn

tury Mantua, Cambridge, 1980, is an excellent and compre

hensive study of' the subject. Of particular relevance to 
this section is Chapter Three, "Guglielmo Gonzaga and the 
Santa Barbara project", pp. 79-117. I am grateful to Dr. 
Fenlon for having allowed me to read the proof's of' his book. 

9 
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of masses on this edited chant.
17 

Guglielmo was an amateur 

musician himself (judging from Palestrina's comments, 

perhaps not a very good one), and he w~te, that we know of, 

a book of madrigals, a book of motets, a mass, and some 

1 
. 18 

i'agniflcats. He was ambitious for his cappella, for he 

tried to attract both Marenzio and Palestrina into his 

service; alt~ough they refused to come, being better paid 

elsewhere, the celebrated Flemish composer Giaches de Wert 

was his maestro di cappella from 1565 until 1596, and many 

of the other court musicians were composers of varying 

degrees of expertise.
19 

Thus, Pallavicino's appointment as 

can tore at .I~ antua was a particularly fortunate one, bringing 

him into contact with some of the best musicians of the 

17 
See K. Jeppesen, "Pierluigi da Palestrina, Herzog 

Guglielmo Gonzaga und die neugefundenen Mantovaner-I1essen 

Palestrinas, ein erganzender Bericht", Acta J.lusicolog ica, 

XXV (1953), pp. 132-79, and 0. Strunk, "Guglielmo Gonzaga 

and Palestrina's. Missa Dominicalis", Musical Quarterly, 

XXXIII (1947), pp. 228-39, reprinted in 0. Strunk, Essays 

on music in the western world, New York, 1974, pp. 94-107. 

18 
The most complete study of the compositions of 

Guglielmo Go.nzaga is to be found in R. Sherr, "The Pub

lications of Guglielmo Gonzaga", Journal of the American 

Musicological Society, XXXI (1978), pp. 118-125. 

19 Those composers known to have been employed at the 

court or in the Santa Barbara chapel during the period of 

Pallavicino's employment at Mantua include Paolo Cantino, 

Giovanni Giacomo Gastoldi, Paolo Masinelli, Claudio Monte

verdi, Filippo Maria Parabovi, Francesco Rasi, Salamone 

Rossi, Francesco Rovigo and Alessandro Striggio. Those 

employed at San Pietro, the cathedral of ~lantua, or at 

other Mantuan churches, include Hippolito Baccusi, Paolo 

Bozi, Paolo Marni, Stefano Nascimbeni, Ruggero Trofeo, 

Lodovico Grossi da Viadana and Paolo Virchi. 
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time and offering ample opportunity for the performance of 

his music and the possibility of attracting the attention 

of distinguished patrons at the court. 

It is not known when Pallavicino arrived in Mantua. 

Canal and Bertolotti both say that he was already there by 

1582; this they deduced from a letter mentioning 

which is in the files of correspondence for that 

his name 
20 

year. 

The letter cannot belong to 1582, since it includes two 

poems written in celebration of the birth of Vincenzo 

Gonzaga's second son; the correct date is in fact 11 May 

1587.
21 The earliest known document recording his presence 

in r.lantua is a letter of 1583, written from the ducal 

secretary to the Bishop of Alba, evidently in reply to a 

proposal regarding a singer who wished to come from Rome 

to join the court singers at Nantua: 

His Highness t1as decided not to accept the offer 

o.f Messer Hippolito Camataro, knowing that he is 

a person of some age, and having need of young 

people £whoJ are able to follow him out of the 

city. For the information of Your Reverend, there 

are in the service of His Highness, as ordinary 

20 . 
HASG, Busta 2617, I~antua-l·lantua, 11 May 1582 [rec-

te 1587]. Annibale Ippoli ti to Federico Cattaneo. A. Ber

tolotti, r.lusici alla Corte dei Gonzaga in Mantova dal secolo 

lo XV al XVIII, Nilan, 1890, p. 62; P. Canal, "Della l-!usica 

in Hantova", in Atti del R. Istituto Veneto di Scienze, Let

tere ed Arte, XXI (1879), Venice, 1881, p. 721. Reprinted 

together as La musigue a !'1antoue aux XVe et XVIIIe siecles, 

ed. P. Tagmann, Geneva, 1978. 

21F d' b A 1 er lnando Gonzaga was orn on 26 pri 1587. T.ld. 

Bridges was the first to recognise the correct date of this 

letter; see his unpublished H.A. thesis "The Hadrigals of 

Benedetto Pallavicino", University of California (Berkeley), 

1959, p. 34. A transcription of the letter can be found 

in Appendix E, Document 3, p. 35~ 
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singers, l~esser Paolo Cantino and Messer Benedetto 

Pallavicino, both of them composers, above whom 

be does not intend to appoint anyone unless he 

he were of such a name and 22putation as to be 
advantageous to do so •.• 11 • 

There is more than a suggestion here that Pallavicino 

was favourably regarded by the Duke of Mantua, and indeed 

there are many signs that he adapted quickly and easily to 

his new environment. In the same year as the above letter a 

six-part madrigal by Pallavicino, Ninfe leggiadre, was pub

lished in the Ferrarese anthology Il lauro verde, under the 

name of Giaches de Wert. Anthony Newcomb has suggested that 

\·lert was unable through illness to produce a contribution 

for this collection, and commissioned Pallavicino to 

produce a suitable piece;
23 

if this is so, then Wert must 

have had a high regard for his new colleague's work. The 

following year, 1584, saw the publication of a second book 

of five-part madrigals, and this, predictably, Pallavicino 

dedicated to the Duke of Mantua: 

For many years now I have cherished in my thoughts 

the ideal.of a true princely figure, and so, seeing 

this embodied in the greatness of soul of Your 
Highness, expressed in your virtue, and the heroic 

feats which you have, characteristically, performed, 

your fame thus ever-increasing, there grew within 

me the desire to have the occasion, and the great 
fortune, of serving you. This being granted by the 

benign influences of the heavens, and in the mean
time having put down on paper some of my conpositions, 

I could not do other than dedicate them to Your 

22
MASG, 

October 1583. 
Alba in Rome. 

Busta 2623, Paese dello Stato-l~antua, 29 
Federico Cattaneo from Goito to the Bishop 

See Appendix E, Document 4, p. 356. 

23 << A. Newcomb, "The Three An1nologies for Laura 

Peverara 1580-1583", Rivista italiana di musicologia, X 

(1975) In onore di Nino Pirrotta, pp. 329-345. 

of 



13 

Highness .•• J>lantua, the 15th of April 1584. 

The contents of this book, while showing no radical 

difference in style from his earlier compositions, show that 

he was able to cater for Guglielmo's taste: the Duke is 

known to have been particularly fond of the commedia as an 

. t 
24 

d h 1 1 entertalnmen , an t e ast madriga of Book Two, a work 

in six parti, is a comic piece obviously intended for use 

as an intermedio. 

A letter written by the ducal secretary in December 

of the same year, to the Duke's secretary in Venice, 

Gabrielle Calzone, shows that Pallavicino was already 

sufficiently established at Mantua to be sent to Venice to 

report on the abilities of a certain singer at San Marco: 

The report that messer Benedetto Pallavicino, 
musician of His Highness, made when he came back from 
from there, and sent by him to me to inform me about 
the same eunuch of whom you write to me, was very 
different from that given by Antonio Lucino da 
Pesaro, nephew of the Bishop of Veletri, because 
Pallavicino says to have understood from various 
musicians, in particular J>lonsignor Gulino, that the 
said eunuch did not have a good voice and that it 
was not something to propose to the Prince and 
that he was finding it difficult to serve at San 
J>larco, demonstrating that of which Your Excellency 
has already been informed. However, regarding that 
which you write, His Highness answers that Palla
vicino not having himself heard the eunu.ch he 
could have been ill-informed. However, if Your 
Excellency is persuaded that the said eunuch is 
in fact good, and someone to value, send him along 

24 See A. Cavicchi, "Teatro l>lonteverdiano e tradizione 

teatrale Ferrarese", in H. J>lonterrosso, ed., Claudio 

Monteverdi e il suo tempo, Verona, 1969, pp. 136-139, and 

I. Fenlon, Music and Patronage, pp. 79-117, for a 
discussion of the Duke's taste. 



with that Antonio who recommends him, and His 
Highness will give hospitality t~ 5both, to see 

if they are apt for his service. 

Yet another book of five-part madrigals, the Terzo 

libro de madrigali a cinque, came out in 1585. Pallavicino 

dedicated it to Alfonsine Gonzaga: a minor member of the 

ducal family and a local patron of music.
26 

The following 

year, 1586, Pallavicino was sent back to Venice, this time 

with the task of seeing Guglielmo Gonzaga's Magnificats 

through the press. Apparently Guglielmo, who liked to get 

his compositions published ("not from ambition, but because 

[thus] one does not lose entirely one's past labours, some 

of them £already] having been lost, and to be able to 

enjoy one's past studies .•• "), had proposed that Angelo 

Gardano, the Venetian printer, bring out his Magnificats. 

Although Gardano at first refused, saying that he was too 

busy, some pressure must have been brought to bear on him, 

for in August of 1586 Giaches de Wert prepared the work 

f 
27 p 11 . . t v . t i or print. a av~c~no was sent o en~ce o superv se 

the printing, Wert being ill, and the following are his 

25 
MASG, Busta 2217, J·Unute. 18 December 1584. From 

J.iantua to Calzone (secretary to the Duke in Venice). See 

Appendix E, Document 5 7 p. 357. This letter is cited by 

Canal, "Della musica in l·lantua", p. 697. Bridges, "The 

Madrigals of Benedetto Pallavicino", p. 32, cites a trans

cription in the Schede Davari,·Busta 15 [recte 16J. Bridges 

thought the original to be lost, but a copy has survived in 

the Minute. 

26 see Chapter Three, p. 94. 

27 The archival sources for the material regarding 

Guglielmo's Nagnificats and the various citations of this 

material are fully listed in Sherr, "The Publications of 

Guglielmo Gonzaga". 

14 



reports to the Duke on its progress: 

Venice, 25 October 1586. Please tell His Highness 

that I have heard from Gardano that the mistakes 

found in the printed copies of the Magnificats are 

partly due to the manuscript copies and partly 

errors of print; however Gardano will not fail to 

correct all the mistakes he can, so as to satisfy 

His Highness. It is quite t.rue that there are some 

of little importance, and that it does not seem to 

him necessary to corre~E them, since nothing would 

be seen but boletini; they are mainly mistakes 

in the words. I will carefully check and compare 

the copies, that is to say, the printed and 

manuscript ones, and I will not fail to correct 

all the important mistakes that are found. I have 

nothing else to tell you except that he tells me 

l!e will not be able to send me /_therrJ as soon as I 

should wish, since he needs time and it. would almost 

be quicker to reprint them than to correct them, so 

that he cannot promise to send me them in the 

coming week. Please ask His Highness what I am to 

do, and if they are not sent with the next p~~t 

whether I am to return with the courier ..•• 

Venice, 1 November 1586. As soon as I received 

your letter, together with Signor Mor~: we went 

to see Gardano and let him know how the intention 

of His Highness was that he should not fail to 

correct all the discovered errors, in the words 

as well as the notes, and that His Highness does 

not care if he uses bolettini rather than the work 

should remain poorly corrected. Gardano re~ied that 

he wishes to serve His Highness and that he will 

28 
Bolettini refers to the method of correcting 

errors by pasting a small piece of paper with the correct 

note or letter over the error. These can often be seen in 

contemporary partbooks. 

29
MASG, Busta 1517, Venice-Mantua, 28 October 1586. 

Pallavicino to Federico Cattaneo. See Appendix E, Document 

6, p. 358. The original has been printed, with an English 

translation which differs in some points from mine, in 

Sherr, "The Publications of Guglielmo Gonzaga", 

15 
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not fail to do everything possible; and that he will 
spend all of this coming week finishing the work, 
and I shal~0be able to come with the courier without 
fail ... ". 

It is interesting to see that Gardano was not 

particularly meticulous in his printing of the Duke 1 s work. 

This is probably because a book of madrigals by the Duke, 

printed 'senza nome' in 1582, had been a financial disaster, 

and no doubt Gardano thought the printing of the Nagnificats 

would be a_n equal waste of time and money .. 

The second of the above letters continues at some 

length; although it does not conta.in.anything else of 

musical interest, it gives us a vivid, if confused, picture 

of Pallavicino 1 s other duties at Venice, which were by no 

means confined to purely musical matters: 

I am sending the sea fish as you asked me; but not 
from forgetfulness because of the beauty of the 
town, but because I had no order at all, I am 
sending the lancinelli again that Signor Agosto 
told me about so vaguely (so that I told him that 
what he needed was a little memory). I saw nothing, 
and I decided not to get anything so as not to 
make a mistake. The fish I am sending were boughtby 
Hesser Bertolamio the courier and me, and we did ·not 
buy. very much because we could not find anything of 
special quality, and we bought what there was, and 
Messer Bertolomeo [sic/ paid for everything. 

one sea bass 1.2 U. 8 
two soles 1.0 U.16 

gilt-headed bream, n° 4 1.0 - U.16 

red mullet n. 6 1.0 U.18 

a basket to put the fish in 1.0 u. 8 
1.5 u. 6 

30r.1ASG, Busta 1517, Venice-!,;antua, 1 November 1.586 · 
Pallavicino to Federico Cattaneo. See Appendix E, Document 
7, p. 358. Printed, with English translation, in Sherr, 

"The Publications of Guglielmo Gonzaga". 



so I beg you to accept them and to see that the 
courfur is satisfied by the luschalchi or by the 
steward [sic Mastro di CassJ; also for the four 
lemons and eii?J1t.een oranges, which at the end of 
August he bought on behalf of His Highness and 
for which he was never able to get anything because 
the steward told him that he did not want to give 
him anything because they were too dear, and that 
it was impossible that ne had paid twenty marchetti 
each for the lemons; as for the oranges, there was 
nothing to be said, telling him that if he wanted 

17 

the money for them he would give it to him willingly, 
and he ans\·lered that he wanted ·the money for every
thing or nothing. In spite of this, seeing that he 
could_ not have the money, he obtained a note from 
the orange-seller signed in_his own hand with two 
witnesses who were present and took it to the 
steward, but it did him no good, so that Messer 
Bertolomeo begs you to see that he is satisfied, 
since for His Excellency the Duke they would spend 
everything they have in the world, and even their 
lives, and so would their companions; and as they 
are not satisfied they will not spend on any order 
if they are not given the money. 

I have nothing else to tell Your Excellency 
except that if His Highness the Duke wants fish of 
high quality, it is better to write to Signor 
Gabrielle Calzone, because he has a priest in his 
house who is a good buyer and has friends among the 
best fishermen in Venice. I kiss your hands and beg 
you to love me. 

Your Excellency's most affectionate servant, 
Benedetto Pallavicino 

Please tell messere Paolo Masinelli that I 
bring him what he

3
ysked me for, in person, 

I kiss his hands. 

will 
and that 

The last word 6n the Duke's Magnificats is contained 

in the dedication of Pallavicino's first book of six-part 

madrigals, published in 1587, and addressed once again to 

Guglielmo Gonzaga: 

species 
from A. 

31Paolo Masinelli was court organist at Mantua. The 

f
. · · t · l. '" thl. s 1e-t-t0r have been identified o~ 1sn c1 eo 1£ -~ 

D " · ' · 0 n Ic_!l~'!.'.' !:'~c'cr:oc:_· --'l"-. n:.;_.l'·::.:· e'-'r-'-1 ;;.t ::cO.=l'-"'a , l. i l an , 1 9 7 2 • aVlC.S , = 1 .u. t: 



... this being my first work for six voices that I 

have published, I could not dedicate these first 

fruits to anyone else than you ••. for the great 

authority of such a high prince, and again for the 

incredible wisdom with which you have been endowed 

by nature in everything, but especially in the 

science of music, as testify your Motets and Mag

nificats, today in use, anonymously, in the highly 

celebrated church of Santa Barbara, and printed by 

Gardano; the which (apart from the other works you 

have given to the world, which I am omitting to 

mention), it can well be said by everyone without 

fear of exaggeration, make their royal way today 

between the learned works of the most famous 

musicians 

The Magnificats, then, were eventually printed, and in fact 

they are listed in one of Gardano's sales catalogues, the 

"Indice delle libri di musica che si trovano nella stampe 

.. ", printed in Venice in 1591.
32 

Although examples of the 

printed volumes do not seem to have survived, it has been 

suggested that the two manuscript sets of anonymous Mag

nificats in the Santa Barbara collection, Mss 9 and 30 

[rec·te 13?}, may be identical with these works of 

Guglielmo.
33 

On 14 August 1587 Guglielmo Gonzaga died, and his 

son Vincenzo succeeded him to the throne. A man of very 

different temperament from that of his father: wilful, spend-

32f. 2v: "Magnificat del Duca di Mantua p. e 2 Choro 

Published in G. Thibault, "Deux qatalogues de 

librairies musicaux, Vincenti et Gardane, Venise, 1591", 

Revue de Musicologie, X (1929), pp. 177-183, and XI (1930), 

pp. 7-18. 

33see Sherr, The Publications of Guglielmo Gonzaga", 

p. 125. 
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thrift, lustful and wordly, he was, as Arnold aptly puts it, 

"at best an inconsiderate and inconsistent ruler, at the 

34 
worst, a brute and a murderer". Yet under Vincenzo the 

cul tl.Jr·al life of Mantua flourished. While the commedie 

favoured by his father continued to be presented at the 

court as a traditional part of the festivities of carnevale, 

Vincenzo was also interested in the more ambitious forms of 

theatrical entertainment popular at the neighbouring court 

35 
of Ferrara. This interest was to have its most important 

manifestation in the staging of Guarini's tragicommedia Il 

Pastor fido projected at Mantua since 1591 and realised in 

36 
1598. !·1usic played an integral part in the l1antuan 

theatre; significantly, the few surviving payrolls from this 

period show that the number of musicians employed at ~lantua 

. 37 
increased in the early years of Vincenzo's reJ.gn. Horeover, 

amongst these musicians one finds virtuoso singers of some 

repute, capable of equalling the high standards of perfor-

34n. Arnold, Monteverdi, London, 1963, p.8. 

35 
See HASG, Buste 402, 403 and 410 for payments made 

to the commedianti in this period. Tne activities of the 

commedianti at Mantua have been fully discussed by A. D'An

cona in "Il teatro mantovano nel secolo XVI", Origini del 

teatro italiano, Turin, 1891, v. 2, Appendix II. Two 

interesting studies of Vincenzo Gonzaga's musical and 

theatrical tastes are to be found in Cavicchi, "Teatro 

!<!onteverdiano", and Fenlon, Music and Patronage, Chapter 

Four: "Vincenzo Gonz11ga and the new arts of the spectacle", 

pp. 119-162. 

36 
See Fenlon, op. cit. 

37Transcriptions of the surviving payrolls are to be 

found in Appendix E, pp. 364-7. These payrolls are 

published in Fenlon, op. cit., Appendix II, pp. 192-5. Dr. 

Fenlon's transcriptions and datings of the payrolls differ 

slightly from those given in the present work. 
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38 
mance maintained by the court musicians of Ferrara. One 

would therefore expect Pallavicino to have benefited from 

the new regime at Mantua. Certainly the dedication of his 

fourth book of five-part madrigals, published in 1588, is 

glowing enough: 

Being from the beginning most fortunately counted 

amongst the numbers of the new family of Your High

ness, I have been searching for a new way of being 

able to demonstrate to You some sign of gratitude 

for such a kindness. At last I have found it (as 

seemed best to me) in this [act] of dedicating /to 

you} some of my madrigals ••. they are newly born, 

and born in your house; from which one sees that 

anyone else would be an illegitimate possessor. So 

then, with every humility, they come to render on 

my behalf thanks to Your Highness and to place 

themselves, as your possessions, under your shadow. 

It remains only for me to send them with an ever 

willing spirit, asking you to favour me, together 

with them, with that Jove-like protection and kind

ness in which every one of your servants and 

subjects rejoices .•. 

Nonetheless, there are signs that Pallavicino was less 

appreciated by Vincenzo than he had been by Vincenzo's 

father. A payroll - undated, but which can be assigned to the 

years 1588-89 - shows that Pallavicino received less money 

and provisions than most of the other musicians 
. 39 

lJ.sted. 

38 
See Chapter Three, pp. 135ff. 

39
MASG, Busta 395. D.XII. n° 5, "Levato dall Filza 

1587 al 1600 degli Economici Camerali", f. 156-156v. See 

Appendix E, p. 364. The payroll is preceded by a list of 

members of the Duke's family; since it names the two princes 

Francesco and Ferdinanda born in 1586 and 1587 respectively, 

it must have been drawn up after 26 April 1587, but before 

4 August 1589, when a third son, Guglielmo, was born. 

Davari's notes cite references to "Bernardino Renato che 

suona l'arpa" in a document dated 30 September 1589, and 

"Paolo Pighino di Parma" [sic] on June 3 1589; moreover, 

the ~irst known document testifying to Antonio Pelizzari's 

20 
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Perhaps Vincenzo was not favourably inclined towards the 

older musicians of the group appointed by his father; 

Filippo Angeloni was evidently worse off than Pallavicino, 

for this man, who had been nominated cantore at Mantua in 

1581, and who was responsible for securing th~ services of 

the commedianti besides his normal singing duties, was still 

receiving his starting salary of 13 lire 19 soldi some 

40 
eight years later. 

It is perhaps not surprising, therefore, that Palla

vicino should have tired of Mantua and made an effort to 

leave. In January of 1589 he applied for the position of 

maestro of the Scuole degli Accoliti and the cathedral choir 

of Verena. While this position would not carry as much 

prestige as a high position at ~!antua (which, after all, 

Pallavicino must have seen as a distinct possibility in the 

future, Giaches de \1/ert being old and ailing), it would 

surely have been a more lucrative one. Besides the cathedral 

salary, which was a little under three times his annual 

salary at !4antua, there probably would have been commissions, 

from time to time, from the Accademia Filarmonica or from 

the Bevilacqua family. Working conditions would also 

probably have been more pleasant than at Mantua. However, 

he. was not given the position. After deliberation between 

the seven contestants, it was awarded to the Veronese 

musician Gian Matteo Asola: 

presence at the court is dated 15 November 1588 (Busta 

410, folder 43, 1588-91, D.XII. n° 8, f. 33v), so it seems 

probable that the payroll belongs to 1588 or early 1589. 

40A 1 . I • t. . 
nge on~ s nom~na ~on ~n 

Schede Davari, Busta 16. Busta 16 

1581 is recorded in the 

also contains the 

following note: "Filippo Angeloni cantore di Sua Altezza 

lire 225 per andare a Firenze a prendere i commedianti". 



There were seven applicants: D. Giovanni Florio 
I 

maestro di cappella of Bergamo,D. Filippo Arnerio 

£~] romano, D. Pietro Ponzio of Parma, Fra Fran

c e s co Lo do vi co Barb i o f the ~m:..:i:.:nc.:.o=r-=i'----'c"'o=n:..:v:..:e"'n~t-':uooa'-ol=.cJ.=.· , 

maestro dicappella at St. Antonio of Padua, D. 

Domenico Maccarino, veronese, D. Benedetto Palla

vicino, and D. Matteo Asola, pur veronese. 

Since there were so many applicants, and 

all of them estimable, some of the canons wished 

to postpone the election so as to know better the 

merits of each one, but the school and the cappella 

had been without a maestro for too long. The others 

prevailed, and on the 19th of ;,larch 1590, with 

eleven out of fourteen votes, Asola was nominated , 
for five years41with a stipend of 100 ducats and 

free lodgings. 

Asola was a noted composer of sacred music; by 1590 he had 

already published several volumes. Any reputation Pallavicino 

would have had would be as a composer of secular music, 

since his masses and motets were not published until after 

his death, and this may have told against him. 

It seems that Pallavicino's attempt to leave Mantua 

did not go unnoticed, for on January 15 1590 (that is, before 

the results of the concorso were made public), the folloWiflg 

document was drawn up by order of Vincenzo Gonzaga: 

Our executor of punishments intends to recover 100 

gold scudi from the condemned, Girolamo Amigoni, 

by reason of the crime here stated and carried out 

in the month of September last year, with the 

complicity of Donato Bosio and Giovanni Antonio 

Zermignasi. Armed with guns, the above cited Bosio 

and Zermignasi fired their weapons at Cesare 

Brunoldo, without, however, hiS being hurt [so 

that] he retaliated. The half of this sum to be 

41 
A. Spagnolo, Le Scuole Accolitali in Verona, Verona, 

1904-5, pp. 83-84. See Appendix E, Document 8, p. 360. 

Tal<en from tt-:.e Archivio Capitolare of Verona, "ad an. 1589". 



given to our musician 

the faithful service 

of venerable memory, 

Benedetto Pallavicino for 

given by h~~ to our father 

and to us. 

23 

Fifty scudi would have been a considerable amount for 

Pallavicino, representing a sum close to his annual income, 

so perhaps it served to reconcile him with staying at Mantua. 

Very :few documents dealing with the last decade of 

Pallavicino's li:fe have survived, so it is not possible to 

establish a very clear picture o:f his professional ac-

ti vi ties during this time. A payroll \,rhich can be assigned 

to the years 1592-3 shows that Pallavicino 1 s salary was by 

then increased to double that of 158E; on the other hand it 

is still considerably inferior to many of the others recor

ded, and one should note that Claudio Monteverdi, who had 

been at Maritua since about 1590, received almost twice as 

43 
much as Pallavicino. 

90)' 

42
I·iASG, 

f. 98. 
Busta 42. Libri dci Nandati, libro 92((1589-

See Appendix E, Document 9, p. 361. 

43~!ASG, Busta 3146. H. III. I [Undated documents from 

the sixteenth and seventeenth centuries}, ff .. 63-66v, 

"Provisione che si pagano ogni mese". f. 64 {cantori]. See 

Appendix E, p. 365 . This payroll names many of the musicians 

on the previously mentioned payroll of 1588-89; it must have 

been drawn up later, however, since it records Rovigo's 

name, and he is known to have returned to l1antua around 

1950 (seep. 127 ). Honteverdi's salary can hardly be his 

starting salary (the traditional amount at f.'lantua appears 

to have been 13 lire 19 soldi), so the payroll can probably 

be dated a year or two after 1590. On the other hand, the 

presence of Paolo Hasinelli indicates that it cannot be 

later than 1593, for in this year Hasinelli. found employ

ment at Verona as orEcmist at the Cather;ral and the Accade

mia Filar[;lonica. Jle was still in i•:antua in 1592, since 

Vincenzo GonzaEa wrote to Mario Bevilacqua on 24 March 1592 

(I-CASG, Busta 2956, Copielettere, libro 404) to say that he 

was sending Jlasinelli to Verona to take the place of a 

youth whose services he needed ~or lioly Week. 
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On ~lay 6 Giaches de Vlert, after long and fitful 

periods of illness, died, and Pallavicino was appointed, to 

quote the 1596 reprint of his fourth book of five-part 

-madrigals, "maestro di cappella del Serenissimo Signor Duca 

di Mantova". His appointment should be in no way surprising 1 

by that year he had been employed at the court for at least 

thirteen years, had already published seven books of madri-

44 
gals, and, we may suppose, had deputised for Giaches de 

Hert during his various illnesses. However, if Vincenzo 

thought highly enough of him to have promoted him, it is 

strange that one does not hear more of his activities 

previous to his appointment. Also, one should consider the 

fact that Pallavicino was not amongst the musicians whom 

Vincenzo Gonzaga chose to accompany him on his military 

campaign to Hungary in 1595 and again in 1599. They were, 

as far as can be ascertained from the financial records, 

Giovanni Battista Marinone, Padre Serafino Terzi, the can-

tore castrate Padre Theodore Bachino, Padre Valeriano del 

Carmine, ar.d Claudio Monteverdi, elevated from cantore to 

1 
. 45 h 

maestro di cappel a for the occas~on. Per aps Pallavicino 

was reluctant to travel (it did have its disadvantages; 

Honteverdi was still complaining years afterwards about the 

44
The fifth book of five-part madrigals had been 

published in 1593. 

45 
MASG, Busta 403, D.XII.7. "Rollo della paga del 

mese di settembre 1595 di quelli che sono con Sua Altezza 

nel campo di Ungaria. Capellani e Cantori: Signor Claudio 

l<lonteverdi, Padre l<laestro Teodoro Bacchino, Padre Serafino 

Basso, Padre Vallerio da Ferrara Capellano di Can.li log.ri, 

Hesser Giovanni Battista Marinone". 

1959. 

See also 22 December 
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expenses incurred on these military campaigns), or perhaps 

he was a less versatile performer, and therefore less use

ful in a small group, than Monteverdi. But when Wert died 

Honteverdi expected, with some reason, to be appointed his 

successor, and he remained bitter about Pallavicino's 

46 
appointment for many years. 

This bitterness comes out strongly in the letter 

which Monteverdi wrote, asking for the position of maestro 

di cappella at f.lantua, on the death of Pallavicino in 1601. 

The relevant paragraph reads: 

... the world has seen how zealously I have served 

Your Highness and how considerate you have been to 

me after the death of the famous Signor Striggio, 

then after that of the excellent Signor Giaches, 

thirdly after that of the excellent Signor Frances

chino [Rovigo} and lastly after ~~at of the capable 

Messer Benedetto Pallavicino .•. 

46
It is rather strange to find a letter by Vincenzo 

Gonzaga dated 16· March 1601 in which he refers to Monte

verdi as his maestro di cappella: "Al Senatore Maggiore. 

Se ben io son sicuro che Vostra Signoria tenghi buonissima 

memoria degli uffici che passo con essa lei per gli amici 

et dependenti da me et massime della raccomandazione che 

pochi di fa io le feci della causa di M.a Anna Monteverdi, 

tuttavia amando come faccio Claudio nipote della sudetta 

mio maestro di cappella et essendomi a cuore i suoi in

teressi non posso non raccomandarle di nove la sudetta 

causa .•. 11 • MASG, Busta 2252. Minute, January-April 1601. 

Nonteverdi may have been temporarily acting as maestro di 

cappella because Pallavicino was ill. The preface of the 

Sacra Dei Laudes indicates that Pallavicino was in poor 

health some time before his death. 

47~~SG, Busta 6. Autografi dei musicisti. Claudio 

!1onteverdi, 28 November 1601. A selection of Monteverdi's 

letters have been published by D. Arnold and N. Fortune in 

English translation in The Monteverdi Companion, London, 

1968. The majority of the letters were printed in the 

original Italian by G. F. Malipiero in Claudio l•lonteverdi, 

25 
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To be "capable" is not the same as being "famous" or 

"excellent" , and the difference is further underlined by 

placing Pallavicino in an inferior position to Francesco 

Rovigo, who was a far less able and prolific composer than 

Pallavicino. We know from his letters that l·lonteverdi was a 

man of difficult temperament and neurotically open to 

slights, and the claustrophobic atmosphere of l·lantua can 

hardly have helped to smooth over the unfortunate situation 

after Pallavicino' s appointment. On 1-lonteverdi 's part, at 

least, the feud seems to have been conducted with energy, 

and there are signs that it became a public affair. The 

dedication of Pallavicino's sixth book of five-part mad-

rigals published in 1600 hints that the Conte Alessandro 

Bevilacqua, to whom it is addressed, was someone who not 

only liked to hear Pallavicino's music, but was also its 

champion against criticism (criticism being quite clearly 

anticipated): 

"··· And to provide my work with a stronr; defender, 

y.rho could I more wisely chose, who would be more 

apt to protect this work of mine, than yourself ... ?". 

Moreover, the dedication of the posthumous seventh book of 

five-part madrigals, written by Pallavicino's son in 1604, 

contains references to a "defender", "protection", and a 

"stinging and envious tongue"; it is logical to conclude 

that the latter is a reference to Monteverdi. 

The dedicatee of Book Six, Alessandro Bevilacqua, 

Milan, 1929; a complete edition of the letters and the 

dedications of Monteverdi's music have been publ~shed by 

D. de' Paoli in Claudio Monteverdi: lettere, dediche e 

prefazione, Rome, 1973. Unfortunately there are many inac

curacies in both the Nalipiero and de' Paoli editions. A 

new edition of the letters in English translation by Denis 

Stevens is forthcoming. 



was the nephew of Conte !·-:ario Bevilacqua, who for rr.any years 

pres~ded over the Accaderr.ia Filarrnonica of Verona. On his 

uncle's death in 1593 Alessandro took over the leadership of 

the Academy. Since Pallavicino's dedication refers to Ales-

sandro as his "most illustrious and honourable patron to 

whom I confess myself bound by many obligations ... "and 

mentions his palace as a meeting place for"··· so rr.any 

famous visiting virtuosi ... ",we may conclude that Palla

vicino enjoyed considerable patronage from the Academy during 

these years. Monteverdi, on the other hand, was often at 

Ferrara during this time, where his madrigals were per

formed before the Accademia degli Intrepidi. Thus it is 

possible to see their feud against a background of rival 

academies, each supporting a favoured composer. In this 

light the two composers' practice of quoting, or as time 

progresses, reworking, sections of each others' madrigals 

is most interesting; what seems to have begun as a complimen

tary gesture gains very definitely competitive overtones as 

48 
the century progresses. 

The 1590's were eventful years at the court of r.!antua. 

Vincenzo Gonzaga had installed his Spanish mistress Agnese 

d'Argotti, l•1archesa di Grana, in the Palazzo del Te, and 

this palace, the traditional seat of the Gonzaga favourites, 

became the centre of a brilliant circle of artists, musicians; 

48
A recent article by I. Horsley, "Monteverdi's use 

of borrowed material in 1 Sfogava con le stelle' ", 1'-lusic and 

Letters, LIX (1978), pp. 316-328, points out that l·1onteverdi' s 

reworking of the Caccini setting of this text is definitely 

competitive in nature. One is reminded of Stravinsky's 

comment that"··· the only critical exercise of value must 

take place in, and by means of, art, i.e., in pastiche or 

parody .•. " (I. Stravinsl'Y and n. C ro.:Lt, Expo si ti.ons and 

developments,.London, 1952, p. 109). 



and literati from the courts of Nantua and Ferrara. Contem

porary payrolls are full of references to the commedie, 

mascbere, barriere, and tornei which formed a regular part 

of the daily life, and were staged with apparently splendid 

t d . 49 11 1 cos ume an apparat~. Husic natura y p ayed its part in 

these events, and after the death of Giaches de Wert it 

would have been Pallavicino who supervised its preparation. 

But there is no reference to his professional activities 

during this time, not even in connection with the prolonged 

20 

preparations for the staging of Guarini's Pastor fido~ with 

its set pieces and musical intermedii, in 1598. Only two 

documents survive from the last years of his life. The first, 

dated 14 August 1601, consists of a report by Guido Nerlii, 

one of the ducal secretaries, in which he mentions amongst 

other details of financial transactions and affairs of the 

court that he will see that Pallavicino is paid for ''i libri 

50 
da cantare". The second document, a letter written by 

Pallavicino himself to one of the chief administrators of 

the court, perhaps Federico Cattaneo, is dated 7 September 

of the same year, and reads: 

On the 23rd of July I begged His Highness by means 

of Monsignor Premicerio [sic] to excuse me from a 

payment of 80 scudi, and this because I have the 

expense of children, and as much as 70 scudi of 

debts, and for my iong service. [This] received the 

decree [that] you can see from the petition of 

49
MASG, Buste 402-3, 410; particularly Busta 403. 

50 
IMSG, Busta 2684, Mantua-1·1antua, 14 August 1601. 

Guido Nerlii to [?]. 



today's date, that is the 7th of September. And 

because I have always firmly believed that Your 

Excellency considered me to be one of his ser

vants, and I have seen ever since I have been a 

member of your noble household that you showed 

your affection for me, and did me every kind of 

service, now that the opportunity has occurred 

to be able to make use of you, I have not 

hesitated to supplicate you with this letter, 

begging you to help me in this matter already 

mentioned: that· is to say, what has already 

been allowed me by His Highness, for which I 

shall always be under an obligation to you, 

and be your faithful servant, begging you to 

inform me of everything. 

[lacuna in ms] servant, 51 
Benedetto Pallavicino. 

It seems that Vincenzo Gonzaga had excused Pallavicino from 

his debt, but presumably the court treasurer had not been 

notified. 

Just over two months later Pallavicino was dead. His 

death notice reads: 

Honday 26 November. Messer Benedetto Pallavicino 

in the district of 5~ontenegro died after one month 

of fever, aged 50. . 

He may have been buried in the chapel of Santa Barbara, like 

Giaches de Wert, but today there are no tombstones to be 

seen, for the floor has been repaved and all traces of the 

51 
li!ASG, Busta 2684, Mantua-~lantua, 7 September 1b01. 

Pallavicino to [?]. See Appendix E, Document 10, p. 361. 

52
MAsG, Registri necrologici, n° 22, f. 178, n° 126. 

See Appendix E, Document 11, p. 362. Published by H. 

Prunieres, Monteverdi: His life and work, London, 1926, 

p. 208. The district of Montenegro was in the secondo 

guartiere of Mantua, the Piazza Sant'Andrea (not including 

the church itself) and via Ciconia, now via Verdi. 
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past removed. 

During the next ten years his son Bernardino, who had 

entered the order of the Camaldolesi in Nantua with the 

53 
assistance of Vincenzo Gonzaga, published four books of 

his father's music. These were the masses in 1603, the 

seventh book of madrigals in 1604, a book of polychoral 

psalms in 1605, and the .eighth book of madrigals in 1612. 

The two madrigal books will be discussed elsewhere, but the 

volumes of sacred music should be mentioned here, since they 

indicate that Pallavicino from time to time found employment 

outside the court of !4antua. 

The masses, for four, five and six voices, are com-

positions in the style of the prima prattica, and were 

dedicated, following Pallavicino's own intention, to Tullio 

Petrozanni, one of. the Duke's counsellors, who had been 

nominated Primicerio of the church of Sant'Andrea in 1591.
54 

53
MASG, Busta 2258. Minute, 26 May 1603. Vincenzo 

Gonzaga to Padre Calista Camaldolense, Abbate delle Carceri. 

"Very Reverend Father, Bernardino Pallavicino_having already 

been accepted into this religion on my request, and I con

tinuing to assist him pn account of the good service that 

his father, Messer Benedetto, my maestro di musica, gave me 

while he was alive, I wish to warmly recommend him to Your 

Paternity, in whose monastery he is to do his novitiate, 

praying that you will protect and favour him ... ". See 

Appendix E, Document 12, p. 362.· I am grateful to Susan 

Parisi, who very kindly brought to my notice this and 

other letters concerning Bernardino Pallavicino in the Gon

zaga archives. 

54I. Donesmondi, Dell'istoria ecclesiastica di 

Mantova, Mantua, 1613-16, libra ottavo, p. 291. 
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I hold ryself bound to dedicate these bouks of 

music (some of my father's earliest compositions) 

to you, as I know my father had intended to do 
' 

had death not intervened, as one whom he had 

served for a long time, and to whom he was 

bound by many kindnesses ... 

Sant'Andrea was the most important church in Mantua after 

Santa Barbara and the cathedral, and it seems to have had 

a flourishing musical tradition for some years.
55 These 

masses may have been commissioned by Petrozanni for his 

church; in any case they were no doubt performed there. 

Similarly, the Sacra Dei laudes, a collection of fifteen 

polychoral psalms for eight, twe.lve and sixteen voices, 

were probably written !'or the Camaldolensian church of San 

Marco in Mantua, for the dedication reads: 

At the time when you presided over the Camaldolense 

at Mantua, so great was your distinction and splen

dor that it encouraged everyone to love you; so 

that there was none who did not worship you and 

did not willingly seek service with you. Among 

that number was Benedetto my father whose affection 

for you was so great that in every way possible he 

sought some way of showing his respect for you. As 

his bodily strength had grown feeble and fell far 

short of his enthusiasm, death took him while he 

was striving to greater things .•• 

55MASG, Busta 2629, Mantua-Mantua, 30 November 1585. 

Antonio Cizzuolo to the Bishop of Casale in Rome. "Hoggi 

s'e cantata messa et vespro solenissimo per questa intendo 

con buonissima musica in santo Andrea da Nonsignor I.llus

trissimo Premicerio, il quale questa mattina ha convitato 

il Serenissimo Prencipe et molti cavalieri e gentilhuomi

ni •.. ". lain Fenlon has suggested that Monteverdi's 

Vespers were written for performance in Sant'Andrea; see 

"The Monteverdi Vespers: suggested answers to some funda

mental questions", Early ~!usic, 5 (1977), pp. 380-87. 
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It is likely that Pallavicino had a long connection 

with San Marco, for it was a church particularly favoured 

56 
by Guglielmo Gonzaga. On the other hand, there is very 

little evidence to indicate that he was ever much involved 

with the ducal chapel of Santa Barbara. It is true that 

l·lonteverdi, in the letter he wrote after Pallavicino 1 s 

death, speaks of."the position now vacant in the church 11 •
57 

However, Tagmann has established that Giovanni Giacomo Gas-

32 

toldi was made permanent director of the music in Santa 

Barbara in 1592 and continued in that position until 1609.
58 

Therefore, Pallavicino's position in the church must have 

been merely titular, with not more than nominal supervision 

f h 
. 59 . 

o t e mus1c. This is borreout by the fact that the 

56~'lASG, Busta 2958. Copielettere, libra 396, 2 Jan

uary 1586. Guglielmo Gonzaga to Mario Bevilacqua. "La 

particolare inclinatione che ho verso la Religione dei Pad

re Camaldolense •.. ". The Order of the Camaldolense was 

established at the convent of San Marco in Mantua by order 

of Guglielmo Gonzaga in 1584. See Donesmondi, Dell'istoria, 

p. 26 2. 

57 MASG, Busta 6, Autografi dei musicisti. Claudio 

Monteverdi, 28 November 1601. " ••• il loco hora vacante 

in questa parte de la chiesa .•. ", "· .• d'esser mastro et 

de la camera et de la chiesa sopra la musica .•• ". 

58P. Tagmann, "La cappella dei maestri cantori della 

basilica palatina di Santa Barbara a Mantova (1565-1630): 

Nuevo materiale scoperto negli ·archivi mantovani", Civilta 

mantovana, anno IV, quaderno 24 (1970), pp. 376-400. 

59 . 
Fenlon, HusJ.c and Patronage, p. 95, says that 

"Both Wert and Pallavicino were deeply involved in the 

musical arrangements for Santa Barbara, and a combination 

of documents and the surviving music suggests that a great 

deal of their time was spent composing for the basilica and 

that Guglielmo himself took a strong interest in their 

work". At the time of compiling her article on Pallavicino 



33 

inventories of music in Santa Barbara drawn up in 1610 and 
60 

1611 do not list any music by Pallavicino. Had he had 

much authority there, he would certainly have had his own 

music performed, and there would be manuscript copies of at 

least some of it 

held in the Milan 

in the music archives of Santa Barbara now 

61 
Conservatory. Moreover, these inven-

tories show that the two printed volumes of Pallavicino's 

sacred music now in the archives must have been purchased 

afte.r 1611; a third inventory dated 7 April 1623 lists the 

masses, and the date 1623 on the frontespiece of the cantus 

and quintus volumes indicates that they were purchased in 

62 
that year. 

for the forthcoming edition of the New Grove dictionary of 

music and musicians, the writer had assumed that Pallavici

no's sacred works were written for the church of Santa Bar

bara. However, a careful search in the Archivio Gonzaga and 

the Archivio Storico Diocesano (Fonda Basilica Palatina di 

S. Barbara), unde.rtaken in recent years, has failed to 

reveal any documents which indicate or even imply that Palla

vicino was connected with the musical arrangements for Santa 

Barbara,or that he composed specifically for that church. 

60
L 1 Archivio Storico Diocesano, Fonda Basilica Pala

tina diS. Barbara. "Inventario di sagrestia ... 25 marzo 

1610; 29 gennaio 1611". Published in G. Barblan, ed., 

Conservatorio di musica 'Giuseppe Verdi', Milano. Catalogo 

della biblioteca, fondi speciali, 1. Husiche della cappella 

di S. Barbara in Mantova, Florence, 1972, pp. xxi-xxiv 

(Biblioteca di bibliografia italiana, 68). 

61 
See Barblan, op. cit., for a catalogue of the 

manuscripts preserved in the S. Barbara collection. Un

fortunately the archives of both Sant'Andrea and San Narco 

have been destroyed: the former during the sack of l·lantua 

in the 1630's, and the latter by fire during the last 

century. 

62 
Barblan, op. cit., pp. xxv; 289-99. 
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How was Pallavicino regarded by his contemporaries? 

Did he enjoy a certain amount of wordly success? 

There is every sign that Pallavicino was an extremely 

popular composer by the end of his life. His commercial 

success seems to have begun with his appointment as maestro 

di cappella in 1596, for in that year his fourth book was 

reprinted, and all but the last of his five-part madrigal 

books were reprinted by Italian publishers at least twice 

after this date. l'fJoreover, the Antwerp publisher Pierre 

Pl1alese published editions of his sixth and seventh books 

of five-part madrigals, as well as an anthology containing 

most of the contents of Books Two, Four and Five, and an 

edition of his madrigals a 6: a sure sign that his work was 

selling well. Considering that \vert's seventh, ninth and 

tenth books were never reprinted, and that his ei;.;hth and 

eleventh books were reprinted only once, Pallavicino must 

have far surpassed him in popularity. 

The theorist Artusi thought highly of Pallavicino; 

in his well-l<nown treatise Delle imperfettioni della 

moderna musica published in Venice in 1600 he classes him 

amongst "musicisti eccellenti": 

Nel sesto luoco vi dobbiamo ponere nella considera

tione de' Concerti la elettione delle Compositioni; 

dico di quelle che vengono fatte da buono, et 

eccellente Artefice; voglio dire, che non basta, 

che siano fatte al proposito de gl'Instromenti, 

et delle voci; rna che siano uscite da valente 

pratico; come quelle del Sig. Claudio [Merulo], 

di Costanza Porta, Andrea Gabrielli, Gianetto 

Palestina, Gio. Iacomo Gastoldi, Benedetto Pala

vicino, Ruggiero Giovanelli, Gio. ]':!aria !Janina, 



et altri che sono, et sono stati eccellenti ... 
63 

Adriano Banchieri also praised Pallavicino; there is an 

interesting passage in his Conclusioni nel suono del organa 

which reads: 

... non debbo lasciare in far nominanza, del 

soavissimo componitore di Musiche Claudio Monte

verdi capo in Musiche appresso il Serenissimo 

Sig. D. Vincenzo Gonzaghi Duca di Mantova (ben 

che nato il suo valore universalmente a profes

sori) in materia di moderno componere, poi che gli 

suoi artefiziosi sentimenti in vero sono degni 

d'intera commendazione, scoprendosi in essi ogni 

affettuosa parte di perfetta oratione, industremen

te spiegati, et imitati d'armonia equivalente; Si 

come ancora tali, et simili hanno havuti, et 

p[r/aticati, Il Sig. Prencipe di Venosa, ·rl Sig. 

C. Alfonso Fontanelli, .Il Sig. Emilio Cavallieri, 

Benedetto Pallavicino, et altri moderni, et el

levati ingegni, noto il di loro valore, en~~ 

gl 1onorati ridotti, et Accademie Heroiche. 

This passage not only underlines Pallavicino's connection 

with the seconda prattica in a most explicit manner (thus 

remedying to some extent his exclusion from the 'movement' 

by Giulio Cesare ·Honteverdi), but also places him in 

interesting company. We will return to this later. 

Perhaps the most touching account of Pallavicino in 

existence is Giacomo Vincenti's preface to his 1603 edition 

of the six-part madrigals, dedicated to the aristocratic 

amateur Tomaso Pecci, whose own book of five-part madrigals 

had come out the previous year: 

63 
L'Artusi, overo Delle imperfettioni della moderna 

musica, Venice, 1600, p. 3. 

64 
A. Banchieri, Con.clusioni nel suono dell'organo, 

Bologna, 1609, p. 6. 

3S 



Benedetto Pallavicino, of happy memory, was such 

a fine and excellent composer, that both the 

virtuosi and amatori of this creditable pastime 

do not cease to praise continuously his charming 

and delightful compositions as celebrated and 

marvellous. No better testimony to the truth can 

be adduced than that of the press, where they are 

continually being printed and reprinted; and if I 

have, by reason of my many affairs, for a while 

neglected these madrigals for six voices (works 

amongst the most important, and the best, that he 

has written), I was not, however, content to leave 

them in. the shadow of the tomb, both for the reaso.n 

of keeping alive the memory of this illustrious 

man, and again not to deprive the virtuosi of such 

noble and pungent fruits .•• 

Unfortunately, other contemporary or near contem-

porary references to Pallavicino are rare. Eugenio Cagnani, 

in his preface to the Raccolte d 1 alcune rime di scrittori 
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mantovani, published in Mantua in 1612, calls him "eccellente", 

but the context of .the remark is more interesting than the .. 
qualification, for it concerns madrigals composed by 

Vincenzo Gonzaga, apparently published anonymously in one of 

Pallavicino's madrigal volumes at the request of Pallavicino 
65 

himself. 

65 
"Ne manco lasciero di dire (e con veri ta) CJ,e anco 

il Serenissimo padre dell'A. v. non isdegno di farmi gratia 

alcuna volta di pater vedere de' suoi nobilissimi componi

menti1 che tal volta ad imitatione del padre di lui soleva 

comporre per ricrear gli spirti dopo le gravi cure del 

governo de' suoi Stati; e che tali fossero, che invaghito

sene quell'eccellente Benedetto Pallavicino in quel tempo 

musico dell Alt. Sua si servisse del mezo mio per ottener 

gratia da quella di potergli dar in musica alle stampe, si 

come ottenne, e fece, sotto perc il suo nome solo ... ". 

Cagnani, Raccolte d'alcuni rime, p.5. I am grateful to Dr. 

Fenlon for bringing this passage to my notice. A careful 

search amongst Pallavicino's madrigal books has not revealed 

any madrigals which-might be attributed to Vincenzo Gonzaga 

on stylistic grounds. Most probably the compositions have 
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There is a later reference to Pallavicino in Henry 

Peachar;J' s Compleat g2ntl.eman of 1622. After discussing a 

nurilber of composers, including Byrd, Victoria, Lasso, f.laren

zio, Ferrabosco the elder, Croce and Philips, Peacham com-

ments that: 

There are many other Authors very excellent, as 

Boschetto, and Claudio de Honte Verde, equal to 

any before named; Giovanni Ferretti, S_tephano 

Felis, Giulio Rinaldi, Philippe de Monte, Andrea 

Gabrieli, Cyprian de Rore, Pallavicino, Geminiano, 

with others yet living . . . Those whom I have before 

mentioned, have been ever (within thirty or forty 

years) held for the best .•. 66 

At the time he was writing Pallavicino's popularity must 

have already been in decline (along with that of the poly

phonic madrigal in general), but his madrigal volumes were 

still being advertised by Vincenti ·in his catalogue of 1662, 

albeit at a slightly lower price than most of the others 

listed. 
67 

The next substantial account of Pallavicino comes 

from Charles Burney, who in the course of his General his

tory of music notes that: 

Benedetto Pallavicino ... was a voluminous madri

galist about the beginning of the last century. I 

have seen eight different books and scored several 

of his madrigals for five and six voices, all 

been reworked by Pallavicino ·to the extent that they are 

indistinguishable from his own. 

66 
H. Peacham, The Compleat gentleman, London, 1622, 

p. 10 2. 

67 
Indice di tutte le opere di musica che si trovano 

nella stampa della Pigna; di Alessandro Vincenti, Venice, 

1662, p.9; in Indice delle opere di musica degli editori 

veneziani. Alessandro Vincenti, Bologna (Forni), 1978 (Bib

liotieca musica bononiensis, sez. I, n. 52). In 1662 Palla-



published between the years 1585 and 1612. There is 

no great variety of style, melody or harmony, or 

modulation, discoverable in these productions. They 

are of one cast and colour; and, like the works of 

the chief part of his contemporaries, breathe no 

enthusiasm, or spirit of in-..ention; contented with 

the old and common harmonies and the few dry and 

aimless passages in 6'/flody which would admit of 

fugue and imitation, no air or symmetry of 

measure, was aimed.at by the masters of these 

times; which rendered almost all their madrigals 

as like each other, as peas in the same bushel, or 

bullets of the same caliber. If the common track 

was ever quitted, it was not in search of more 

beautiful or pleasing melodies, but difficult and 

elaborate contrivances in the texture of the parts, 

which afforded t re ear but little amusement, in 

proportion to the trouble it cost the mind in 

disentangling them. This species of composition 

was more calculated to gratify pedantry and 

surprise ~~e eye, than excite passion, or delight 

the ear. 

Peter Flanders has pointed out that Burney's discussion of 

Pallavicino's music is simply an amplification of what he 

has had to say about the music of other composers of the 

late sixteenth century; the only composers of that seneration 

who seemed to have pleased him (presumably on account of 

their melodiousness) were Gastoldi, in his Balletti, and 

70 
Luca l'larenzio. 

I 
vicino's five-part madrigal volumes cost 2~ lire, those of 

l>;arenzio and Giovanelli 3 lire, -those of Sigismondo d'India 

5 lire, and those of Colombini (published after 1640) 6 lire. 

68 
Burney noted some such passages in Pallavicino's 

madrigals in his notebook "Dr. Burney's Nusical Extracts" 

(GB-Lbm Add. Ms 11585, f. 12v); he published them in his 

G"'neral hlstory of r.Iusic, London, 1776, repr. 1957, v.2, p.431. 

69 
c. Burney, op. cit., v. 2, pp. 583-84. 

70 
P. Flanders, "The madrigals of Benedetto Pallavicino", 



39 

After Burney, little of interest was written about 

Pallavicino for many generations. In their writings on Monte

verdi, scholars such as Redlich, Schrade and de Paoli tended 

to dismiss him as a mediocre composer who was appointed to 

the position which should rightfully have been given to 

71 
i'-'lonteverdi. Einstein drew attention to a few of the more 

interesting aspects of Pallavicino's music in his monumental 

72 
study on the Italian madrigal, but no criticism of real 

significance appeared until 1957, when Arnold related mad-

rigals from his sixth book to works by f.lonteverdi and other 
73 

composers in an article on the seconda J2rattica. A later 
74 

study by Arnold has expanded this theme, while two theses 
75 

have been devoted to the analysis of Pallavicino's madrigals. 

The present thesis attempts to continue Arnold's work by 

tracing the development of Pallavicino's madrigal style in 

relation to the compositions of his contemporaries active 

at l'·1antua and the nearby court of Ferrara. 

unpublished Ph.D. thesis, New York University, 1971, p. 7. 

71 
See D. de Paoli, Claudio 11onteverdi, r.lilan, 1945, 

p. 65; H. Redlich, Claudio Monteverdi. Life and V.'Orks, 

London, 1952, pp. 10, 44; L. Schrade, Monteverdi, creator of 

modern music, London, 1950, p. 162. 

72 
A. Einstein, The Italian madrigal, Princeton, 1949, 

v. 2, pp. 615; 833ff; 852. 

73 
D. Arnold, "Seconda pratica : a Background to Monte-

verdi's Nadrigals", !1usic and Letters,xxXVIII (1957),pp.341-52. 

74 
D. Arnold, "Monteverdi: Some Colleagues and Pupils" 

in The l'lonteverdi comJ2anion, edS· D. Arnold and N. Fortune, 

London, 1968, pp. 110-129. 

75 
Bridges, "The madrigals of Benedetto Pallavicino"; 

Flanders, "The madrigals of Benedetto Pallavicino". 
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Fig. 1: Autograph letter by Pallavicino, dated 26 

October 1586. Archivio di Stato, J.:antua. 



Fig. 2: Autograph letter by Pallavicino, dated 7 

September 1601. Archivio di State, r.:antua. 
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---- -- ... --- -----

Fig. 3: The death notice of Pallavicino, dated 26 

liovember 1601. Archivio di Stato, J.:antua. 



CHAPTER II 

THE EARLY i"iORKS 

Il prima libra de madrigali a cinque voci (1581) 

Contents 

1 

2 

3 

4 

(31)
1 

Io gia cantando Barignano 

5 

6 

7 

8 

(32) 

(33) 

(34) 

(35) 

(36) 

(37) 

(38) 

9 (39) 

10 ( 40) 

11 (41) 

12 (42) 

13 ( 43) 

14 (4 4) 

15 (45) 

16 (46) 

17 (47) 

18 ( 48) 

19 (49) 

Alhor ch' io senti (part 2) 

Vaghi boschetti 

Tra le purpuree rose 

Tra piu soave fiori 

0 dolce vita mia 

Ariosto 

Ariosto 

Ciechi noi siamo (Mascherata da Orbi) 

Io amai sempre Petrarch 

Ha chi pen so (part 2) 

Io son bella e delicata 

Donna, la bella mana 

Spargete, Ninfe d'Arno 

Onde la bella vincitrice (part 2) 

Ben si vedra la nemica 

o gran felicita 

Qual nube spinta 

Tirsi morir volea 

Freno Tirsi il desio (part 2) 

Cosi moriro i fortunati (part 3) 

Guidiccioni 

!·1artelli 

Guarini 

1Numbers assigned by P. Flanders in his A Thematic 

index of the works of Benedetto Pallavicino, Hackensack, 

1974 (Music Indexes and Bibliographies, 11). 
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Printed sources 

See Appendix B, page 308. 

Publication history 

Pallavicino's first book of five-part madrigals was 

published by the Venetian printer Angelo Gardano in 1581. 

Like his other early madrigal books, it does not seem to 

have had immediate commercial success, for it was not re-

printed until 1606, when the firms of Gardano and Raverii 

began to issue a series of reprints of early Pallavicino 

44 

madrigal volumes. However, one madrigal contained in it, the 

six-voice setting of Guarini's Tirsi morir volea, appeared 

in a number of anthologies, in one case as a motet with 

Latin text, Omnes morti vicini. There is also a variety of 

manuscript sources of this work in both its sacred and 

secular forms, but there is only one manuscript source for 

some of the five-part madrigals of Book One: the Tregian 
2 

anthology known as GB-Lbm Egerton M s 3665. 

The dedication of Book One, addressed to Paolo Sfon

drato and signed "Da Sabbioneta il di 15. di Harzo 1581", 

has already been discussed in Chapter One (see page 8 ), for 

it is one of the few sources of information regarding Palla-

vicino's early career. At the time of publication Pallavi

cino seems to have been in the service of Vespasiano Gonzaga 
3 

of Sabbioneta for approximately two years. 

2Tregian seems to have admired Pallavicino's mad

rigals, for he copied all of 126 of his v1orks: a number 

inferior only to that of works by Harenzio. 

3 See p. 216. 



Texts 

The majority of texts of Dock One are love lyrics. 

This group includes Martelli's Den si vcdr~ la ncmica mia ~~~~~~~~~~~~~~~~· 
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Petrarch's Io amai sempre, with its second part Ma chi pens6, 

Barignano's Io gia cantando, with its second part Alhor ch'io 

senti, and the anonymous texts Tra piu soave fieri, Qual 

nube spinta, 0 dolce vita mia, 0 1cran felici t2., and Doma 

la bella mana. The last of these Has published anony

mously in Caporali's anthology Lc piacevoli rime in 1584
4

; 

Pallavicino's setting of this text, published three years 

earlier, was the first of many to _appear in the 1580's. 

Book One also contains two stanzas from Ariosto's 

Orlando furioso·, the pastoral pieces Va1.hi boschetti and 

Tra le purpuree rose. The ren1ainins texts include a celeb

ration piece by Guidiccioni, Sparpete Ninfe d'Arno, and the 

two villanella texts Io son bolla e clelicata and Tre ciechi 

siamo. The latter, entitled Mascherata da Orbi in Boolt One, 

is very similar to tl1e text Tri ciechi siamo set by Gian 

Domenico da Nola in his Canzone villanesche a tre voci libra 

secondo (1545). iJola is thought to have written his own 

texts, so he may be the author of the earlier version of the 

5 
verse. 

The last work in Book Onc,is a six-voice setting of 

Guarini's verse Tirsi morir volca, \·dth its second and third 

4 See Flanders, "The I~ladrit_:;als of' Benedetto Pallavi-
cino", p. 75. Dr. Flanders has identified rr,any of the 
authors of texts set by Pallavicino. Only ti1ose texts whose 
authors have been identified by the writer have sources 
given 1Jl. footnotes in ti·lis work; sources for the other texts 
can be found in the bibliography. 



parts. Pallavicino's setting was amongst the first of many. 

It follows closely that of Marenzio, in his Primo libro de 

madrigali a cinque (1580), and it was published in the same 

year as that of Giaches de Wert. 

Style 

46 

Before looking at the various types of madrigals in 

Book One, it is convenient to examine generally Pallavicino's 

musical style in the first of his five-part publications. 

Perhaps the most interesting feature is his approach 

to the use of imitation. In these works Pallavicino rarely 

presents one motivic idea at a time; rather he combines and 

develops two or more motives simultaneously with considerable 

contrapuntal ingenuity. This is characteristic of the major

ity of madrigals of Book One, but it is most easily perceived 

in those which have an imitative opening. The following 

examples are typical. In Io son bella e delicata two motives 

present the same textual phrase: 

I documenti biografici con l'opera completa, Rome, 1973, 

v. 1, p. 58 (Polifonia napoletana del Rinascimento, 1). 

See also Einstein, The Italian madrigal, v. 1, p. 368. 



In Tra le purpuree rose a third motif is added for the 

second half of the textual phrase: 

A r 

-p.<->'1!"- .... - - e.,; ~--c.~...: a .- -1-.; 
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and in Donna la bella mano two motives present two textual 

phrases simultaneously: 
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A liking for the simultaneous presentation of two or 

more motives in imitation is a feature of Pallavicino's 

writing which is by no means confined to Book One (it is 

still basic to the style of some of the madrigals of Books 

Four and Five, for example), but its structural importance 

is particularly evident in this volume. 
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Although the madrigals of Book One are for the most 

part imitative in texture, brief
6 

passages of homophony 

occasionally give variety to tt•e texture. Sometimes these 

are enlivened by the use of syncopation. It may be of the 

simple rhythmic kind, as in the following examples from the 

second part of Spargete, Ninfe d'Arno and 0 dolce vita mia, 

-(6 .. 

c~~~~~ 

1 I I 

0 dol-a.~- k .....: -a., 

0 cl,[- U. UL - ~ ....:...- o.., 

6 
More.extended in seconda parti; a trend which con-

tinues throughout the whole of Pallavicino's repertoire. 
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or it may be the kind induced by a single vdice or pair of 

voices entering off the beat: 

('\ • • ' ' .L.. I ~ 
-·(. r<>s-~ .. -- r·- ..... ...... ~ -

'I 

o~,.-;- ~~- . 1.. _ gP._- d.#- ,.. ... _ ~ ,....,_ {_·..] 

_Ll_ _/}_ ~ "'#-_ ,......, ~ 

.p,., ~ cJ,,j. ,n...f. lc s11>- do-~A- .6_ VA- i.. 
_I I 

f... ,J;. cl,..; ...... L lc ~-de-;;;:- -ti. V'<t- .: 

........_, r'o I 

" 
I I I 

F.. .:l.' Wi- c-'..1- lo sr A - a..,- YD. - .f.. Yot- c.:) 

G-.;.. :r ' ~/11M ?t .:¢u..~ ( ::CJ!,) 

~he second kind of syncopation is frequently used by Palla

vicino throughout his madrigal repertoire to set such words 

as "nodi", "catene" and 11 lacci"; perhaps the earliest 

example of this kind of word-painting is to be found in Book 

50 



One in the first madrigal, Io gia cantando, on the phrase 

"e di catene salde": 

I 

1 
- ot&-

~ d.,;. <:A - -k - "'-e. "'"- I - - dJ_ 

CU. ;-: 11t~trv u.. '--i.t> ~ · ( 2 -pt o( Jfc j0 u. ·f'h·.h) r :r-" ,_) 

Yet word-painting does not on the whole play an 

important role in the madrigals of Book One. Pallavicino 

does not seem particularly anxious to depict musically the 

images of his texts in these early madrigals; they are 

surprisingly conservative from this point of view. There is 

the occasional decorative run or turn of four to eight 

quavers on key words of the text: 

30 
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There are also some examples of conventional 'symbolic' 

representation, such as the change to triple time for the 

phrases "saltano i daini" and "si va cangiando", 

-. 

e, . 
"! J-

\)4.. -- a--- ....... , 

and the repetition of a phrase at a higher pitch, in a trio 

of high voices, to depict "cervi con la fronte alta e 

superba": 



! j; <P _ 1Ji
1 

""" 1;,., t- -k:_ al--kJ r.u.- ,.- - L t-) 
. 

The most interesting and advanced examples of word-painting 

in Book One are to be found in two of the love-lyric 

settings: in 0 dolce vita mia, where the phrase "oual sorte 

iniqu'e ria" is set to parallel 6/3 chords and a sounded, 

or reiterated,suspension, 
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and in To arnai sempre, where the phrase "ove piangendo 

torno" calls for an unexpected rnod•Jlation into the 'flat 

side' of the mode, and a dissonant interval, the harmonic 

diminished fourth: 

lo
r--

0 

lc-c.,ov 

S6 
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The settings of these two phrases foreshadow Pallavicino's 

techniques in his later madrigals, where expression of the 

S7 

text becomes his overriding concern. In Book One, however, 

depiction or expression of the text is evidently subservient 

to purely musical considerations. 

Before leaving considerations of style, mention 

should be made of Pallavicino's liking for the alternation 

of major and minor chords in rapid succession and in false 

relation. This characteristic of his style is frequently to 

be found throughout the whole of his madrigal repertoire. It 

should not be confused with his use of false relations in an 

expressive context, a technique which belongs to his later 

madrigals, for these alternations of major and minor are 

quite divorced from expressive intent. Yet they give his 

madrigals a distinctive and personal sound. The following 

examples are typical: 
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Settings of love-lyrics comprise the larger group 

of five-part madrigals of Book One. The texts are fairly 

evenly divided between serious and light-hearted works, but 

Pallavicino's settings are not always of a corresponding 

nature. His setting of 0 gran felicita, a text which celeb

rates the joys of reciprocal love is, for example, strangely 



serious, with its minor modes, ponderous rhythms, and almost 

constant use of all five voices in a thick contrapuntal 

texture. Pallavicino may have been aiming at a solemn or 

impressive effect in this work, but it does not seem en-

tirely appropriate to the text. A similar style is used to 

much better effect in the madrigals Ben si vedra, Qual nube 

spinta, 0 dolce vita mia, and Io amai sempre, with its 

second part Ma chi penso, since their texts are more serious 

in tone. Pallavicino begins all of these works with 

homophonic passages, evidently a conventional opening for 

works of a serious nature. 

The remaining love-lyrics, Donna la bella rnano, Tra 

pili soave fiori and Io gia cantando, with its second part 

Alhor ch'io senti, are all light-hearted madrigals. The 

texture of this group is appropriately lighter than that of 

the serious works; there is less overlapping of phrases, 

greater use of homophony, and mo~variety of voice com

binations (including a number of very brief passages of 

trio writing). A comparison of 0 gran felicita or Ben si 

vedra with Io gia .. cantando and its second part Alhor ch 1 io 

senti (pages 18, 12 and 1 of vol. II), illustrates the two 

styles very well. 

The two madrigals with villanella texts, Ciechi noi 

siamo and Io son bella e delicata, are the least complicated 

of the madrigals of Book One. Ciechi noi siamo, entitled 

Mascherata da Orbi, is almost entirely homophonic and 

relies on syncopation and lively rhythms for interest. It 

is a strophic piece with three verses, and it has the 

characteristic opening and closing repeat sections of the 

villanella form. Io son bella e delicata also has the 

characteristic repetitions of the villanella, but this 

madrigal is in the imitative style of Pallavicino's light 

madrigals; its opening section presents two motives simul-



taneously and bas been quoted on page 46. 

The remaining five-part madrigals in Book One are 

the t\-10 pastoral madrigals Vaghi boschetti and Tra le pur

puree rose, on verses by Ariosto, and the celebration piece 

Spargete, Ninfe d'Arno. These three works belong together 

stylistically. 

Einstein has pointed out that during the last third 

of the sixteenth century texts of a descriptive or narrative 

nature were traditionally set as canzone francese, that is, 

as pieces with an opening imitative motif in the rhythm J JJ 

on the tonal note, and with an internal structure unified by 

the use of recurring motives. Einstein cites amongst his 

examples Marc'Antonio Ingegneri's settings from the Orlando 

furioso, Cantan frai rami and Vaghi boschetti, in his Terzo 

libro de madrigali a cinque (1580), and Come al partir del 

sol, in his Primo libro de madrigali a guattro (1578).
7 

It 

is not surprising, then, that Pallavicino's settings of two 

pastoral stanzas from Orlando furioso are also, at least in 

part, in the manner of the canzona francese. The madrigal 

which is most clo~ely allied with the tradition in Book One 

is, however, Spargete Ninfe d'Arno. 

All three madrigals begin with the traditional 

rhythmic motif. In 'l'ra le purpuree rose the d J ~ tag is 

present in two motives given simultaneously (the opening of 

this madrigal has been quo1ed on page 47, ex.2 ). However, 

the madrigal does not continue in the anticipated instrumen-

tal style, but is one of the few works in Book One where 

word-painting plays an important part in the setting of the 

7 
A. Einstein, "Narrative Rhythm in the Madrigal", 

Musical Quarterly, XXIX (1943), pp. 475-484. 

tiO 



text (see the examples 12 and 14 on pages 54 and 5~ ) • 

Vaghi boschetti is also distinguished by the use of word

painting, as befits a pastoral text, and the opening motif, 

presented in an astonishing variety of forms, preserves the 

characteristic repetition of the tonal note: 

1 I I -a.- VI 0.- 0 

-<!-- "-

- ....... , 
I 

. ,, . 
a.- uc af- e ~ VL. 

- I 

Of the group, however, only Spargete Ninfe d'Arno can be 

said to be a true canzona francese, for it is the only 
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madrigal whose structure is unified by the use of recurring 

motives. There are two principal thematic ideas: that of the 

first and fifth lines of the text (A): 

A 

~. :w' ~~.d:..-, 1f,_;,& d.' fb.......o. ( -:1,- -1'2-) 

A 

A I
J • . . 
"'"P•F" V•l'" c:l...:. ,..._ > 



and that of the second and sixth (B): 

8 

( 

I :u 
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Even the seconda parte is related to the prima parte by the 

use of these motives, for its first line is set to a modified 

form of motif A, and the penultimate line is set to a 

modified B: 

fM..4'~PA W/.a rHi-~('2·fl·%4~6..,11"-,!< ..t11b+oo_, ;::,13) 

8'-
1:r 

. 

Both parti close with homophonic sections which have some

thing of the nature of a coda. The whole scheme is thus: 
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A Spargete, Ninfe d 'Arne, arabi odori 

B A l'apparir di lei ch'io tanto onere 

E su gli omeri belli e su'l crin d'oro 

Un nembo di piu vaghi e scelti fieri 

A Voland'intorno i pargoletti amori 

B Lieti cantand'in dilettoso core; 

U son le palm', u' son gli allori 

seconda parte 

A
1 Onde la bella vincitrice ardita 

Ne l'eta giovinetta s'incoroni 

Inamorando il ciel di sua virtute, 

0 vivo specchio de l 1 umana vita 

B
1 Ove le forme de celesti doni 

risplendon per altrui pace e salute. 

homophonic coda 

homophonic coda 

Pallavicino's setting of Vaghi boschetti was pub

lished one year after that of the Cremonese composer Marc' 

Antonio Ingegneri.
8 

Pallavicino knew Ingegneri's setting, 

for the opening motif of his madrigal begins the same way ~s 

that of the older composer. Ingegneri's setting has ada 

capo form, while Pallavicino's is through-composed; both 

madrigals, however, have an end repeat section. Denis Arnold 

has noted Ingegneri's liking for the repetition of con

cluding sections; other characteristics of his style are 

the frequent use of the chanson motif J .I J , and a liking 
9 

for the use of thematic links between sections of a work. 

8
Edited by G. Cesari, in G. Cesari and G. Pannain, 

La musica in Cremona nella seconda meta del secolo XVI, 

iUlan, 1939, pp. 78-81 (Istituzioni e monumenti dell'arte 

musicale italiana, VI). 

9 
D. Arnold, "Monteverdi and his Teachers", in The 

Monteverdi companion, edS. D .. Arnold and N. Fortune, 

London, 1968, pp. 91-109. 



Thus these three madrigals from Book One, especially Spar

gete Ninfe d'Arno, may reflect the influence of Ingegneri. 

Ingegneri cannot have been Pallavicino's teacher in any 

real sense, for he seems to have been only four or five 

years older than Pallavicino, and he apparently did not 

10 
come to Cremona until 1578. Nonetheless, he may have 

played a role in the formation of Pallavicino's style. 

Book One concludes with a six-voice setting of 

Guarini's verse Tirsi morir volea, with seconda e terza 

parti (page 24 of vol. II). Einstein said of this verse that 

Nothing could better illustrate the taste of the 

late sixteenth-century •.• It is more obscene 

than the coarsest mascherata, the most suggestive 

canto carnascialesco, or the most impertinent 

chanson. It could not be further removed from 

true poetry, and yet it is the madrigal text most 

frequently composed during the so-called Golden 

Age of the genre •.. It is difficult to say pre

cisely what qualities of this worthless, indeed 

contemptible, text of Guarini's are responsible 

for its enormous vogue. No doubt it was the pas

toral setting, the disease that had attacked the 

taste of the time, but it was also the cantata-

like pres·entati~n and the latent dramatic 

element ••. ". 
. 12 

If we compare Pallavicino's setting with that of MarenzLo, 

10
cesari and Pannain, La musica in Cremona, pp. ix-x. 

llE. . 
LnsteLn, The Italian madrigal, v. 2, pp. 542-3. 

12 
In Il prime libro de madrigali a cinque, Venice, 

Gardano, 1581. Edited by A. Einstein in the sgmtliche Werke, 

Hildesheim-Wiesbaden, 1967, v. 1, pp. 12-15 (Publikationen 

glterer Musik, IV:I). 
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which precedes it by one year, an important fact emerges. 

Pallavicino did not, in fact, follow Marenzio 1 s example in 

underlining the latent dramatic element of the text. Naren

zio narrates the text, in a largely homophonic style; in 

those passages which are not purely homophonic the upper 

voice is often predominant in passages of 'quasi-recitative' 

accompanied by the lower voices in ensemble: 

c~-=1-~~~ ~~m~~~ 
C::.l '<><.- d..; ..W- .......__ tk 

' 

8~~~~~~~~~ 
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Giaches de Wert, employed at the near-by court of Nantua, 

also set this verse, and his version came out in the same 

year as that of Pallavicino.
13 

Wert sets it as a dialogue, 

with his seven-voice texture divided into two choirs: the 

lower presenting the narrative portions and representing 

Tirsi, the higher representing the Nymph. Again, the 

dramatic element is underlined; indeed it is all-important 

in Wert's madrigal, which is almost entirely homophonic. 

13 
G. de Wert, Il settimo libro de madrigali a cinque 

voci, Venice, Gardano, 1581. Edited by C. MacClintock, 
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Hor;Jophony is not used for dran.atic presentation in 

Pallavicino's setting. Indeed, he makes little textual dis

tinction between narrative and dialogue passages, for they 

are indiscriminately set in imitation or homophony. For 

example, the first phrase is set, in the style characteris-

tic of Book One, to no less 

(an inverted form of A), B, 

I 
than five motivic cells: A, A 

I 
B (a modified form of B, with 

the opening leap reduced to a minor third), and C: 

). ' .L A J r1 l n l J ;:1 l 
-r;; - .. 

-:r 
4· t e r u J J A 

-~-.; - 5<-

r .. 
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r ~ 

B ~ ~ e r r r /' 
-rr ... - ...... 

5 $ l r • r J J 1 J 
""'- VIY vo- , ... - ...... 

i j· ~ t!1 e 
c e: ! r 

T..; 
s.. 

Collected works, v. 7, American Institute of Nusicology, 

1967, p. 56 (Corpus mensurabilis musicae, 24). 
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This passage is perhaps the most notable example in 

Book One of Pallavicino's ability to combine and develop a 

number of motives simultaneously, but it is much less effec·

tive, in setting the scene, than Wert's narrative homophonic 

opening. The rest of the work does not differ in style from 

the lighter madrigals of Book One, and apart from a declam

atory homophonic setting of the phrase '!Ohime ben mio", 

there is no sign of dramatic presentation of the text. For 

this reason it was possible to transform the madrigal into 

a motet with Latin text (a process unthinkable in connection 

with Wert's setting), and it appeared in this guise, as 

Omnes morti vicini, in the collection Hortus musicalis ... 

liber II published in Munich in J609. 

Pallavicino's setting of Tirsi morir volea must, then, 

be considered conservative in comparison with those of his 

two contemporari·es. Nonetheless it is a pleasant work, per

haps one of the finest madrigals in Book One, and judging 

from its numerous extant sources, appears to have enjoyed 

widespread popularity in the late sixteenth and early 

seventeenth centuries. 

Madri~als from Book One edited in volume II include 

Ben si vedra la nemica mia,: 0 gran felicita, Io gia cantando, 

with second part Alhor ch 1 io, and the tripartite setting of 

Tirsi morir volea. 



Il secondo libro de madrigali a cinque voci (1584} 

Contents 

1 

2 

3 

4 

(51) 

(52) 

(53) 

(54) 

5 (55) 

6 (56) 

7 (57) 

8 (58) 

9 (59) 

10 ( 60) 

11 (61) 

12 (62) 

13 (63) 

14 ( 64) 

15 (65) 

16 (66) 

17 (57) 

18 (68) 

19 (69) 

20 ( 70) 

21 (71) 

22 (72) 

23 (73) 

24 ( 7 4) 

25 (75) 

26 (76) 

27 ( 77) 

Destossi fra'l mio gelo 

Come poss'io, Madonna 

Da ind 1 in qua (part 2) 

0 saette d'amor 

Dolce mia cara mane 

Tu ninfa di belta 

Haime quell'occhi 

Mirami vita mia 

Hor veggio chiar 

H~ lo star (part 2) 

Non dispregiate 

Deh, cara vita mia 

Hisero te, non vedi 

Natura non mi fe' (part 2) 

Passa la nave mia 

Piog~ia di lagrimar (part 2) 

Donn'importuna 

Ninfe leggiadre (a 6) 

In dir che sete bella (a 6) 

I capei de l 1 aurora (part 2) 

Poiche stella nemica (a 6) 

Cinque compagni 

Parabosco 

Nartelli 

Petrarch 

Tansillo 

Ecco ch'in un cespuglio (part 2) 

Ond'ella sul sentiero (part 3) 

Hor voglio che si faccia (a 6, part 4) 

Alhor con faccia irrata (a 6, part 5) 

Onde forte gridava (a 7, part 6) 

Printed sources 

See Appendix B , page 309. 
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Publication history 

The second book of five-part madrigals, printed by 

Gardano in 1584, was the first of Pallavicino's madrigal 

volumes to be published after his arrival in Mantua. As it 

stands ih the original edition it is the longest of his 

five-part publications, for if one counts the various parts 

of Cinque compagni as individual works, it contains all of 

twenty-seven madrigals. The volume was reprinted by Raverii 

in 1606 and again by Gardano in 1607. Raverii's.edition is 

similar in content to that of the original, but Gardano's 

reprint of 1b07 contains only the first sixteen madrigals 

and one other, Dolce mi son gl'affanni, which has no other 

source. Gardano also changed the order of the· contents. 

Although Book Two was not reprinted in_its entirety 

until 1606, fourteen of its· madrigals reappeared in 1590 in 

the German anthology Tertius gemmae musicalis liber. Eight 

of these madrigals were again reprinted in an anthology of 

Pallavicino madrigals brought out by the Antwerp publisher 

Pierre Phalese in 1604. Some of the extant manuscript 

sources of madrigals from Book Two have been copied from 

one or other of these publications. Tregian's anthology 

GB-Lbm Egerton Ms 3665, for example, contains all the five

part works in Gemmae rnusicalis,.while the six-part madrigal 

In dir che sete bella, with seconda parte I capei d'Aurora, 

appears in another of his collections: the Sambrook Manu

script, known today as US-NYp Drexel 4302. However, the 

recurrence of a group of madrigals in certain sources may 

indicate the existence of a lost anthology, or perhaps a 
14 

link between the manuscripts themselves. 

14 
See Appendix C, manuscripts !·1, 0, \'/. 
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Book Two contains a six-part madrigal, Ninfe leggiad

~. which has a somewhat unusual history. It was first pub

lished in 1583 in the Ferrarese anthology Il lauro verde 

under the name of Giaches de Wert. The reason for this is 

by no means clear. Newcomb has suggested that since Wert 

was ill for the most part of 1582 he may have been unable 

to meet his comittments and was constrained to ask Pallavi-

15 
cino to submit a madrigal for him. This is possible, 

since a Ferrarese anthology in honour of Laura Peverara 

would be unthinkable without a contribution from Giaches de 

Wert. However, the work was published under Pallavicino's 

name a year later in his Secondo libro de madrigali a cinque. 

It next appeared in 1591 in an amplified edition of Il lauro 

16 
·verde, again attributed to Wert. It reappeared in 1605 in 

an anthology entitled I nervi d'Orfeo, as one of two mad

rigals by Wert; it made its last appearance in 1606 in 

Raverii's reprint of Il secondo libro a cinque. There can 

be no doubt that the madrigal is by Pallavicino, but the 

persistence of the double attribution is puzzling. 

Book Two is dedicated to Pallavicino's new patron 

Guglielmo Gonzaga, Duke of ~lantua and Monferrato. The 

dedication mentions Pallavicino's long-standing desire to 

find employment at the court of Mantua; it also praises the 

Duke's ability in the art of composition (his book of mad

rigals had been published anonymously the previous year). 

The first edition of Book Two complete with dedication has 

15Newcomb, "The Three Anthologies for Laura Peverara", 

pp. 338-9. 

16 8 
See Appendix B, 1591 
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only recently been discovered.
17 

'l'exts 

The texts of Book Two, like those of Book One, are 

mostly love lyrics. They include Parabosco 1 s 0 saette 

d 1 amor, 
18 

i'iartelli 's Non dispregiate, Tansillo 1 s In dir che 

sete bella, with second part I capei de 1 1 aurora, and 

Petrarch's Passa la nave mia, with second part Pioggia di 

lagrimar. Petrarch's sonnet was a popular madrigal text in 

the second half of the sixteenth century, but few settings 

of the other texts of Book Two have survived. 

Style 

Book Two was published after Pallavicino had been at 

the court of Mantua for at least one year. The importance of 

l>lantua as a musical centre under the patronage of Guglielmo 

Gonzaga has already been discussed in the previous chapter; 

it is sufficient to say here that it was certainly a much 

more brilliant musical environment than that which Pallavi-

cino had left behind at Cremona and Sabbioneta. However, a 

few words on the nearby court of Ferrara are necessary to 

provide an adequate background to the madrigals of Book Two. 

When in 1580 Alfonso d'Este, Duke of Ferrara called 

the Mantua singer Laura Peverara to his court, he estab

lished the basis of his musica segreta: a group of virtuoso 

singers, for the most part women, who were employed at the 

court on a semi-professi·onal basis. In his monurr.ental study 

17N. 

17e siecles 
i.,Iusicae, II 

e 
Bridgman, "r.lusique profane Italienne des 16 et 

dans les Bibliotheques fran<;;aises", Fontes Artis 

(1955), pp. 40-41. 

18G. Parabosco, Lettere amorose e rime, Venice, 1573, 
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on music at the court of Ferrara in the 1580 1 s,
19 

Anthony 

r:ewcomb has given us a very clear picture of the role played 

by this group in determining the development of the Italian 

madriGal in the 1580's. Briefly, his thesis is this: that in 

response to the establishment of the musica segreta at Fer

rara in the early years of the decade, composers at Ferrara 

and nearby centres began to write in a new style, commonly 

known nowadays as 'luxuriant', which was specifically 

designed to display the virtuoso voices of the group. From 

its centre at Ferrara the style spread rapidly to other parts 

of Italy, and during the 1580's most of the important com

posers of the time produced works which were written for the 

group, or in imitation of its repertoire. 

Two problems are apparent here. Did the luxuriant 

style originating at Ferrara in the early 1580's influence 

Pallavicino's musical style in Book Two? Did he write specif-

ically for the concerto di donne of the Ferrarese court? 

The first question is easy to answer. A number of 

madrigals in Book Two may be classed as being in the luxuri

ant style. That is to say (to use Newcomb's definition of 

'luxuriant'), diminution appears in these madrigals not as 

an incidental figure in a single voice, but as a more or less 

identical feature of the thematic material in several 

voices. 20 Brief diminution figures are quite common as word-

libro 2, p. 12. 

19A. Newcomb, "The Jllusica segreta of Ferrara in the 
1580's", Ph.D. thesis, Princeton University, 1970. A 
condensed form of this thesis has been published by Newcomb 
as part of a wider study, The Madrigal at Ferrara 1579-1597, 
Princeton, 1980 (Princeton Studies in Music, 7). 

20 A. Newcomb, The Madrigal at Ferrara, v. 1, p. 76. 
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paintin;:; device'.; in the madrigals of Book One, but in Book 

TvJO they have been considerably extended to form distinctive 

roulades of an expressive or descriptive nature on key words 

of the text. These roulades, clearly designed to display the 

voices of the virtuoso singers of the court, constitute 

Pallavicino's response to the emerging luxuriant style. 

Newcomb states that the luxuriant style first appear

ed in the pastoral canzonetta-madrigal on the cliches of 

pastoral poetry: 

11 saetta", and so 

11 Vento ", "augelli 11 , "can tare 11 , "foco 11 , 

21 
on. Amongst notable examples of this kind 

of r.1adrigal are Hert's Vaghi boschetti, from his seventh book 

of five-part madrigals published in 1581, and Marenzio 1 s l'·ien

tre l'aura spiro, from Il laura secco, published in 1582.
22 

Be this as it may, some of the earliest published luxuriant 

works are madrigals of a serious nature: Wert's highly expres

sive pieces Giunta alla tomba and Solo e pensoso, again from 

Book Seven. However, Pallavicino's luxuriant works in Book 

Two are neither highly expressive not pastoral madrigals. 

Indeed, the only pastoral madrigal in Book Two is Ninfe 
23 

leggiadre, published in Il lauro verde under Wert's name, 

and this, surprisingly enough, makes no concessions to 

virtuoso voices. The luxuriant madrigals of Book Two are for 

the most part love lyrics of not too serious a nature; 

21 
A. Newcomb, "The Husica·segreta of Ferrara", p.151. 

22 
G. de Wert, Il settimo libro de madrigali a cinque, 

ed. HacClintock, Collected works, v. 7, pp. 22; L. i'larenzio, 

l·ientre l'aura spiro, ed. Newcomb, The Madrigal at Ferrara, 

v. 2, p. 62. 

23 
Ed. MacClintock, Collected works, v. 14, p. 77. 

Unaccountably, HacClintock has omitted the sesto part of the 

madri.gal, so that it appears to be a five-part setting. 
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diminution figures appear on emotional words, such as "ardo", 
"gioia", "leggiadria", and descriptive words such as "foco", 

"strale", "girar" and "pungente dardi". 

In certain passages of diminution in Book Two Palla

vicino's approach seems based on that of Giaches de Wert. 
Wert's diminution figures tend to appear in a single voice 
or in .duet, outlined in parallel thirds or sixths; where 
three voices are involved he has them m9ve together in a 
succession of parallel 6/3 chords. This technique preserves 
a certain clarity of texture. Three madrigals from Book Two 
have diminution figures of this kind. Most notable is the 
second of the following examples, the opening section of 
Dolce mia cara mane, in which two voices move together in 
mellifluous passages of thirds in a manner strongly reminis-

cent of that of Wert: 
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In other madrigals, however, the diminution figures make 

their appearance in all voices, in imitative entries, and 

often with cumulative effect. Two examples are given below, 

but perhaps the most interesting is the final section of 

Deh, cara vita mia (Page 49 of vol.II), for at the climax of 

the piece three of the voices move together in parallel 

6/3 chords, again recalling Wert, and there is also a highly 

pungent clash between an F-#' and an F~ , a good example of 

the kind of irregular dissonance which was accepted in this 

24 
style because of its very short duration: 
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I. Horsley, "The Diminutions in Composition and 

Theory of Composition", Acta musicologica, XXXV (1963), 

op. 124-54, particularly p. 128. 
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A last point of interest regarding Pallavicino's use 

of diminution is his liking for luxuriant passages at the 

conclusion of a madrigal. None of Wert's luxuriant mad

rigals in Book Seven have this feature, but it is charac

teristic of Le~o Bertani's contribution toIl lauro secco, 

Movi il tuo plettro, Apollo, published in 1582. Newcomb has 

pointed out that Bertani uses the luxuriant style only for 

the last line of a poem, for structural effect, to make the 

end climactic. As such, it is an expansion of the idea of 
25 

improvised cadential ornamentation. Pallavicino may have 

borrowed the idea from Bertani; 0 saette d'amor, Misero te, 

Deh, cara vita mia and the second part of In-dir che sete 

bella all close with diminution passages. 

Did Pallavicino write specifically for the virtuoso 

singers who took part in the musica segreta of the court of 

25Newcomb, The Madrigal at Ferrara, v. 1, p. 77. An 
' edition of the madrigal can be found in v. 2, p. 72. 
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Ferrara? We know that at least one of the madrigals of Book 

Two was written for the group: the six-voice setting of 

Ninfe leggiadre, published under Wert's name in Il lauro 

verde in 1583. It has already been mentioned that this 

madrigal is not in the luxuriant style, and indeed, in the 

light of the above analysis, the absence of decorative 

roulades on "gioisco" and "aura", key words of the final 

couplet of the text, is most striking. One must conclude 

that this work was written shortly after Pallavicino's 

arrival at Mantua, before he had had much contact with the 

new style. Another work in Book Two which may have been 

written in honour of Laura Peverara is the madrigal Destossi 

fra'l mio gelo. Again, there is no great use of diminution 

(it is restricted to an eight-quaver descriptive turn on 

"girar"; see page 39 of vol. II), but the text ·celebrates 

"dolce Aura", .and its position as first madrigal in the 

book is suggestive.
26

With regard to the other works, one 

can only say that the luxuriant madrigals of Book Two were 

probably written with the virtuoso singers of Ferrara - or 

at least their repertoire - in mind. After all, Pallavici

no 1 s superior at the court of l·1antua had published a number 

of works in the luxuriant style in his volume of 1581 

dedi.cated to the Prince of ~1antua and his consort; Palla

vicino was certainly familiar with these works, and their 

impact must surely have been one of the strongest influences 

26
It is significant that this text was also set by 

Alessandro Milleville in his second book of five-part mad

rigals published in Ferrara by Baldini in 1584. This volume 

has been discussed in light of its connection with the 

Gonzagas of Bozzolo (see p. ~). 

D2 



that Pallavicinc was to meet· in his new environment. 

Diminution is however only one stylistic device of 

note to be found in tite madrigals of Book Two. Others 

include trio writing, homophonic passages and a number of 

special expressive techniques. 

Einstein and MacClintock have singled out for notice 

opening sections of high trio textures in the madrigals 

27 
written for the concerto di donne of Ferrara. Newcomb 

says that tile technique is of Roman origin; it was probably 

first heard at Ferrara in the music of Marenzio, and since 

it was ideally sui ted to the display of the voices of the 

singing ladies of the court, it rapidly became a feature of 

28 
their repertoire. Vlert's luxuriant madrigals of 1581 show 

considerable use of trio textures, and Lodovico Agostino 

(to choose but one of the Ferrarese composers) makes openini<, 

trio textures a vehicle for highly decorative passages of 

diminution in his third book of six-part madrigals of 

29 
1582. Two of Pallavicino's madrigals of Book Two open 

with trio passages: Dolce mia cara mano (discussed on page 

76 above), and 0 saette d'amor (page 61 of vol. II). ·rhe 

latter madrigal is particularly interesting because it 

shows some use 6f trio textures in concertante contrast, a 

technique which is all-important in his succeeding publi

cation, the third book of five-part madrigals of 1585. In 

27Einstein, The Italian madrigal, v. 2, pp. 831 ff; 

l··lacClintock, Giaches de Wert, pp. 115 ff. 

28 I h . t ~ F II p 144• 
!'·.Jewcomb, 'T e 1•Ius1ca segre a o~ ·errara , p . , 

176. 

29 Newcomb, op. cit., p. 167. An example, the opening 

section of Q\.Jel canto, chime, is to be found on p. 510. 
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some other worlcs trio passa!:',es can be found; they give 

lightness and variety to the texture, but they are rarely 

used in the concertante manner, and therefore have no struc-

tural significance. 

The rr.adrigals of Book Two, like those of Dook One, 

do not make great use of homophony in the settings of the 

texts. In all but two works the texture is still predordnant-

30 
ly imitative, vrith only brief passages of homophony for 

textural contrast. However, in Hairne guell'occhi and Iviirami 

vita mia homophony plays a rather more important role. Both 

madrigals open with homophonic passages. These do not 

introduce works of a serious nature, as would be the case in 

Book One; rather, enlivened by syncopation, they set the 

tone for a light~hearted atmosphere: 

30 wany preserve the characteristic imitative opening 

sections of bool·: One; Corne poss' io ;.,a donna is striking for 

its very long exposition or two motives in simultaneous 

development. 

£',4 



Of greater significance, however, is signs of a tendency in 

some of these madrigals towards placing homophonic passages 

in concertante contrast: the repetition of a homophonic 

phrase at the same or a different tonal level with different 

voice combinations. The first of the above examples is 

typical, but there are others, such as the follovling from 

Donn 1 importuna: 
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Thus, the beginning of techniques which are all-important 

in Book Three can be discerned in some of the madrigals of 

Book Two. 

Two other madrigals of Book Two anticipate trends 

in later works. These are Deh, cara vita mia, and Donn' 

importuna (pages 49 and 53 of vol. II). !'lost notable in 

these madrigals is a variety of expressive devices which 

rarefy, if ever, appears in Pallavicino's two succeeding 

madrigal volumes: the third book a 5, and the first book 

a 6. They take on importance in Book Four, however, so 

their presence in these madrigals .oL Book Two is of consid-

erable interest. 

In Deh, cara vita mia there is an early example of 

the expressive sounded suspension; it is the basis of the 

phrase "morir mi sen to", and reappears on "sol per torrni 

la vita": 

t~,~~~~~~~~~~~~~~ 
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There is also an example of expressive parallel 6/3 chords, 

to set the word "aspra": 

I - I) •,. ,. 
c .... --'C"..J' -- ..... <1-~ ... -f'"".,.,-

In Donn'importuna,on the other hand, there are passages of 

chromaticism, both melodic and harmonic. The opening, where 

chromaticisms and unexpected accidentals underline the 

word "fella", is striking: 

-I .... 
' 

1)7 



Also striking is the sudden excursion into new 'tonalities' 

on the phrase ''sol di piant'hor mi pasco'', 

while the following phrase contains perhaps the earliest 

examples in Pallavicino of the expressive false relation 

and dissonant passing minims (note also the harmonic 

diminished fourth): 

~ II- i- ~'-
'1-0 
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Deh, cara vita mia and Donn'importuna are, then, true 

precursors of Pallavicino's later style. Deh, cara vita mia 

is an attractive madrigal; its expressive nature and highly 

florid final section make it one of the most up-to-date 

works of Book Two, and it shows clear signs of the impact 

on Pallavicino's style of his new surroundings at Nantua 

(the origins of the expressive devices discussed above will 

be examined in succeeding chapters). Donn'importuna is 

perhaps less successful. Pallavicino's experiments with 

chromaticism (inspired perhaps by those of Luzzaschi?) are 

not entirely convincing, and he may have felt so himself, 

for chromaticism of any kind does not appear again until 

much later in his repertoire. 

The last madrigal in Book Two is a six-section work 

for five to seven voices with the title Cinque compagni. 

This is a comic piece of some length in the madrigal style. 

The text is so far removed from the usual that some comment 

is necessary. A key to the nature of the piece can be found 

in a treatise written by the Jewish commediante Leone de' 

Sommi, writer employed by the Accademia degli Invaghiti of 

Hantua, author of commedie, and director of theatrical 

productions at !1antua during the 1580's and early 1590's. 

De' Sommi's treatise, written towards the end of the 1560's 

or early 1570's, or perhaps some years later, in the 1580's, 

is the source of a great deal of information regarding 
21 

sixteenth-century Italian theatre. 

31 L. de' Sommi, Quattro dialoghi in materia di rap
~esentazione sceniche, ed. F. Marotti, Milano, 1968 
(Archivio del Teatro Italiano, D. The introduction contains 
an amply documented account of de' Sommi's life and works. 



The part of the treatise which concerns us here is 

devoted to the nature of intermedii. De' Sommi recommends 

that they should have some connection with the story of the 

commedia to which they are related, or that they should be 

appropriate for the occasion. After giving examples of 

intermedii suitable for certain themes, he warns that they 

should never be so extravagant as to detract from the play 

itself. Certain "bizzarie" are, however, acceptable, such 

as a.group of workmen who, appearing from different direc-

tions, produce instruments concealed inside their tools of 

trade and begin to play and sing. Similar subjects related 

to everyday life will not distract the mind or detract from 

the quality of the play. An intermedio of this kind, he 

says, was that produced at Mantua by Cardo Fortunato , in 

which four pilgrims asked alms of women~of the audience?J 

with certain pleasing wittisicms. In another, Cardo had 

appear four facchini who, after a brief exchange of vulgar 

phrases while dividing a sum amongst themselves, began to 

kick, slap and pummel each other to the rhythm of a 

32 
moresca ••. 

The description of these two intermedii bears a 

significant likeness to Pallavicino's two comic pieces in 

Books One and Two. The i~ascherata da Orbi in Book One is a 

villanella sung by three blind beggars who ask alms of a 

group of women. The multi-partite madrigal Cinque compagni 

describes the fortunes of a group of cripples who catch a 

hare and fight for it amongst themselves; a peasant 

separates them by beating them about the head, and in the 

22
De' Sommi, Quattro dialoghi, p, 70. 
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conrusion escap~s with the hare. If Pallavicino's comic 

pieces are not precisely tt1e intermedii cited by de' So~mi, 

they are certainly in the tradition of those described. 

Accordin~o to NacClintock, the intermedio composed of 

"a madrigal sung by a group of singers, with perhaps some 

action to illustrate the words", was already d~mod~ at the 

court or' l'lantua by the 1570's. 
33 She proposes that it had 

largely been surpassed by a new and more brilliant tradition 

of intermedio invloving diverse elements of music and 

scenery: concerti, balli and carri trionfali. From the 

evidence of contemporarY sources her judgement appears to 

34 
be correct. However, Pallavicino's Cinque compagni is a 

most interestin~ example - perhaps one of the very few 

remaining for posterity - of the older kind of intermedio, 

composed of a madrigal sung and acted by the performers. 

It also implies that i ntermedii of this kind were still 

being produced at the court of Mantua during the early 

1580's; it is therefore of considerable importance in 

determining the date of Leone de' Sommi's treatise. 

The last madrigal in the 1607 edition of Book Two, 

Dolce mi son gl'affanni, is a light work in a larsely homo

phonic style. It has the end repeat section characteristic 

of t1.e villanella form, and indeed it is somewhat similar 

in nature to Pallavicino's two settings of villanella texts 

in Book One, Tre ciechi siamo and Io son bella e delicata. 

However, it also shows very clearly the concertante 

33c. l·iacClintocl<, Giaches de Wert. Life and iVorks, 

American Institute of Musicology, 1'966, pp. 171 ff, (kusico

lop,ical studies and documents, 17). 

34
MacClintock, op. cit., pp. 174 ff. 



trio and tutti sections which characterise the madrigals 

of Book Three and some subsequent publications, so it was 

written at a later date than the madrigals of Book Two. 

i·ladrigals from Book Two edited in Volume II include 

Destossi fra'l mio gelo, Dolce mia cara mano, 0 saette 

d'amor, Deh, cara vita mia, and Donn'importuna. 

,,,, 
~· 



CHAPTER III 

THE MIDDLE PERIOD 

Il terzo libro de madrigali a cinque voci (1585) 

1 ( 81) Quel di ch' io persi 

2 

4 

(33) 

(33) 

(84) 

5 ( 85) 

6 ( 86) 

7 (87) 

8 (88) 

9 ( 89) 

10 ( 90) 

11 ( 91) 

12 (92) 

13 (9_3) 

14 ( 94) 

15 (95) 

16 ( 96) 

17 ( 97) 

18 ( 98) 

19 (99) 

Amor, s'avvien giammai 

Donna, s' io resto vivo 

Rosa grata e gentile 

L'almo splendor 

Damrili la mano 

Canta al mormorio (part 2) 

Deh, mia vezzosa Fillide 

Amor, ecco si parte 

S 'il Sol si rende bello 

Non ha si belle perle 

Se specchio amor 

Viva la donna mia 

Amatemi ben mio 

Laura soave 

Se alle rose 

Quanto piu cresce (part 2) 

Vago candide fiore 

Fulminava d'amor 

Parabosco 

'rasso 

Cas sola 

20 (100) Ond'avien ch 1 io t'amo (dialogo a 8) 

20a ( 100a) Quand 'io pen so al mart ire Ilem bo 

Printed sources 

See Appendix B, page 309. 
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Publication history 

Pallavicino's third book of five-part madrigals was 

publisl•ed in 1585 by the Venetian printers Vincenzi and 

Amadino. It was dedicated to Alfonsine Gonzaga, a mino:r mem

ber of tlle Ducal family of Mantua,
1 

and a local patron of 

2 
music " ... come a mio singolare Signore, e come a quello 

che sempre mi ha favorite in udir voluntieri i miei componi-

menti l'!usicali .•. ". Book Three seems to have had only 

moderate success, for it was not reprinted until 1606, when 

Alessandro Raverii brought out new editions of Pallavicino's 

first three books of five-part madrigals. The following year, 

1607, the firm of Angelo Gardano et fratelli published a 

third edition of Book Three. The contents of Raverii's 

edition of 1606 are the same as those of the original, al

though they are arranged in a different order. Gardano's 

edition also changes the order of the contents; moreover, it 

omits the madrigal Non ha si belle perle and prints a set

ting of Bembo's sonnet Quand'io penso al martire in its 

1 
Alfonsine Gonzaga was a descendant of Giovanrr.aria 

Cautio, who was given the name of Gonzaga by the fourth 

f·'!archese, Francesco the Second, in gratitude for services 

rendered. Alfonsine's father Sigismondo, who is mentioned 

in the preface to Book Three, was a noted mercenary who 

gained honours in the service of the King of Spain and the 

Santissima Lega. His mother was a cousin of Alfonso d'Este, 

Duke of Ferrara. See Campana, Arbori, pp. 75-8, for the 

history and family tree of this branch of the Gonzagas. 

2 
HASG, Busta 2667. gantua-Hantua. 4 January 1595. 

Antonio dal1a Valle to Pomponazzi, ambassador to the Duke 

in Venice. "Il Signore Alfonsine Gonzaga gratiosi ssimo, 

che ogni Martedi sera fa nobile ridotto di Dame et Cava

glieri per udire soavissimo concerto di voci et di stromen

ti in casa sua ... ''· 



place. This madrigal, which has no other source, was 

probably given to Gardano for publication in an anthology. 

Texts 

Pallavicino's Book Three was apparently one of the 

less popular of Pallavicino's five-part madrigal books, 

since it was not reprinted during his.lifetime, and there 

is only one known manuscript source for some of the con-

3 
tents. A contributing factor may have been the poor quality 

.of the texts. For the most part, they are trivial pastoral 

verses which offer few opportunities for profound expres-

sion. It is difficult to see why Pallavicino should have 

chosen them if they are not the work of some amateur poet 

or poets amongst the noblemen of the court whose patronage 

he 
. 4 

was anxious to gain. Three texts superior to the· others 
. 5 

are Laura soave, by Cassola, Tasso's Amatemi ben m~o, and 

Donna, s'io resto vivo, by Parabosco; predictably, the set-

tings of these poems are amongst the best madrigals of the 

3 The anthology compiled by Francis Tregian now known 

as GB-Lbm, Egerton Ms 3665. 

4 Such as Annibale Ippoliti, who in 1587 sent to Vin-

cenzo Gonzaga two madrigaletti and a sonnet, the latter set 

to music by Pallavicino. See Appendix E, p. 355, for a tran

scription of the letter and the madrigaletti. The sonnet 

has not been identified amongst Pallavicino's compositions. 

Ippoliti is listed amongst the poets at the court of Mantua, 

for the most part members of the Accademia degli Invaghiti, 

by Eugenio Cagnani in his preface to the Raccolte d'alcune 

rime di scrittori mantovani, Mantua, 1612. This collection 

conta1ns one of Ippoliti's verses. 

5Amatemi ben mio was printed in an edition of Tasso's 

Rime published by the ducal press at l·\antua in 1585, the 

same year as Pallavicino's Book Three. 
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book. 

Style 

The lack of success of Book Three may have also been 

due to the emergence of a new musical style. These madrigals 

are more homophonic than any of those of Pallavicino's 

previous books; a few are so homophonic as to seem lacking 

at times in musical incident. Such criticism may particu

larly be levelled at Quel di ch 1 io persi, Amor, s'avvien. 

giammai, Se specch:Lo amor and Non ha si belle perle; all 

have extensively repeated homophonic passages which add 

little to the musical or literary effect. Non ha si belle 

perle may have been omitted from Gardano's reprint of 1607 

for this reason. The best of the book are those in which 

the homophonic texture is relieved by brief passages of 

imitation or word-painting. Runs or turns on such words as 

"dardi", "riso", or "giro", changes to triple tin:e for such 

words as "scherzano" or "del tranquillo fiume", the occas

ional use of expressive dissonance or chromatic chanp,e, all 

add interest without disrupting the general flow of the 

music. Deh, mia vezzosa Fillide and Dammi la mano, with 

second part Canta al mormorio, are full of this kind of 

irr;agery, and are good examples of the general style o:f the 

better madrigals in this book (see pages 76 and 68 of vol.II). 

The change of style in these madrigals, the prepon

derance of a homophonic texture, can certainly be attrib

uted to the influence of Pallavicino's new surroundings at 

Nantua. The simplest explanation would be that he had been 

influenced by the homophonic style of Giaches de \~ert, 

which is particularly evident in Wert's Settimo libro de 

madrigali a cinque voci, published in 1581. This may be so 

to a certain extent. But Vlert used homophony for highly 

expressive or dramatic effect; these madrigals, with the 



possibile exception of Laura soave, are neither expressive 

nor dramatic. The ~eneral approach is light. Brief diatonic 

phrases, the repetition of short sections, and the preva

lence of syncopation and dance rhythms lend these madrigals 

much of the spirit of canzonette. 

If some of the madrigals of Book Three are not 

amongst Pallavicino's finest, nonetheless the collection is 

as a whole important for the introduction of certain new 

elements into his musical style. Two in particular are of 

great significance for his artistic development. The first 

of these concerns his new approach to five-part writing. 

While in Book Two only two madrigals open with 

passages a 3, almost all the madrigals of Book Three open 

with trio sections. It has been stated in Chapter Two that 

by the early 1580's opening trios for high voices were a 

characteristic feature of madrigals written for the concer

to di donne of Ferrara. In most of the compositions written 

for that group, however, the opening trio is a vehicle 

'for passages of diminution designed to display the voices 

of the virtuoso soprani of the court. Pallavicino's opening 

trios in Book Three are not of this nature. Rather, they 

take the form of brief passages of canzonetta-like writing 

(largely homophonic, with syncopated rhythms outlining 

brief phrases), inserted into the conventional five-part 

texture of the madrigal: 

A-~ ...... , ,.,. -ZJt).. el..'io' I J..:. - ca., 0~ - "" 
c}-

A - .....-, fe,.- ...... ). a...""oo'l d.: - ca., Sol f"" ~ j;~- ~ "" -1..\0 

e. 
A - _,.., ~-.:z.a.J- t.l..'.;.'l tL.: - 1!4., Sol re"' -1e. fie.- -io u.: - oo 

~- 1 ' ~J- ~a-U-, 4J...ov. far-&"- :C.(_')[ ')__d.tJ .ftfn-o dL ~dtt. a.. 3A'f'sf!i) 

S7 



I I - f' I r· M 

A- ~. 

A - ""'" ' 

A - .-..r>¥ 
I . . .• c(',;, ar•,.,J.c..fl P.l - /; -f-ov .. Ki.. 

) s oo-u- e'""'·"""' - ~ 

~ 

,........., -A- .... 

A- I . ' L CL-'1;,_, .r-·~"- Rl /; k- 4, A-
Mor,- 1: QO·U~ fl'~- - - ..._.,.' 

A-~, 

Trio sections are bY no ,,eans confinecl to tile 

opening measures of these madrisal~. Dasic to their style 

is the pervasive use of trio textures of hibh and l0\·1 

voices contrasted \'lith each other in tJ·,e concertante manner, 

or \·ii th tutti passages, to f'ive variety of texture and 

vocal colour. This is particularly evident in the context 

of the repetition of a short phrase: 
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Although one can occasionally find similar passages of 0on~ 

certante contrast in earlier madrigals by Wert and i'Iarenzio 

(see, for example, Wert's Vaghi boschetti in the Settimo 

libro a cinque of 1581,
6 

on the phrase "cantando sene gian", 

or the second part of 

the Primo libro a sei 

Marenzio's 
7 

of 1581 ), 

Come inanti de l 1 alba, 

they are rare in comparison 

with those of the madrigals of Pallavicino's Book Three. Nor 

are they common i0 the madrigals of the two anthologies for 
8 

Laura Peverara which are available in modern edition. 

Apparently it was Pallavicino who developed the technique; it 

was to become an essential feature of the light madrigal at 

Mantua, but it is also basic to Pallavicino's siyle in most 

6 
G. de Wert, Il settimo libro de madrigali a cinque, 

ed. !'fJacClintock, Collected works, v. 7, p. 22. 

7 
L. Marenzio, Il primo libro de madrigali a sei voci, 

Venice, Gardano, 1581; edited by B. Neier, opera omnia, IV, 

American Institute of Musicology, 1978, p.2 (Corpus mensura

bilis musicae, 72). 

8 
Newcomb, The Madrigal at Ferrara, v. 2. 



of his serious works which succeed the publication of Book 

Three. 

The second feature of importance in Book Three is 

Pallavicino's concern with the audibility of the text. His 

sorneHhat pedantic insistence on homophonic writing is per-

haps derived from this. He mirrors the rhythms of his text 

so carefully by those of the music that the result is some

thing very close to par lando homophony, although the latter 

is a term usually associated with rather more expressive or 

dramatic music •. '>lord-painting aside, his setting of the 

text is syllabic; moreover, in some madrigals Pallavicino 

is obviously concerned with giving the syllables something 

of tl1eir relative lengths. The following passages from 

Laura soave and Amatemi ben mio are remarkable for their 

declarr:atory rhythms; these two·madrigals, almost entirely 

written in parlando homophony, foreshadow the dramatic 

declamatory madrigals of Books Six and Seven (see rages 87 

and 82 of vol. II for a transcription of these works). 

Eo s( d•l-u)Jgio-1_ ve. 

~. :;., ~ ~ C7Ii-,6') 
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The breaking up of the five-part texture into trio 

102 

and tutti combinations, together c:i th the hor;:ophonic writing 

in these madriEals, has the overall effect of lightening 

the musical texture. Certain technical devices VJi1ich have 

appeared in the earlier books therefore become ffiore audible, 

and consequently r~ore effective, in this book. The most 

important of these ls what may conveniently be called the 

sounded or reiterated suspension, tlescribed in the previous 

chapter:· 
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In his later ~adrigals Pallavicino was to make great use of 

this type of suspension for particularly expressive effect; 

in these madrigals they are merely a part, if an important 

one, of his harmonic language. 

Chains of 6/3 chords, also important in Pallavicino's 

later style, appear occasionally. In one madrigal there is 

an example of expressive use, on tne words "spietata e 

rigida": 

-Yai lf"t· "*'- ""t,& '<' - ,·_ d... 
,. 

--l... - ~._ n: - ri- J..... 
~· .L-#-. 



For the most part, however, they are used in a 'neutral' 

manner, as in the following example from Canta al mormorio: 

T 

~- ~;i :-!.~It&) I~ ;~-.tli ~- ~ 

s~~~m~~m~ 
J)e,. _ 4.~ ~ '-'>- f'&l-. f, ~;.,... J(o ""9- ~j ~ o - Vo 
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Not the least important aspect of the nadrigals of 

Book Three is the new feeling· for tonality, evident in the 

diatonic melodies and harmonies, and the occasional sequen-

tial passage. Strongly diatonic passages in these madrigals 

often coincide with dance rhythms in fast triple time, as 

for example in the final section of Deh, mia vezzosa Fillide. 

(page 76 of vel. II). This suggests that there is a close 

connection between the diatonic nature of these madrigals 

and the lighter forms of music at !t!antua. The connection is 

very well illustrated by a comp~rison of Gastoldi's balletto 
9 

Viva e sempre e scoloita, entitled 'Canzonetta', with num-

ber 13 of this book, Viva la donna mia (page 91 of vol. II). 

9 . 
Ed~ted by Einstein, The Italian madrigal, v. 3, p. 

242; first published in the Balletti a cinque voci con le 

lOS 

suoi versi per cantare, sonare et ballare, Venice,mnadino,1591. 
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The influence of the lighter forms of music, the car-

zonctta and the balletto, was of considerable importance in 

the formation of the musical style of the madrigals of Book 

Three. That the canzonetta and its sister form the villanella 

were something of a novelty at l•lantua in this period one can 

deduce from \Vert's dedication to his Canzonette villanelle 

a cinque voci, published in 1589. Wert dedicated this volume 

to Vincenzo Gonzaga's second wife Eleonora de' Medici; in 

his dedication Wert refers to the new Duchess as one who 

knoVIs music and takes pleasure in it (" .•. quella, che della 

musica tiene intelligenza & ne prende diletto ••. "), and 

asks her to accept these compositions which are not in his 

usual style (''··· queste miei note, fuori de l'usato mio 

stile"). Carol MacClintock has proposed that Eleonora de' 

l•iedici may have brought to J•lantua the taste for the lighter 

forms of vocal music, for 

At the time of her marriage to Vincenzo (1554) the 

1·1edici court was amusing itself with exactly such 

canzonette, arie and villanelle. Bottrigari's lute

book contains many, among
1
bhem one by Isabella de' 

Medici, L~onora's sister. 

This may be so, for Wert's was the first of many collections 

of canzonette to be produced at I'iantua and dedicated to the 

Gonzagas ·during the late 1580 1 s and the 1590 1 s. Pallavicino 's 

Book Three, a collection of madrigals in which the influence 

of the canzonetta is everywhere apparent, tends to confirm 

this theory, for it was published one year after Eleonora 

de 1 Medici 1 s arrival at Mantua.· 

Pallavicino was the first of the rc;antuan composers 

10r1acClintock, Giaches de Wert, p. 122. 



to publish a collection of Dadrigals in the new, lillhter 

style. He seems to have been more at home in the r;enre than 

\·.'crt, \·lho found it necessary to preface his collection of 

Canzonette (r:1any of which are really canzonetta-madrigals) 

with the remark that they are not in his usual style. ];;ore

over, he may have done much to make it popular. Very little 

by other composers active at l<lantua in this period is as 

yet available in modern editions, but a transcription of 

Gastoldi's setting of Amor, ecce si parte, from his Secon

do libra de madrigali a cinque (1589), is revealing (see 

vol. II,page 321l.The opening chords on 'Amor' are in all 

probability a reference to Pallavicino's setting of the 

sar:1e text (number 9 in Book Three), as is the change to 

triple time through black notation (a musical pun) on 

"oscurar questi lidi". J.lore significant, how-ever, is the 

similarity of musical language: the division of voices into 

upper and lower trios, the repetition of short sections 

(sor.oetir:Jes on a different harmonic level, and usually with 

the addition of a voice), the use of parallel 6/3 chords, 

tho brief descriptive turn on "leggiadria", and above all, 

the pervasive use of·sections of homoPhonic writing. 

Book Three closes with a pastoral dialogue for two 

four-part choirs, Ond 1 aviene ch 1 io t 1 amo. This piece, \·lhich 

v1as probably performed as an intermedio, is interesting in 

that it is entirely characteristic of the general style of 

Book Three; at the same time the style has been adapted 

most satisfactorily for stage performance. The lengthy 

passages of homophony necessary for the presentation of the 

text are given interest by harmonic change, and the repeti

tion of short phrases of the text allows antiphonal exchant;e 

bet\·leen the two choirs at the conclusion of the work. The 

model for Ond'aviene would appear to be Wert's setting of 

Tirsi morir volea, published four years before Pallavicino's 
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dialogue in his Settimo libra de madrigali a cinque, 1581. 

Carol NacClintock has said of this work that "In Wert's 

excellent dialogues the music is always subservient to the 

texts; here it is almost exaggeratedly so, with practically 

11 

no .imitative writing until the final measures". The same 

words could very well be applied to Pallavicino's piece. The 

reason is that these dialogues would have been performed 

with instrumental substitution or doubling of the voice 

parts, and unless they were predominantly homophonic in 

texture the audibility of the words would be lost. The 

following extract from a letter frqm I·1uzio I•Ianfredi to 

Giaches de \>lert, dated 1591, discussing the music for the 

performance at 1<\antua of his favela pastorale Le nozze di 

Semi rami de con 1·1emnone, testifies to this: 

Although the Ballo d'Himeneo must have a good 

volume of voices and instruments, it is desirable 

that the words should be intelligible. This is 

particularly necessary in the madrigal in praise 

of the Goddess, even if it can have some brief 

passages of imitation to liven it up since it 12 

must be without instrumental accompaniment •.. 

The last madrigal in the 1607 edition of Book Three 

is a setting of Bembo's sonnet Quand'io penso al martire. 

11 
HacClintock, Giaches de Vlert, p. 110. 

12
"Il ballo d'Himeneo, ancora che gran rumore di voci 

e di strumenti debba havere, e di 8ratia che le sue parole 

anche s'intendano; e s'intendano benissimo ancore quelle del 

J.!adrigale in laude della Dea, se ben per dovere essere senza 

strumento alcuno, potna havere alcuna brieve fughetta per la 

sua allegria ... ". !". Manfredi, Lettere brevi ssime, Venice, 

Meglietti, 1601, P.• 229. Published in HacClintock, op. cit., 

p. 177. Also discussed in Newcomb, The Madrigal at Ferrara, 

p· 45. 

lOB 
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This madrigal, which has no other source, is· similar in style 

to the madrigals of Book One. Of particular significance in 

dating the work pre the opening section, which presents two 

motives in simultaneous development, the minimal word

painting, the lengthy repetition of the final section, and a 

tendency towards unification of form by the use of recurring 

motivic cells on the first, seventh and eleventh lines of 

the text. This worl<, then, was probably written before 

Pallavicino came to Nantua. 

Madrigals from Book Three edited in volu~c II inclu~e 

Dammi la mane, with second part Canta·al morrr.orio, Deh, mia 

vezzosa Fillide, Laura soave, Amatemi ben rr.io, Amor s 'avvien 

giammai, and Viva la donna mia. 



Il quarto libro de madrigali a cinque voci (1588) 

Contents 

1 

2 

3 

4 

5 

G 

7 

8 

9 

10 

11 

12 

13 

14 

15 

16 

17 

1G 

19 

20 

21 

(131) 

( 1 32) 

(133) 

(134) 

( 135) 

(136) 

(137) 

(138) 

(139) 

(140) 

(141) 

(142) 

(143) 

(144) 

(145) 

(146) 

( 147) 

(148) 

(149) 

(150) 

(151) 

Mentre che qui d'intorno 

Si, mi dicesti 

Non mirar, non mirare 

Non rni ferir pi~, Amore 

Tutt'eri foco, Amore 

Den e ragion ch 1 io t'ami 

Arte mi siano i crini 

Con che soavita 

Filli, cara et amata 

Dunque Aminta (risposta) 

Hor 1 ie.to il pesce 

Se voi sete il mio core 

La tua cara Amarilli 

Rispose egli (part 2) 

Hvr che a la bella Clori 

Giunta che m1 hebb'Amor 

Occhi, un tempo mia vita 

Arsi, piansi e cantai 

Perfida, pur potesti 

Passa la nave tua 

Nebbia non lenta mai (part 2) 

Printed sources 

See Appendix B, page 311. 

Guarini 

Alberti 

Guarini 

Guarini 

Parma 

Celiano 

Guarini 

Celiano 

Tasso 
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'Publication history 

The fourth book of five-part madrigals was printed 

in 1588 by the firm of Angelo Gardano, following Pallavici

no's only book of six-part madrigals which had come out the 

previous year. Pallavicino dedicated Book Four to his new 
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employer Vincenzo Gonzaga, who had been crowned isicJ Duke 

of Mantua and Nonferrato on the death of his father Gugliel

mo in 1587. It was amongst the most successful of his mad

rigal books, for it was reprinted twice during his lifetime 

by Gardano (the first reprint was on the occasion of Palla-

Vicino's appointment as maestro di cappella at the Mantuan 

court in 1596; the second was in 1600), and once after his 

death (1607). Phalese included the entire volume in an 

anthology of Pallavicino madrigals published in Antwerp in 

1604, and individual works appear in a great many antholo-

gies and manuscript collections, in most cases arranged for 

lute or viols. 

Book Four contains one madrigal by Alfonso Preti, an 

aristocratic dilettante who edited a collection 

by Jllantuan composers which was published in the 

of madrigals 
13 

same year. 

1 ·
3
L'Amorosa caccia de diversi eccellentissimi musici 

mantovani nativi a cinque voci ... ,Venice, Gardano, 1588. 

The contents include madrigals by C. Acelli, G. Ill. Bacchino, 

I. B~ccusi, I. Borelli, P. Cantina, C. Ceruti, E. Ceruti, 

A. Coma, ~. Cressoni, 0. Grassi, P. Marni, P. Massari, G. 

Mora, S. NascLmbeni, A. Nuvoleni, G. B. Orto, N. Parma, A. 

Preti, F. Ramesini, G. B. Recalchi, F. Rovigo, A. Striggio, 

R. Trofeo, and c. Zucca. This anthology appears to have 

been compiled in imitation of the Ferrarese anthologies in 

honour of Laura Peverara, Il laura secco of 1582 and Il 

laura verde of 1583. The contents are for the most part in 

the 'luxuriant 1 style characteristic of the music v<ritten 

for the Concerto di donne of the Ferrarese court. 
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Texts 

The variety of mood in these madrigals is immediately 

apparent from a glance at the texts. Four madrieals by Gua-
1/..._. ~ /L.r J.o J.v. '"" k.<: ~ 

rini and two by Celiano (the pseudonym/used by Don An8elo 

14 

Grillo for some of his secular works) are of the newly 

fashionable 'pathetic' 

verses by Alberti and 

type. The other texts, which include 

15 
Parma, are pastoral or lyric pieces 

seemingly chosen for the abundant opportunities for word-

painting which they offer. Some of them are, to borrow a 

phrase from Denis Arnold, 'spiced ~ith a fashionable tinge 

of melancholy', thus combining the two trends: the pastoral 

and pathetic. All are vastly superior, as poetry and as 

musical texts, to the majority of texts of Book Three. 

14 
This theory has been advanced by E. Durante and A. 

l<\artellotti in Cronistoria del Concerto delle dame princi

palissime di Margherita Gonzaga d'Este, Florence, 1979, 

p. 227. A forthcoming study by the authors will be devoted 

to the subject .. vii thout having fully investigated the 

theory, I have accepted its validity. Narenzio is known to 

have set verses by Grillo amongst his last madrigals (see 

A. Einstein, "Abbot Angelo Grillo's letters as a source for 

music history", in Essays on Music, New York, 1956, p. 153). 

These ~are generally considered to have been lost, but if 

Celiano was Grillo's pseudonym they would be the six mad

rigals with texts by 'Livia Celiano' in Marenzio's Ottavo 

libra de madrigali a cinque, Venice, 1598. Significantly, 

James Chater has noted in his study of 11arenzian poetic 

sources that the one text in this volume which can defin

itely be attributed to Grillo was also published in a con

temporary source under the name of Celiano. See J. Chater, 

"Fonti poetiche peri madrigali di Luca Marenzio", Rivista 

italiana di musicologia, XIII (1978), pp. 60-103. 

15 
·Filli cara et amata, by Alberto Parma, and Non 

mirar, non mirare, by Filippo Alberti, were both published 

in Cesare Caporali's anthology Le piacevoli rime, Venice, 

1584. Pallavicino must have had access to a copy of this 

work, for he set several of the contents. See pp. 303; 306. 
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Style 

The popularity of Book Four in the sixteenth century 

can easily be understood, for these madrigals are amongst the 

·best that Pallavicino ever wrote. If they appear less inter-

estinG to the scholar than the later works of Pallavicino, 

lacking the tortured expression and stylistic extremities of 

those madrigals, they have in compensation an expressive 

range and confidence of style often abandoned in the last 

three five-part publications. 

Stylistically, the madrigals of Book Four employ all 

the innovations of Book Three. Homophonic passages and 

concertante trio textures are now an integral part.of the 

musical language. Of overriding importance in Book Four, how-

ever, is Pallavicino's concern with the expressive possibil-

ities of the texts: the pictorial and emotional imagery. In 

this Book Four develops certain techniques whose beginnings 

are discernable in some of the madrigals of Books One and Two. 

Diminution, for example, is one of the important 

features of Book Four. Whereas in Book Three such words as 

"dardi 11 or "arden do 11 are generally set to simple runs of not 

more than four quavers, 

in Book Four descriptive or emotional imagery is set to 

passages of florid writing in the luxuriant style: 
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Like the luxuriant passages of Book Two, diminution figures 

generally appear in these madrigals in a single voice or in 

duet. For the most part they are not very much longer or 
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more florid than those of Book Two; however, the setting of 

Guarini's Tutt'eri foco, Amore is almost entirely composed of 

passages of fioritura which are unique in their length and 

complexity (see vol. II, page 102). 

The coloratura passages of Book Four have been singled 

out by Imogen Horsley in her study on diminution. She comr 

ments that they are concentrated in the bass and soprano 
16 

parts (this is by no means so); moreover, she seen's not to 

Lave noticed similar passages in the madrigals'of Book Two. 

Nonetheless her article provides a useful background to the 

kind of diminution employed in these madrigals. 

16 
I. Horsley, "The Diminutions in Composition and 

Theory of Composition", Acta !Yiusicologica, XXXV (1963), 

pp. 124-54. This error was perpertrated by Einstein, with 

reference to Tutt 'eri foco, Amore; see The Italian madrigal, 

v. 2 • p. 833. 
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Another important feature of Book Four is the use of 

expressive devices to underlay the emotional imagery of the 

texts. Some of these devices appeared for the first time in 

the madrigals 0 dolce vita mia and Io amai sempre, of Book 

One, and Deh, cara vita mia and Donn'importuna of Book Two; 

they reappear, in similar emotional contexts, in some of the 

madrigals of Book Four. They include the sounded suspension, 

~ Z3 : 14Y li4-o it !!JoeL (JY; -11) 
I 

the false relation, 
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the diminished interval .(harmonic), 
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and the use of dissonant passing minims (note also the 

sounded suspension and the parallel 6/3 chords in this 

example): 
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New to Book Four is the use of an unusually wide leap in 

the melodic line to underlay a particularly emotional word, 

perhaps the earliest example in Pallavicino's repertoire: 

120 



121 

All these dev.ices are fundamental to the highly 

expressive style of ?allavicino's last years. The beginnings 

of this style are clearly apparent in many of the madrigals 

of Book Four. For the most part it is confined to slwrt 

sections, to underline emotional words or phrases, but the 

setting of Celiano's ?erfida, pur potesti is written entirely 

in ~is style; technically and emotionally this madrigal fore

shadows those of Book Six (see vol. II, page 134).0f parti

cular interest is the combination of slow-moving phrases with 

chains of suspensions and passing notes to form a continuous 

web of sound. Note too the augmented second at bar 16, which 

points up the .phrase "aspra mia ferita", and the sounded sus-

pensions and false relations of bars 40, 41, 43, 45 and 45 

on "non hebbe pieta del mio dolore". The expressive use of 

low registers, perhaps derived from Wert's Giunto alla tomba, 

(published in the seventh book of five-part madrigals in 

1581), is most effective, particularly at the second entry 

of the soprano, whose contrasting high register has a 

poignant effect. 



Pallavicino's new concern with the expression of tl•e 

text is almost certainly due to the influence of his superior 

at the court, Giaches de Vlert. Sometimes it can be felt 

·ai rectly, as in the madrigal Hor lie to il pesce. This piece, 

with its descriptive turns and roulades, is full of the 

~msical impressionism characteristic of Vlert 's pastoral 

madrigal Vezzosi augelli, which ap~ears to have been com-

. .17 
posed three or four years earl1er: 
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17 
Published in Wert's Ottavo li bro de madrii;ali a 

cinque voci, Venice, Gardano, 1586. Edited by l-'lacClintock, 

Collected works, v. 8, p. 11. There is also a striking 

similarity of imagery between Hor lieto il pesce and Wert's 

setting of Valle che de' lamenti miei (in Book !Jine, pub

lished in the same year as Pallavicino 's Book Four), on the 

phrase "Fere silvestre,.vagh'augelli e pesce". See i-iacClin

tock, Collected works, v. 9, p. 9. 
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In other madrigals, for example in the fine setting 

of Guarini's Con che soavi ta, it is evident that Pallavicino 

has learnt the expressive and dramatic possibilities of 

parlando homophony from Wert: 
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Another technique apparently learnt from Wert is the 

use of sudden contrasts of rhythm and texture to achieve 

expressive effect. The following passage from Arsi, piansi 

e cantai, in which each word is set separately, with imagery 

and texture appropriate to the nature of the word, has a 

precedent in Wert's well-known madrigal Giunto alla tomba, 

from his seventh book of five-part madrigals published in 

1581: 18 

18G. de Wert, Il settimo libro de madrigali a cinque, 

ed. J'IacClintock, Collected Works, v. 7, p. 38. To facili

tate the comparison I have recopied Wert's madrigal in the 

original note values in the following example. 
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In short, the origin of most of the expressive ~lements in 

these madrigals can be traced to precedents in the works of 

Giaches de Wert. 
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I should mention, however, one other composer who may 

have had some importance for Pallavicino: Francesco Rovigo, 

19 
one-time organist of the Nantuan court. Rovigo's first 

book of five-part madrigals, published in 1581, contains one 

work, Dolorosi martir, which apparently f6reshadows the 

style of Pallavicino's Perfida, pur potesti. Although Rovigo 

is nowhere· as unconventional as Pallavicino in his treatment 

of dissonance, the chains of suspensions and dissonant 

passing minims formed by the slow-moving melodic phrases, 

together with the parlando style of the homophonic passages, 

underline effectively the sentiments of the text in a manner 

very similar to that of Pallavicino. Evidently Rovigo con

tinued to develop this style, for his contribution to 

L'Amorosa caccia, the collection of madrigals by Mantuan 

brought 1588, 
20 

composers out in .is a setting of the 'pathe-

tic' text I11isera 1 che farO in similar style. Again, while 

the treatment of dissonance is conventional enough, the 

realism of the setting, with its parlando declamation in 

low registers on "l~isera, che faro", its long drawn out 

dissonant phrases on such words as "fiera stella, empia 

sorte", and the impassioned outcry, with octave leaps in 

three of the voices on "Porgi, Diana, ai ta", is thoroughly 

up-to-date (see vol. II, page 333). 

19
Rovigo left !1antua for Graz in 1582 and did not 

return until 1590. See H. Federhofer, l>iusikpfle~:;e und 

1-lusiker am Grazer Hapsburgerhof.der Erzherzllge Karl und Fer

dinand von Innerllsterreich (1564-1619), l'lainz, 1967, pp.125-8. 

20 
Seep. 112. 



By 1588 the expressive or pathetic madrigal was well 

est~bl1shed as a fashionable form at the court of Mantua, 

with a variety of composers besides Wert contributing to the 

genre Even Gastoldi, best known then as now for his can

zonette and ballette, added to the repertoire: Acerbo mio 

dolore, a madrigal from his Primo libra de madrigali a cin

~ of 1588 is a wor-thy example of the style (see vol. II, 

page 325). 

llot all the madrigals of Book Four are serious in 

tone, and not all of them rely for their effect on word

painting ·of the type described above. Three works, Filli cara 

et amata, with risposta Dungue Aminta, La tua cara Amarilli, 

with second part Rispose egli, and Giunta che m'ebb'Amor 

are cheerful madrigals of the pastoral kind not far removed 

in spirit from the madrigals of Book Three. They are, how

ever, far more interesting than the majority of those mad

rigals, since, they have, along with all the other madrigals 

of Book Four, a greater variety of musical texture and com-

i•OSitional techniques. In La tua cara Amarilli (page 116 of 

vol. II), for example, one finds concertante use of trio 

sections (homophonic or otherwise), simultaneous working o!' 

motives, strict imitation, free imitation (in which the 

rhythmic rather than· the melodic shape of the page is preser

ved), inversion and augmentation of imitative motives, declam

atory homophony, paired voices moving in thirds over long-neld 

notes in a lower voice, and so on. The structure of the works 

of Book Four is more tightly knit than that of the previous 

book; the bass part of a declamatory phrase may provide the 

next imitative point, 
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f.loreover, homophonic phrases are now used for narra-

ti ve or dramatic purposes, or to provide brief contrasts of 

texture; in only one madrigal can be found the laborious and 

seemingly unnecessary repetition of homophonic sections so 

characteristic of some of the music of Book Three: 
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Finally, Pallavicino has learnt the art of exploiting 

the possibilities of large sections of music. The section 

to be repeated is often marked off by a declamatory homo

phonic phrase opening with a held chord which is easily 

recognisable on repetition: 

c. 
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~ 
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------ "D.l.) ~ r .. -~ 
= 

l•L-;- f'"' r--~ '3-;_ ~v 

"'-· t/1' ~~ fdr ($, Jtl-14--~ CIJ' !r) 

Occasionally the repeated section is identical with the 

first statement; generally, however, some new element is 

added: in Non mi ferir, Amore an interval of a diminished 
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seventh at the cadence gives punt:ency, while in Tutt'eri 

foco (val. II, page 102) the parts are interchanged, so that 

the madrigal ends Hith a florid duet in the two highest 

voices, and a sounded suspension gives extra strength to 

the cadence. The repeat section of Occhi un tempo combines 

the two motives previously presented singly. In La tua cara 

Amarilli (val. II, page 117) and A~te mi siano i crini (val. 

II, page 110) the repeat reworks in all five voices the 

material previously given in three; and in the risposta of 

Filli, cara et amata the last phrase is repeated in long 

note values, a written-out ritenuto, with a sounded suspen-

sian in the highest part for added effect. 

These final repeat sections, which give the madrigals 

a distinctive ABB structure, are perhaps the most fascina

ting aspect of Book Four. A clue to their derivation can be 

found in the madrigal Tutt'eri foco Amore, where the 

presence of written-out ornamentation indicates that Palla-

vicino was emulating the Ferrarese practice of notating in 

the score embellishments to be applied to the vocal line. 

This implies that these madrigals were to be embellished in 

performance as a general rule. If one accepts this, then 

the significance of the lengthy repeat sections becomes 

clear£ the repeat of the B section allows the singer to 

vary his embellishments, or to make them more elaborate. 

This might seem a tenuous theory, if it were not that a 

testimony to the practice exists in Luzzaschi's Madrigali .•. 

"a,____,u~n=oJ.'--'d"-u=eJ.,__,e'--t=r-"e'---'s"'o"-p=r.:::a::.n=i , pub 1 i she d in 1 6 0 1 , but assign e d 

by Newcomb to the 
21 

years 1582-1594. Almost .every madrigal 

21 
A. NeHcomb, Review of: Luzzasco Luzzaschi, l·iad-

rigali per cantare e sonare a uno, due e tre soprani (1601), 
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of this volume has an ABB form, in which the repeat of the 

D section has a variation of the vocal line, in most cases 

tending towards greater elaboration of embellishment. A 

comparison of the last madrigal in the book, Occhi del pian-

22 
to mio, with Pallavicino 1 s Tutt 1 eri foco, Amore is most 

revealin8: not only on account of the lengthy repeat sec-

tion, in which highly elaborate ornamentation of the vocal 

line is carefully written in, but also for the choice of 

words embellished: emotional or descriptive words such as 

11 rio", "f'iamma" and "ardo". 

Did the ornamented ABB form originate with Pallavi-

c1no or Luzzaschi? Or did it come from further afield? The 

ABB form in itself is not new to Pallavicino, for a number 

of the madrigals o~Book Two have repetitions of the final 

sections. It is interesting to note, however, that these 

madrigals are not those which have concluding passages of 

diminution; indeed, they are not at all in the luxuriant 

style. The link between the ABB form and the ornamented ABB 

form can be founGl in the one madrigal of Book Three which 

••as passages of diminution comparable to those of Book Two: 

Amor, s'avvien giammai (page 96 of vol. II). This \vork has 

the climactic luxuriant writing of some of the madrigals of 

Book Two; it also has the end repeat section, with elabor-

ated passa,;es of diminution, of Book Four. Thus the evolu-

tion of the form can be very well traced and dated within 

the madrigals of Pallavicino. 

edited by Adriano Cavicchi (Monumenti di musica italians, 

series II: Polifonia, vol. II), Brescia-Kassel, 1965, in: 

Journal of the American Musicological Society, XXI (1968) 
• 

pp. 222-226. 

22 
L. Luzzaschi, Madrigali per cantare e sonare, ed. 

Cavicclli, p. 72. 



Pallavicino's Books Three and Four contain the earli-

est published examples of the ornamented ABB form, for 

Luzzaschi 's works were. not published until 1601. However, 

this cannot be taken as being in any way conclusive regar

ding the origins of the form, for Luzzaschi 's madrigals were 
23 

composed, according to Newcomb, between 1582 and 1594. A 

group of virtuoso women singers who specialised in ornamen-

ted singing had been active at Ferrara since 1582, while a 

similar group was not established at Mantua until some five 

years later. A description of the Ferrarese 'concerto di 

donne' in 1584 has been left by Alessandro Striggio in a 

letter to the Grand Duke of Tuscany; it is an excellent 

testimony to the nature of their performance practice, which 

involved the delivery of both improvised and notated embel-

lishrnents: 

[The DukeJ favoured me by allowing me to hear 

for two hours without break his concerto di donne, 

which is truly extraordinary. These ladies sing 

excellently; both when singing in their concerto 

[from memory] and when singing at sight from part 

books they are secure. The Duke favoured me con

tinually by showing me written out all the pieces 

that they sing by memory, with all the diminutions 

[tirate e passaggiJ that they do. . . . at Mantua I 

shall be able with greater leisure to cowpose some 

pieces for the concerto of You2
4

tlighness in irnitation 

of these Ferrarese pieces .... 

23 
l·Tewcomb, Review of Luzzaschi, Jdadrigali per can tare 

e sonare, ed. Cavicchi, p. 223. 

24 
Newcomb, The Nadrigal at Ferrara, v. 1, pp. 55, 270 

(document 57). First published in the original Italian by R. 

Gandolfi, "Lettere inedi te scri tte da musicisti e letterati 

appartenenti all a seconda meta del secolo XVI, ", in 

Rivista musicale italiana, XX (1913), pp. 527~54. 
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C:ornr.1on sense indicates that a form derived from the practice 

of ornamentation would have developed at Ferrara, where the 

c'elivcry of' passages of improvised embellishment had been an 

intrinsic part of the performance of madrieals by the virtuo-

so singers of the court since at least 1584. It is well k :1own 

that Alfonso d 1 Este impeded the publication of works written 

for his concerto di donne; the madrig-als of Luzzaschi 1 s 

collection ... a uno, due e tre soprani, a unique testimony 

to the repertoire of this group, were probably not published 

until after the death of the Duke for this reason. On the 

basis or" a comparison with the ornamented ABE form madrigals 

in Pallavicino 1 s Books Three and Four it is now possible to 

propose that the greater part of Luzzasehi 1 s collection was 

written before 1585. 

The madrigals of Pallavicino 1 s Book Four require 

singers of considerable ability. For the first time, there 

are signs that Pallavicino was writing for a group of 

virtuosi technically on a par with the famous ensembles of 

Ferrara. At this point it could very well be proposed that 

he was actually writing for the Ferrara singers. Giaches 

de \·lert 1 s Book Eight, for example, is known to have been 

• 
written for them (the dedication makes this clear), and it 

precedes Pallavicino 1 s volume by only two years. Noreover, 

Pallavicino must have spent some· time at Ferrara, for he 

knew Luzzaschi 1 s madrigals intimately. However, a volume 

written for the Ferrara singers would probably contain a 

hint of this in the dedication. None of Pallavicino 1 s 

dedications indicate a connection with the Ferrarese court; 



besides, at least one of his madrigal books now in the 

Biblioteca Estense was acquired long after his death, as a 

record if purchases from Gardano shows (I have appended the 

dates of the first edition of each publication): 25 

11adrigali Monteverde 1° [1587] 2° [i590] 

3• £1592] 4• L15o3J a s 

detti 5° £1605] 6° [1614] col basso 

_______ detti 7° [1619] col basso 

Orfed del detto in folio 

Scherzi [1607] del detto a 3 

Nadrigali Zoi lo {16 20} a 5 col basso 

Dialoghi musicali di diversi a 7.8.10.12 [1590] 

Madrigali Pomponio Nena 1° {1582] 4° '[1609] 

s• [1603} 5• f1607J 7" [1608] a s 
________ detti 8• f1618} a 5 stampa del Roma 

Musica di diversi sopra li pietosi affeti del 

Grilo. a 5 {1604} 

4 16 
3 

3 
3 10 

1 10 
2 
7 

6 

2 

1 10 

Comedia d'Horatio Vecchi a 5 {L'Amfiparnaso, 1597?} 1 10 

Nadrigali ditto a 6 {1583] 1 10 

Madrigali Palavicino 6° [1600} a 5 1 4 

Nadrigali Giovaneli 1° [1586] 2• [1593} 

3• {'1599.7 a 5 
3 12 

Arie del Giulio Cacini Romano ll601 ?} 3 

Arie di Sigismondo d 1 India a 2 ['1615] 2 

Arie del ditto a 1. 2 stampa del Jf;ilano [1609} 3 

Arie di Francesco Rasi 1• [?] 2• [1608?] libra 2 8 

Nadrigali Gagliano 6° [1617] a 5 1 4 

Hadrigali Sigismondo d'India 1° F1606] a 5 

Intenarite voi 1 4 

tutti legatti in suma 54 18 

Gardano 

25 
Modena, Archivio di Stato, Busta 4. Tile various 

inventories of music belonging to Duke Alfonso in the 

Arcllivio di Stato, t.\odena (published and discussed by New

comb, in The Nadrigal at Ferrara, pp. 213-250), record only 

Book Three, in the 1585 edition. t;ewcomb notes that "A 

reasonably complete set of madrigal books by Pallavicino is 

one of the most striking lacks in the collection, ... and in 

the rr.odern Biblioteca Estense" (op. cit.,p. 238). 

136 
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It seems more probable, then, that Pallavicirio's Book F~ur 

was written for the singers of his own court at Eantua. Cer-

tainly, the dedication tends to confirm this, for it is 

addressed to Vincenzo Gonzaga and it reads "fi madri gal:i.J 

... sono novamente nati, et nati in casa sua; tal che si 

12L 

vede, che ogni al tro ne sarebbe stato illegi timo possessore". 

The extended ranges and particularly high voice com

binations of many of the madrigals of Book Four imply that 

Pallavicino was writing for virtuoso women singers. Were 

there such ~ingers at Mantua before the publication of Book 

Four? That there were virtuoso women singers during Vincen

zo's reign is known, for the seventeenth-century writer 

Vincenzo Giustiniani has left an account of them which 

indicates that in the practice of embellishment, as well as 

in technical skill, they were considered on a par with the 

women singers of Ferrara: 

..• The ladies of Nantua and Ferrara were highly 

competent, and vied with each other not only in 

regard to the timbre and training of their voices, 

but also in the design of exquisite passages 
· c6 

delivered at opportune points •.• 

The group was certainly established by 1589, for a dispatch 

wrJ.tten by the Medici ambassador in Ferrara, Horatio della 

Rena, dated 14 April 1589, describes a concert that the 

group gave at Ferrara: 

For entertainment there were rich banquets and 

hours of exquisite music-making ••• I will tell you 

26 v. Giustiniani, Discorso sopra la musica (1628), 

transl. C. HacClintock, American Institute of J.lusicology, 

1962, p. 69 (Nusicological Studies and Documents, 9). 

Also given in the original language in Newcomb, The i·ladri (:'al 

at Ferrara, v. 1, pp. 50-51. 



that I'Ji th the Duke of l·lantua car"e four ladies J~rom 

Vicenza who sin~ very well and play the cornetto 

and other instruments. The Duke of Ferrara 2ave thor;; 

a chain of 100 scudi and 100 scudi in cash to divide 

among themselves; the Duchess his
2
¥ife gave to each 

one another chain of 50 scudi . • • . 

Two of the "ladies from Vicenza" me.1tioned in della 

Rena's dispatch are the Pellizzari sisters Lucia and 

Isabetta, whose names. are recorded on a r.:antuan payroll 

b 1 i t th f V. I . 28 
e onf, ng o e years o lncenzo s relgn. Their names 

are not to be ·found on ti.e payroll v:hich belongs to the 

years 1588-1589, but they must have been at Mantua when it 

was drawn .up, for their brother Antonio Pellizzari, also a 

virtuoso singer, is. recorded as receiving money and 

29 
provisions for seven persons. The illenti ty of the other 

30 
tl'w women is unknown, but another vwman sine.er employed 

at the court of r··Iantua during this tir.1e 1·1as Madama 

Europa di Rossi, the sister of Salar.~one di Rossi, \·Jho is 

pp. 

27Published in Newcomb, The Madrieal at Ferrara,v.1, 

99; 273 (document 78). Also given by Fenlon, I-:usic and 

patronage, p. 132. 

2
BEASG, Bust-. 395, Affari di Famiplia d" Principi ... 

D.XII.n°5. Levatc da1la Filza 1587 al lGOO, f. 8v: cantori. 

See Appendix E, p. 366. This payroll has ti1e date 1591 on 

the cover, but it cannot belong to that year, for f. 3 lists 

the Duke's fa;nily, which includes his children Francesco, 

Ferdinanda, Vincenzo, hargherita and Eleonora. The youngest 

of these, Eleonora, was born on 23 September 1598, so the 

payroll must have bet::n drav1n up ai'ter that date. l·=s Susan 

Parisi, viho is currently \·;orkinr, on the sinEtrs employed at 

the court of i·iantua during Vincenzo' s rei[n, has suggested 

to the writer that it may be dated circa 1G03-4. 

29 
See Appertdix E, p. 364. Sec also p. 20, note 39, 

for the date of this payroll. 

139 

30r:c1·:coc:b (The i·iadriP.al at FPrrara, v.l, p.89) says that 
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listed amongst the "estraordinarit" of the 1S87-f:l9 payroll. 31 

Thus, there is good reason to believe timt an ensemble of 

virtuoso singers which included female voices had already 

been established at Nantua before the publication of Palla

vicino's Book Four. Book Four may safely be said to be 

representative of its earliest repertoire. 

The last madrigal in Book Four is a setting of Tasso's 

sonnet Passa la nave tua, witll second part Nebbia non lenta 

mai. This text is a paraphrase of Petrarch's sonnet Passa la 

nave mia, witll ~econd part Pi011:ia di lasrimar, which was set 

by Pallavicino in his first book of five-part cradrigals in 

1581. Pallavicino 1 s set tine of Tasso's text in i-iooJ.: Four is 

conservative in cornparison with the other contents or· tr1e 

book; it is somewhat similar in style to Quand'io penso al 

martire, published in the 1607 edition of Dock Three, and 

these two women were the other women singers on the 1591 

(recte 1603) payroll: Lucrezia Urbana and Catterina romana. 

This cannot be so, for Catterina romana (Caterinuccia l·lar

tinelli, the young singer who trained at Mantua under t<iont

verdi's guidance for the role of Arianna), did not come to 

lf!antua until around 1603, at the ar;e of fourteen (see Ber

tolotti, Musici alla corte dei Gonzar,a, p. 82). This payroll 

must have been drawn up shortly after her arrival, for she 

receives "provisions only". Likewise, Lucrezia Urbana seems 

to have come to Mantua in 1603; a decree in the Libri man

dati dated 8 June 1h08 records that she had been in service 

at Mantua for approximately five years (given in A. Ademollo, 

La bell'Adriana ed altre virtuose del suo tempo, Citta di 

Castello, 1888, pp. 28-29). Although Fenlon, Music and Pat

ronage, pp. 192-3, corrects the date of the pseudo-1591 

payroll, he unaccountably does not correct r.:ewcomb' s error 

regarding the identity of the two wcmen. See p. 132, note 29. 

31 
See Appendix E, p. 364. Europa de Rossi is also 

listed amongst the court musicians in the 1592-93 payroll, 

together with Lucia and Isabetta Pellizzari; no other women 

singers appear on this list. See Appendix E, p. 365. 
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ciiscussed on ~a~es 107-10b above. It could be an earll work, 

written be~ore Pallavicino came to ~antua; on the other 

hand a convention of this particular period was to conclude 

a r:~adri gal volume with a worl< which is in an academic, some-

what archaic style (see, for example, I•ionteverdi 's Cantai 

un tempo, which concludes his second book of five-part 

. } 32 
rcadrigals published 1n 1558 . Thus, Passa la nave tua, 

notwithstandinG its style, may be contemporary with the 

other madrigals of Book Four. The opening sections of both 

parti quote Wert's setting of the Petrarch sonnet, pub

lished in his first book of five-part madrigals in 1583;
33 

this would seem to underline the deliberately archaic 

nature of Pallavicino' s setting. 

Madrigals from Book Four edited in volume II include 

Tutt'eri foco, Amore, Arte mi siano i crini, La tua cara 

Amarilli, with second part Rispose egli, Con che soavi ta, 

and Perfida, pur potesti. 

32 
C. Monteverdi Il secondo libro de madrigali a cin 

que voci, Venice, Gardano, 1590. Edited by G. F. ~alipiero, 

Tutte le opere, Asola, 192E-42, v. II; La Fondazione Claudio 

Monteverdi, Opera omnia, Cremona, 1970-, v. III (Instituta et 

~onumenta, serie I: Monumenta, v. 5, tome III}. 

33G. d '' e •ert, Il primo libro de nadrigali a cinyue 

voci, Venice, Gardano, 1558; eel l·'lacClintock, Collected 

works, v. 1, p. 15. 



Il quinto libro de madrigali a cinque voci (lSS~) 

Contents 

1 

3 

4 

5 

6 

7 

(161) 

(162) 

(163) 

(164) 

(165) 

(166) 

(167) 

(168) 

9 (169) 

10 (170) 

11 (171) 

12 (172) 

13 (173) 

14 (174) 

15 (175) 

16 (176) 

17 (177) 

18 (178) 

19 (179) 

20 (180) 

Leva con la sua mane 

Hor che 1 l donar 

Nia Filli, s'egli e vero 

Filli, tu pur sei quella 

Tu pur ti parti 0 Filli 

0 che dolce gioire 

Donna, se voi m'odiate 

T'amo, mia vita 

Dolcemente dormiva 

Se v'ho donato il core 

Dolce grave ed acuto 

A chi creder degg'io 

Donna, se quel Ohime 

Amorosette Ninfe 

Baci amorosi e cari 

S'io mire in te 

Va carolando intorno 

Arnor, se pur degg 'io 

Se per haver furato 

Onde ne vieni, Amore? (dialogo a 8) 

Printed sources 

See Appendix B, page 31.2. 

Rinaldi 

Borgogni 

Rinaldi 

Rinaldi 

Guarini 

Tasso 

Rinaldi 

Tasso 

nossi 

Rinaldi 

Hinaldi 

142 
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Publication history 

The fifth book of five-part madrigals .did not appear 
~4 

until 1593,v five years after Pallavicino's previous pub-

lication. Like Book Four, it seems to have had considerable 

commercial success, for Vincenti, who published the first 

edition, reprinted the volume in 1597. Gardano brought out 

further reprints in 1600 and 1609, and Phalese included all 

but the last madrigal (an eight-part dialogue) in his Palla

vicino anthology of 1604. Many individual works appear in 

anthologies and manuscript collections, in some cases ar-

ranged for lute or viols, in others with English or Latin 

texts substituted for the original Italian; 

Book Five is dedicated to Conte Giovanni Battista 

Guerrieri, presumably the same G. B. Guerrieri who organ-

ised at the Mantuan court the staging of Pino da Cagli's 

commedia Gli ingiusti sdegni (with concerti, balletti and 

intermedii) on the occasion of Vincenzo Gonzaga's marriage 
35 

to Eleonora de' Medici in 1584. Pallavicino's dedication 

reveals nothing of the personality or familial status of 

this man, but it is possible that he was the son of Vin

cenzo's maestro da camera Tullio Guerrieri, and thus the 

brother of FelicitA Guerrieri Gonzaga, Vincenzo Gonzaga's 
36 

mistress in the early 1590's. 

34The dedication of Book Five is dated 4 November 

1592. 

35 . 
MacCl1ntock, Giaches de Wert, pp. 174-5. 

36 
Maria Bellonci, I Segreti dei Gonzaka, Milano, 

1947, p. 153. 



Texts 

Eleven of the texts of Book Five have been identi

fied. Six are by the Bolognese poet Cesare Rinaldi (1559-

1636): Hor che'l donar, 0 che dolce gioire, Donna, se voi 

m'odiate, Dolce, grave et acute, S'io miro in te, and Va 

carolando intorno. These verses are all to be found in 

Rinaldi's De madrigali ... prima, et seconda parte, pub

lished in 1588, so it seems that Pallavicino had access to 

a copy of this work. Rinaldi is considered one of the school 

of Marini (who was, incidentally, his great friend); his 
. 37 

verses are witty, epigrammatic and rarely profound. Palla-

vicino seems to have found them eminently suitable as texts 

for a collection of not-too-serious madrigals. 

Two other texts can be found in Caporali's anthology 

Le piacevoli rime: Baci amorosi e cari, by a certain 

Cavalier de' Rossi, and Gherardo Borgogni's Tu pur ti parti, 

o Filli. This latter is subtitled ''nella partenza della Sig. 

Isabella Andreini, Comica Gelosa, intesa per Filli ..• ".38 

3 7 
G . Fan t uz z i , .oN~oc_te._l=.· =:_z.=i..=e~d:::e"-Cg.=l.=ic...is:cc:::..ro..:.i.=t~t'-"o~ro_l=.· _:b00o~l=-o~g~n:se:_:S"-l=-· , 

Bologna, 1781-94, pp. 187-9. Rinaldi is known to have had 

connections with 1-lantua, for he wrote verses in praise of 

the music of Alessandro Striggio and Paolo Narni. See Canal, 

"Della Nusica in Mantova", pp. 726; 747. 

38
caporali, Le piacevoli rime, f. 4. 

another poem by Borgogni dedicated to " ••• 
Folio 3v has 

Sig. Isabella 

Andreini, Comica Gelosa, intesa per Filli, nella sua par

tenza da Hilano": Dimmi Filli gradita. This is followed by 

a "Risposta della S. Isabella al S. Borgogni": Deh non 

t'incresca. Caporali's anthology also contains Guarini's 

verse Mentre vaga Angioletta (f. 5-5v; 107v), which is in 

praise of an unknown virtuoso singer. S. Reiner's study on 

the identity of Guarini's "Angioletta", "La vag'Angioletta 

(and others), Part one", in Ana1ecta ~lusico1ogica, XIV 

(1974), Studien 9, pp. 26-88, gives 1598 as the date of the 

earliest known source of this verse. The 1589 edition of 

144 
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c;ince Isabella Andreini vms in f•lantua with the Gelosi in 

15 ,;c 39 15 , 9 40 
uo, o , and no doubt on numerous other occasions as 

41 
well, it is reasonable to conclude that this text, and the 

tHO texts Hhich precede it in Book Five, Filli, s'e~;li e 

vcro and Fi lli, tu pur sei quella, were set in her honour. 42 

Guarini is represented in Book Five by T'amo mia 

vita; Pallavicino's setting of this text is apparently the 

earliest of over twenty produced between 1593 and 1629. 

Caporali's anthology preceedes it by nine years. 

39 
~~ASG, Busta 2957, Copielettere, 1587-99. 17 June 

1588. Vincenzo Gonzaga to the Governatore of !Ulan. "Li 

Comediante Gelosi se ne vengono hora a cotesta Ci tt2. con 

pensiere di puotere con buona gratia dell Eccellenza Vostra 

trattenervisi alcuni giorni ... ".Published in D'Ancona, 

"Il teatro mantovano", p. 491. 

40 
HASG, Busta 410, filza 43. 1588-91. D.XII.n°8, f. 

37: "ducatoni 271. A di 18 [febbraio 1589] dati alle come

dianti Gelosi per compita sodisfattione cosi delle scudi 

200 di donativo,- come per ogn'altra loro presentatione per 

tutto il presente ••• 1. 1666 - 13 11
• 

41 
D'Ancona, op. cit., p. 490, gives a letter of 1 

January 1586, in which the Comici Gelosi request permission 

to come to Hantua. 

42 
Isabella Canali was born in Padua in 1562 of v;ell-

educated parents of modest means. She married Francesco 

Andreini in 1578, and, joining the company of the Gelosi, 

became one of the most famous actresses in Italy. Beautiful 

and cultured, slle was also a poet; her accomplishments are 

recorded in poems by Borgogni, Tasso, Chiarabrera and f.'larini. 

She published a 'favela pastorale', La f.'iirtilla, in 1588, 

and a volume of Rime in 1601. She died in Lyons, France, in 

1604, on return from an engagement at the French court. See 

the article by L. Pannella in the Dizionario biografico de

gli Italiani, Rome (1960- ), v. 17, pp. 704-5. D'Ancona, 

op. cit., says that she was a virtuoso singer, but he appears 

to have confused her with Virginia Andreini, the actress and 

singer employed at Hantua in the role of "Arianna" ai'tcr the 



There are also two Tasso texts: A chi creder degg'io, one of 

the rime d'amore written for Lucrezia Bendidio, and the pas

toral lyric Dolcemente dormiva lamia Glori. 

Style 

Book Five comes as something of a surprise to the 

scholar who has studied closely Pallavicino's earlier mad

rigal books. Although a considerable interval of time sepa

rates this book from the preceding publication, there are 

few, if any, new elements of style discernable in its mad

rigals. Moreover, the 'progressive' features of Book Four, 

the use of diminution and various other rhetorical devices 

with which Pallavicino underlines the sentiments of some of 

the texts of Book Four, rarely appear in the madrigals of 

Book Five. !-lore surprising still, the use of trio textures, 

so cLaracteristic of the musical language of Books Three and 

Four, is by no means common in Book Five. Each of these 

aspects of Book Five will be considered briefly before 

atte.mpting a general description of the style of these 1vorks. 

Perhaps the greatest difference between Book Four 

and Book Five lies in Paliavicino's approach to word-pain-

ting. Diminution is no longer characteristic; the lengthy 

passages of florid w·riting which point up important vlords 

of the text in many of the madrigals of Book Four are 

reduced in Book Five to occasional runs of four, six and 

(very rarely) eight quavers of a descriptive rather than 

expressive nature, in the manner of Book Three: 

death of Caterina Hartellini. He cites Canal, "Della musica 

in f.Jantova", as his source of infornation, but Canal does not 

mention Isabella, only Virginia. 

14(:, 
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Some of the texts are ideally suited to word-painting of 

this kind, being light lyric or pastoral pieces full of 

concrete imagery; on the other hand Pallavicino does set 

this kind of imagery to more extended roulades in other 

volumes, so we can assume that he is deliberately restric-

ting it here. 

Similarly, the expressive devices of Book Four, the 

rhetorical figures with which Pallavicino expresses key 

words of the text in some works, such as sounded suspen-

sions, false relations, diminished or augmented intervals, 

unusual leaps in the melodic line, chains of parallel 6/3 

chords and passages of slow-moving dissonance, all rarely 

appear in Book Five. When they do occur, they are often in 

a neutral or non-expressive context, as in Book Three. For 

149 

example, the sounded suspension can be found in nine mad

rigals of Book Five, but in only two cases does it appear in 

an emotional context; in the others it is purely cadential 

and non-expressive: 
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In two madrigals the false relation is present in a non-

expressive context; the others are 'expressive', in slow-

moving passages of dissonance, but in comparison with Book 

Four these dissonances are very mild. Consider the following 

example: 
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Moreover, in Book Five passages of slow-moving dissonance 

are not placed in such a way as to form striking contrasts 

of rhythm and texture with preceedinP, passages, as is some

times characteristic of Book Four. Finally, although the 

1 pathetic 1 text Am or se pur degp: 1 io abounds in emotional 

words and I±'1rases ( 11 morir senza piet8", "gran male 11 , 11 ferir", 

11 crudele", "dolor miei"), which would lend themselves v:ell 

to expressive treatment of the kind found in Perfida, pur 

potesti in Book Four, the setting is, for Pallavicino, very 

bland (see page 162 in vol. II). 

The texture of the madrigals of Book Five also 

differs radically from that of Book Four - indeed, that of 

Book Three as well. The use of hiLh or low trio sections, 

contrasted with each other or with the full five-voiced 

texture in the concertante manner, is relatively rare in 

Book Five. Two madrigals, Va carolando intorno and Tu pur 

ti parti o Filli,open with trio sections, but the promise 

~f these is not fulfilled and they quickly lapse into five

part writing. Only six of the nineteen five-part madrigals 

of Book Five have trio writing of any significance; the 
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others for the most part oscillate between four- and five-

voice textures, and only the constant contrast of imitative 

and l1omophonic sections prevents the texture from becoming 

monotonous. 

It is clear, then, that the madrigals of Book Five 

are very different, both technically and spiritually, from 

those of Book Four. The texts, which in themselves pose no 

particular problems of expression, are set in an unexcep

tional manner: passages of imitation alternate with homo-

phony, concrete images call for descriptive runs, changes 

to triple time or syncopation, and the texture is on the 

whole distributed equally between four and five voices. In 

the absence of the 'expressive•· techniques of Book Four, 

the madrigals have an easy, lyrical quality; a number of 

passages in which the melody is outlined by the two upper 

voices in parallel thirds contribute to this impression, 

-ru.- f''" +; rY- -\-;~0 l';(_ 
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while the frequent use of sequential passages gives a 

strong sense of tonal direction: 
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The only madrigal which does not quite conform to the 

general pattern is the setting of Rinaldi's verse S'io mira 

1S4 

in te,(page 167 in vol. II). This little piece is practically 

a compendium of the techniques of Pallavicino's 'expressive' 

style of the late 1580's and early 1590's, since it contains 

diminution on key words of the text (bars 4-7; 11-13), false 

relations (bar 9), extended leaps in the melodic line (bar 
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2), expressive use of chains of parallel 6/3 chords (bars 

18-19), expressive contrast of movement and texture (bars 14-

20), sounded suspensions (bar 19), and concertante contrast 

of texture (bars 10-14). It differs from the expressive 

madri£.als of Book Four, however, in that in the passages of 

diminution the voices move together in rapid declamation. 

Pallavicino is aiming at direct expression; the tremolando 

effect on the word "ridi" is decorative and virtuosic, but 

also dramatically convincing. In this small detail S'io mire 

in te points forward to the dramatic declamatory madrigals 

of Books Six and Seven. 

Book Five, then, with the exception of S'io mire in 

~is a somewhat conservative collection which shows little 

sign of the approach of a highly expressive musical style. 

In comparison with contemporary works.by Giaches de Wert, 

that is the contents of his Decima libra de madrigali a cin-

43 
que, published in 1591, the conservative nature of Palla-

vicino's Book Five becomes even more apparent, particularly 

with regard to its texture. Even if one leaves aside the 

madrigals Tu canti e cant'anch'io, 0 qual gioia and Felicis

sima gioia, in which highly florid settings of the texts and 

concertante contrast of textures are fundamental to the 

musical style, the madrigals of Wert's Book Ten never lack 

that contrast of texture, the variety of combination of 

voices, which is so conspicuously lacking in many of the 

madrigals of Book Five. Monteverdi's Secondo libra de mad-

4 \d. by HacClintock, Collected Works, v. 10. 
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ri§;;ali a cinque, publi,;tl<ed in 1590,44 is much closer to 

Pallavicino's volume in spirit, and even in some points of 

style (such as his use of brief quaver runs of a descriptive 

nature, the pervasive use of melodies outlined in parallel 

thirds, and a greater feeling for tonality). But Nonteverdi's 

madrigals too have a greater variety of texture than those 

of Pallavicino. Indeed, Denis Arnold has singled this out 

for comment; Le has noted of Book Two that 

Rarely do tl•e voices enter one after another with 

their melodic points, except for special effect. 

Instead, Monteverdi brings them in to sing in pairs 

or threes, using the fifth voice to give a delicious 

unevenness and unexpectedness. The homophonic tutti 

nearly always comes as the first climax of a mad

rigal, and is used very sparingly thereafter. l'iore 

usual are longish homophonic trio sections (such 

as we find at the beginning of Dolcemente dormiva 

or Intorno a due vermiglie 5 

Perhaps the the key to the nature of Book Five can be 

found through a consideration of its conservative textures. 

A reason for adopting a uniform four- to five-voice texture 

in most of these works could be that Pallavicino was writing 

for amateur singers whose voices would be a little too ex

posed for comfort in reduced textures. That Pallavicino was 

writing for amateur singers would also explain his choice 

of means of word-painting (simple triadic or scalic quaver 

passages of brief duration as c:pposed to lengthy roulades), 

44 
I·,ialipiero, Tutte le opere, v. II; Fondazione Claudio 

Nonteverdi, Opera omnia, III. 

45 
Arnold, Monteverdi, p. 54. 



and the non-dramatic, non-virtuosic approach to the expres

sion of the text. It seems likely, then, that Book Five 

1S7 

represents a selection from Pallavicino's current repertoire 

which he felt suitable for a particular kind of performer 

(it is possible that they were written specifically for 

the use of G. B. Guerrieri and his circle), while the in

clusion of S'io miro in te has perhaps something of the 

nature of a reminder that he was also capable of writing in 

the expressive style of the late 1580's and early 1590's 

popular with his contemporaries at Mantua. 

Before leaving Book Five, one should note that three 

cases of 'borrowing'of musical material can be found amongst 

these madrigals. Because each example represents a particular 

approach to the use of borrowed material in the context of 

the madrigal, it is worth examining them singly. 
46 

Donna, se quel ohime is an example of the citation 

principle. A quotation from another composer's work is in-

serted into the fabric of the madrigal in such a way that 

the reference is clearly understood by the singers and the 

audience. This presupposes that they will be familiar with 

the quoted work, and that the quotation itself will be 

similar enough to the original to be easily recognisable. 

Number thirteen in Book Five, Donna, se guel 6hime, is a 

particularly good example of this kind of musical borrowing, 

for the text has been written specifically for the purpose 

of allowing the quotation, and indeed it makes little sense 

unless the reference is understood: 

46
unfortunately there is not space to list all the 

quotations that the writer has discovered in Pallavicino's 

music, but she hopes to publish a study of the subject. 



Donna, se quel ohime tante vi piace, 

Mentre lieta cantate a tutte l' ore, 

Li guide perle Amore v 1 insegnaro. 

Cangiate il mio martire 

In un dolce morire 

Che mille volte ohime m'udrete dire. 

"Liquide perle Arnor" is the opening phrase of the first 

madrigal of Marenzio's Primo libro de madrigali a cinque, 

published in 1580; at this point in the text, and also at 

the word "ohime", Pallavicino quotes the relevant parts of 

47 
Marenzio's madrigal: 

• 

- """'-, 

47 
See Einstein, The Italian madrigal, v. 2, p. 615. 

A copy of Marenzio's first five-part madrigal book was 

sent to nantua silortly after it was published. See l•:ASG, 

Busta 1511, Venice-Mantua, 10 September 15bO. Annibale 

Capello to Aurelio Zibrar:·;onte. "I<ando anche a Sua Al tezza 

il prime libra de Madrigali usciti novamente in luce del 

maestro !·lesser Luca ;.:arentio maestro di capella del Car-

dinale mio Patrone ... ". Given in S. Ledbetter, "Luca 

Jolarenzio: New Biographical Findin,;s", unpublished Ph.D. 

thesis, Hew York University, 1971, p. 154. 
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A second example of the use of borrowed material in 

.Book Five represents the principle of the reworking or 

transformation of the borrowed material. The original idea 

is intended to be recognised, and its transformations, or 

the new context in which it is set, are probably intended to 

be seen in the light of 1improvement': that is, as a more 

ingenious use of the basic material. This kind of borrowing 

can be seen in the final section of Dolcemente dormiva, 



w!1ich is related to Monteverdi's setting of the same text, 

published in his second book of five-part madrigals in 

48 
1590, and that of Giovanni Gabrieli, published in the 

Dialoghi musicali de diversi eccellentissimi autori, also 

49 
issued in 1590: 

30 I " 

48 

lul 

Ed. Malipiero, Tutte le opere, v. II, p. 78; Fonda-

zione Claudio Monteverdi, Opera omnia, p.l50.Also edited by 

D. Stevens in Monteverdi: Ten madrigals, London, 1978, p. 21. 

49 
Dialoghi musicali de diversi eccellentissimi 

autori, a sette, otto, nove, dieci, undeci et dodici voci, 

novamente posti in luce, Venice, Gardano, 1590. Dolcemente 

dorrniva has been edited by Arnold in the Collected v1orks of 

Giovanni Gabrieli, American Institute of i··;usicolocy 1974 
~ ' ' 

v. 6, p. 138 (Corpus mensurabilis musicae, 12). Also edited 

by Stevens, London 1969 (Faber Baroque Choral Series). 
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The model for Pallavicino's setting appears to be that 

of Monteverdi. Nonteverdi 1 s setting, in turn, is clearly 

based on that of Gabrieli, for he also makes use of 

Gabrieli's idea of a series of triads in downwards motion 

on the phrase "All'hor io mi chinai cosi pian piano" (not 

illustrated here). 

There are many such examples of borrowing to be found 

in the music of 2allavicino and his contemporaries. They are 

too numerous to be discussed. here, but they indicate, amongst 

other things, that the musical environment of northern 

Italy was perhaps more close-knit than· has hitherto been 

supposed (r-Ionteverdi must have heard Gabrieli 's madrigal 

before it was published). They also indicate a certain 

spirit of rivalry, besides emulation, for it is their con-

temporaries t·hat Pallavicino and Monteverdi quote most 

frequently, rather than older, well-established composers 

of repute. 
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The last work in Look Five is an ei1_3ht-part <lialo. ,ue 

ror tv10 choirs, Onde ne viene Ar.10re. This wor}: is almost 

entirely homophonic, \·Jith diminution restricted to two 

brief illustrative turns on the words "sees 1
" and "riso". 

It reser,<bles closely the dialogue in Book Three in that 

antipi10nal exchan!]e between the two choirs tends to follow 

the question and answer structure of the text, brief pas

sa~es of echo effect occur at the middle and the close of 

the Horl', and an extensive tutti occurs only in the con

cluding section. 

liadrigals from Book Five edited in volume II include 

Filli, tu pur sei quella, Tu pur ti parti, o Filli, Uonna, 

sc voi m 1odiate, Dolcemente dormi va, Amor, se pur dE'£L 1 io, 

and S'io ~iro in te. 



CHAPTER IV 

THE LATE WORKS 

Pallavicino's sixth book of five-part madrigals was 

published in 1600: seven years after the appearance of his 

Book Five. One year later Pallavici.'no was dead, but his son 

Bernardino saw through the press two posthumous madrigal 

publications: the seventh and eighth books, published in 

1604 and 1612 respectively. Common sense indicates that 

these ·two posthumous volumes cannot have been composed 

after the publication of Book Six; it would be absurd to 

suppose that Pallavicino took seven years to prepare one 

volume, and one year to produce two. Thus one must conclude 

that the sixth, seventh and eighth books of madrigals were 

the fruit of Pallavicino's last eight years in the service 

of the Gonzagas. Two problems are apparent here. Why did 

Pallavicino wait seven years before publishing Book Six? 

Can one come to .any conclusion about the order of compos-

ition of his last three madrigal publications? 

With regard to the first question, it is important 

to remember that Monteverdi published his third book in 

1592 and his fourth in 1604. Various scholars have proposed 

that Monteverdi delayed the publication of his fourth book 

because he was undergoing a kind of artistic crisis which 

caused him to be unsure of the value of his work. 1 We know• 

however, that he was productive during these intervening 

years; indeed, we know that many of the madrigals published 

1 
Arnold, for example, in Monteverdi, Pp Gl-62. 

lG:; 



in Book Four, in 1604, were already known to Artusi in 1599. 

It may be that neither Pallavicino nor Monteverdi published 

for a number of years for the simple reason that it was 

discouraged by their employer Vincenzo Gonzaga. Alfonso 

d'Este forbade the publication of much of the music produced 

at his court in the 1590's, with a view to keeping it 

exclusive; Vincenzo Gonzaga (who is known to have admired 

and emulated Alfonso) may have forbidden, or at least 

impeded, publication of the music written for his virtuoso 

singers for the same reason. It is true that Giaches de 

Wert continued to publish during these years, for his 

eleventh book of five-part madrigals came out in 1591. But 

Wert was old and ailing, and Vincenzo Gonzaga was particu

larly fond of him (his usual form of address was "11usico 

mio caro"), so he might have been exempted frorr. a temporary 

ban on publication. 

The theory of a 'musica segreta' at Hantua in the 

latter half of the 1590's is, at first sight, an attractive 

one. But it is also possible that the delay in the pub

lication of both Monteverdi's and Pallavicino's madrigal 

books was due to purely economic factors. lain Fenlon has 

pointed out that the conditions imposed on composers by 

publishing houses towards the end of the sixteenth century 

were particularly severe: they were obliged to pay for the 

paper, printing and correction of the proofs, or undertake 

some other kind of financial backing for the edition.2 

Even such a well-known composer as Pr1ilippe de Nonte had 

2 
I. Fenlon, "Il folio volante editoriale dei Tini, 

circa il 1596", Rivista italiana di musicologia, XII 

(1977), pp. 231-251. 

166 



to deposit a sum of money in 1586 before his work could be 

printed, so it is quite likely that Pallavicino and l·lonte

verdi had to agree to similar conditions. It may have taken 

them some time to get together the necessary funds, or to 

find a patron who was willing to meet the expense. 

The question of chronology of the madrigals of Books 

Six, Seven and Eight is, unfortunately, far more difficult 

to resolve. It is important to keep in mind that Pallavici

no's earlier publications do not necessarily represent a 

true chronological sequence; his first book of six-part 

madrigals, for example, precedes the fourth book a 5 by 

only a year, and yet there is, stylistically, a world of 

di ffe renc.e between them. One s .. ould also note that each 

publication has a definite character: Book Three, for exam~ 

ple, is a collection of not-too-serious works, suitable for 

a group of amateur singers, and perhaps - since they were 

dedicated to a man who was a patron of music and a dilet

tante of the theatre - they may even have been written for 

a group of aristocratic amateurs. Book Four was written for 

virtuoso singers of the highest ability, and demonstrates 

a knowlege of the most up-to-date trends in the expressive 

techniques of the contemporary madrigal. Book Five is a 

'classical' collection of lyric or pastoral pieces and like 

Book Three, it may be for aristocratic amateurs. Likewise 

Books Six and Seven each have their predominant character

istics. The publication of Book_ Eight was clearly an after

thought; it contains a few pieces of great interest, but 

some of the contents clearly belong to a much earlier 

period of composition, and five are eight-part 'occasional' 

pieces, obviouslY included to bring up the numbers. 

Thus, Books Six, Seven and Eight will be considered 

separately, inasmuch as certain techniques seem to be 

lv'/ 
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particularly characteristic of one or the other; but even 

though some features seem to be more progressive than others, 

perhaps indicating a later date of composition, one cannot 

propose a chronology for all of these works with any real 

confidence. The most problematic are the contents of Book 

Six and the "mannerist" madrigals of Book Seven. 
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ll sesto libro de rnadri8ali a cinque voci (1G01) 

Contents 

1 ( 181) Come vivro Tasso 

2 (152) Deh, dolc'anima mia Guarini 

3 (183) Anima del cor mio 

~ (184) Arilor, io parte Guarini 
~ 

5 (135) A poco a poco io sen to 

6 (186) Amor, se non con senti 

7 (187) Ahi, come a un vago sol Guarini 

8 (188) Ch'io non t'arni, cor mio Guarini 

9 (189) Lunge da voi, ben mio Tasso 

10 (190) Sol mirando vorrei (part 2) 

11 (191) Io disleale? ah cruda Guarini 

12 (192) Vivro io mai Guarini 

13 (193) Era l'anima mia Guarini 

14 (194) Temprati i sdegni 

15 (195) 0 come vannegiate, Donna Guarini 

16 (196) Cor rnio, deh non languire Guarini 

17 (197) Ohime, se tanto amate Guarini 

18 (198) Cruda Amarilli Guarini 

19 (199) I,Ia grideran per me (part 2) 

20 (200) Crudelissima doglia 

21 ( 201) Hoggi nacqui, ben mio Guarini 

22 (202) Dolce spirto d' amore Guarini 

Printed sources 

See Appendix B, page 312. 



Publication history 

Pallavicino's sixth book of five-part madrigals was 

published in 1600 by the Venetian firm of Angelo Gardano. 

Two reprints were made after Pallavicino's death in 1606: 

that of Gardano, which came out in 1611, and Pierre 

Phalese' s Antwerp edition of 1612. 

Book Six contains some of Pallavicino's finest 

madrigals, so one might expect that they would have been 

widely distributed in contemporary anthologies. Surprising

ly, only one anthology known today includes some of the 

contents: the Giardino novo bellissimo (Copenhagen, 1606), 

which contains Amor, io parte and A poco a poco io sento. 

However, there is good reason to believe that other madri

gals found their way into anthologies now lost, for there 

is a variety of English manuscript sources for numbers one, 

thirteen, fifteen and sixteen, and a wide manuscript dis

tribution in t.:is period often indicates that the works con

cerned were circulating in anthologies? Francis Tregian 

copied all but two of the contents of Book Six into his 

anthology known as GB-Lbm Egerton !·Is 3665, and the entire 

volume, scored by an unknown scribe, forms part of the 

manuscripts known today as F-Pn Res. ·F. 763-767. 

Pallavicino addressed the dedication of Book Six to 

Conte Alessandro Bevilacqua, the Veronese nobleman who had 

inherited the leadership of the Accademia Filarmonica of 
4 

Verona on the ~ath of his uncle Mario Bevilacqua in 1593. 

3 
The madrigals of Books Four and Five which are to 

be found in anthologies all have a number of contemporary 

manuscript sources. 

4 The quintus partbook of the first edition still 

exists in the library of the Accademia today. 
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5 
As leader of the Academy, Alessandro Bevilacqua was one of 

the most important and influential patrons of his time 

outside the princely courts. Thus, the dedication of Book 

·six was a fitting choice for what Pallavicino himself may 

have considered one of his finest madrigal collections. 

Prior to the p~blication of Book Six Bevilacqua must have 

commissioned works from Pallavicino or in some other way 

shown him favour, for in his dedication Pallavicino says 
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that he is bound to Bevilacqua by many obligations. Palla

vicino also speaks of providing his book with a "potentissi

mo diffensore'', well able to protect Pallavicino's creation; 

it may not be reading too much into this if we interpret it 

as indicating tlle competitive nature of Pallavicino's 

relations with l·lonteverdi during the last decade of the 

century. 

Texts 

The texts of the madrigals of Book Six are dominated 

by Guarini, the Ferrarese poet whose verses were so popular 

amongst madrigalists of the turn of the century. Guarini, 

v1l1o was secretary to Alfonso d 'Este, Duke of Ferrara, was 

often at !•1antua during the last years of the sixteentL cen-

tury; his connections v:ith the court date from at least 

1584, vD1en preparations for staging his tragicornmedia Il 

5 
Bevilacqua was a composer himself; Paolo ~asinelli's 

Primo libro de madrigali a guattro voci (Venice, Gardano, 

1582), contains two of his madrigals: Donna, che saggia guan

to bella (number 7), and Non puo dolce mia vita (number 9). 



!'astor fido were initiated by the hereditary prince Vin

cenzo Gonzapa.
6 

Pallavicino 1 s sixth book of five-part 

madrigals was but one of many Guarini 'collections' to be 

7 
cor.;piled at lilantua during this time. Besides settings 

from the Pastor fido itself (Deh, dolc 1 anima mia and the 

bipartite setting of Gruda Amarilli), the volume contains 

tv1elve of his verses, for the most part highly expressive, 

epigrammatic pieces full of emotional imagery and witty 

conceits. The two Tasso verses, Come vivro; and Lunge da 

voi, with second part Sol mirando vorrei, are also of this 

lzind, as are the anonymous texts of the volume. Almost 

all the te):ts of Book Six were set by a great many com-

posers besides Pallavicino (whose settings often appear 

to be amongst the first); only A poco a poco and Ternprati 

i sdeani e l 1 ire have not survived in other settings. 

6 
See Fenlon, Music and patronage, pp. 149 ff. 

J . ' . ' I ' 

7 
See, for example, G. C. Antonelli (maestro di cappel-

la at St. Andrea, l'lantua, in 1606), Madrigals for five voices 

in manuscript, I-1-Ic, S. B. 20 [V .1] (8 texts by Guarini) ; G. G. 

Gastoldi, Il quarto libro de madrigali a cinque voci, Venice, 

Amadino, 1602 (6); Concenti musicali, Venice, Amadino, 1604 

(8); C. Nonteverdi, Il terzo libro de madrigali a cinque 

voci, Venice, Amadino, 1592 (9); Il quarto libro de madrigali 

a cinque voci, Venice, Amadino, 1603 (10); Il quinto libro de 

madrigali a cinque voci, Venice, Amadino, 1605 (16); s. Rossi, 

Il prime li bro de madrigali a cinque voci, Venice, Arr.adino, 

1600 (13); A. Tarone, Il primo libro de madrigali a cinque 

voci, Venice, Amadino, repr. 1612 (9); Il secondo libro de 

madrigali a cinque voci, Venice, Amadino, 1612 (10); G. de 

\'Jert, L'Undecimo libro de madrigali a cinque voci, Venice, 

Gardano, 1595 (10). 



Style 

Book Six is so radically different in style from 

Book Five that, taken by themselves, it would be difficult 

to believe that the two books are the work of the same 

composer. The ordered, imitative polyphonic sections of 

Book Five have disappeared, as have the mellifluous duets 

in thirds, the pastoral texts, the light-hearted atmosphere 

and the balanced musical forms. Book Six is a collection of 

pieces which belong spiritually and technically with the 

mannerist madrigals of Pallavicino's contemporaries at the 

court of l'·lantua, Giaches de \liert and Claudio Nonteverdi. The 

music of these composers and the cultural climate of i•1antua 

in the 1590's have been so well analysed by modern scholars 

that it would be pointless to repeat their findings at 

8 
length here. It is sufficient to say that in Book Six 

Pallavicino reveals himself as a follower of \ilert 's theories 

of expression, subscribing to the view that music should be 

at all times subservient to the expression of the text, and 

usinr; the most up-to-date techniques in his efforts to 

achieve this expression. 

In the expression of the text the audi bi li ty o:f the 

~lords is an important consideration. In Book Six Pallavicino 

follows Wert's lead in introducing into his n:adrigals large 

8 
The most informative studies are Arnold, 1•1onteverdi; 

"Honteverdi and his Teachers"; 11 l•lonteverdi: some Colleagues 

and Pupils"; "Seconda pratica"; Einstein, The Italian madri

gal, v.2, pp. 5llff, 568ff, 602ff, 717ff, 850ff; Fenlon, 

Eusic and Patronage, Chapters Three and Four; J.iacClintock, 

Giaches de Wert; C. Palisca, "The Artusi-Nonteverdi Contro

versy", in The Monteverdi companion, pp. 133-66; Schrade, 

!iionteverdi. 
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stretches of' ho:r;ophony, in which the text is declairred v;i th 

little or no regard f'or harmonic or melodic interest, 

with its natural stresses and quantitative values caref'ully 

mirrored by those of' the music. Pallavicino never developed 

this concept of' choral recitative as far as Monteverdi, who 

in'his well-known madrigal Sf'ovava con le stelle notates at 

certain places _only the pitch on which tl1e v;ords are to be 

chant,ed, in the manner of psalrnod::,·. But declamatory homoph

ony is basic to the style of' all the madri~als of' Book Six~ 
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a handful are, in fact, based on this technique alone. Vivro 

io mai is of interest in that the ~oprano, always the highest 

part, is set off from the other voices, so that the madrigal 

could be, and probably was, ·performed as an instrumentally 

accompanied solo, with improvised decoration of the solo part 

part. The other two predominantly homophonic madrigals, Amor 

se non consenti, and Dolce spirto d'Amore, are rather 

academic, and since the highest parts have no great interest 

in themselves only the constant contrast of trio and tutti 

sections saves them from monotony. 

The declamatory element in Book Six has, it will be 

remembered, a precedent in Laura soave and Amatemi ben mio 

of Book Three. Likewise, most of Pallavicino 1 s expressive 

devices in Book Six can be traced back to Book Four. In 

Bool< Four they are for the most part confined to brief 

passages, to underline a particularly emotional word or 

phrase, which are generally in contrast to the mood of the 

work as a whole. In Book Six the mood is maintained with

out interruption, and expressive devices are used system

atically to underline every nuance of the text. The most 

common of these are sounded suspensions, false relations, 

unusual leaps in the melodic line, chains of parallel 6/3 

chords, unprepared dissonances, diminished or augmented 

intervals, and lengthy passages of what can be called for 
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convenience 'drawn-out dfssonance'. 

The first of these, the sounded suspension, occurs 

frequently in the context of a particularly emotional word 

or phrase: 
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The false relation is also commonly used for expressive 

purposes; besides its use in a polyphonic setting (the first 

example below), Pallavicino is espectally fond of using it 

in Book Six to give pungency to a homophonic declamatory 

setting: 
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The simultaneous false relation, a logical extension of this 

device, creates an extraordinary dissonance in Pallavicino's 

lovely setting of Guarini's Cruda Amarilli: 
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Diminished intervals likewise underline particularly 

expressive words or phrases in Book Six; they may be har-

monic (note the words illustrated: "morire", "lacrimevol 

suon 11 , 
11 lasso' 1

, 0 m1uccide 11 , "morro''), 
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or melodic ("al fin della mia vita", "doloroso"): 
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Sometimes both types occur together. The following passage, 

from A hi, come a un vago sol, is most effective; it is sur-

pri sing that although Honteverdi borrowed the first part of 

the phrase, as far as "Amor", for the refrain in his setting 

9 
of the same verse, he did not make use of Pallavicino's 

diminished fourth, preferring a much blander conclusion: 

.. '-" , . 
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9 
In Il quinto libro de madrigali a cinque voci (1605), 
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Wide leaps in the melodic line, so much a feature of 

<:he so-called 'mannerist' style of Wert and f·ionteverdi, are 

often used in Dook Six to Eive emphasis to the declamatory 

settin1_: of a phrase. The opening of Deh, dole' anima mia 

borrows this, alone with a great many other features, from 

Antonio Dicci's setting of the text, published in Luca 
10 

~arcnzio's Settimo libra a cinque (1595), but it is very 

common in other madrigals: 

J>d, cJ.o(_ "'"-"'- yM.JM,(L 

I ' 

"D~k d..> 1- u._o.- ..,._ 
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El em 

ed. Malipiero, Tutte le opere, v. V, p. 62. 

10 Ed. J. Steele, Le opere complete di Luca Marenzio, 

VI I: Il settimo li bro de madrigali a cinque voci, lcew York, 

1975, p. 79. 
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·,,ic!c lcnrs in ·chc rcclodic line also occur, for the usual 

cxpr<e ssi ve purposes, in a contrapuntal context. 1'hc first 

exar01ple is particularly cl1aracteristic in that the leap is 

outlined in parallel thirds (also a favourite procedure with 

;.;ontevcrdi); but the other examples illustrate some of the 

unusually awkward leaps to be found in Book Six: an as-

cendins; r.1inor seventh, a descending major seventh, a r,;ajor 

tenth and a rr1inor ninth: 
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Chains of parallel 6/3 chords are common in the mus

ical languag~ of Book Six. For the nost part, they are IJsed 

by Pallavicino in a nanner similar to that of Giaches de 

Wert: to outline a melodic phrase in declamatory Lon'.ophony 

in an expressive context: 
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or for textural contrast, in a concertante setting, in rapid 

homophonic declamation: 
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~ore commonly, however, in these madrigals parallel 6/3 

chords are used as a kind of harmonic decoration of a 

melodic phrase over pedal notes in the other part or parts; 

a technique which can create extremely J>arsh dissonances: 
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This techni(luc, v.rhich r:·:ay be con:~i dt• rf·r! onr, of the eli stin-

guishing ct1aracteristics of Pallavicino's style in Eool< Six, 

is rarely to be :found in the r:'adri~;als of Ciaches de l·lert. 

Nonetheless, there are three examples in his repertoire: in 

Valle che de' larcenti miei, from Dock Nine (1588), and in 

Ahi come soffriro and Ah dolente partite, from Book Eleven 

11 
(1595) S::l, like so many other features of Pallavicino's 

music, it has a precedent in his older colleague's work: 

' ..-:: 

.. "" 
. I 

I il <8 -... · ~.-:-' . 

~· ,d: . .__., 
'E!r /ov ek ...,_;. "'---bl-,.,.. ·L;) Cll - ~. 

I ·-. - ..-:> 

f'.,. f.:• cl...-' .;~._.-t.t,.:... - i.._a "<b 
v 

- f't.. 

i.../=:f. '* 4- + • -:> 

' it.-~<k ..... i<t ... _ ..... ~. ...... -l<J a> .... -
' _j ' ~ 

.. 

11 
Ed. by NacClintock, Collected works, v. 9, P· 9; v. 

12, pp. 16; 1. 
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It should be noted, howevGr, that parallel 6/3 chords 

over a pedal note or enclosed by pedal notes are common in 

the third and fourth madrigal books of Carlo Gesualdo, which 

according to Glenn \>/atkins were for the most part composed 

during Gesualdo's stay at Ferrara in 1594-5.12 It is quite 

possible that Pallavicino may have recognised the possibil

ities of the device from its use in the madrigals of Gesualdo; 

that he knew Gesualdo's music, in any case, is certain, for 

the opening of his setting of Crudelissima doglia in Book 

Six is based on that of Gesualdo in his third book of 1594. 

It is surely no coincidence that Pallavicino's madrigal 

begins with this very device; where Gesualdo outlines his 

melody with voices moving in parallel thirds over pedal notes, 

Pallavicino uses parallel 6/3 chords over pedal notes, and 

arrives at an unprepared dissonant seventh at the peak of 

the phrase in exactly the same manner as that of Gesualdo: 

o...tJ.L. r .•. _.;_~ ~- 8r", 

{)....ciA. lis . Q.t-tM.Q.. ~ . ~ .... 
A ... 

C....ct._. lis - sri-~ r;UJ - -8 llt\. J 

.f:(.. 1.-..1 

15 - Ch.- lit.- 91-c-- - ......... 

£,.. 37--~~ ~lia. C.. 'YI, M) 

12 
G. v!atkins, Gesualdo, The Ean and His husic, Chapel 

Hill 1973, p. 149. A letter from Gesualdo to Vincenzo 

Gonz~ga, dated 23 February 1595, after his r~turn t~ Ferrara, 

suggests that Gesu~.ldo \·ms \vai ting for an lnVl tatlon t~ . 

l~antua: "The bearer of this letter p;ives me the opportunlto 
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Unprepared dissonances arc a common expressive device 

in Book Six. Some result from the use of parallel 6/3 chords 

over a pedal, as in the example discussed immediately above 

Others result from the simple substitution of the seventh 

for the octave (as in the followinp, examples, where they 

point up the words "ahime" and "mor'io"): 

194 

of 1<issin2 Your Highness's t1and as remindinc you of my 
desire to serve you ahiays; which office, if I perforrr;ed it 
well some days aro eiving nev:s of" my arrival in these parts, 
I have wished to repeat, becausG I suspect that the 
letters may t1ave gone astray. I bee Your HiEhness to favour 
me with your orders, because \·Jhcrever I may be I cannot 
receive greater pleasure ... ". i·lASG, Busta 1200. fcrrara-
Eantua, 23 February 1595. Carlo Gcsualclo to Vincenzo Conzaga. 
See Appendix E, p. 363. Gcsualdo's scttine of Cru6clissima 
doRlia has been edited by W. ~eismann, in Gesualdo da 

Venose, Sll.mtlicl1e !1adrircale :C{\r f!Jnf Stil'r,::cn, Hamburg, 1957.-

62, III, p. 51. 
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or they may be approached by leap, in the roanner of appoE

giaturas: 

--k, 

As far as I have been able to ascertain, there are no un-

prepared dissonances of' this kind to be found in any of 

Pallavicino's madrigals published before those of Look Six. 

It could therefore be proposed that they are characteristic 

of tt1e last of his works, and tt1ey mi~t1t consequently be a 

useful factor in deterMinins the sequence of co~:position of 

his last three madrisal publications. 

196 



Perhaps ·most characteristic oi' Pallavicino 1 s mature 

style, however, is \':hat can be called r-or convenience 

passages of 1 drawn-out 1 dissonance. 'l'he setting o:r Perfida, 

pur potesti published in Book Four in 1588 shows the :Iirst 

large-scale use of this technique, which is for the most part 

founded on a combination of dissonant passin[:; notes with 

chains of suspensions. In Eook Six Pallavicino manages to 

produce, throus,;h a lor.ical extension or these devices, some 

passages of extraordinarily strong dissonance for expressive 

effect. Because they are so characteristic, it is worth 

noting the origin of the more severe of these dissonances. 

The follovli.ng examples repay study: 
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A poco a poco. 

1: A suspended 11ote sounded against its note of resolution. 

2 and 3: Orthodox but effective sinEle and double suspensions. 

4 and 5: Chains of suspensions orthodoxly prepared but 

gaininB in effect from the close proximity of the parts 

(note the similarity to the openin~c; of hontcverdi 
1 

s Ah do len-

te partita, published in his fourtL booL of madrigals in 



1603) 

6: The clash of' an accented passin!c note with the note 

adjacent. 

j 

).,! ..... - ,;.-., I""' - . 

A poco a poco 

1: Quitting dissonant passing notes by leap. 
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2, 4 and 5: The clash o:f an nccccntcrl !JGc;sinr' note with the 

note adjacent 

3: The clash of a note sounded in one voice and suspended in 

another, at the same pitch. 

6: A suspension resolving on to an anticipatory notE',.which is 

in its turn dissonant. 
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Anir.1a del cor r1io 

1. 'l'he clash of an accented passing note with the note 

adjacent. 

2. A suspended note sounded against its note of resolution. 

(J.Jote also the unprepared seventh resulting from a chain of 

parallel 6/3 chords over a pedal at the second minim of bar 

25) • 

0· __ _ 

"""-· --
" 
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ALiO r i o par to 

1. 'l'iie clash of an accented passing note with the note 

adjacent . 

. 2. A suspended note sounded against its note of resolution . 

...... __ •f-- .... _d --

-le.-

Lunr(e da voi 

1 and 2: Orthodox 9-8 suspensions combined with sounded 

suspensions. 
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Lunge da voi 

1, 2, 3 and 4: Single and double accented passing notes 

combined with the suspension principle. 

Uiote also a sounded suspension in bar 31 and an unprepared 

seventh in bar 32). 

"""'·- ..... [),.,._ - f"' ......... 
k 4'1 '~~ o&t..M- {_Yl., :u>) 

Crudelissima doplia 

1-2: The clash of the resolution of the suspended note in 

the bass against accented passing notes sives parallel ninths. 



" ... Vlhat is certainly not derived r·ron: \lert is the 

l<arrnonic astrintency Vll<ich permeates the contents 

of Pc.llavicino 1 s Sixth Book. In this it is hard to 

:find an exact equivalent in any contemporary mac.i

ri~alist. Even Monteverdi himself is scarcely as 

concerned to wring out ~he last drops of emotion 

i • d' II 1 rorr. 1 ssonance . . . . 

Trois is certainJ,y ·true. The rr,adrigals of \;ert rely very little 

on thiE. kino or cUssonance r'or their effect; the distin.c;ui.ch-

int: characteristics of his expressive style are a predomin-

antly hor:wphonic setting of the text in dramatic declan;ation, 

with particularly important words or phrases underlined by 

the use of large leaps in the melodic line, parallel 6/3 

chords, clircini shed intervals,· and sounded suspensions. The 

openini·· section or Datemi pace and th.e final section or l;;ui 

14 . 
r.iovc s 1 assise, both :fror:1 Book Ten ( 1591), are two o:f the 

rare occasions where \Vert mal,es use of something similar to 

Pallavicino 1 s passages of drawn-out dissonance, but the 

dissonances are not particularly severe, and they are all 

regularly prepared. This is also true of the final passa10e 

or Ahi come so:f:fr~ro :from his Book Eleven (1595) ;
5
Hhere a 

highly expressive atmosphere is created by accented passing 

notes and suspensions. Again, there are none of the aspe r

ities o:f the Pallavicino settings, and one looks in vain :for 

unortl~dox dissonances of the kind illustrated above. For 

precedents in print one must turn to I··lonteverdi 1 s third boo}: 

of madrigals, published in 1592. In the :following passage 

13 
Arnold, "Monteverdi: Some Colleagues and Pupils", 

pp. 112-3. 

14 
Ed. i·iacClintock, Collected v1orks, v. 10, pp. 10, 15. 

15 
Ed. nacClintock, op. cit., v. 12, p. 16. 



i'ro:. ~:traccia1:i f'ur il cor~ :,lonteverdi achiev~~s a hiLh lev{:;l 

o.c· di:c:3onancc fro:L the use of chains of suspensions ~·roducill; 

.'.:>-Lron.· clashes br:;tvn~en notes v.rhich are sounded in one voic~ 

anrl suspendod in another~6 
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The sirr:ilarity of this passage v1ith sorne of those previously 

quoted fran Pallavicino madrigals is strikins. Such tech-

niqucs are rare in t-Ionteverdi 's rnadri12als j:·ublished before 

1603, but Stracciami pur il core, by reason of its extrekc 

nature, ;nay have influenced Pallavicino in the fonr,ation oi' 

his mature style. 

16 
C. I•lonteverdi, Il terzo libra de madrigali a cinoue 

voci; ed. J·.Jalipiero, Tutte le opere, v. III, p. 26. 



'!'hose who have read Claude Palisca' s excellent analJ

sis of the Artusi-f-1onteverdi controversy will remember that 

ti1e dissonant effects in Honteverdi 's madrigals which found 

criticism in Artusi include some of the techniques outlined 

above in the analysis of Pallavicino 1 s expressive style: the 

use of the sounded suspension, for example, the "dissonant" 

interval -of the diminished fourth, and the unprepared 

17 
dissonanc~. Other techniques in Monteverdi's madrigals 

criticised by Artusi are .also present in Pallavicino, and 

although they appear far less frequently than the previously 

mentioned kinds, their 'progressive' nature, characteristic 

of the new approach to composition, gives them a certain 

importance. In the discussion of these techniques I have 

found it convenient to take examples from the madrigals of 

Book Seven as well as those of Book Six (they are more or 

less contemporary) to avoid repetition in the next chapter. 

The first of these is (to quote Palisca) the "for-

tui tous clashes that occur when the parts are movint; inde-

pendently around. some common focus", the kind of situation 

which may arise in improvised counterpoint, wl•ere all parts 

harmonise with a central part, but not necessarily with each 

18 
other. A useful term for this is 'non-according' dissonance. 

Cor1pare Artusi 's example from Monteverdi with the follov1ini.: 

passages from Pallavicino: 

17 
C. Palisca, "The Artusi-JVlonteverdi Controversy" ,PP. 

153-4; 148-9; 155-7. 

1 1%>alisca, op. cit., pp. 139-140. 
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The second is the kind of irregular dissonance which 

results from ornamental .embellishment of the vocal line: 
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The third usage criticised by Artusi is that of 

following a sharpened note by a descending interval, and a 

flattened note by a rising one (Artusi does not cite any 

examples in !-lonteverdi, but there are so many that they 

might almost be termed a cliche of his style): 

20>J 
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It can be seen, then, that Pallavicino beloncs with 

the seconda prattica composers not only in spirit (in the 

importance which he places on expression of the text), but 

also in practice: in his use of the very techniques which 

Artusi criticised in Monteverdi. In these madrigals he is 

211 

as revolutionary as any of his contemporaries who are writing 

in the polyphonic style Vlhy, then, did Giulio Cesare orr,i t 

Pallavicino 1 s name from the list of corr,posers who represent 

the seconda prattica in the introduction to i•ionteverdi 's 

Quinto libra de madrigali a cinque in 1605? It cannot have 

been for musical reasons. It is irqnic to think that Artusi 

had praised Pallavicino as being amongst those ''Musici ec

cellenti" (in the company of Claudio J.-Jerulo, Costanzo Porta, 

Andrea Gabrieli, Palestrina, Gastoldi, Giovanelli and. 

Nanino) whose compositions are the result of "valente pra

tico"; had he heard the madrigals of Book Six he might very 

well have criticised them along with those of Monteverdi. 

Two madrigals of Book Six, Hoopi nacqui ben mio and 

and Ch'io non t'amo cor mio, are quite different from the 

others and should be mentioned briefly. The former, a setting 

of a text by Guarini, is a very slight composition; predomin

antly homophonic, with the dance rhythrr,s and repetition of 

short sections characteristic of the canzonetta-like com

positions of Book Three, it also has the concertante 

trio and tutti sections of those madrigals. It was probably 

commissioned by someone at the court on the occasion of a 

birthday, and must have been included for that reason, for 

it has very little musical interest. Ch'io non t'ami cor mio, 

on the other hand, although sharing many features of Hoggi 

nacqui ben mio, is not without charm; the trio passages are 

more complicated, and the expressive elements, such as the 

octave leap in the quintus on "morte" (see ,,x, 23, pape 185), 



are not so S8vere as to disturb the natural flow of the 

nusic. 

212 

Although one can single out interestinL or important 

technical features in the madrigals of Book Six, the higt•lY 

corcplex nature of these works defies generalisations and 

precludes division into clear-cut 'types'. liowever, the mad

rigals from Book Six transcribed in volume two have been 

chosen to illustrate, as far as possible, important trends 

in the publication. 

Amor, io parte (page 172) is one of the less dissonant 

Jnadrigals; it is probably an earlier work, a transition 

between Perfida pur potesti of Book Four and the more extreme 

madrigals of Book Six. 

Three n1adrigals represent Pallavicino 's mature, highly 

dissonant style: Crudelissima doglia, the setting of Tasso's 

Lunge da voi, VIi th second part Sol Jr.irando vorrei, and the 

setting of Guarini's Cruda Amarilli, from the Pastor fido, 

with second part Ma grideran per me. 

Crudelissima doelia {page 180) is one of the more 

extreme madrigals of Book Six; it has many features of 

interest, and perhaps reflects the influence of Gesualdo in 

its asperities and unorthodox passages. 

Lunge da voi (page 185) is most notable for the unusu

al passages of dissonance. on the words "un lacrimevol suon" 

(note the complete diminished seventh chord at bar 24) and 

"una voce dolente", but the chromatic turn of phrase in the 

opening section at "Non ho vita ne core 11
, unusual in Palla

vicino, is also worthy of note. The second part of this 

madrigal, Sol mirando vorrei, is in the homophonic declama

tory style characteristic of Pallavicino's seconda par~ 

even in the composition of the madrigals of Book One, but 

there is a passage of diminution in dotted rhythms on 

"ardente", which calls to mind Honteverdi's setting of "O 
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imagine belle" in Sfogava con le stelle (the fourth book of 

19 
madri~als, 1603), providing similar contrast of texture 

and movement with the surrounding homophonic passages. 

Cruda Amarilli, with second part Ma grideran per me 

(page 196 ) , is (notwithstanding James Chater' s unfavourable 

20 
comparison with the setting by Marenzio), one of Pallavi-

cino's finest madrigal?. It combines almost all of the ex

pressive devices of Pallavicino's mature style in a particu

larly felicitous manner. It is certainly one of his later 

works, for it is based, in parts, on the settings by Giaches 

de Wert (in his eleventh book of 1595) and Luca Marenzio (in 

his seventh book of five-part madrigals, also of 1595), and 

it also contains the 'progressive' techniques of the seconda 

prattica style (see pages 206-10 above). The opening section 

of drawn-out dissonance, announced by the unusual interval 

of a major seventh, is one of the lovel~est passages in 

Pallavicino's repertoire; it was quoted by Sigismondo d'India 

21 
in his setting of 1606. There is not room here to point out 

all the features of interest in this madrigal, but many of 

the more striking ones have been given in the above analysis. 

The setting of Guarini's Ohim&, se tanto amate has 

been included in volume two for its expressive use of the 

declamatory style; the exaggerated rhythms of the predominan-

19 !' 1" . Ed. ··,a J.pJ.ero, Tutte le opere, v. IV, p. 15. 

20
J. Chater, "Cruda Amarilli: a cross-section of the 

late Italian madrigal", The Husical Times, CXVI, 1975, pp. 

231-34. Pallavicino's setting has been edited by D. Arnold 

in Vier Madrigale von mantuaner Komponisten, \lolfenbuttel, 

1961 (Das Chorkwerk, 80). 

21c. Watkins, "Gesualdo as Mannerist: A lleconsideration", 

in Essays on Nannerism in art and music, eds. S. Hurray and 

R. Weidner, West Chester, 1980, pp.63-88, particularly p. 67. 



tly homophonic setting combined w~th a pronounced instabilit~ 

of key centre are unusual even for Pallavicino. 

Finally, 0 come vaneggiate, Donna and Temprati i 

· scle"ni e l'ire represent those late works in Book Six which 

incorporate elements of the 'mannerist' style characteristic 

of' certain madrigals of Book Seven. The reader may find it 

profitable to study these two madrigals after havint; read 

tlw following section of this chapter at pages 210-241. 

21il 



Il sctti~o libro de madri~ali a cinque voci (160~) 

Contents 

1 

2 

3 

4 

5 

7 

,, 
() 

9 

10 

11 

12 

(231) 

(232) 

(233) 

( 2 34") 

(235) 

(236) 

(237) 

(238) 

(23'-!) 

(240) 

(241) 

(242) 

13 (234) 

14 (244) 

15 (245) 

1G (246) 

17 (247) 

18 (248) 

19 (249) 

20 (250) 

21 (251) 

Tu parti appena giunto 

Una farfalla 

Voi nemico crudele 

Io n•i sento morir 

::6 veder :fuor de l'onde 

0 COir,c vaneu:;iate' Donna 

Ahi disperata vita 

0 che soave bacio 

Come cantar poss'io 

0 dolorosa sorte 

Homperan questi miei preghi 

IJimmi per gratie Amore 

Ardor felice e care 

Non son in queste rive 

Aventurose stille 

Voi mi chiedete il core 

Parlo, misero, o taccio? 

Anime pellegrine 

Se ben al vincer nacqui 

Felice chi vi mira 

Stillando perle 

Printed sources 

See Appendix B, page 313. 

Publication l•istory 

Guarini 

Guarini 

Guarini 

Guarini 

Guarini 

Guarini 

Guarini 

Quirini 

Ta.s~o 

Tasso 

Guarini 

c;uarini 

Gua:-ini 

Parabosco 

21~ 

The seventh book of five-part madrisals was published 

by the Venetian firm of Ricciardo Amadino in 1604, ti1rEee 

years after the death of the composer. It seems to have lw.d 



considerable commercial success, for it was reprinted by 

Amadino in 1606 (after an interval of only two years), and 

again in 1611, while the Antwerp publisher Pierre Phalese 

brought out another edition in 1613. On the other Land, 

none of the contents appear in contemporary anthologies, 

and the only manuscript sources extant are Tregian's collec

tion GB-Lbm Egerton Ms 3665, which contains all but two ·of 

the contents, and the manuscript F-Pn Res 766, which con-

tains the whole volume. 

The dedication of· Book Seven is signed by "D. Bene

detto [sic] Pallavicino monaco Camaldolese", who was Palla

vicino's son Bernardino. The similarity of name caused a 

great many scholars who did not take the trouble of reading 

the preface to believe that Pallavicino had retired to a 

monastery, a misaprehension which lasted until as late as 

1952? 2 The dedication, which is addressed to Vincenzo 

Gonzaga's eldest son Francesco Gonzaga, is among the more 

interesting of the twelve dedications left by Pallavicino 

and his son, for-it tells us that Pallavicino spent 

twenty-two years in thel service of the Gonzaga family 

("d'anni ventidue a tutta la sua Sereniss. casa"), and thus 

it is possible to establish that Paliavicino's service with 

Vespasiano Gonzaga began in 1579 (the phrase "tutta la sua 

c:,ereniss. casa" is no doubt meant to include the Sabbioneta 

branch of the family). The dedication also mentions a 

"stineinB. and envious tongue", which may be interpreted as 

22c. Sartori, "l·lonteverdiana", J·.\usical Quarterly, XXX

VIII ( 19:02), pp. 399-413 (in particular "The Death of Palla

vicino", pp. 407-11). Unfortunately Sartori f!ives an 

incorrect date for the death of Pallavicino, taken fro'" D. 

De Paoli, Claudio.I•lonteverdi, Nilan, 1945, p. 77. 



indicatins that the ~onteverdi-Pallavicino feud had not 

ceased with the death of Pallavicino. 

Texts 

Book Seven is another collection in which Guarini 

doffiinates as an author of the texts. The nine Guarini texts 

set by Pallavicino in this book were highly popular with 

the ffiadrigali sts of the turn of the century; Pallavicino 1 s 

n;adri8als are amongst the earliest of the numerous settings 

extant today. Book Seven also includes two texts by Tasso, 

23 
one by Parabosco, and one by Vincenzo Quirini. The anony-

mous texts Ahi disperata vita, Ardor felice, Voi nemica 

crudele and Dimmi per gratia Amore (the latter is probably 

by Rinaldi) were set by a number of composers; the remain-

ing anonymous texts have not survived in any other sources 

known to the present writer. 

Style 

The madrigals of Book Seven are not easily clas

sified or dated because they are not unified in style, as 

are most of those of the preceding publications. So it is 

convenient to describe separately the particular types in 

this book, as far as it is possible to categorise them, 

and to attempt a chronology on the basis of their stylistic 

features. The two principal types will be described under 

the headings of the 'mannerist ·madr1g~l' and the 'late 

canzonetta~madrigal', while the handful of works which do 

not fit into either of these categories will be described 

separately. 

~·' l 'j 

23 G. Parabosco, Delle lettere amorose, libra 2, p. 12. 
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The 'mannerist n'adriual' 

Although Book Seven contains no purely homophonic 

madrigals similar to the somewhat academic works of Book 

Six, declamatory homophony is nonetheless an important 

element in a certain group of madrigals in Book Seven. These 

works are of a particular kind; common to all o:f them (a 

distinguishing feature) are passages o:f homo~honic declam

ation in which the natural rhythms o:f the text are not 

merely scrupulously underlined but deliberately exaggerated. 

Thus, the stressed syllables o:f words are lengthened beyond 

their natural values, while the shorter syllables are passed 

over quickly: 

- . 
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It can immediately be seen that this kind of rhyth

mic exaggeration tends to disrupt the natural flow of the 

music. In some madrigals of Book Seven Pallavicino deliber

ately heightens the disruptive effect by contrasting 

passages of rapid declamation, in very short note values, 

with sections in a more relaxed tempo: 
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' 
Such disruption causes an effect of extreme ne~vous dis-

continuity. 

The unstable nature of these madrigals is further 

underlined by the contrasting of declamatory sections with 

imitative passages. It is true that in Book Five, Pallavi~ 

cine's most 'classical' madrigal collection, the alternation 

of imitative and declamatory sections is an integral part 

of the musical language. But while in Book Five the imita

tive sections maintain the flow of the music,in Book Seven 

they form abrupt contrasts of texture and tempo with the 

preceding sections. The voices enter in close succession, 

often paired in thirds, in small note values and off the 

beat. The following examples are typical: 
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Once a~ain, Pallavicino destroys the unity of musical tex

ture for expressive effect. 

The expressive devices of Book Six appear in these 

works, but they tend to be used sparingly; Pallavicino seems 

to have deliberately chosen them with a view to enhancing 

the unstable nature of the madrigal. He uses diminished or 

augmented intervals, both harmonic and melodic, with par-

ticularly telling effect, 

)); re- k-

1-2: -1),<_ ~co ~ 
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the false relation is corr1mon: 
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,,·hile the usc of \dde leaps in the rc,elodic line takes on 

considerable importance: 
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These devices are often used together for particularly 

strong effect. In the following passages, for example, false 

relations are used together with wide leaps in the bass line 

to create sViking effects of instability, 
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while in the next example three :false relations in a highly 

erratic rhythmic setting combine to destroy any possible 

:feeling o:f tonal centre: 
10 
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Passages o:f drawn-out dissonance, so characteristic 

of the madrigals of Book Six, are relatively rare in these 

works. Dissonant passages are not altogether uncommon, but 

they tend to be of brief duration, for the creation of a 

sustained mood would be contrary to the nature of these works 

as a whole. Two exceptions are the final section of Ahi, 

disperata vita, with its triple suspensions, and the openinr, 

of 0 dolorosa sorte, which is also based on the suspension 

principle, in this case combined with a rising chromatic 

motif (both passages are too long to be quoted here, but 

they can be found in vol. II, pages 254 and 260). Nore 

characteristic of dissonance in Book Seven are the following 

excerpts, which rely for effect on the combination of 

sounded suspensions, false relations, and the "dissonant" 

intervals of the diminished fourth or fifth: 

231 
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Of the five ~adrigals in which chains of ~arallel 

6/3 chords appear, only one is to be found over pedal notes 

in the manner characteristic of Book Six: 
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The others are of the Wert ian type, and one is in fact a 

quotation from a Wert madrigal: the setting of Voi nernico 

crudele, from the eleventh book of five-part madriEals, 

published in 1595:24 

A..,....~.S . .;.""lL«- - (o.) 

~- 93' --(),..,;_ ~ ~ (:$, :3) 

24 
Edited by MacClintock, Collected Works, v. 12, p.:J. 



At this point it will be evident ti1at the style of 

these madri8als might with justification be termed 'manner-

ist', for it is based on the distortion or exag~eration of 

standard techniques of expression.
25 

As such, it is not al-

25 
Often accepted as one of the di stingui shin!; charac.:. 

teristics of mannerism in music. Glenn Watkins, for example, 

notes in the madrigals of Gesualdo " ... a style Vlhich be

speaks a typical Mannerist preoccupation: the self-consciotlS 

adoption of numerous ingredients, variously exa2E.erated and 

frequently juxtaposed in such a way as to create a tension 

of seemingly irreconcilable elements". See G. Watkins, 

"Gesualdo as r.Jannerist: a Heconsideration", p. 64, \·;itr• 

reference to his earlier article "Carlo Gesualdo and the Jc

limi tations of late I·,lannerist style", in Studi rwsicali, III 

(1974), pp. 55-74. Watkins's comment mit;ht equall::; well be; 

applied to the madrigals of Pallavicino in Juscussion. Ti;e 

question of mannerism in music is, however, too large a tor:ic 

to be discussed here. A bewildering diversity of opinions has 

been expressed by contemporary scholars in ti:c J\tti del con

gresso internazionale sul terr:a 11 I·'lanieriSJi·.o in <1rtc c n:usj ca 



v.:ays convincin0 , J"or there is at times an almost amateurish 

searchin~ ~or effect, and the parts of the madrigal are some-

tines so disjointed that the whole can hardly be said to 

hanr together. The first madrigal in the book, Tu parti ap

ncna piunta (pa~e 225 of vol II), is particularly unsatis

factory for this reason. The best of the group, however, 

miBht take their place beside the best of Book Six. Perhaps 

the most characteristic of the style (although not always 

the most success~ul) are the madrigals Tu parti appena giun 

ta, Io mi sento rnorir, 0 che soave bacio, Romperan guesti 

miei preghi, Felice chi vi mira, and Ahi disperata vita. 

Romperan guesti miei preghi (page 229 of vol. II) is prac

tically a compendium of all the devices of the style. Note 

the imitative entries of the opening phrase, the exaggerated 

rhythms o~ the homophonic setting of "Queste lagrime miei", 

the imitativ<e entries, in quavers and off the beat, of "Del

la mia Donn' il core" (bars 7-11), culminating in false rela

tions combined wi·th exaggerated leaps in the bass and soprano 

parts (bars 9-10), Note too the next phrase, "Ben certo son 

ch'in Vane", which is set to a chain of parallel 6/3 chords, 

and the florid setting of "face" (bars 16-17), which pro-

vides contrast of texture with the homophonic settint, of the 

previous phrase, and ends in an unexpectedly abrupt cadence 

at "spento". The second half of the work is almost entirely 

set in homophony, with rapid passages of declamation (see 

bars 24-28); characteristically, the climax is pointed up 

by large leaps in the melodic lines combined with false 

relations in a jerky rhythmic setting. The origins of this 

style, inasmucl1 as it concerns Pallavicino, is on the other 

(noma, Accademia Nazionale di Santa Cecilia, 1b-23 ottobre 

1973), published as Studi musicali, III (1974). 



hcu1u bc~st to be seEn in the nintl1 !llaOrit:.al Cone cantar t•oss 1 

io. This work (pase 234 of vol. II), shows a clear connec-

tion \·.'i tl1 the n,aclrigals of Book Four in its declamatory 

liomophonic sections, concertante treatment of trio sections 

(by no nieans an important element in the 'mannerist' rnadri-

sals of Boor: Seven), its florid setting of a key word of the 

text, ancl tile use of a bass line in lon[' note-values suppor-

tinE; sequential movement in the other parts. All these fac

tors indicate that it must have been composed not long after 

the madrigals of Book Four: that is, during the last years 

of the 1580's. The elements connecting it with Book Seven, 

llo\·iever, are a tendency to exaggerate the natural rhythms 

of the text (see bar 30, "con la vostra beltate"), rapid 

entries of paired voices in thirds, incorporating false 

relations ( "ch' io non posso can tar"), an inclination for 

settins the word rather than the phrase which breaks up the 

natural flow of the r.1usic ( "cruda", "canto"), and the sudden 

alteration of declaimed passages with passages in contrastins 

texture and tempo (bar 43, "P.Ji commanda la lingua a Ll'occhi 

il pianto"). 

Notwi th~tandinz the stylistic elements v:hich can be 

traced to precedents in earlier works, it is probable that 

the 'mannerist' madrigals of Book Seven reflect to ·sot,1e 

extent the ini'luence of composers active at the neighbouriLL 

court of Ferrara in the early 1590's, in particular Gesualdo 

26 
and Alfonso Fonta ne lli. Fontanelli, for example, is l'no1-m 

26 
See Newcomb, The Madrigal at Ferrara, v. I, chapter 

VII: "The new Ferrarese Style of the 1590's" (pp. 113-153) 

:for a discussion of the music of the Ferrarese composers 

( Ge sualdo, Fontane lli and Luzzaschi) and tloe err.e rE:,ence of 

the seconda prattica at Ferrara in the early 1590's. 



2b 
t ' b . . t . 9 27 

o nave een 1n ~an ua 1n 15 2 and 1593, so it is no co-

incic!HJCC that his Prirro libra a cinque, publisLed in 1595, 

contains madrigals which have certain techniques in cornrron 

vii th Pallavicino 1 s 'mannerist 1 works. Of particular interest 

is his use of abrupt contrasts of texture and terrpo, and (a 

technique which has no precedent in the earlier works of 

Pallavicino or \'iert), "quick irritation at close rhythrric 

29 
intervals". Consider the opening of l•loro, e de lamia 

morte franc Book One: 

c = 
/'lo - "'· ;"'..,_ ]4- '· - «-, t.-dL _ .... 
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Ho r-o, .• <k' ""- ..; ... ....... - --k 
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Mo vo. '-k 
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27 
I•·:ASG, Busta 2957. Copielettere, libra 401. 14 Noverr-

ber 1592. Vincenzo Gonzaga to the Duke of Ferrara, with 

reference to Fontanelli, who was representing the Duke in 

Mantua. 

28 
Modena, Biblioteca Estense, cC.G.1.7 (Ital. 699). 22 

May 1593 (lettera 138). Alfonso Fontanelli to Ridolfo Arlotti, 

franc r·~antua. "[Thursday rrorningJ •.. after lunch fa] comedia 

di s. Pedrolino, and fishing on the lake ... Yesterday we 

attended Hass at Santa Barbara - after lunch, another 

corredia, and then an excursion to the Palazzo del Te, the 

women in carriages and the rren on horseback ... Today we go 

boating at !4armirolo to see a boar hunt: torrorrow without 

doubt sorre festivity. And God knows if we will leave here 

before Acension". See Appendix E, Document 14, p. 363. 

29 
Newcorrb, The Madrigal at Ferrara, p. 149. 
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" 
1'l1e exaggerated ryhthmic setting of the text (Moro, "' d~e la 

r.lia nJnrte11
), \lith the imitative entry in short note values, 

off the beat, is very similar to a number of passabes in tt1e 

'mannerist' madri1~als of Pallavicino. One can also find in 

Fontanelli rcany exarcples of the rhythmically exaEgerated 

homophonic declamatory sections which are so characteristic 

of those -works: 

Finally, a comparison of the following sections, in which 

imitative phrases outlined in thirds (or fourtt•s) incorporate 



sl'o'"' that both composers used very similar techniques to 

create an at~osphere of nervous instability and expressive 

i'o rce. 
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If Fallavicino was directly influenced by the music 

of Fontanelli in the composition of the 'mannerist' madrigals 



of' l-Joo1•. Seven, theY cnn rroLa'oly be- 'ti.-tri buteG to the years 

1SS2-95. It is difficult to understand why a professional 

con~,poser of Pallavicino 1 s ability would have been greatly 

i~pressed by the dilettante Fontanelli (there are some 

exceedinsly clumsy passages in his madrigals), but it c1ay be 

tl)at Pallavicino recognised the possibilities of some of his 

devices and admired some of his effects. Pallavicino must 

have realised tlle shortcomings of the 'rr.annerist' style, for 

he did not leave many examples of the genre, but he did as

similate many of its features into his other late works. For 

this reason it is difficult to establish a definite chrono-
30 

logy of the expressive madrigals of Books Six and Seven. 

That the seventh book of five-part madrigals was 

reprinted three times in rapid succession, is probably 

owing to the presence of the 'mannerist' madrigals amongst 

the contents. There was a vogue for this kind of piece in 

the early seventeenth century; other volumes of the kind 

went through a number of editions (see, for example, Fon

tanelli's Books One and Two, Gesualdo's Books Three, Four, 

Five and Six, Pecci's Book One a 5, Taroni's Books One and 

'l'wo, and so on). Newcomb's comment that " ••• one would love 

to know who bought such difficult music, and for what pur-

31 
pose" is answered at least in part by Banchleri in the 

passage regarding Pallavicino quoted in Chapter One (see 

page 35 ); he sa:Ys that these madrigals are"··· noto il 

30 See, for example, the madrigals 0 come vaneggiate, 

Temprati i sdegni, Era l 1 anima mia and Ahi come a un vago 

SOl in Book Six. 

31 Newcomb, The Madrigal at Ferrara, p. 115. 



Ui loro valore, entro gl' onorati ridotti, et Accadcmie 1 icr-

32 
oichc". 'I'hat he was refering to Pallavicino 1 s 'mannerist' 

2~1 

madrigals rather than other late works is to be inferred from 

llis linking of Pallavicino with Gesualdo and Fontanelli; this 

is confirmed by his citing the opening bars of Tu parti ap

pena ~~iunta some pages earlier in the treatise in a discus-
33 

sion of the use of the six-four chord. 

The 'late canzonetta-madrigal' 

Four madrigals of Book Seven, Ani me pe llegrine, t:on 

son in gueste rive, Una farfalla and Aventurose stillec, are 

of an unusual nature, and belong together stylistically. 

They are not unlike the canzonetta compositions of book Six, 

Boggi nacgui ben mio and Ch' io non t 'ami, cor mio, i n that 

they have a largely homophonic style, a preponderance of 

trio writing, lively rhythms, with the occasional cllange to 

triple time, the repetition of short sections, sequences 

both harmonic and melodic, and so on. They are also written 

for combinations of particularly high voices with extended 

ranges. But they are more interesting and more complex than 

the two madrigals of Book Six. 

Una farfalla opens with a typical canzonetta-like 

trio passage, in homophony, with a brief descriptive quaver 

turn of the kind common in Books Three and Five on "farfalla". 

But the simplicity of this opening is deceptive, for before 

very long decorative roulades, of unusual length in Palla-

vicino, appear: 

32 
Banchieri, Conclusioni, p. 60. 

33 
Banchieri, op. cit., p. 30. Watkins, Gesualdo, p. 

243, finds "mind-boggling" a similar passa£;8 in d'India's 
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Similar ~ecorative vocal lines can be found 1n the other 

three madrigals. In Non son in gueste rive they take the 

form of a florid line in a single voice, or in a pair of 

voices, reminiscent of the style of Book Four: 

i1H~~~~~~~~~~~~~~~~~~~~~~~~~~~~-~~~~~~~ C.-~ -
I 

(,.. dJJ suo cax - - +t., r- dJi !/«0 CAA- - -1, 

• 
;c' 

I .... 
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9 

setting of Mere~ grido, from his third book of madrihals of 

1615! He does, however, cite earlier examples in settings uf 

the same text by Nenna (1603) and Gesualdo (1611); see l:x. 

67, pp. 218-20. All these examples, including that of Palla

vicino, resolve regularly; they do not seem particularly 

unusual to the writer. 

-lo 



while Aventurose stille has rapid decla~ation in par~llel 

thirds over a supporting voice: 

r !' 
1<-, 

,.... - ~-..,- ~ ~I -

Anime pellegrine is less florid than the others, but there 

are mellifluous passages in thirds, and rapid declamation, 

again in thirds: 



6 

1'he concertante use or trio sections is or the first 

importance in these madrigals. All of them have lengthy 

passages for three high voices. Non son in gueste rive opens 

with an extended section in which the three soprano parts 

declaim the opening phrases in the bright sonorities of a 

high C major triad, with constant crossing of the parts to 

give the same chord new coloqrs: 

" . . . . 
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Although the lower voices of the enseDble appear on 

the whole less often than the higher in the trio sections, 

they are required to be quite as agile. In Aventurose stille 

they share the rapid declamatory motif, 

cltt do. ...J..J.; ca.~~ ~~~1-l~ ~/ -k.J 
. . . . 

l.t-
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while in Una farfalla they are contrasted, in the true 

concertante manner, in the most spectacular fashion: 
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It is clear, then, that these madrigals were written 

to display and contrast the voices of a virtuoso ensemble. 

'v;e know that such a group existed at Mantua from around 1587-

1588; a technical detail in two of these madrigals seems to 

indicate that they were written for the group not long after 

its establishment at Mantua. Non son in gueste rive and Una 

farfalla have some extraordinary passages based on the 

juxtaposition of parallel triads (see also example 99 on page 

242) : 
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This technique, borrowed from the canzonetta (see the first 

34 
example below), is very much a feature of Monteverdi's 

second book of five-part madricals, published in 1590, and, 

according to Arnold, shortly before or after his arrival in 

J:;antua . Appropriately, since it recalls the pseudo-rustic 

form of the canzonetta, Monteverdi seems to associate it 

with ~exts of a pastoral nature; it is prominent in his 

35 

famous setting of Tasso's Ecco mormorar l'onde, 
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34
G. G. Gastoldi, Canzonette a tre voci. Libro secon

do, 1-!antua, Osanna, 1595; ed. G. Vecchi, Bolocna, 1959. 

35
t-lalipiero, •rutte le opere, v. II, p, 



3G 
is usee~ in Dolcemente dormiva, also by Tasso, 
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and appears again in his setting of Non son in queste rive 

at the words "canto che m 'ardi ", just as it does in Palla-

Vicino's setting: 
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36!! 1" . 
~a lPlero, Tutte le opere, v. II,p. 78. 



('i'l1at tLe lo.ttt;r is no coincidence, that Fallavicino actual-

ly :~nc~ the r~adri£al by 1·~onteverdi, can be seen fror1~ tl-Je 
. 37 

fact t!lat he quotes l·lonteverdi's phrase on "T 1 lnterror,,pano"): 
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Halipiero, Tutte le opere, v .II, pp. 35ff. 



Associated with the technique of 1•arallel triads in ~onte-

v2rdi is the use of a supporting bass line of long-held 

38 39 
notes. Arnold and Schrade have drawn attention to this 

in ~on son in gueste rive as being symptomatic of a new 

feeling for polarisation of the parts, for bass-orientated 

harmonies or accompanied melody. Similar long-held notes 

forming a supporting bass line occur in sorr,e of the madri-

eals of Pallavicino Is Books Four and Five: 
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Thus, from the evidence of similar technical traits to be 

found in Monteverdi's Book Two, and Pallavicino's own Books 

Four and Five, published in 1590, 1588 and 1593 respectively, 

these madrigals can be assigned with some confidence to the 

late 1580's or early 1590's. Una farfalla was written some

what later than the other three, for the spectacular contrast 

of concertante sections, combined with clear-cut sequential 

movement of the parts, has its counterpart in Monteverdi's 

Io mi son giovinetta, published in Book Four in 1603. Tl1e 

other three madrigals apparently form a part of the early 

repertoire of the virtuoso singers of Mantua. 

Another work from Book Seven, Ne veder fuor, is not 

of the canzonetta type, but it has definite stylistic linl-'s 

with this group. It is a highly florid pastoral madrigal, 

with an opening trio of decorative roulades of a length and 

complexity unusual even in Pallavicino. The use of a line of 

long-held notes in one voice providing harmonic support for 

the other, more quickly moving voices, connects it with the 

canzonetta group; it requires particularly able singers and 

was probably written for Vincenzo Gonzaga's virtuoso ensemble 

in the early years of the 1590's. Number 13, Ardor felice e 

~. may date from about the same time, for the opening 

section has the decorative roulades characteristic of that 

period.
40 Although the texture of the work has much in 

common with such madrigals as Hor lieto il pesce or Hor che 

a la bella Clori from Book Four, the leap in parallel thirds 

40 I 0 l - - d 
See, for example, Wert s madrigals qua glola an 

Tu canti e cant'anch'io, in his tenth book of five-part 

madrigals published in 1591, and Scherza nel canto, in his 

eleventh book, published in 1595. Edited by NacClintock, 

Collected \'arks, v. 10, pp. 25, 3; v. 11, p. 21. 
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v.·i th a false relation at bar 19, en the v1ords "Vorrei serq:re 

morire", is typical of the 'mannerist' r,,~adrisals of EooV. 

Seven, while the use of accented dissonances, pointine to an 

independence or polarisation or~ the outer parts (as shovm in 

the setting of 11 gradisca ogni ferita 11 at tar 28) is too ad-

vanced for the 1580's. 

The remaining madrigals of Book Seven, Se ben al vin-

cer nacqui and Stillando perle, do not fit into any of the 

former categories. Stillando perle, a narrative madrigal with 

a pastoral text, is for the most part in the dramatic decla::.. 

matory style, but it has passages of expressive dissonance 

reminiscent of Book Six. The following passa~e illustrates 

one of Pallavicino 's favourite procedures: the resolution of 

a suspended dissonant note on to another dissonant note in a 

new chord (note the most effective 'dominant 13th' at th8 

second chord v;Lich points up the phrase "aspri tormenti") . 
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:-~e bc.n al vinc~r nacqui is also consiclerably de},ende:::nt on 

the ilOLlO~-honic style, but tliere are passaLes of clescri]:;tive 

i'lorid viri t:inr on such words as 11 noc1o", 11 catena" ancl 11 stro.le 11
; 

th~ latter is set in a manner which recalls the ornamenta-

tion at "alli lasso" in l'lonteverdi 's setting of Cruda ALcarilli 

(discussed earlier in the chapter), and so this is probably 

a late work, dating from the second half of the 1590's. 
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Madrigals from Book Seven edited in Volwne II include 

Tu parti appena giunta, Romperan guesti miei preghi, Ahi 

disperata vita, 0 dolorosa sorte, Come cantar poss'io, Non 

son in aueste rive, Una farfalla, and Stillando perle. 



L'oltavo libro de madri~ali a cincue voci (1612) 

Contents 

1 

2 

(281) 

(282) 

3 (283) 

4 (284) 

5 (285) 

6 ( 2 86) 

7 ( 287) 

8 (288) 

9 (289) 

10 (290) 

11 (291) 

12 (292) 

13 (293) 

14 (294) 

15 (295) 

16 (296) 

17 (297) 

Deh, valoroso un tempo 

E mira e tocca 

J.Jcgatemi pur cruda 

Perche mi lasci in vita 

Deh, com'in van chiedete 

Io non posso gioire 

Della e la donna mia 

Io morirO, cor mir 

Stringiti pur al petto 

Di tre catene, o donna 

Donna, son senza core 

Voi ch'a pianto mai 

Viva sempre scolpita (a 8) 

Parte la vita mia (a 8) 

Gentil pastor che miri (a 8) 

Ninfe leggiadre (a 8) 

Hor che soave 1 1 aura (a 8) 

Printed sources 

See Appendix B, page 314. 

Publication history 

Rinaldi 

Guarini 

Guarini 

Tasso 

Rinaldi 

Parabosco 

Book Eight was published in 1612 by the Venetian 

printer Ricciardo Amadino, who had acquired the printing 

rights of Pallavicino's other posthumous publications: the 

Liber missarum, published in 1603, the seventh book of five

part madrigals, published in 1604, and the Sacra Dei laudes, 

published in 1605. Book Eight was the only five-part mad

rigal book by Pallavicino never to achieve the dignity of a 

reprint; indeed, the last Italian reprint of a madrigal 



b~ok by Pallavicino was made in 1613, only one year after 

the publication of Book Eight. This was no doubt partly due 

to the fact that by 1613 the polyphonic madrigal had been 

somewhat surpassed in popularity by the solo songs, duets 

and trios with instrumental acco~paniment which were flood-

ing the Italian market. On the other hand, there are other 

reasons why Book Eight would not have sold well. Besides 

the fact that it contained less madrigals than was usual 

(only seventeen, as opposed to the twenty-tv:o and twenty

one of Books Six and Seven respectively), five of the con

tents were eight-voice 'occasional' pieces which would not 

have appealed to the general public. Moreover~ most of the 

remaining five-part madrigals were composed some fifteen 

years before the publication of Book Eight, and thus they 

may have been considered somewhat 'demode 1 • Finally, there 

are a great many errors to be found in Book Eight; this 

would not have endeared the volume to the customers who did 

buy it. It is not surprising, then, that only one of the 

contents is to be found in a contemporary anthology (the 

eight-voice madrigal Gentil pastor che miri, which was pub

lished in Gastoldi's collection of 1604, prior to the pub

lication of Book Eight), and that no manuscript sources of 

these madrigals have survived. 

Book Eight was dedicated to the Abbate Francesco 

Mocenigo, who was presumably Abbot of Bernardino Pallavic~ 

no's monastery (the dedication is signed "Della Badia ali. 

26. Aprile 1612"). The dedication makes no mention of the 

author of the madrigals, and in no way contributes to our 

knowlege of Pallavicino. 

Texts 

Of the five-part madrigals of Book Eight, two are by 



Guarini, tv:o by Rinaldi, and one by Tasso: the tiJree poets 

most frequently set by Pallavicino. A great many settings 

of the Guarini texts have survived; again, Pallavicino's 

appear to be amongst the earliest of these.There is also a 
41 

setting of a verse by Parabosco: Voi ch'a pianto mai. 

Of the anonymous texts of the five-part settings, only 

Donna son senza core was set by another composer: the rest 

are probably the work of literati at the court cf Nantua. 

With regard to the eight-part works, four out of 

five are reworkings of texts which were previously set by 

Pallavicino. Parte la vita rnia and Gentil pastor che rniri 

were set in the first book of six-part madrigals, Ninfe 

legRiadre was set in the second book of five-part madrigals, 

and Hor che soave l 'aura appeared in the anthology De 

floridi virtuosi d'Italia, printed by Vincenzi and Amadino 

in 1586. The one text not previously set by Pallavicino, 

Viva e sempre scolpita, was, however, set by Gastoldi in 

his Balletti a cinque voci of 1591. 

Style 

The five-part madrigals of Book Eight fall into 

two distinct stylistic groups, both of which can be easil:L 

dated from their similarity to earlier published works. 

These groups will be discussed separately, before proceeding 

to a discussion of the eight-part madrigals. 

41 Parabosco, Delle lettere amorose, libro terzo, 

p. 32v. 
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The larger eroup of five-part n,adrigals comprises 

numbers 2-3 and 5-11: E mira e tocca, Negatemi pur cruda, 

Deh, come in van chiedete, Io non posso gioire, Bella e la 

donna mia, Io moriro cor mio, Stringiti pur al petto, Di tre 

catene, and Donna, son senza core. One can assign these 

madrigals to the years c.1588-93, for they share many of the 

features of Books Four and Five. 

Basic to the group are pervasive sections of declam-

a tory homophony, which are contrasted with passages of 

imitative writing or word-painting. These are by no means 

similar to the dramatic declamatory sections characteristic 

of the 'mannerist' madrigals of Book Seven; rather, they 

have the light, dance-like rhythms and repetitive structures 

of the homophonic madrigals of Books Three, Four and Five. 

All but two of the group open with such homophonic (or very 

nearly homophonic) passages. The following example, Io non 

posse gioire, is typical in its repetition of the opening 

phrase, on a different harmonic level, and with a change of 

texture. Consider its similarity to the opening of Ben e 

ragion from Book Four: 
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Also basic to the style of these works is the use of 

trio sections in the concertante manner: groups of high or 

low voices contrasted with each other or with the full five-

voice texture. It will be remembered that the use of trio 

sections first emerges in Book Three, and is more or less a 

constant factor in all the subsequent madrigal publications 

(although they are less common in most of the madrigals of 

Book Five and the 'mannerist' madrigals of Book Seven). The 

use of trio sections in itself is therefore of less si~ni

ficance in dating these works than other considerations, 

such as texture and word-painting. Vlorth noting, however, is 

the opening trio of Di tre catene, which is in the tradition 

of the 'late-canzonetta' madrigals of Book Seven Ne veder 

fuor and Ardor felice e caro, having imitative entries of 

the voices and diminution on key words of the text. It also 

has a striking similarity to the opening of Va carolando 

intorno, a Rinaldi setting from Book Five: besides the 

imitative entries and diminution, both opening trio sections 

present two motives, one of which has the nature of a 

'countersubject'. Moreover, the principal motif of Di tre 

catene is a retrograde (and inversion) of that of Va 



carolando intorno; it see~s lilzely, then, that these two 

r1adrigals were composed at a relatively close interval of 

time. 
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Perhaps the most useful element in dating these mad

rigals is the kind of word-painting employed, for that is 

always a distinctive feature of Pallavicino's various mad-

rigal publications. For the most part, the word-painting in 

this group shows clear affinities with that of Books Four 

and Five. Diminution, for example, is common. Concrete im-

agery or key words of the text are set to the brief descrip

tive quaver turns typical of Book Five, 



or they call for the rather more extended passages of florid 

writing common in Book Four: 
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The most interesting examples of diminution are to be found 

in the madrigals Bella e la donna mia and Donna, son senza 

core, where highly decorated trio passages have the function 

of providing concertante contrast of textures. The concer-

tante use of decorative sections is also a striking feature 

of the madrigal S'io mire in te from Book Five. Note the 

similarity of these sections, particularly in the tendency 

of the two upper voices to move in mellifluous passages of 

parallel tr·1irds: 

• 

• • • -
' • +. 



Only one madrigal of the group shows any signs of the as-

tringencies of such passages in Books Six and Seven. Deh, 

come in van chiedete has an unexpected augmented fifth on 

the phrase "di lamenti", which is caused by the delayed 

resolution of the note held from the previous bar: 

., 
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Elsewhere, however, there are no dissonances which might 

not be found in Books Four or Five. 

The musical language of this group is perhaps nearer 

to that of Book Five than Book Four, for the expressive 

devices of Book Four, such as sounded suspensions, false 

relations, diminished intervals, large leaps in the melodic 

line and chains of parallel 6/3 chords, are rarely used for 

expressive effect. The sounded suspension, for example, is 

by no means uncommon, but it is used in a purely 'neutral' 

context, typical of the language of Book Five: 

~'LU 
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while the other devices are as uncommon as they are in the 

madrigals of Book Five. Two exceptions should be noted. The 

first is the use of unexpected leaps in the melodic line in 

the madrigal Io non posse gioire, a common device for the 

expression of the word "fallace" (see, for example, \Vert's 

madrigal Quei pianti, from his fourth book of five-part 

madrigals, published in 1568). 
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'l"i1e ssconcl exception is the madrigal Deh, come in van chie

clete (pccr:e 292, vol. II). This vmrk J;as a variety of the 

expressive devices of Book Four: chains of parallel G/3 

chords combined with the expressive use of low re['.isters 

(the openinf passar;e), large leaps (bar 24, bass, on ''sos

piri"), diminished or augmented intervals (bar 26, noted in 

exa;nple 130 above), and false relations (bar 27, on "lan£n

ti''). There is also an expressive chromatic motif, worked 

contrapuntally with a florid motif (the final section). ;:ore 

serious in tone than the other madrigals, while sharing 

their texture and light rhythms, it may be considered a 

link between the works of this period and the later, more 

'expressive' madrigals. 

This group, then, may be considered to have been 

composed in the period following the publication of Book 

Four and contemporary with that of Book Five. It is by no 

means a coincidence that two of the texts are by Rinaldi, 

the poet who dominates Book Five; these works, along with 

the setting of Tasso's Io non posse gioire, are typical of 

the group, and are included in vol. II (pp. 281). 

The second group of five-part madrigals in Book 

Eight comprises numbers 1, 4 and 12: Deh, valoroso un terr.po, 

Perche mi lasci in vita, and Voi ch'a- pianto mai. These 

madrigals may be considered contemporary with those of Books 

Six and Seven: that is, they were composed during the period 

c.1593-1601. 

Perche mi lasci in vita is the least extreme of the 

group as regards the use of the expressive devices of Book 

Six. It is somewhat similar to number 11 of Book Six, !a 

disleale, in its extensive use of homophony, sparing use of 

expressive devices (f0 r the most part concentrated in the 

final section at the phrase 1'vive il tormento", in a 

passage of drawn-out dissonance), and a liking for trio 
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textures which are frequently divided into two plus one (a 

texture particularly characteristic of Book Six): 
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The other two madrigals, Deh, valoroso un tempo anu 

Voi ch'a pianto mai (page 299 of vol. II), arearnongst the 

most extreme examples of the expressive style to be found 

in Pallavicino 's repertoire, and as such they are of 

considerable interest. 



(pa;c2H'l o~· vol. II), l' ,-
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ticularly notable for its sustainec' quo.li ty oi· noo~_:. 'lhc· 

text itself offers so r:'any o:)portuni tic·s for expression tL2.t 

it is not surprisinr that Pnllavicir1o i1~Ls usc:;d proctically 

all of the expressive devices that are to be round in the 

madrigals of Book Six in its settin~: 

Voi ch 'a pian-co r_;ai, doniJCi cruc2clc: 

Nc a sospir, n~ a ~uerclc 

Credcste il mio martire, 

Lo crederete a~i lasso 

Vedenclo1~i morirc; 

0 pur quel cor di sasso, 

Al foco, e ai strai d'J .... rnor sc!:.,prc piU r~orte, 

Gocler;~~ licto ancor della 11:ie:_ r:1orte? 

An questa almen di pace il cor vi spo~lie 

Crudel, cL 1 avran pur fin tantc mie do:~.lie. _ 

I do not think it is necessary to list all of these devices 

and their uses, but the reader may observe the remarkably 

strong dissonant effects in this madrigal, derived for the 

most part from the combination of passing notes and suspen-

sions in the manner characteristic of Book Six. Bar 50 is 

of particular interest for two first-inversion chords 

containing parallel octaves, whicl1 are followed by two 

chords containing accented unprepared dissonances: 
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Also of interest in this ~adrigal is its use of a risinG 

chromatic pl1rase (on "Credeste il mio rr,artire"), one of the 

most effective in Pallavicino's repertoire. But perhaps Voi 

ch'a pianto mai is most notable for the way in which Palla-

vicino r;:aintains a continuous musical texture for the presen-

tation of the first three phrases of the text, avoiding a 

cadence for all of twenty-four bars. In this, and in many 

details of expression, it reminds one strongly of Marenzio's 

setting of Crudele, acerba morte in his Nono libra de mad

rigali a cinque, 1599.
42 

o>ince Narenzio 's Book !line v1as 

dedicated to Vincenzo Gonzaga (who had commissioned some of 

his works) it is likely that Pallavicino was familiar with 

this madrigal; thus Voi ch'a pianto mai may be one of Palla-

vicino's last compositions. 

Deh, valoroso un tempo has many elements typical of 

the 'mannerist' madrigals of Book Seven. Like Voi ch'a 

pianto mai, it is probably one of Pallavicino's last corn

positions, for it is highly concentrated in expression. 

Particularly notable is the contrast of movement and texture 

between one phrase (or part of a phrase) and another; the 

instabilities of the 'mannerist' madrigal are pronounced in 

this work. The following excerpt is typical; an imitative 

phrase in thirds with an awkward leap in the melodic line, 

in a jerky rhythmic setting, is contrasted with a passage of 

homophonic declamation in which the natural rhythms of the 

text are deliberately exaggerated: 

42Edi ted by D. Arnold, in Marenzio, Ten madrigals for 

mixed voices, London, 1966, pp. 72-79. 



-lo.._ -

~ !.,..._ - - w:>--

"-" · -1"3-(,: 'kf., ~&HHO ~ ~0 ( 1)11/, 1-) 

~his madrigal has many such points of interest in its 

highly expressive setting of the text, but perhaps the most 

unusual passage is the setting of the phrase "deh fuggi'l 

fals 'ardore", where a series of unexpected chord progressions 

over a pedal note in the bass part, incorporating suspensions, 

passing notes and false relations, creates an extraordinary 

effect: 



il 

Pallavicino's eighth book of five-part madrigals 

contains five eight-part works for double choir: Viva sem

pre scolpita, Parte la vita mia, Gentil pastor che miri, 

Ninfe leggiadre and Hor che soa've l'aura. These madrigals 

are somewhat similar in technique and construction to the 

two eight-part dialogues published by Pallavicino in his 

Books Three and Five, but they cannot be considered true 

dialogues, for ti1e texts do not have the 'question and 

answer' pattern of that form. Rather, they are antiphonal 

madrigals, which have some points of style and construction 

. ·; ~· 



in cor::rnon wi ti1 the dialogue. 

The clouble-choi r, anti phonal madrigal was, by the 

end of the century, a popular musical form at Mantua. This 

we can deduce from the dedication of Gastoldi's Concenti 

musicali: a collection of eight-part madrigals for double 

clloir, with instrumental introductions, published in 1b04 

and dedicated to V~ncenzo Gonzaga's eldest son, 
43 

Francesco. 

Gastoldi's introduction is unusually revealing, for it in-

dicates that the hereditary prince of Mantua was particular-

ly fond of this kind of madrigal, and that he actively en-

couraged the production of such works: 

"Sono (si Puo dire) creature de suoi gratiosis

simi passa tempi, poi che la maggior parte d'essi, 

~ da me stata d'ordine suo in simile guisa com

pasta, e sovente ne concerti di Camera, et anco ne 

Theatri publicamente con molta attentione da lei, 

dal Padre, e da tutto il popolo in uno stesso 

tempo udita ... ". 

The dedication also underlines the connection between the 

antiphonal madrigal and its predecessor at hantua the 

dialogue, for it says that the contents are 

" •.. ridotti con vario stile, in forrr.a Ol Dialor.hi, 

a quella sorte d'armonia c'hoggidi s'usa da piu 

dotti di quest'arte, ne frequenti concerti delle 

Reali stanze dell'Altezza Vostra; e molto piu in 

-quelle del gloriosissimo Signor Duca suo padre .. ". 

_Thus, Gastoldi's collection, which contains 21 madrigals, 

(including Pallavicino' s Gentil pastor che rniri and a work 

by another f•lantuan composer, Antonio Taroni), ·is both a 

43 
G. G. Gastoldi Concenti rnusicali con le sue sin-

fonie a otto voci, Venice, Arnadino, 1604. The writer was 

unable to obtain a complete copy of this work; thus in the 

edition of Gastoldi's madrigal Con che soavit~ in vol. II 

the second alto and tenor parts have been reconstructed. 

L '/ -~ 
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unique contribution to the repertbire of this genre, and a 

source of useful information regarding its origins. 

\'/hen and how did the form develop at l·iantua? To ans-

wer this, one must look at the overall characteristics of 

its style. 

The antiphonal madrigal, as represented by the eight-

part works of Pallavicino's Book Eight and the contents of 

Gastoldi's Concenti musicali, has two outstanding charac-

teristics. The first of these is its largely homophonic 

style. The text is declaimed chordally, in uncomplicated 

rhythms which mirror those of the words, and with little or 

no regard for melodic interest in the vocal line. The 

opening of Viva sempre scolpita is typical: 

' 
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Since they are largely homophonic, word-painting is 

for the most part absent in these madrigals. Hor che soave 

l'aura has a·decorative phrase in the first alto and second 

tenor on the word "l'aura", and Parte la vita mia has the 

occasional descriptive four-note quaver turn in a single 

voice, but Gentil pastor che miri and Viva sempre scolpita 

are entirely without word-painting of any kind. Ninfe leg

giadre is the only madrigal which shows any real attempt at 

word-painting: apart from the change to triple time indi

cated by black notation (a musical pun) at "di piu vari 

colori", there is a decorated sequential phrase on "per 

tesser ghirlandette e belle", and a passage of diminution, 

~' 7 '· 



j.r. \·,·hich [-'tll voices r:-:ove tot;ether, on '1t;ioisco 11 • The sit,ni

ficance of this will be discussed later. 

The second outstanding feature of these madri~als is 

their antiphonal nature. The eight voices are divided into 

two choirs of equal range (they have the same clefs) which 

present the musical material singly, or together, in concer

tante contrast. The most common pattern is that one choir 

repeats exactly, or on a different harmonic level, the 

phrase previously presented by the other choir, creating an 

echo e:ffect. Occasionally the two choirs unite to form tutti 

passages. A tutti passage may present a new musical phrase, 

to provide textural contrast with the previous passages a 4; 

or, more commonly, a tutti passage will present a phrase 

previously given by the two choirs in turn, for cumulative 

or climactic effect. The diagram on the :following page shoHs 

the structure of the madrigal Gentil pastor che miri, 

indicating those phrases which are repeated exactly, and 

those which are modified, allowing modulation to a new tonal 

centre: 



Ch'accende col mio f'oco huomini e Dei choir I 

Ch' accende col mio f'oco huomini e Dei choir II (exact) 

huomini e Dei tutti 
(written-out ritenuto) 

huomini e Dei tutti 



These, then, are tile characteristics of the style. 

lioH did it develop? 11hat is its relation to the dialo['ue? 

Pallavicino's dialosue Ond'avien ch'io t'amo,publish

ed in his Terzo libro de madrigali a cinque (15B5), has many 

r-eatures in common with the antiphonal madrigal. Firstly, 

the style is for the most part homophonic, although less 

sin['le-mindedly so than in the antiphonal madrigals. 

Secondly, the dialogue is sung by two four-part choirs in 

alternation, or together, as are the antiphonal madrigals. 

Thus, the fundamental characteristics of the style are 

present in this early dialogue. In the dialogue, however, 

the musical material of the two choirs is for the most part 

independent: that is to say, the two choirs rarely share 

the same musical material. This is logical, since the two 

cl•oirs represent two separate personalities, each with its 

own part of the text to present. Only where the text is 

presented by both choirs do they share, in antiphonal ex

change, the same musical material. This happens in Ond'a

vien at bars 35-45, and again at bars 55-65, the final 

measures: a relatively small portion of the piece. 

In fact, it is not sufficient to say that the antiphon

al madrigal was directly, and solely derived fror;; tl1e dia

logue. To demonstrate this, one ne~ds only to compare the 

eight-part madrigal Parte la vita mia with the previous 

setting of the text, published in Pallavicino' s Prir.,o 

libro de madrigali a sei in 1587 (page 316 of vol. II). The 

other antiphonal madrigals with texts previously set by 

Pallavicino bear only partial or no relation to the forr;;er 

settings, but Parte la vita mia is entirely derived fror. 

the earlier work, and a comparison of the tv1o madrigals is 

revealing. The process of transformation is sin:ple: since 

the texture of the six-part work is based on the contrast 

of passages~. 4 or 5 with the full six-voice texture, 



1-'~.J.llr:vj c:i.Lo Lz-. .s only to Eubsti tute fou1·-ro..rt choirs 1~or the 

s~ctions ~ 3 4 or ~' and unite them in tutti passages in the 

the sections n 6, for the madrigal to become a fully-fled;_;ed, 

eisht-voiced, double choir antiphonal madrigal. The opening 

tutti of the six-part setting has been replaced by a double 

exposition of the phrase, given by the two four-part choirs 

in turn, otherwise the structure of the madrigal has not 

been greatly changed: 

Parte la vita mia, parte 

il mio sole 

Parton quelle bellezze 

uniche e sole 
Portan seco il mio core 

hor cLe m'aita 

hor che m'aita 
Senza luce vedran quest' 

occhi miei 

posson campare un senza 

cor'i Dei 
Un si lontan'ahirne 

ahime dalla sua vita 

j.Ji racolo 

miracolo e d'Amore 

l~iracolo e ch'io vivo e 

senza core 

<* ~ overlappinc phrases) 

a 6 

a 6 

a 4 (CAQB) 

a 4 (CSAT) 
a 4 ( CSAT) 
imitative 
writing 
a 4-a 6 

a 6 

a 3 (CAQ) 
a 4 (SQTB) 

a 6 

imitative 
writing 
a 4-a 6 

a 5 

a 4 (SAQB) 

a 5 (CSAQT) 
a 6 

a 3 (SAT) 

a 5 (CSAQB) 

a 4 ( CAQ1') 

a 6 

a b 

choir I 

choir II 
choir I 

choir II 
choir II 
choir 'J choir II 
choir I 

choir II 
tutti 

choir I 

choir II 

tutti 

choir I 

choir II 

choir II "* 
choir I 

choir II 
choir I 

choir II 
choir I 

choir II 
tutti (I and 

overlapping) 

choir I 

cl<oi r II 

choir I 

tutti 

II 



The concertante contrast of textures (high trio 

against low trio, trio against tutti) is characteristic of 

Pallavicino's five-part madrigals from the publication of 

Book Three in 1585. An interest in the exploitation of such 

contrasts of texture might lead logically to the development 

of antiphonal effects in the madrigal for their own sake;' 

however, there is every reason to believe that Pallavicino 

received a stimulus from a source outside Mantua, in the 

music of Giovanni Gabrieli. Gabrieli's madrigal Lieto godea, 

published in the Concerti of 1587, is one of the earliest 

. 43 
printed examples of the antiphonal madr1gal. Egon Kenton's 

comments on this work are so appropriate to the argument 

that I have thought it best to reproduce them: 

The Concerti of 1587 includes also Giovanni's most 

popular secular work, Lieto godea, for a coro spez

zato of eight voices. It carries the designation 

"per cantar et sonar". It was reprinted several 

times during his lifetime, even with a German text. 

It was probably copied and put in score many times. 

Banchieri used its material for two concerti; he 

made a Magnificat out of it, and even used it for 

a Mass .... It is a curious composition, being in 

frottola-style throughout, the rather unsophis

ticated music being set to an equally innocuous 

text. It seems to be the first madrigal in which 

Giovanni tried to apply core spezzato technique -

heretofore associated mainly with the motet - to 

43 
Concerti di Andrea, et di Giovanni Gabrieli ... con-

tinenti musica di chiesa madrigali, et altro, per voci, et 

stromenti musicali, a 6.7.8.10.12 et 16 ... libro primo et 

Secondo, Venice, Gardano, 1587. Lieto xodea has been edited 

by Arnold, Collected works, v. 6, p.124. An earlier example 

of the antiphonal madrigal .is Lasso's Hor che la nuova e vaga 

primavera,in Il secondo libro de madrigali a cinque voci de 

floridi virtuosi del serenissimo ducca /!/ di Baveria, con 

uno a dieci, Venice, herede di G. Scotto, 1575. Ed. A. Sand

berger, in the Slmtliche Werke, Leipzig, 1894-192 , v. 10, 

p. 43. Gabrieli was working under Lasso at the court of 



a secular work, and the first to be intended by him 

for both vocal and instrumental performance. It is 

not the last. The importance of Lieto godea as a 

stylistic experiment becomes clear in the light of 

the following piece, the ten-part dialogue A Dio 

dolce mia vita. The study of the latter proves that 

Giovanni, very sensibly, chose the lightest and 

simplest subject and the easiest style in which to 

try out the transference of coro spezzato technique 

to the madrigal. The canzon-type dactylic subject 

of Lieto godea lent itself readily to the frottola 

style, and Gabrieli was relieved of the worries of 

working out counterpoint, imitation, double counter

point, anticipated and partial antiphony, etc. He 

could concentrate on the combination of the two 

choirs in antiphony, the two choirs unJSed, and a 

combination of the two procedures ••. 

There are a number of points to be considered in this 

paragraph. The first is that the essential nature of Lieto 

godea lies in its antiphonal structure. Like Pallavicino's 

antiphonal madrigals, it depends entirely for effect on the 

sonorities achieved by the exchange and combination of 

musical material by the two choirs. Kenton points out that 

the technique is borrowed from the Venetian polychoral 

sacred music of the period; one only needs to add that like 

the sacred music, the antiphonal madrigal must have been 

conceived spatially, for it would make little impression if 

its two choirs were placed side by side rather than at 

opposite sides of a concert chamber or theatre. 

Lieto godea is subtitled ''per cantar et sonar'': 

Kenton says that it is the first of Gabrieli's madrigals to 

be written for both voices and instruments. Whether this is 

Bavaria when this madrigal was published. 

4 %. Kenton, The Life and Vlorks of Giovanni Gabrieli, 

American Institute of I<Iusicology, 1967, p. 404-5 (i>lusicolo

gical studies and documents, 161 

~' c-, '' 
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so or not, we can be sure that the antiphonal madrigal was 

normally provided with instrumental accompaniment. Castaldi's 

Concenti musicali of 1604 have 'sinfonie' or instrumental 

introductions, and the title page notes that they are 

'Comodi per concertare con ogni sorte de stromenti'. That 

they were accompanied by instruments explains why the an

tiphonal madrigal is basically homophonic: extensive pas

sages of word-painting or imitation would complicate the 

texture and compromise the audibility of the words (the 

greater quantity of word-painting in Ninfe leggiadre may 

imply that it. would have been given an a cappella perfor

mance). The role the instruments play seems to increase in 

importance as time progresses; Castaldi's 'sinfonie' add 

interest and variety to his antiphonal madrigals, while 

with Monteverdi the instruments no longer merely double the 

voice parts but have a role of their own. His setting of 

Con che soavita, published in the seventh book of madri~als 

in 1619, is really an antiphonal madrigal in which the 

choirs of voices have been replaced by choirs (for so they 

are named) of a variety of instruments, which are designed 

to contrast in timbre with each other besides functioning 

as an accompaniment for the solo voice part. 

Liet~ godea is so very similar in style and tech

nique to Pallavicino's antiphonal madrigals that it is im-

possible to believe that he was not directly influenced by 

it in the composition of the eight-part madrigals of Book 

Eight. He may have heard it while in Venice, or perhaps the 

Concerti found their way to Mantua; in any case, it appears 

to have begun a vogue for thi~ kind of composition at Man

tua which was to last for over ten years. \'ie know that 

Pallavicino's antiphonal madrigals were written between 

1587 and 1601, but it is not easy to give them a more 

specific date within this period. I am inclined to 



attribute ttoerc to the rirst halr of the 1590's, ror tech-

nically speakinp they contain nothing which supgests that 

they were written much earlier or later than that period. 

Besiries, some or them contain sequential passages which are 

apparently morielled on similar passages in Lieto godea, and 

another or Gabrieli's antiphonal madrigals, Dolcemente 

dorrciva (published in the anthology Dialoghi musicali de 
45 

diversi eccellentissimi autori in 1590): 
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45 Ed. Arnold, in the Collected works or Giovanni 
Gabrieli, v. 6, p. 138; Stevens, in the Faber Baroque 
Choral Series, London, 1967. 
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Tt1e only reason for which one might propose a later date is 

that,according to Gastoldi, the composition of antiphonal 

madrigals at r-lantua was, as has been pointed out, encour-

aged by the hereditary prince Francesco Gonzaga, who had a 

particular liking for that genre. Francesco Gonzaga was 

born in 1586, so it is unlikely that he can have taken an 

active role as patron of music much before the very late 

1590's. The preface of Gastoldi's collection, published in 

1G04, makes it quite clear that the antiphonal madrigal v:as 

currently in vogue; moreover, apart from their instrun•ental 



2 8F: 

introchJction~_-;, th·~rc is no ;:rcat lechnic3.l C.:.iffcrer.ce:-

bctvu:cn Ga:.::tolcii 1 s v1orks (sec, lor example, his Con cl.ic 

soavit~, vol. II, page 338), and sorne of those of Pallavici-

no (sec Viva semcre scolcita, vol. II, pa~e 293), so they 

Iri2.":r" have been more or less contemporary. 

Wadrigals from Book Eight edited in volume II include 

l'J n~ira e tocca, Strinr:iti pur al petto, Io non posso ;~ioire, 

Deh, cone in van chiedete, Voi ch 1 a pianto rnai, Parte la 

vita nia, and Viva sempre scoloita. 

Conclusion 

Of the madrigals produced at the court of ~antua 

towards the end of the sixteenth century, two types seem 

most common: the light-hearted canzonetta~like composition, 

with florid passages designed to display virtuoso voices, 

and the highly expressive or dramatic madrigal. n.is chapter 

has sought to demonstrate that Pallavicino contributed in no 

small way to the development of both genres. 

Pallavicino's interest for the historian today is 

primarily concerned with his relation to ;;Jonteverdi. Ein-

stein spoke for many scholars when he asked 11 
••• hov; can otw 

understand Monteverdi's development completely without 

46 
knowing Wert and Pallavicino?''. Unfortunately it.is difficult 

to estimate Pallavicino 1 s influence on J-ionteverdi (and vice 

versa) for the simple reason that we cannot give a precise 

date to their compositions. However, a close stylistic 

affinity between the two composers is undeniable. The con

tents of 1'-lonteverdi 's fourth book of five-part madri[;als, 

for exar7tple, are divided between the canzonetta-r7tadrir:al 

46E . ·insteln, The Italian madrigal, v. 2, p. 834. 



and tl1e: c:;:r.~rcs.:;:;ivc rr:adri£.,al (A un .'.iro sol is a ccnuincl:i 

J-Jybric.i f'orm); ir~ one anal~/ses these COl:!posi tions in tht: 

light of Pallavicino's last three madrigal publications, 

extraordinarily sirtilar musical techniques come to li[ht. 

Indeed, one can say that there is no technique in l~onte

verdi's first four madrigal volumes which cannot be found 

somGv:ltere in Pallavicino 1 s repertoire. Honteverdi and Palla-

Vicino both owe a ~reat deal to their spiritual mentor 

Giaches de Wert, but the lively sense of rivalry which 

existed between the two composers must have provided a vital 

stimulus in the formation of their musical styles. 

When they have not summarily dismissed him as a 

. 47 
mediocre figure, modern scholars r,ave tended to Sfce Palla-

vicino as a composer who was conventional enough until the 

composition of his sixth book of five-part madrigals. 48 

This no lon<;er seems an adequate picture of the maiJ, for in 

his early works (from Book Two on), as in his later worl;s, 

he SllO\VS himself to be familiar with the most up-to-datu 

trends in the contenporary madrigal. cne needs only to thin~: 

of his use of diminution in Book Two, for example, his 

contribution towards the evolution of the light madrigal at 

I~antua in Book Three, his use of the ornamented ADB form 

(a true precursor of the Baroque) in Book Four, the cxprcs-

sive devices of Book Four, and so on. He may be consjcJered 

conventiona.l only in that his early expe rir:1ents in the 

expressive style were confined to two madri~als in each of 

his first and second five-part plblications, and ciid not 

47oe Paoli, Redlich, Schrade, for example; SGe ;;. JY. 

48 
Arnold, ~lonteverdi, p. 62; Fenlon, t1usic and f 1atroG-

ar.e, p. 143. 
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reappear tlntil tl,o publication or Book Four, to be fully 

clevc,lopod later in his last three madrit;al publications. 

Eov:cvcr, t:ne expressive madrigal was but one of r:~any l<:ind~.' 

popul2r at 1-lantua during the lifetime: of the cor..poser. The 

Viri ter hopes that this thesis will allovJ a ~;orE: balancGd 

vie\~ of Fallavicino's achievements and accord him a more 

Uistin[.uished place in music history: a place v;hicll he ha::-; 

been denied for many Kenerations,of musicolobical study, 

apparently on account of a chance remark made by his col

league and rival, Monteverdi. 



APPi::NDIX A 

INDEX OF CAPOVERSI 

The title o:f ti"1e madrigal is followed by the author 

of the text, if known, and the madrigal volume in which it 

was published. If the madrigal occurs in all editions of that 

volume, the sources are indicated by a symbol for all editions 

(thus, I= I a 5, 1581, 1606 and 1607). If the madrigal does 

not occur in all editions, the individual editions in '~1ich 

it is to be found are indicated in parpnthesis (tl1us, II 

(1607), means that the madrigal is to be found in only the 

1607 edition of II a 5). The number of the madrigal within 

the first edition is given, followed by the number of the 

madrigal assigned by Flanders in his Thematic Index, 
1 

in 

parenthesis. Other sources of the madrir,al are i.ndicated by 

the RISN siglae for anthologies and alphabetical siglae for 

manuscript sources. A key to the manuscript siglae is given 

on a fold-out sheet at the end of the index. 

The index includes doubtful or erroneous attributions, 

which are discussed in footnotes. 

Title 

A chi creder degg'io (Tasso) 

Ahi come a un vago sol (Guarini) 

Ahi disperata vita 

Sources 

V,12 (172), 1604, Q 

VI , 7 ( 18 7) , D , Q 

VII,7 (237), E, Q 

1 p. Flanders, A Thematic indez to the v10rks of Benedet

to Pallavicino, Hackensack, 1974 O·iusic Indexes and Bib:i.io 

graphics, 11 ). 



Ahir.~l:, quell'occhi suoi 

t~lhor ch 1 io senti i l cor 

see: Io gi~ cantando 

Alhor con faccia irrata 

see: Cinque compagni 

Arnaterni, ben rnio (Tasso) 

Arnor, ecco si parte 

Amor, ich thu dir klaeen 

see: Vorrei mostrar 

Arnor, io parto (Guarini) 

Amorosette J·!infe 

Amor, s'avvien giammai 

Amor, se non consenti 

Amor, se pur degg'io 

Anima del cor mio 

Anirne pellegrine (Guarini) 

A poco a poco io sento 

Arbor vicin 

see: Quercia ch'in 

Ardor felice e caro 

Arsi piansi e cantai 

Arte mi siano i crini 

Aventurose spoglie (~lanfredi) 

Aventuros e stille 

Baci amorosi e cari (Rossi) 

Bella e la donna mia 

Bene mio,tu m'hai lasciato 

Ben e ragion 

Ben l'alme 

II,7 (S7), 1604, 

III,14 (94) 

III, 9 (89), Q 

VI,4 (184), 1606
5

, 

V,14 (174)' 1604, 

III,2 (82) 

VI, 6 (186,' D 

v' 18 (178)' 1604, 

VI,3 (183), D, Q 

VII, 18 ( 248) ' E 

VI,5 (185), 1606
5

, 

VII,13 (234!, E, Q 

D, Q 

f.j' I J, Q 

Q 

D, Q 

IV,18 (148), 1604, Q 

IV,7 (137), 1604, 1590
20

, 

!1, N, Q, \'1 

I a 6,4 (1o4), c, o, z 

VII,15 (245), E, Q 

v, 15 (175)' 1604, o, Q, y 

VIII,7 (287) 

I a 6,17 (117), c, z 

IV, 6 (136), 

F, r.I, Q, \'I 

1604, 
10 

159G , 

1593
3 (C and 5 only), ;c, 

·:1 ( CO!Tlp l. ) 



Ben si vedr~ (Martelli) 

Canta al mormorio 

see: Dammi la mano 

Cara e dolce mia vita (a 5) 

Ch . d . . . 1 
.le el plangenoo 

Ch'io non t'ami (Guarini) 

Chi vi bascia e morae 

as: 

Chi vi 

Eales Bild, Jungfrau schone 

. 2 
mlra 

Ciechi noi siamo 

Cinque compagni 

2. pt: Ecco ch 1in 

3.pt: Ond'ella sul senticro 

4. pt: Hor voglio che (a G) 

5. pt: Alhor con faccia (a G) 

I,14 (44) 

1506 
9

' 1600
8 

I-1 

VI,S (188), D 

I a 6, 2 ( 102)' c , z: 

1624
16 

\•' ' 

I, 7 (37) 

.II (1584, 1606) ' 22 (72) 

II (1584, 1606)' 23 (73) 

II (1584, 1606)' 24 ('74) 

II (1584, 1606), 25 (75) 

II (1584, 1606)' 26 (76) 

6. pt: Onde forte gridava (a 7) II (1584, 1606), 27 ('77) 

Come cantar poss'io (Guarini) 

Come poss'io, Madonna 

2. pt: Da ind'in qua 

Come vivro (Tasso) 

VII,9 (239), E, Q 

II,2 (52), 1604, 159o 20 , 

Q 

II,3 (53), 1604, 159020 , 

Q 

VI, 1 ( 181), D, P, Q, S, 

T, U, UU, V 

1 
Erroneously attributed to Pallavicino; the work is 

by Giovanni I.iaria !'!ani no. 

2
Attributed to Pallavicino; tl•e attribution was 

probably meant to refer to the previous work in the manu

srript, ~en l'alme, since Cl1i vi mira does not appear 

in any of Pallavicino's publications,nor in an antholoHY 

under his name. 

2S1 



Con c1Jc t:;Oavi t&_ (~uarini) IV,8 (138), 1u0'1, 
10 

1 ;_;g;_, ' 

Cor rr1io, cjeh non languire (Gua-

rini) VI, 16 (196), B, 0, ~_,, 'l', 

u, v 

~ ' 1 ~-OSl _orse, o r:Jia Dea 

see: Va1•a scopre Diana 

Cosi mi sveglia 

see: Il cantar nuevo 

Co sl rr.o ri rO 

sec: Tirsi morir volea 

Cruda Amarilli (Guarini) 

2. pt: l~a flrideran per me 

Crudelissima doglia 

Crudel, perche mi fuggi ( Guarini) 

as Cruell, why dost thou flie 

Cruell unkind adieu 

see: Donna, se quel ohim~ 

Cruell, why dost·thou flie 

see: Crudel, perche mi fuggi 

Da ind 'in qua 

sec: Come posse cantar 

D ancrr;i 1 a mane 

2. pt: Canta al mormorio 

Darumb mein einiges Herts 

see: Cosi forse 

Deh, cara vita mia 

Deh, come in van (Guarini) 3 

VI, 18 (198), D, 

VI, 19 (199), D, 

VI,20 ( 200)' D ,. 

I a 6,6 (106), 

1597
24

, J' 

III,6 (86) 

III,7 (87) 

K, 

II, 12 (62) 

VIII, 5 (285) 

H 

Q 

Q 

<;· 

c, z 

3
Partially quoted by Burney in GB-Lbm Add J.ls 1156:0 

("Dr. Burney's I·1usical Extracts"), f. 12v. 

L ~- L 



Det1, dolc'ani~Ja r1ia (Guarini) 

Deh, ntia vezzosa Fillide 

Deh, perch~ lagrimar 

as: Tag und Nacht 

Deh, scema il foco 

as: Love quench tt1is l1eat 

as: Sie thut wol 1nir 15efallen 

Deh,·valoroso un tenpo 

Destossi fra'l mio gelo 

Dirnmi per gratie, Amore 
Ll 

Di tre catene, o donna 

Dolce grave et acute (Rinaldi) 

Dolcemente dormiva (Tasso) 

in lute tabulature: 

Dolce mia cara ma~o 

Dolci mi son gl'affanni 

Dolce spirto d'amore (Guarini) 

Donna gentile e bella (Tasso) 

Donn 1 importune 

Donna, la bella mane 

Donna, se quel ohim~ 

as: Cruell unkind adieu 

Donna, se voi m'odiate (Rinaldi) 

\'1,2 (102), i•, (,• 

III,o (oC), li 

I a 6,1G (llb), C, Z 

16 
1624 

I a 6,5 (105), C, L, Z 

1597
2

LI, J, }:, E 

lG2LilG 

VIII,l (281) 

II,1 (51), 1604, 159o20 , 

Q 

VI1,12 (2LI2), E, Q 

VIII,lO (290) 

v' 11 ( 171) ' 1604' Q 

V,9 (169), 160LI, B, Q 

1612
18 

II, 5 (35), 1604, 159o
20

, 

N, 0, Q, Vi, Y 

II(1607), 28 (78) 

VI, 22 (202), D, Q 

I a 6,3 (103), C, Z 

II (1584, 1606), 17 (67) 

I, 11 (41), Q 

V,13 (173), 1604, 0, Q,y 

I 

V,7 (167), 160LI, [1591}, 

~i, IJ, 0, Q, W, y 

Donna, s'io resto vivo(Farabosco) III,3 (83) 

4 
Partially quoted by Burney in GE-Lbm Add tis 11585 

("Dr. Burney's l·iusical Extracts"), f. 12v. 



[1onna, son senza core 

Uunquc Aninta mio care 

sec: Filli, cara et amata 

~:ceo ch'in un cespuglio 

see: Cinque compagni 

~;dlcs Bild, Jungfrau schone 

see: Chi vi bascia 

E mira e tocca (Rinaldi) 

Era l'anima mia (Guarini) 

Felice chi vi mira (Guarini) 

Filli, cara et amata (Parma) 

Risposta: Dunque Aminta 

Filli, l'alme 

see: Filli, tu pur sei quella 

Filli, tu pur sei quella 

VIII, 11 (291) 

VIII,2 (282) 

VI,13 (193), D, Q, S, U, UU 

VII, 20 (250), E 

IV,9 (139), 1604, Q 

IV,lO (140), 1604, Q 

v ,4 (164)' 1604, 1597
13

' 

N, Q, \V 

as: Filli, l'alme (incipit) M 

Freno Tirsi 

see: Tirsi mo~ir 

Fulminava d'amor questa rubella 

Fuoco e '1 mio cuor 

see: Non ardo e son nel fuoco 

Gentil pastor che miri (a 6) 

Gentil pastor che miri (a 6) 

Giunta che m'hebbe Amor 

Haime quell'occhi suoi 

Hoggi nacqui, ben mio (Guarini) 

Hor che a la bella Glori 

Hor che'l donar (Rinaldi) 

Hor che soave l 'aura (a 5) 

Hor che soave l'aura (a 8) 

Hor lieto il pesce 

III,19 (99), Q 

I a 6,13 (43), C, Z 

VIII, 15 (295), 1604
21 

IV,16 (146), 1604, Q 

11,7 (57),1604, 159o
20

, 0 

VI,21 (201), D, Q 

IV,18 (145), 1604, Q 

V,2 (162), 1604, Q 

9 8 
1586 ' 1600 

VIII,17 (297) 

IV,11 (141), 1604, li, Q, 

\V 



1 lor vc .\·.:·'.io chiar 

2. pt: :e lo star 

Hor vo~.lia che si faccia 

see: Cinque c ornpagni 

I capej cle l'Aurora 

see: In dir che sete bella 

Il cantar nuovo (Petrarch) 

2. pt: Cosi mi sveglia 

I lieti arnanti (Sannazaro ) 

In boschi Ninfa 

In dir che sete bella (Tansillo) 

2. pt: I capei de l 1Aurora 

Io amai sempre (Petrarch) 

2. pt: Ha chi penso 

Io disleale? ah cruda (Guarini) 

Io gi a cantando (Barignano) 

2. pt: Alhor ch'io senti 

Io mi sento morir (Guarini) 

Io morirO, cor rnio 

Io non posso gioire (Tasso) 

Io 

La 

son bella e delicata 
5 

bella (a 5?) 

II,9 ( 89) ' 1604, 

j"l 
'' 0, Q, y 

II,lO (60), 1604, 

0 (cancPlled), 

I a 4, 18 (18) 

I a 4,19 (19) 

I a 6,8 (108), 

I a 6,9 (109), 

(), 

c' 
c, 

?0 
1~90 ' 

' 20 
lS:10 

y 

z 
z 

II (1584, 1606)' 19 ( 69) ' 

159o
20

, z 

II (1584, 1606), 20 (70), 

159o
20

' z 
I,8 (38) 

I, 9 (39) 

VI, 11 ( 191) , D, Q 

I,1 (31), Q 

I, 2 ( 32) , Q 

VII,4 (234), E, Q 

VIII,8 (288} 

VIII,6 (286) 

I, 10 ( 40) 

H 

5
Attributed to 'Palevicyno' in a hand contemporary 

with that of the manuscript. Since there is no printed 

source of this work amongst Pallavicino's publications, it 

may be by Germano Pallavicino. 



L' alr·:o ~plen.dor 

La tua cara Amarilli 

?. }Jt: Eispose e[~li 

Ln.nra soave 

I~ev6 co11 la sua ~ano 

L'herbetta verde 

see: ~3ti am amo r 

Lidia gentil 

2. pt: N& porta invidia 

Love quench this heat 

see: Deh, scema il foco 

Lun~e da voi, ben mio (Tasso) 

2. pt: Sol mirando vorrei 

f',la chi pensO 

see: Io amai sempre 

I-1a ~rideran per me 

see: Cruda Anarilli 

,'-ientre che qui d' intorno 

~lentr 1 i crin d'or 

2 . pt: Ilinfe e pas tori 

Mia Filli, s'egli & vero 

!-:1i rami vita mi a 

Misero,te non vedi? 

2. pt: Natura non mi fe 

Nebbia non lenta mai 

see: Passa la nave tua 

i1egatemi pur cruda (Guarini) 

Kel bel fiorito maggie 

2. pt: 0 bella l'·lar1·.heri ta 

III,5 (85) 

IV, 13 (143), 1604, L, C), 

\i 

IV,14 (144), 1604, J!, G_, 

IV 

III,15 (95), <. 
c. 

V,1 (161), 1W6'', ;;, 1·!, C) 

I a 4,22 (22) 

I a 4,23 (23) 

VI,9 (189), D, 0 

VI, 10 ( 190) , D, 0 

IV,1 (131), 1604, 1590
20

, 

~~' u, C), Vi 

I a 4,17 (17) 

I a 4,16 ( 16) 

V,3 (163), 1604, ~; 

II, 8 (5o) 

II, 13 (63), 1590
20

, Q 

II,14 (64), 

O,o;II,Y 

VIII,3 (2L3) 

Ia4,6(6) 

I a 4,c/ (7) 

20 
1S90 , E, 



c 

I 6, 19 (119)' 1o01 
J c a ' ' 'cl dolce scno (Tass-o) 

z 

2. pt: Quand'ella I a 6,20 (120), 1601:,, c 
' 

z 

3. pt: 0 Cortunati " I a 6,21 (121), 1601 ~' c . ' 

J .e lo sto.r 

see: Hor veegio chiar 

!:e port 1 invidia 

Ue 

see Lidia [!entil 

6 
veder fuor 

I:infe e pastori 

see: ~1entre i crin 

NinCe leggiadre (a 6) 

Ninfe lesgiadre (a 8) 

r:on ardo e son nel :fUoco 

2. pt: Fuoco e'l mio cuor 

Non disp~egiate (Martelli) 

Non ~ questo la mano 7 (Tasso) 

Non ha si belle perle 

Eon mi ferir piU, Amore 

Non mir, non mirare (Alberti) 

Non son in queste rive (Tasso) 

z 

VII, 5 ( 2 3 5) , E, C., 

II (1584, 1606), 18 (68), 

10 8 9 
151:l3 , 1591 , 1605 , BE, z 

VIII,16 (290) 

Ia4,1(1) 

Ia4,2(2) 

II,11 (61), 159o
20

, Q 

I a 4, 21 (21) 

III (1585, 1606), 11 (91), 

Q 

IV,4 (134), 1604, 1590
20

, 

1~1, N, Q, X 

IV,3 (133), 1604, 159o
20

, 

M,N,Q,VJ,X 

VII,14 (244), E, Q 

6
Partially quoted by Burney in GB-Lbm Add.Ms 11585 

(Dr Durney's l'lusical Extracts"), f.12b. 

~' ~ '/ 



lluova anE,ioletta (f'etrarch) 

0 bella l~argherita 

see: l:el bel fiorito maggio 

0 chc dolce gioire (Rinaldi) 

0 che soave bacio (Guarini) 

Occhi le;u'iadri e belli (Tasso) 

Ia4,o(b) 

V,6 (166), 1604, Q 

VII,B (238), J::, Q 

I a 6,1 (101), C, Z 

Occhi, un teGpo nia vita (Guarini) IV,17 (197), 1604, 0 

0 come vaneg[iate (Guarini) VI,15 (195), B, D, 0, U, 

0 come vanneLiate (Guarini) 

0 dolce vita mia 

0 dolorosa sorte (Quirini) 

0 fortunati 

see: Nel dolce seno 

Ohime se tanto am ate (Guarini) 

Omnes morti vicini 

see: Tirsi morir volea 

Ond'avien ch'io t'amo (a 6) 

Onde forte gridava 

see: Cinque compagni 

Onde ne vieni, Amore? (a 8) 

0 saette d'amor (Parabosco) 

Parlo, mi sera, 0 taccio?(Guarini) 

Parte la vita mia (a 6) 

Parte la vita rnia (a 8) 

Partomi donna (a 4) 

Partorni donna (a 6) 

Pas sa la nave mia (Petrarch) 

2 . pt: Pioggia di lagrimar 

Pas sa la nave tua (Tasso) 

v 

VII,1G {236), E, Q 

I,6 (36), 

VII,10 (240), J::, W 

I,15 (45) 

I a 6, 14 (114), C, z 

VI,17 (197), D, Q 

III, 20 (100) 

V,20 (180) 

II,4 (54), 1604, 159o
20 

Q, X 

VII,17 (247), E, Q 

I a 6,7 (107), c, z 

VIII, 14 (294) 

I a 4,16 ( 16) 

I a 6' 12 (112), c, z 

II,15 (65) 

II,16 (66) 

IV,20 (150), 1604, Q 



T-'c: rche l'·i lnsci 

:i?erfiGa, pur potesti (Ct::liano) 

Per r;:e non sar(:l 

seu: 0tlercia ch 1 in 

sc e : Passa l .a nave mi a 

Poich~ stella neffiica (a 6) 

For;,i tu antica Quercia 

see: Quercia ch 1 in 

Qual nube spinta 

Quan(l 1 ella ahime 

see: Nel dolce sene 

Quand 1 io penso al rr,arttre (Bembo) 

IV,21 (151), 1o0'1, l 

VIII,~ ( 28~) 

IV,1>J (1~9), 1604, l-1 

II (1So4, 1606), 21 (71) 

I, 16 (46) 

III (1607), 20 (1002) 

Quando benigna stella (Montemagno) I a 4,5 (5), 1583
14 

4 
1593 , G . 

arran1~ed for soprano, basso 

and lute (in tablature): 1601
18 

Quante piu cresce 

see: Se ale rose 

Qui fanno risonar 

see: Querela ch 1 in 

Qui super thronum 

see: Tutt 1 eri foco, Amore 

Quel di ch 1 io persi III, 1 (81) 

Quercia ch 1 in I a 4,9 ( 9) 

2. pt: Per rna non sara I a 4, 10 (10) 

3. pt: Questa piu antica I a 4' 11 ( 1 1 ) 

4a pt: Qui fan no risonar I a 4,12 ( 1 2) 

5. pt: Arbor vic in I a 4, 13 (13) 

6. pt: Venite 0 saggie I a 4, 1~ (14) 

7. pt: Porgi tu antica I a 4,15 ( 15) 



Vucsta ~iG antica 

sec: ~uercia cl1 1 in 

0ui fanno risonar 

see: 0uercia ch'in 

0ui su~1er thronum sedes 

see: Tutt'eri ~oco,Amore 

hisposE eB;li 

see: La tua cara Amarilli 

i':omperan questi miei preghi 

Eosa i~rata e t';entile 

Dose gittomi al visa 

Schons lieb thut cloch 

see: VaHa scopre Diana 

Se a le rose 

2. pt: Quanta piu cresce 

Se ben al vincer nacqui 

VII,11 (241), E, Q 

III, 4 ( 64) 

I a G,15 (115), C, Z 

III,16 (96), li 

III,17 (97), Q 

VII,19 (249), E, Q 

Seclea fra gigli e rose (Lazzaroni) 1594°, 1597
13

, z 

Se per haver furato 

Se si poca mercede (a 5, Grillo) 

Se specchio amor 

Se v'ho donato il core 

Se voi sete il mio core(Celiano) 

Sie tl1ut wol mir Befallen 

see: Deh, scema il foco 

S'il Sol si rende bello 

Si, mi dicesti (Guarini) 

S'io mira in te (Rinaldi) 

Sol mirando vorrei 

see: Lunge da voi 

Spar~ete, Ninfe d'Arno (Guidic-

cioni) 

V,19 (179), 1604, Q 

1604
8 

III,12 (92) 

v' 10 ( 170) ' 1604 

IV,12 (142), 1o04, l'c, c,, 

III,10 (90), li 

IV,2 (132), 1604, 
20 

1590 

v' 16 ( 17 6) ' 1604' l! 

1,12 (42) 



~:'. 1 t: On··)v l~J lH·lla 

~:~t.iar;, 1 /\Ji1Gr a vedl::'r (PetrarcL) 

2. pt: L'herbetta verde 

~tillanclo perle (Parabosco) 

Strinsiti pur al petto (llinaldi) 

Su~:-;r.i rant 

SE't::> 'Tirsi r:orir volea 

I I 13 (C) 

I a ~,2 ( 3) 

I a 4,4 ( 4) 

VII,21 (251), L • l.i 

VIII,9 (2o9) 

Taci, prencli in rc.an (a 4, Alberti) 1595
5

, 1597
15 

Ta1' und llacht weinen 

see: Deh, pcrche lagrimar 

'T 1 amo r;-Jia vita (Guarini) 

as: Gaudent in coelis (a 5) 

Tante piagh' (a 3, Celiano) 

Temprati i sdegni 

'l'irsi 1110rir volea (a 6, Guarini) 

2. pt: Freno Ti rsi (a 6) 

3. pt: Cosi moriro (a 6) 

as: Thirsis to die 

2. pt: Thirsis that heat 

3. pt: Thus these tv10 

as: Omnes morti vicini 

2. pt: Suspirant 

3. pt: Et import uno 

'rra le purpuree rose (Ariosto) 

Tra mille ~ior (by Al~onso Preti) 

Tra piu soave ~iori 

Tu nin~a di belta 

Tu parti appena giunta (Guarini) 

Tu pur ti parti (Borgogni) 

V,8 (168), 1604, X 

1600
11 

1587
6

• 1604
13 

VI,14 (194), D, Q 

1 c "o' 21 
I,17 (47), :..>o , 

1613
10

• z 

1,18 (48), 15bb
21 

1613
10

• z 

I,19 (49), 1588
21 

10 
1613 • z 

R 

R 

H 

1609
14 

A 

1609
14

, A 

1609
14

, A 

I, 4 ( 34) 

IV,20, 1604 

I, 5 (35) 

II,G (Sb), 1590
20

, Q 

VII,1 (231), E, l< 

v. 5 ( 16 5) • 160 4. [15 9 v. 
13 

1597 , M, J',;, Q, \'1 

~,I~} 1 



'l'utt'eri foco, Arr.ore (Guarini) 

as: Qui super thronum 

jn lute tabulature: 

Una farfalla (Guarini) 7 

Va carolando intorno (Rinaldi) 

Va;-a scopre Diana 

C'. pt: Cosi forse 

as: Schons lieb thut doch nich 

2. pt: Darumb mein 

Vashi boschetti (Ariosto) 

Vago candida fiore 

Venite o saggie 

see: Quercia ClJ. 1 in 

Viva la donna mia 

Viva sempre scolpita 

Vivro io mai (Guarini) 

Voi ch'a pianto mai 

Voi mi chiedete il core (Tasso) 

Voi nemico crudele 

Vorrei mostrar 

as: Amor ich thu dir 

7 

IV,5 (13:0), l(,OL!, 

F, (._i 

1606
6

, A 

1612
18 

VII, 2 ( 2 3 2), E, Q 

20 
lSSO 

v' 17 ( 177) ' 1604' Q 

I a 6,10 (110), C, Z 

I a 6, 11 (111), C, Z 

1624
14 

1624
14 

I, 3 (33) 

III,18 (98) 

III, 13 (93) 

VIII,13 (293) 

VI, 12 ( 19 2 ) , D, Q 

VIII,12 (292) 

VII, 16 ( 246), E, Q 

VII,3 (233), E, Q 

I a 6,16 (115), c, z 

1624
16 

Partially quoted by Burney in GB-Lbm Add ~;s 11SES 

("Dr. Durney's r.;usical Extracts"), f. 12v. 



KEY TO !·IANUSCRIPT SOURCES 

A D-Mbs, Mus. Ms 259 

B 

BB 

c 

D 

EIR-Dm, I~ls Z3.4.7-12 

F-Pn, Res F. 763 

F-Pn, Res F. 764 

F-Pn, Res F. 765 

E F-Pn, Res F. 766 

F F-Pn, Hes Vma 851: "r-Ts Bourdeney" 

G GB-Lbm, Add. Ms 12532, passim. 

H GB-Lbm, Add. Ms 18936-39, passim. 

I GB-Lbm, Add. Ms 29366-68 

J GB-Lbrn, Add. Ms 29372-77 

K GB-Lbm, Add. Ms 30016-21 

L GB-Lbm, Add. Ns 30816-19: "Le Belle· Nimfe" 

N GB-Lbm, Add. Ms 30820-22: "Liquide perle" 

N GB-Lbm, Add. Ms 34050, passim. 

0 GB-Lbm, Add. Ms 37402-06, passim. 

P GB-Lbm, Add. Ms 40657-61 

Q GB-Lbm, Eg'erton Hs 3665: "The Tregian Manuscript" 

R GB-Lrc, Ms 684 

S GB-Och, Ms 2 

·T GB-Och, Ms 67 

U GB-Och, l·lss 403-8 

uu 

v 

1:1 

X 

GB-Och, 

GB-Och, 

GB-Ten, 

GB-Ten, 

US-Sm, 

Hs 436 

l'•lSS 527-30 

l~ss 364-368 

I-lss 940-944 

Ms Ellesmere 

+ 1024 

25 A 46-51 



AUTHOHS OF "J'EXTS 

Alberti, Filippo 

J.Ion rni rar, non rni rare 

Taci, prendi 1n man l'arco 

Ariosto, Lodovico 

Tra le purpuree rose 

Vaghi boschc:.tti 

Baripnano, Pietro 

Io gia cantando 

2. pt: Alhor ch 1 io 

Bembo, Pietro 

Quand 1 io pcnso al mart ire 

Bonacorso da l·'lontemagno 

Quando benigna stella 

Borgogni, Gherardo 

Tu pur ti parti 

Cassola, Luigi 

Laura soave 

Celiano, Livio [Grillo?} 

Perfida, pur potesti 

Se voi sete il mio core 

Tante piagh'ha'l mio core 

C. Caporali, Le piacevoli 

rime, Venice, 1589 (first 

published 1584), f. 87. 

Caporali, Le piacevoli rime, 

f.87v. 

Orlando furioso, VI, p. 22. 

Ed. iL Turchi, Eilan, 1974. 

Orlando furioso, VI, p. 21. 

Rime diverse di molti eccel

lentiss. autori ... libro 

prime, Venice, 1549, f. 23. 

Gli Aso1ani, Florence, 1505, 

f. 18. 

Caporali, Le piacevoli rime, 

f. 4. 

~adrigali, Venice, 1544, f.7. 

G. B. Licino, Rime di diversi 

celebri poeti dell'eta nostra, 

Bergamo, 1587, p. 135. 

Licino, Rime, p. 107. 

Licino, Rime, p. 120. 



Crj llo /.n.rclo 

~uarini ~iovanni Battista 

/\i:d con;e a un vap:o sol 

Amor, io parto 

Anime pcllegrine 

Ch 1 io non t 1 aDi, cor mio 

Come cantar poss'io 

Con che soavita 

Cor rnio, deh non languire 

Cruda Amarilli 

2. pt: Ma vrideran 

Crudel, perche mi fuggi 

Deh, come in van chiedete 

Deh, dolc'anima mia 

Dolce spirto d'amore 

Era l'anima mia 

Felice chi vi mira 

Hoggi nacqui, ben mio 

Io disleale? ah cruda 

Io mi sento morir 

Negatemi pur cruda 

0 che soave bacio 

Occhi un tempo mia vita 

0 come vaneggiate 

Ohime se tanto amate 

Parlo, misero, o taccio? 

Si, mi dicesti 

Pictosi affetti 

Cl1risto oenoso, Venice, 1[13, 

p. 83. 

Delle O:f2ere, Verona, 1738-20, 

II, p. 92. 

Onere, II, p. 86. 

Ooere, II, p. 62. 

Opere, II, p. 84. 

Opere, II, ]J. 7 c.\ . 

Of!ere, II, p. 82. 

OtJere, II, p. 83. 

Il 12astor fido, I, 2 • 

Or:>ere, II, p • 61 (as: Lasso, 

perc he . . . ) 
OJ2ere, II, p. 73. 

Il 2astor fido, I' 3. 

Or:>ere, II, p. GiL 

Or:>ere, II, p. 80. 

OJ2ere, II, P· 153. 

Or:>ere, II, p. 66. 

Opere, II, jJ. 71. 

Opere, II, p. 75. 

Or:>ere, II, p. 153. 

Or:>ere, II, P· !:11. 

Or:>ere, II, p. 66. 

Or:>ere, II, p. 90 (as: Donna, 

voi vi credete) 

Or:>ere, II, p. 154. 

Opere, II, p. 75. 

OQere, II, p. 91. 

,_ .. , 



T 'o.:110, rrii a vita 

Tirsi n·orir volca 

2. pt: Freno Tirsi 

3. pt: Cosi rnorir~ 

Tu parti appena giunta 

Tutt'eri foco, Amore 

Una f'arfalla 

VivrO io mai 

Guidiccioni 

Spargete, Ninfe d'Arno 

Lazzaroni, Francesco 

Sedea fra gieli e rose 

fianfredi, Muzio 

Aventurose spoglie 

Martelli, Lodovico 

Ben si vedra 

Parabosco, Girolamo 

Donna, s'io resto vivo 

0 saette d'amor 

Stillando perle 

Voi ch'a pianto mai 

Opere, I I, p. ell. 

Opere , I I , p . 1:, 1 . 

OJ2ere, II, p. 88. 

OJ2ere, II, p. 127. 

OfJere, II, p. 70. 

OJ2ere, II, p. 126. 

L. Dolce, Il prima vol urr:e 

delle rime scelte da diver-

si autori, Venice, 1565, 

p. 24. 

Cento 

1587, 

madrigali, 
8 

p. 11. 

hantua, 

Stanze e canzoni, Venice, 

1531, f. 104. 

I Diporti, Venice, 1564, 

f. 147. 

Lettere amorose e rime, 

Venice, 1573, I, f 6~. 

Lettere amorose, II, f. 12. 

Lettere amorose, III,f.32v. 

8 . 
Publlshed by Osanna, the ducal press, in the same 

year as Pallavicino's setting of the verse. Vincenzo Gon-

zaga refers to this collection in a letter to Manfredi 

dated 30 January 1596 (t•lASG, busta 2242, t.Jinute). 

~ ' "''. 



Porr;1a, /1lberto 

Filli, caract anata 

risposta: f'unque A~intu 

Petrarca, Francesco 

Il cantar nuovo 

2. pt: Cosi mi sveGlia 

I o ar:1ai se;-;·~r:,re 

2. pt: Ha chi pensO 

Nuov~ angiolctta 

Passa la nave mia 

2. pt: Pioseia di lasrimar 

Stiam'Amor 

2, pt: L 1hcrbetta verde 

Ouirini, Vinccnzo 

0 dolorosa sorte 

Rinaldi, Cesare 

Dolce, grave et acuto 

Donna, se voi m'odiate 

E mira e tocca 

!-lor che '1 donar 

0 che dolce gioire 

S'io miro in te 

Stringiti pur al petto 

Va carolando intorno 

Rossi 

Baci amorosi e cari 

De 

CaJ~or·2li, l.c ['iacevoli 

~' f. 97v. 

Il canzoniere, ed. G. Con

tini, Turin, 1964, p. 281. 

Canzoniere, p. 118. 

Canzoniere, p. 142. 

C~l1ZOniere, p. 245. 

Canzoniere, p. 248. 

E. Vonel ct al, ~ibliografia 

della ~usica italiana 

i~uova edizione, v. 3, p.396. 

madrigali ... ['rima et 

seconda 2arte, Bo1ogna,1588, 

p. 212. 

De r.adrigali, p. 14. 

De madrigali ... 2arte 

Eologna, 1590, p. 107. 

De nadrigali (1588), p. 

De rnadri;;.ali (1586), p. 

De madriJ=rali (1586), p. 

De madrigali (1508), p. 

De madri ital i (1588), p. 

Caporali, Le piacevoli 

rime, f. 107. 

terza, 

118. 

33. 

207. 

17. 

240. 



Sr-1nnc-:.zaro 

';'ano:illo, Luisi 

In clir che sete bella 

2. Jlt: I capci clc l'aurora 

Tasso, Torquato 

A chi crcder de~c'io 

Amatemi, ben mio 

Come vivro 

nolcemente dormiva 

Io non posso gioire 

Lunge da voi, ben mio 

2. pt: Sol mirando vorrei 

Ilel dolce seno 

2. pt: Quand'ella 

3. pt: 0 fortunati 

Non 6 questa la mano? 

Kon son in queste rive 

Occhi legeiadri e belli 

Passa la nave tua 

2. pt: J:ebbia non lent a mai 

Voi mi chiedete il core 

1\rcadia, VI, p. lOCi. 

(Opere voL:ari, "'-· A. 

i·Iauro, Lari, 19Gl). 

E. Vosel et al, Biblio

crafia, v. 3, p. 292. 

Le rime, ed. A. Solerti, 

::,o7 

Dologna, 1898-1902,II,n.97. 

Rime, II, n. 286. 

Rime, II; n. 25. 

Rime, II, n. 376 

Rime, II, n. 23. 

.Rime, II, n. 59. 

Rime, II, n. 378. 

Rime, II, n. 47. 

Rime, II, n. 307. 

Rime, II, n. 272. 

Hirne, IV, n. 124C,. 

Rirne, II, n. 152. 



APPENDIX B 

PRINTED SOURCES 

L~i Benedetto Pallavicino cremonese il Prino 

Libro de ~adrigali a quattro voci, novamente 

cornrJosto ct data i11 luce. In Venetia ~ppresso AnEclo Gardano 

1:!79. 

4 fasc. in 8° obl. (CATB), 21 p. Dedication: Academi ci 

Phillarmonici [!]. Vine&ia, 25.IX.1579. 

I- l';c: compl. 

I a 5 (1531) Di benedetto Pallavicino cremonese il Primo 

Libro de ],1adrigali a cinque voci novamente 

corc;posti, et dati in luce. In Venetia appresso An~;elo Gardano 

lE:-,81. 

5 fasc. in go obl. (CATES), 22 p. Dedication: Baron Paolo 

5fondrato. Sabbioneta, 15.111.1581 

D-r.ibs: compl., I-Bc: 5. 

I a 5 (1606) Di Benedetto Pallavicino cremonese il Prin'o 

Libro de Nadrigali a cinque voci. ~ovamente 

con diligentia ristampati-. In Venetia appresso Ani·elo Gart12.no 

1584. 

5 fasc. in go obl. (CATB5), 22 p. Indice = 1581. 

I-Bc: compl. 

I a 5 (1606) Di Benedetto Pallavicino cremon<;se il Pri;,,o 

Li bro de Hadrigali a cinquE: voci novar.knte 

con ogni diligenza ristampati. In Venetia, appresso Alessan-

ciro have ri j 1 6()'5. 

5 fasc. in go (CATB5), 22 p. Indice = 1581. 

_GL-Ocli: compl., US-\/c: compl., I-PAc: CATB, A-\·/n:AI35. 



( 1 ~·i>-1) 

:aclri?.ali a cinque:: voci. Lovarr1cnte co;ll,03to, 

ct d&to in llJCe In Venetia appresso An[:elo Gardano 1SL4. 

5 rase .. in uo ( "!1'10C) 20 D .. t• 
L. "- u-..~ , u p. edlca lon: the Duke of ;-,&n t uc::. 

and j·;on.Cerrato. : .. -antova, 15 di Aprile 1584. 

F-CC:C. 

II a 5 ( 160Ci) Di Benedetto Pallavicino il Second Libro de 

J',~adrigali a cinque voci. nova mente ristampati, 

ct corretto. In Venetia appresso Alessandro Raverij 160C. 

5 fasc. in 8' (CATES), 35 p. Indica= 1584. 

I-!,c: compl., GB-Lbm: compl., GB-Och: compl., I-PAc:CATL, 

A-hn: AE5. 

II a :i (1607) Di Benedetto Pallavicino il Secondo Libro ck 

1.-Iadrigali a cinque voci, novariiente ristaL.

' 
pato et corretto. In Venetia appresso Angelo Gardano et fr~-

telli 1G07. 

5 fasc. in 8' obl. (CATES), 23 p. 

I-Ec: cornpl. 

III a 5 (1585) Di Benedetto Pallavicino il Terzo Libro cc 

Nadrigali a cinque voci, novarnente co~;tpo sti 

ct dati in luce. In Venetia presso Giacomo Vincenzi et i<ic-

ciardo Amadino, compagni 1585. 

5 fasc. in 8' (CATES), 21 p. Dedication: Alfonsine Gonza1:a, 

~:antova, a VII.1585. 

I-Ec: compl. , I-l·!Oc: compl., A- \'In: CATB. 

III a 5 (1606) Di Benedetto Pallavicino il Terzo Libro cic 

lcladrigali a cinque voci. ;:ovauente ristar .. ~·a-

to, et corretto. In Venetia appresso Alessandro haverij lCOf. 

5 fasc. in 8' (CATBS), 21 p. Indica= 1505. 



CO!i.f!l., I-1-'hc: CATG, A-Lin: 1~L::-. 

III a S (1607) Di Benedetto Pallavicino il Terzo Libra de 

J.Jadrigali a cinque voci. r;ovarr:ente ristar;:

rato et corretto. In Venetia appresso An£elo Gardano et fra

telli 1607. 

5 fasc. in 0' obl. (CATB5), 21 p. 

I-De: compl. 

I a b (15o7) Di Benedetto Fallavicino servitore del serenis

sir:to signor duca di llantova. Il Primo Li bro 

cle Ladrigali a sei voci. Novamente composti et dati in luce. 

In Venetia presso Giacomo Vincenzi 1587. 

6 1asc. in 8' (CATB56), 21 p. Dedication: The Duhe of 

J,iantua. hantova, il di prime, r:Jaggio. 1587. 

D-Bds: CATB5, D-Knu: CB. 

I a 6 (1603) Di Bendetto Pallavicino servitore del serenis

simo signor duca di f:lantova. Il Primo Libra de 

Madrigali a sei voci. llovamente r~stampati et corretti. In 

Venetia appresso Giacomo Vincenti 1603. 

6 fasc. in 8° (CATB56), 21 p. Dedication: Giacomo Vincen-

ti to Tomrnaso Pecci. Venetia, 15.III.1603. Indice ~ 15d7. 

F-Pn: compl., F-Pmeyer: C. 

I a 6 (1606) Di Benedetto Pallavicino servitore del seren

iss. signor duca di Nantova ~adrigali a sei 

voci novamente stampati. In Anversa appresso Pie~ro Phalesio 

1606. 

6 fasc. in 8' obl. (CATB56), 21 p. Dedication: Pietro 

Phalesio to Giovanni Auxtruyes. Anversa, 24.III.1606. 



' ~. 

IV a :o (lo,00) Di lienedetto Pallavicino il Uuarto Libra de 

dacirigali a cinque voci, novaonente cor::J_Josto 

et date in luce. In Venetia appresso Angelo Gardano 1S~0. 

c• l'asc. in 6° (CA'i'BS), 26 p. Dedication: Vincenzo Gonza, a, 

Duke o~ ~antua. Venetia, 20.III.1S88. 

PL-GD: compl., I-Sd: CAliS (2 copies A) 

IV a S (1S96) Di Benedetto Pallavicino maestro di capella 

del serenissimo signor duca di Nantova il 

l;:narto Libro de Uadrir;ali a cinque voci novamente ristar..pato. 

In Venetia appresso Angelo Gardano 1S96. 

:, ~asc. in 8° obl. (CATES), 2S p. Dedication: Vincenzo 

Conza~a, Duke of Mantua. Venetia, 9.VIII.15S6. Indice = 1580. 

GU-Lbm: compl., I-Bc: CATS. 

IV a 5 (1600) Di Benedetto Pallavicino maestro di capella 

del serenissimo signor duca di Nantova il 

G;uarto Libra de Nadrigali a cinque voci. llovamente ristar;:pE.-

to. In Venetia, appresso Angelo Gardano 1GOO. 

5 ~asc. in 8° obl. (CATES), 2S p. Indice = 1586. 

I-llc: compl., D-As :compl., I-VEaf: CATB, I-VCd: TUS, I-nc: 

T, JlL-DHgm:A. 

IV a 5 (1607) Di Eenedetto Pallavicino maestro di ca;-clla 

del serenissimo signor duca di 1-:antova. Il 

c.~uarto Li bro de f•iadrir;ali a cinque voci. 1·-!ovarr.ente- ri stew.}:.: a to. 

In Venetia appresso Angelo Gardano et fratelli 1~07. 

5 _rase. in 8' obl. (CATB5), 25 p. Indice = 15b7. 

I-bc: compl., GB-Och: compl. 
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Ui Benedetto Pallavicino il ~uinto Libro de' 

1:acJrit_,ali a cinque voci. ;,uovar;:cntG com]·osti 

cl dati in luce. In Venetia appresso Giacone Vincenti. 

~ fasc. in 0° (CATD5), 21 p. Dedication: Count G. B. Guer

riero. Venetia, 4.XI.1592. 

I-i"c: cor.1pl., Gl3-0b: corcpl., D-Bds: C (clef'.), A complete but 

c1:::tr:a~;cd copy v.·as 1ormerly in the lieyer collection in Colot:,ne. 

v 2 5 (1597) Di Benedetto Pallavicino il Quinto Libro de 

Ladrigali a cinque voci di nuovo ristac1pati 

et con Di~ni diligenza corretti. In Venetia appresso Giaco!i.O 

Vincenti 1597. 

5 fasc. in 0° (CATES), 21 p. lndice = 1593. 

I-Lc: cor.:pl., F-Cll: coropl., F-Pthibault: compl., Gll-Lbr.;: C. 

V a 5 (1COO) Di Benedetto Pallavicino maestro di capella 

del serenissimo signor duca di hantova il 

Quinto Libro de Nadrigali a cinque voci. Novarc,ente ristanl]Jato. 

In Venetia apJJresso Angelo Gardano 1600. 

5 fasc. in 3° (CATB5), 20 p. Indice = 1593. 

I-De: compl , D-As: compl , F-Pc: compl., I-VEaf: ATll5, l~L-

V a 5 (1609). Di Benedetto Pallavicino rc.aestro di caprclla 

del serenissimo signor duca di l.antova. Il 

Quinto Li bro de l·ladrigali a cinque voci. Lovarc:ente ristai'•Pa

to. In Venetia appresso Angelo Gardano et fratelli 1009. 

5 fasc. in 8° (CATB5), 21 p. Indice = 1593. 

GD-Och: compl , I-FA: CTS, I-Bc: ATE. 

VI a 5 (11300) Di Benedetto Pallavicino maestro Ci capella 

del serenissimo sig. duca di ~antova, et di 

Lon1errato, il Sesto Libro de J:Jadrigali a cinque voci nova-



:~ .. ::;Ll.t; co-r,}Josto (;t d:ltO j_n lucc. In Venetia ar)r:.rc.s.so j~_nt.clo 

l·:;_r~_;,..-CJO 1COO. 

c) I'asc. in G' obl. (CATES), 22 p. Ledication: Count 1\les

.s,:mc:ro Levilacqua. Venetia, 1° III.1600. 

I-L:c: cor:~r\1., D-As: conpl., f-Pc: cor::pl., GB-Lbin: cor.~pl., 

I-iic: Tfl, I-V~~af: S, NL-DI-lgra: .A. 

VI a ~ (1Cll) 0i Benedetto Fallavicino ~.ae.stro di capella 

ciel serenissimo .sit;nor cuca di rc:antova [sic} 

e:t •. onferrato. Il Sesto Libro de iiadrigali a cinque voci. 

J:ovo.r.·.ente ristarnpato .. In Venetia appresso An~;elo Gardano et 

fratelli 1611. 

5 fasc. in 8' (CATB5), 22 p. Indice ~ 1600. 

r-;;oc: compl., G3-0ch: compl., I-l3c: ATB. 

VI <1 5 (1612) Di Benedetto Pallavicino maestro di capella 

del serenissimo signor duca di I'antova il 

Sc.sto Libro de ~adrigali a cinque voci. In Anversn apprcsso 

Pietro Phalesio al Re David 1612. 

5 :fasc. in o0 obl. (CATB5), 22 p. Indice ~ 1GOO. 

GlJ-Och: compl. 

VII a 5 (1604) Di Benedetto Pallavicino il Settimo Libro 

de r.ladrigali a cinque voci novarcente joosto 

in luce. In Venetia appresso Ricciardo Amadino 1604. 

5 fasc. in 8' (CATB5), 21 p. Dedication: Don Benedetto 

Pallavicino monaco camaldolese to Don Francesco Gonzata 

Prince of Mantua. Venetia, B.VI.1604. 

F-Pmeyer: c., D-Dds: B. 

VII a 5 (1606) Di Benedetto Pallavicino il Settimo Libra 

de Madrigali a cinque voci. ~ovamente ri

stanpato. In Venetia appresso Ricciardo Amadino 1606. 

5 fasc. in 8' (CATB5), 21 p. Indice = 1604. 
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I-VEcap: coGpl., A-Wn: AD5. 

VII a S ( 1611) Di Benedetto Pallavicino il S ettir.lo Libra 

de J.Jadrigali a cinque voci. !lovarrente ristarr,

pato. In Venetia appresso Ricciardo Amadino 1611. 

5 fasc. in 8" (CATES), 21 p. Indi~e = 1604. 

GB-Och: compl., I-Bc: T (def.) B., US-We: C, US-CA: B. 

VII a 5 (1613) Di Benedetto Pallavicino maestro di capella 

del sereniss. signor duca di Nantova il 

Settimo e l'ultimo Libra de Nadrigali a cinque voci. In An-

vc~< a;:opresso Pietro Phalesio al re David 1613. 

5 fasc. in s• obl. (CATB5), 21 p. Indice = 1604. 

1-Pthibault: compl., GB-Och: ABS. 

VIII a 5 (1612) Di Benedetto Pallavicino l'Ottavo Libra de 

Madrigali a cinque voci, con a1cuni a otto. 

IJovamente posto in luce. In Venetia appresso Ricciardo Ana-

dina 1612. 

5 fasc. in 8° (CATBS), 17 p. Dedication: D. Benedetto 

Pallavicino Honaco Camaldolese to Abbot Francesco Eocenigo. 

Della Badia, 16.IV.1612. 

GB-Och: compl. 

1604 Di Benedetto Pallavicino i·ladriga1i a cin

que voci di novo stampati et corretti. In 

Anvo= appresso Pietro Phalesio 1604. 

5 fasc. in s• obl. (CATBS), 63 p. 

B-Br: compl , DK-Kk: compl., GB-Ob: CTB5, F-Psg: TDS, GB-Lbm: 

TB, US-I::p: C. 



J,nthologies 

Il laura verde, madrigali a sei voci di diversi 

autori. Ferrara, V. Baldini, 1583. 6 vol. in 8 o, 

34 :f. 

= 1593
2 

Ninfe leggiadre (a 6) Attributed to Giaches de Wert. 

lJ-i-lbs: ST6, GB-Lbn1: compl., I-FEc: 5, I-Vnm: 5, FL-GL: cor.pl., 

US-AA: compl. 

15 
15~3 Harmonia celeste di diversi eccellentissin:i musici 

a IV. V. VI. et VII voci, novamente raccolta per 

Andrea Pevernar;e, et data in luce. '-lella quale si contiene 

una scielta di rnigliori madrigali che hoggidi si cantina. 

Antwerpen, P. Phal~se & J. Bell~re, 1583. 6 vol. in 8' obl., 

35 f'. 

Quando benigna stella (a 4) 

D-FLs: SAB, D-Hbs: compl., F-Pn: A, ~b-Lbm: compl., GB-Och: 

mq T, 1-Bc: STB6, S-Uu: G, US-We: conipl. 

9 
1566 

luce. 

De floridi virtuosi d'Italia, il terzo libra de rili:H.!-

rigali a cinque voci, novamente composti et dati in 

Venezia, G. Vincenzi et R. Amadino, 1586. 5 vol. 

in8°, 22p. 

Cara e dolce mia vita (a 5) 

Har che soave l'aura (a 5) 

A-bn: SAB5, B-Br: compl., GB-Ge: compl., GB-Lbm: compl., I-Ec: 

compl., I-PS: 5, I-Rsc: compl., I-Vnm: 5, PL-GD: SAD5, U~-lle: 

A. 



fiori :~-,u~_;icali de cliversi auttori a tre voci libra 

prin10 novarLt:::nte cof!lposti e:t dati in lucc:. Venc:::if_.~., 

\/incenzi, 1::)d7. 3 vol. in 8°, 19 p. 

] t~qolG .~~ 

18 
1588 

7antc pia;·h'ha'l mio core (a 3) 

Novelli ardori. Primo libra de rnadrigali a quatro 

.voci, di diversi eccell. auttori, novamente con~~osti 

et dati in luce. Venezia, R. Amadino, 1SBb. 4vol.in4°, 

21 p. 

Chi vuol veder Amore (a 4) 

I-VEaf: SAE, PL-GD: compl. 

21 
15Uo Ger"ma nmsicali s: selectissimas vari i stili cantione s 

(vulgo Italis madrigali et napolitane dicuntur) 

quatuor, quinque, sex et plurium vocum continens: quae ex 

diversis praestantissimorum musicorum libellis, in Italia 

excusis, decerpta~, .r:. in p;ratiam utriusque nusicae stud:i.oso-

rum, uni quasi corpori insertae 0 in lucem editae sunt, 

studio !:': opera Friderici Lindneri liEnicensi s. Li ber rr:i.r:-,us. 

6 vol in 4° obl. 

Tirsi morir volea (a 6) 

2. pt: Freno Tirsi 

3. pt: Cosi moriro 

A-Gu: Al3, A-Vin: SATS, D-As: compl. (2 exs), D-Dl: compl., 

D-FLs: S, D-FR: SA5, D-Hs: compl., D KL: compl. (2 exs), D

Lbs: T, D-Rp: compl., D-Z: compl., Gl3-Lbm: SS, PL-GD: cor;tpl., 

PL-Wn: SAS, S-Uu: compl., 

Tertius Gemmae musicalis liber: selectissiras 

diversorum autorun cantiones, Italis ~adrir~ali ~'· 

napolitane dictas, octo ,septem, sex, quinque et quatuor 



vocu~ cbntinens. r~unc primum in luce~ editus studio & o)Jera 

Friderici Lindncri. UD.rnberr,, C. Gerlach, 1590. 

J.!entre che qui d'intorno (a 

c< u-c, mi dicesti (a 5) 

r.Ion mirar! non mirare (a 5) 

lion ni fcrir piu, Amore (a 

Tutt'eri :focot Amore (a 5) 

Arte mi siano i crini (a 5) 

Ha_irr:e z quell'occhi suoi (a 

!lor vegpio chiar (a 5) 

2. pt: He lo star (a 5) 

Non dispiegate (a 5) 

thsero te (a 5) 

5) 

5) 

5) 

2. pt: tlatura non mi fe' (a 5) 

In dir che sete (a 6) 

2. pt: I capei de l'aurora (a 6) 

Destossi fra il mio gelo (a 5) 

Cbme po ss 1 i o, l'Jadonna (a 5) 

2. pt: Da ind'in gua (a 5) 

0 saette d'amor (a 5) 

Dolce mia cara mane (a 5) 

Tu ninfa di belta (a 5) 

6 vol. in 

A-Wn: SAT5, D-As: compl., D-Dl: compl., D-FLs: S, D-FR: SA5, 

D-Kl: compl.(2 exs), D-J.!bs: compl., D-Rp: co~pl., GB-Lbm: S, 

PL-GD: SA5. 

[1591] Di diversi eccell. auttori madricali a cinque eta 

sei voci in so~getto di nozze, et altri varieta, 

L'c;-:Jvamente composti r~ dati in luce. Venetia, h. Amadino, 

1590 frecte 1591?]. 6 (?) vol. in 4°, 21 p. 
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Tu r:ur ti f;Ctrti (a ~)) 

l)onna, :.c voi lil 1 odi&tt-=: ( 2 ::.) 

Il l~trro verde J::aciri! ali a S~·i voci, 

,:oi ;~adri_ ... o.li ~~ oti-o -·'OCi, l' '11'10 r'l. '1 ,... - -·t · · 
~...., ~ _._ ' _, n eu~so.nc;ro ~) rlL~_:lo, c::t 

di Gio. Gabrieli. 

G vo-1. in 8° obl., 20 f. 

Ilinfe lc;· ··iacirc (a o) Attributect to Ciaclws cite \}ert. 

D-I~r: SAT, U-J.!bs: con;pl., L:-1\J_;: SATB~, F-l"n A.TLS6, CJ-Lbr.,: 

SA2S, PL-Tu: AT6, S-S~ma: ST35, S-~u: S~. 

Florinclo,. c Arrc,illa canzon pastorale, ornata eli 

~usica da diversi de piu celebri co~]:ositorl· de tc y,· .._;fil.l-' l 

nostri, et con altri madrir~ali novamente pasta in luce. A 

cinqu;; voci. Venezia, TI. A~adino, 1593. s vol. in 8°, 

21 p. 

1Jcn l' aln:e (a 5) 

I-Vr~af: 

1 
.See L. Olschki, "Contribution c· la bibliO)·Taphie de 

,~ 

la J.'usi que vocale i talienne du gcnrco profane c'c s ::vi- ct 

~~VIIc siecles'', in La Dibliofilia; Hi vista dell'a rte antica, 

IX (1908), n. 27, p. 163. This collection of nadribals, 

the najori ty by I'-~antuan composers, was cor:~piled in honour 

of the \·ledding of Luigi Gonza,c~Cl and ?elici ta Guerrieri. 

Felicita Guerrieri was the daughter of Tullio Guerrieri, 

counsellor at the Hantuan court. Widowed shortly after her 

marriage, she v1as Vincenzo Gonzaza's mistress durinG the 

1590's. 
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Lar: 1onia celeste Ci diversi eccellenti.ssimi r1Usici a 

IIII. V. VI. VII. et VIII voci. lJuovarr.ente raccol ta 

per Andrea Pevernage et data in luce. r;ella quale si conten-

pono i piu eccellenti madric;ali che hoggidi si cantina. 

Antv:erpen, ?. Phalese et J. Dellere, 1593. 6 vol in 8° 

obl. 

~ 1605
8

(?). 161~ 12 1~ 
1628 

Quando bcnigna stella (a ~) 

D-Br: compl., B-Gu: SAT6, D-t!s: 5, D-Mbs: compl., F-Pn: 6, 

GB-Lbn (mq. 5,6), GB-Lwa: compl. 

6 
1594 I.Jadrit;ali pastora,li, descritti da diversi, et posti 

in musica da altri tanti autori, a Sei voci, Intito-

lati Il Bon Bacio. Ilovamente stampati. 

dano, 1594. 6 vol. in so, 12 f. 

7 10 
~ 1600 ' 1604 

Sedea fra gigli e rose (a 6) 

D-Kl: compl. 

Venezia, Ang. Gar-

1595
5 

Di XII. autori vaghi e dilettevoli madrigali a quatro 

voci novamente posti in luce. Venezia, R. Amadino, 

1595. 4 vol. in so, 22 p. 

Taci, prendi in man l'arco (a 4) 

D-Rp: compl. 

1596
10 

Paradiso musicale di madrigali et canzoni a cinque 

voci, di diversi eccellentissimi autori. Novamente 

raccolti da P. Phalesio et posti in luce. 

Phalese, 1596. 5 vol. in so obl., 24 f. 

Ben e ragion (a 5) 

Con che soavita (a 5) 

Antwerpen, P. 

D-FH: SA5, D-Rp: T5, D-\,1: STB5, DK-Vk: T, .l:'IR-Dm: D, F-Pc: 

compl., GD-Lbm: TB, GB-S : compl. 
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320 

Fiori del giardino di diversi eccellentissimi 

autori a Quattro, cinque, sei, sette, otto, et nove 

voci. Raccolte con molta diligentia & novamente date in luce. 

N~rnberg, P Kaufmann, 1597. 6 vol. in 8 o. 

S2dea fra gigli e rose (a 6) 

Filli, tu pur sei quella ( a 5) 

Tu pur ti parti (a 5) 

B-Br: compl., D-Bhm: B, D-F: S56, D-Hs: compl., D-Kl: SATB5, 

D-Mbs: compl., PL-GD: compl., US-BU: compl. 

Il vago alboreto di madrigali et canzoni a quattro 

voci, di diversi eccellentissimi autori. Novamente 

raccolti et posti in luce. Antwerpen, P. Phalese, 1597. 

4 vol. in 8° obl., 28 f. 

= 1620
12 

Chi vuol veder Amore (a 4) 

Taci, prendi in man l'arco (a 4) 

B-Br: compl., D-Rp: ATB, NL- Hgm: TB. 

Musica transalpina. The second booke of madrigalles, 

5.to & 6. voices: translated out of sundrie italian 

authors and newly published by Nicolas Yonge. 

East, 1597. 6 vol. in 4°. 

Love quench this heat consuming (a 6) 

Cruell, why dost thou flye mee (a 6) 

London, T. 

EIR-Dm: compl., F-Pn: S5mq f12-14, GB-Cu: compJ ., GB-Ctc 

compl. , GB-Ge: compl., GB-Lam: com pl., GB-Lbm: compl. ( 2 exs), 

GB-Lcm: compl., GB-MP: compl., GB-Ob: cornpl. ( 2 exs), GB-Och 

compl., I-Rsc: B, us-en: compl., US-CLwr: compl., US-l'lH: 

compl., US-SM: compl., US-U: compl., US-We: cornpl., US-Ws: 

compl. 



1600
8 

De floridi virtuosi d'Italia madrigali a cinque voci 

ridotti in un corpo. lluovamente con ogni diligentia 

stampati & seguendo 1'ordine de suoi toni posti in luce. 

Antwerpen, P. Phal~se, 1600. 5 val. in 8" obl., 36 f. 

Cara e dolce mia vita (a 5) 

Hor che so ave 1 1 aura (a 5) 

D-PA: compl. (A def.), D-W: compl., GB-Lbm: TB, GB-Lcm; 

compl., GB-Lwa: SATB, GB-Ob: STB5, GB-Och: compl. 

Della nova Metamorfosi dell'infrascritti autori. 

Opera del R P F. Geronimo Cavaglieri con alcuni 

motetti dell'molt'ill. sig. Lucio Castelnovato. Milano, 

Agostino Tradate, 1600. 6 val. in 8", 21 p. 

Gaudent in coelis (a 5. = T'amo mia vita) Dedicated 

to the "Ill. Sig. Margarita Galiana". 

I-VEcap: compl. (CATB5, partitura). 

1601
5 

Ghirlanda di madrigali a sei voci, si diversi eccel

lentissimi autori de nostri tempi. Raccolta di giar

dini di fieri oderifieri musicali. Nuovamente posta in luce. 

Antwerpen, P. Phalese, 1601. 6 vol. in 4" obl., 22 f. 

Nel dolce sene (a 6) 

2. pt: Quand'ella (a 6) 

3. pt: 0 fortunati (a 6) 

B-Gu: AB6, GB-Lbm: SATB, NL-DHgm: S mq f17-20, TB6 

Florida, sive cantiones, e quamplurimis praestantis-

simorum nostri aevi musicorum libris selectae. Ad 

testudinis usum accomodatae ... I. van Hove, antverpiani 

Utrecht, S. de Roy et J. G. de Rhenen, 1601. 1 vol. in 4", 

110 f. 

Quando benigna stella (arranp,ed for S, B and lute) 

A-vln: compl. , GB-Och: compl. , NL-Dl-lgm: compl. 



1500 
c ,, 

De 'loridi vi_rtuosj d' Italia madri1~2li a cinq1<c voci 

ridotti in un corpo. r.uovanente con oLni clili,Lc:ntio. 

stonpnti t~. sc.~_~uc:ndo l'orcline cle suoi toni posti in luce. 

Antwerr)en, P. Pl1al~se, lGOO. S vol. in 8° obl., 36 l. 

Cara e dolce mia vita (a 5) 

}lor che soave l'atJra (a 5) 

U-P!-.: co::lpl. (A dcf.), L-\·.f: CO!.-lpl., GB-Lbr.1: 2'B, Gi.J-Lcrn: 

cornpl., GB-Lv!a: SATB, CL:-Ob: STli5, GD-Ocl1: compl. 

Gella nova icietarnorfosi dell' infrascri tti au tori. 

Opera del R P F. Geronimo Cavaglieri con alcuni 

motetti dell'rnolt'ill. sig. Lucio Castclnovato. r:i lana t 

Agostino Tradate, 1600. 6 Vol. in 8°, 21 p. 

Gaudcnt in coelis. (a 5. = T'amo mia vita) Dedicated 

to the "Ill. Sig. J".·Iargari ta Galiana 11 • 

I-VEcap: compl. (CATB5, partitura). 

1601
5 

Ghirlanda di madrigali a sei voci, si diversi eccel-

lentissimi autori de nostri tempi. Raccolta di giar-

dini di fieri oderifieri musicali. Nuovamente po~ta in luce. 

Antwerpen, P. Phal0se, 1601. 6 vol. in 4° obl., 22 f. 

Nel dolce sene (a 6) 

2. pt: Quancl'ella (a G) 

3. pt: 0 fortunati (a 6) 

B-Gu: AB6, GD-Lbrn: SATB, JJL-L•Hr_;r.1: S mq f17-20, rrBG 

florida, sive cantiones, e CJ.Uar;·;plurir,,is pre.est2.ntis-

simorum nostri aevi ~r:usicoruw libris selcctae. Ad 

testudinis usur accomodatae ... I. van Iiove, antverpiani 

Utrecht, S. clc Roy et J. G. c'e Rhenen, 1G01. 1 vol. in 4 •, 

110 f. 

Quando beni,~~na stella (arr:'lnr1 cd for S, ~:_") and lute) 

A-1;-/n: conpl., GB-Och: co::1pl., ~:L-DH:_:-,::J: COJ:.)~:l. 



0 
1 GO<l 11s:ica de diver' ,~cllcntt::::s. autori. h cj_nquc:~ 

voci. Sopra i ]-i(~tosi o.ffetti, del ;.J.fLP.ll. An.: .. clo 

Grillo; raccolt2. per il padre n. ~.a~:::;iJr.iano Gabbiani C.a 

T-ircscia, r.1onaco cassinense. Novai:-,cntc pasta in luce. 

Venezia, Ane. Gardano, 1604. 5 vol. in 8°, 30 p. 

Se si poca Jnerccde (a 5) 

U-Kl: conpl., US-Cn: T. 

Yiori musicali a trc voci de diversi eccelenti~s. 

aut tori. Di novo stampati et se"uenclo l'ordine de 

suoi toni posti in luce. 

3 vol. in 4°, 48 p; 

Antwerpen, P. Phal~se, 1604. 

Tante piaeh'ha 1 1 nio core (a 3) 

B-Br: SD, DK-K]·(: T. 

Conccnti rnusicali con lc sue Sinfonic ·a otto voci. 

Cor110di per concertare con ogni sorte de strofilenti. 

Di Gio. Giacomo Gastoldi, f·laestro eli Capella della chiesa 

Ducale di S. Barbara di Mantova. l·!ovanente corr,posti, et dati 

in luce. 

= 1610
15 

Venezia, n. Amadino, 1604. L vol. in 8°, 22 p. 

Gentil pastor che miri (a E) 

D-As: SATE 1°, SB 2° 

Nervi d'Orfeo, di eccellentiss. autori a cinque et 

sei voci. l'iuovarr-ente con o;;ni ciili~:,entia raccolti 

[', se_:~uendo l'ordine de suoi toni 1-'osti in luce. In Lci•:a 

appresso I1cnrico Lodowico cle' Haestcns ... 1605. G vol. in 

J-linfc le<P:iadrc (a 6) Attributc:d to Ciachcs de ~'.'ert. 

l-Pn: compl., G::.;-Och: compl., l.L-L:J;t'i-r::J\1: 



lGOb L:-iardinc novo belli ssirr!O Ci vari i fi ori J:'<~Jsicali" 

scj_el tissini il secondo libra de r~arJriF'.ali a cinque 

voci raccol ti per ilelchior Borciigrevinck or;?anista del 

serenissino re di j_:anemarcka r:ova;-nente stcu;if_•ato. 

llavn, E. l':illtkirch, 1606. 5 val. in b 0 , 1~ f. 

Lcvo con la sua r1.ano (a :0) 

A:·tor io parto (a 5) 

A poco a poco io sento (a 5) 

D-J:l: SA, D-W: T, GB-Lbm: compl. 

llortus ~~sicalis, variis antea diversorum authorum 

Italiae floribus consitus, jam vero latinos fructus, 

mira suavitate Quinq: Vocibus concinendos, pie 0 artificiose 

germinans. Authore n. P. J:ichaele Herrerio, ad S. liicolai 

Strasburgi praeposito. Liber primus. Pavia, f/1. !lenninger, 

1606. 5vol.in8'. 

-:_,ui super thronun; (a 5, ~ 'l'utt'cri foco !wore) 

D-J··Ibs: SJ..'TB 

llortus rnusicalis, vo.riis antca diversorum authorur.: 

Ita1iae floribus consi tus, jan: vero latinos fructus, 

mira suavitate Quinq et Sex Vocibus concinendos, pie 0 ar-

tificiose parturiens ... Liber II. r.:unict&, A. Berg, 1E09. 

6 val. in 4°, 38 p. 

Omnes morti vicini (a E, ~ Tirsi morir volea) 

2 . pt: Sus.eirant (a c' ~ f<'reno Tirsi ) 

3. pt: Jet in:eortuno (a 6 
' 

~ Cosi mo ri ro ) 

IJ-:•.bs: SA'l'Bb, D-Up: corcpl. 

' 10 
1u12 Deli tiae musicae, sive cantiones, c quaE'. pluri~us 

praestantissirr.orurr. nostri aevi rrrusicorurn libris 

selectae. Ad testudinis usuni accor:-;ociatae, opera at que in-

dustria Ioachirni van den hove antveryiani. Utrecht, S. lie 
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).OJ , ct J. '-'· 1Cl2. 1 vol. in Gu j_ • 

IJo l ccrilente do rrc.i va ( arranLccl for lute ) 

A-\,/n; D-J·!bs, D-i·,Z, GL-Lbrr1, I-VIb, PL-\.,:ru 

Il Pnrnasso, ~adriLali de diversi eccellentissir;i 

rnusici a sei voci nuovar.1ente rae col ti ~:· dati in 

luce. Antwerpen, P. Phal0se, 1613. 

Tirsi morir volca (a G) 

'"· pt: frena Tirsi (a c) 

3. pt: Cosi moriro (a 6) 

6 vol. in 4" obl., 42 p. 

D-Dl: cocrpl. (T inc, G rcq p. 33-42), D-flp: corr.pl. 

Erster Theil lieblicher, welscl1er Madrigalien, auss 

den beruhmtesten nusicis italicis mit allem Fleiss 

zusammen colligirt, mit 3. 4. 5. 6. 7. unnd[l] 8 Stimmen, 

darunter deutsche Weltliche Text applicirt, auc mit Latein-

ischen Ler~natibus gezieret, und in Druck vcrfertiget, durch 

Valentinum Diezeliur. witzenhusanum liassum ... !Jurnbere;, S. 

Halbmaycr, 1624. 6 (?) vol. in s•, 14 f. 

Erlles Bild, Jungfrau schone (a 6, Chi vi bascia) 

Sie thut wol mir gefallen (a G, = Deh, scem'il foco) 

Amor ich thu dir (a 6, = Vorrei·mostrar) 

Schons lieb ti.ut doch nicL v1enden (a 6, = Vaga 

scopre Diana) 

2. pt: Darur.rb rncin cinir .. es Hertz (a 6, = Cosi 

forse o mia Dea) 

Tag und nacht weinens (a 6, Deh, perch~ lasrimar) 

D-Hs: ST, D-Z: B, S-Uu: SATB. 



APPEJJDIX C 

MANUSCRIPT SOURCES 

1'-::bs, Lus. f.is 259 (A) J--icrrcr's l:ortus r.:usicalis, scored 

by \:ilhel;n Krumper, organist. 

Q0i .super thronum (= Tutt'eri foco Amore) 

Omnes morti vicini (= Tirsi morir volea) 

2. pt: Guspirant (= Freno Tirsi) 

3. pt: Et importune (= Cosi noriro) 

cf. Flanders, Thematic Index, p. 79. 

EIR-lltt, hs Z3.4.7-12 (B) Paper, c.1666-78, 23.7 x 18.5 en, 

6 partbooks. Compiled for use at 

Archbishop !Jarcissus Jciarsh's weekly music meetings at 

Oxford University 1666-1678. Contains instrurnen-ca.l com-

positions by Lupo, Mice, Coprario, Tomkins, Ferrabosco the 

elder and others. Three instrumental transcriptions of mad

rigals, numbers 24-26 of the five-part section, include: 

n. 24: Cor mio attributed 

n. 25: 0 come vangegiate [sic_l attributed 

cf. R. Charteris, "Consort music manuscripts in Archbishop 

Harsh'" library, Dublin", in H It;.A. Research Chronicle, 13 

U97G),pp. 27-63. 

F-Pn, Res F. 763 (BB) Paper, 1615, large 8°, 79 pp., score. 

Copied by or belonged to "-Xuglielmus 

Hunninox" in 1615. Bound with Hes 764-766 (pp. 1-79). 

Contains the antholoBY Il laura verde, first published in 

1583. Text incipit only. 

Ninfe leggiadre attributed to Wert 



F-Pn, h(es F. c/64 (C) Paper, 1815, large b 0 , 43 p!J., score. 

Bound with P0s 7b3, 765-7 (pa~es 81-

124). Copied by or belonged to "Guglielrnus Hunninox" in 

1615. On page 81: "Sparti tura De r.iac!rit;ali a sei voci 

eli benedetto pallavicino servitore del sereniss. signor 

rJuca di rnantova Anno 1Gl5 11 • Contains the contents of 

Pallavicino's Primo libro de madrigali a sei voci, in 

score, with text incipit only. 

F-Pn, R§s F. 765 (D) Paper, 1615, large a•, 45 pp., score. 

Bound with R§s 763-4, 766-7 (pages 

129-174). Copied by or belonged to "Guglielrnus Munninox" 

in 1615. On page 129: "Sparti tura De l·'Jadrigali a cinque 

voci Di Benedetto Pallavicino Maestro di Cappella del 

sereniss. s. Duca eli Hanovta Il sesto libro". Contains 

the contents of Pallavicino's Sesto libro de madribali a 

cinque voci, in score, with text incipit only. 

F-Pn, Res F. 766 (E) ' Paper, 1615, large 8°, 43 pp., score. 

Bound with Res 763-5, 767 (pages 179-

222). Copied by or belonged to "Gu!:',lielmus Hunninox" in 

1615. On page 179: "Spartitura De Eadrigali a cinque voci 

Di Benedetto Pallavicino Maestro di Cappella del Ser.mo S. 

Duca di f.:antova Il settimo Libro". 

F-Pn, i-:es Vma 851: 11 f.\S Bourdeney" (F) Paper, copied at 

the end of the 

sixteenth century (perhaps by Girolamo Rossi of Ravenna), 

4°, 580 pp., score. 

f. 480, n. 353: Bene ragion ch'io t'arni "Di Benedetto 

Pallavicino cornposi tor l'·loderno et vago" 

f. 481-2, n. 354: Tutt'eri foco, Amore attributed 

cf. 0 Ih schiati, "Una antologia r1anoscri tta in parti tura 



del sccolo XVI. Il ils Bourcleney della Sibliotllc'quF i:ationale 

di Fnrigi", in Rivista italiana di musicolorJ.ia, X (1975) 

In onore 0i J:ino Pirotta, pp. 265-328. 

GS-Lbm, Add. i-is 12532, passim. (G) Paper, eighteenth 

century, 4°. l·lad-

ri~ als, anthens, sacred choruses, rr,otets, etc. The r.~adrie;als 

scored by John Immyns fron1 the original editions, mostly 

in :five parts. 

:f. 101, n. 41: Quando benigna stella 

text. 

GB-Lbrn, Adc> :·:is 18936-39, passim. (H) 

it belonged to 'St. Aldus or 'Aldhouse' 

attributed, with 

Paper, ~iter 1612, 

obl. 8°. In 1670 

Contains mad-

ri)'als, anthems, T-la;c;ni ficats, motets and masses. 

f. 39v (CAB) and f. 21v (T): La bella. attrihutecl to 

"Palevicino", text incipit 

only. Unique source? 

GB-Lbm, Add. Ms 29366-68 (I) Paper, early seventeenth 

century, obl. :folio. 

Belonfed to Jo: Browne, probably John Browne the publisher 

of Al:fonso Ferrabosco the younger, in 1609. Contains 

madrigals witl• English words, motets, anthems, etc. (the 

anthems in the hand of Ferrabosco the elder). 

v. II, :f. 12v (CQB): Cruell, unkind, adieu attributed 

For the identity of John Browne, see A. AsJcbee, "Instrumen

tal music from the library of John Browne (1608-1691), 

ClerJ.: of the Parliaments", l·iusic and Letters, LVIII ( 1977), 

pp. 43-59. 



Paper, 1G1C, '":.all folio, 

G vols. ~ngraved title 

pa,..-,e. "Tristi tiae hcrnediUfi1. Cantiones selecti ssinae diver-

soru;:-, tur1 authorur:; tUTii ar1.1 Ur.lentorum labore et rr.anu exara-

tal j'ho;:1ac i-·,yricll. A.D. 1616 11 • >1adri;,_als, ar1thcr:1s, part-

sonrs and motets in 4, 5 and 6 parts, n1ainly by English 

con:posers. 

ff. 23v (G), 133v (5), 146v (CATB): Love quencl1 this 

l1eat attributed 

fL 29v (6), 143 (5), 147v (CATB): Cruell, ·,·,hy dost thou 

fli<O n:c e<ttribut<?d 

cf. P. \'.'i1lctts, 11 The Identity of 'l'ho~:1as J.Jyriell'', i'.JUSic 

and Letters, LIII (1972) ,pp. 431-33; P. \>iilletts, "J.:usical 

Connections of Thomas Hyriell", l•iusic and Letters, XLIX 

Cl9GG),pp. 36-42; C. J.·!onson, "Thorcas j.:yriell's J.,anuscript 

Collection: One Vie,,· of I·lusical Taste in Jacobean L onllon", 

Journal of the American J.!usicological Society, XXX ( 1977), 

pp. 419-G5. 

GB-Lbm, Add. ~s 3001G-21 (K) Paper, transcribed in 1800, 

obl. folio, 6 vols. In the 

Madrigals for 3, 4, 5 and 6 voices, in 

parts, with English words, from collections published in 

England c.1583-1609. 

:ff. 17v (i), 16 (ii), 20v (iii), 16v (iv), 13 (v), 14 

(vi): Love quench this Leat attributeu 

:ff. 18 (i), 16v (ii, iv), 21 (iii), 13 (v), 14v (vi): 

Cruell why dost thou flie nte attributed 



GB-Lbr.;, AclrJ. l·ls :',0816-19 "Le belle l'irr,fe" (L) Paper, after 

1061, obl. 

0", 4 partbooks (Cl,C2,A,B). A collection of madrigals 

for six voices, from tl1e beginning of tt1e seventeenth cen

tury, talc en frorn Il laura verde and other printed works. 

Text incipits only. 

f. 25v, n. 28: Deh scem'il [foco] attributed 

GB-Lbm, Add. i·Js 30020-22 "Liquide perle" (r.'l) Paper, after 

1597, obl. 

s•, 3 partbooks (CTB), each 47 ff. A collection of mad-

rigals for :five voices, without words, by Pallavicino and 

others of the end of the sixteenth century. Text incipit only. 

f. 4v, n. 5: Arte mia siano attributed 

f. 5v, n. 6: Amorosette fninfe] 

f. 6v, n. 7: Levo con la [sua mano] 

f 7v, n. 8: Qfs]chi quelle 

attributeo 

f. 9' n. 9: Con che soavita attributed 

f. 9v, n.lO: Chiedei fliangendo attributed [by 

f.10v, n.11: Natura non mi fe attributed 

f. 2 3v, n.21: Ben e rag ion 

f.28v, n.25: Non mi ferir attributed 

f.30v, n.28: Si 1 mi dicesti attributed 

f. 31v, n. 29: lion mirar attributed 

f.32v, n.30: Filli I l'alme attributed 

f.33v, n 31: Tu J2Ur ti 2arte Fsic} 

f.41v, n.39; Donna~ si voi [m 'odiate] 

f.43v, n.41: l-lentre che 

Nanino] 

GB-Lbm, Add. l-ls 34050, passim (N) Paper, after 1604, obl. 

8". Oadrigals and motets 

by English and Italian composers of the end of the sixteenth 

century. Tenor partbool: only. Usually text inci pit only. 



,, 
lv-2, n. L': : .. !entre cllc L 

l. ~ ~ 

c.V-o, n. 3: ::on nirar 

f. 3v, n. 4: Tlon mi ferir 

f'. 4v-5, n. 5: Lonna, se voy /rn'odiate] attributed 

:f. Sv, n. 6: Filli, tu r•ur [sei auella] 

f. Gv, n. 7: Tu pu~ ti oarti 

f_ .7v-D, n. ~~= Si mi dicesti 

I'. Dv-9, n. 9: Ben l 1 alr~e attributed 

f. 9v-10,n.10: Arte mi siano attributed 

f. 11v, n. 12: Ar.:orosette [ninfe] 

f. 12v, n. 13: Leva [sic] con la SUD.. mana 

f. 16v, n. 16: Hor vcpr~io attributed 

:f.20v-21,n.19: 2.e voi sate attributed 

f.21v-22,n 20: Hdr lieto 

f.22v-23,n.21: La tua cara 

f. 24v, n.23 : Dolce rnia cara 

GB- Lbm, Add. Es 37 40~?-06, passim. ( 0) Paper, after 1601, 

obl. 8°, 5 vols. 

Compositions in ~ive parts by Italian and EnLlish co~posers 

intended to be played by viols (most are arranger;1ents of 

Italian madrigals). 

f _20v (l,v), 19v (ii), 25 (iii), 20 (iv), n. 32: 'Janna, 

sa voi m'odiate 

f. 23 (i,v), 22 (ii), 29v (iii), 22v (iv), n. 37: Donna, 

sc quel 

f. 23v (i,v), 22v (ii), 30 (iii ) , 2 3 ( i v) , n . 3 ::-;: Eaci 

amorose [sic] 

f. 38v.(i,ii), 55v (iii), 37 (iv), 39v (v), n. 65: Natura 

[non ni fe] 

f, 39 (i, ii), 56 (iii), 37v (iv), 40 (v), n. 66: l;e lo 

star (cancelled) 

f. 40 (i), 39 (ii), 57 (iii), 38 (iv), 40v (v), n. 67: 



L ~1v (i,v), 41 (ii), 59v (iii), 39v (iv), n. 70: !ior 

veggio 

f 42v (i, ii), C1v (iv), 41v (iv), 43v (v), n. 72: uolci 

Lsic] mia cara 

D-l~m, Add.Ms 40657-661 (P) Paper, early seventeenth ccn-

tury, small folio, 5 vols. 

Cornpositions for two to six viols, partly in the hand of 

\•:illiam Lawes, by composers of the sixteenth and seventeenth 

centuries, tor,ether with arransemcnts for viols of madrigals 

by l•:onteverdi, l·iarenzio, Vecchi and Pallavicino. 

f. 41v: C 1 om Lsic] vivro attributed 

GD-Lbm, Er;erton !>is 3665 "The Treeian f·1anuscrirt" (C) 

Paper, c.lo09-19, thick 

folio, 1034 pages bound in 2 vols. In the hru1d of francis 

1'rer;ian. Villanelle, madrigals, motets, fantasias, etc., 

by Coprario, I·:arenzio, the Ferraboscos and many ot .. crs, some 

copied from printed sources now lost. Score. Text tJndcrlaid 

in bass part only. 

Part II: 

f. 215v, n 27: Dcstossi fra'-l nio '".clo 

:f. 216v, n. 28: Come poss 1 io lcladonna 

f. 2.16v, n. 29: De indi [sic] in oua 

f. c 1 7v- 8, n. 30: 0 saette d 1 amor 

f. 217v-8,n.31: Dolce mia car a T:Jano 

f. 219, n. 32 Tu hinfa eli belta 

~ 219, n. 33 1-1entre chc qui d 1 intorno 
L • 

r. 220, n. 34 Si rni dicesti 

f. 219v, n. 35: !'ion rnirar 

r. 220v, n. 3G: Lon mi fcrir 

f. ;?20v, n. 37: Artl' rei siano 



r. :~22, n. 23: 1'utt'eri foco 

f. 222v, n.39: Haime quelli occl1i 

~ 223, n. 40: I lor ve c·.(~io c:.iar 
c . 
+' 224, n. 41: l'Je lo star 
c . 
f. 224, n 42: Non ctisore~iat' 

r 22S, n. 43: t-Ii se ro te c • 

r ')')r: n. 44: llatura non mi i'e 
' . c. 1-- ~) ' 

f. 225v, n.45: Filli, tu pur 

f. 226, n. 4G: Tu EUl' ti oarti 

:[. 22Gv, n.47: A hi come a un va,·.o 

f. 227, n. 48: Lunge da voi 

f. 227v, n.49: Sol mirando 

f. 227v, n.50: Io disleale 

f. 227v, n 51: Vivro io mai 

f. 229, n. 52; Temprati i sdegni 

:f. 2 ::· 9. n. 53: 0 come vaneggiate 

:f. 229v, n.54: Cor mio deh non lanvuire 

f. 229v, n.55: Crudelissima dop:lia 

+' 230, n. 56: Hogp;i nacque 
J. • 

:f. 230v, n.57: Dolce spirto c1 'Ar:-;o re 

f. 231, n. 58: Corne vivro 

:f. 231v, n.59: Del1 dolce anima r1:ia 

:f. 23lv, n 60: Anima del cor 

:f. 232v, n.Gl: A poco a poco 

f. 232v, n.62: Era l'anirna 

I~. 234, n. 63: Ol1irne se tanto arnate 

f. 232v, n.64: Crud a Arnarilli 

f. 234v, n.65: Ma !'2;rideran 

f. 235, n. 66: Arnor io parte 

f. 235v, n.67: Con cl1e soavit~ 

~. 23G, n. 68: Bene rn8ion 

f. 22Lv, n.140:Fill1 cara e amata 

f. 228, n.141: I1unque Aninta 



J' 2G7v, ll. 142: ~;e voi sctc 

f. 2U3v, n. 1A3: llor lieto 

r. 2GC), n. 14•1: La tua cara ;\.;r1arilli 

-r .;:·s:::v, n. 145; liiseose epli " . 
l~. 270, n. 146: Hor che la bella Clori 

~ ;:?70' n. 147: Giunta che 
" 

-r 271, n. 14E: Occl1i un ter:ipo 

:[. 271, n. 14 9: Arsi t:iansi 

"- 271v, n. l. . 150: ?as sa la nave tua 

f. ~
1

7 3' n. 151: l'ebbia non lenta 2a parte 

f. ~'7~ 

L: I 0' n. 152: Per:Jida pur potcsti 

f 274, n. 153: Leva con la s, ..... 
~a mana 

l 27 ij' n. 154: Uaci ar:-1orosi 

f. 274v, n. E·5: llor chc'l dor.ar 

f. 274v, n. 150: S'io mira 

f. '275, n 1::>7: Amorosette ninfc 

f. 27:-:,v, n. 158: Lia liglia [sic] s'ec.li e \lcro 

f 27E, n. 159: 0 che dolce nicire 

f 277, n. 160: Donna se voi 

277, n. 161: Dolcemcnte dormiva 

f. 273, n. 162: Dolce ~rave e acuto 

f. 277v, n. 163: A chi crccler dcrrr:io 

f. 27Bv, n. 104: Va caiolando 

f. 279, n. 165: Amor se pur 

f 280, n. 166: Se our l1aver furato un bacia 

f. 280, n. 167: Donna se quel 

f 365, n. 378: Tu parti a pena riunto 

f. 366, n. 379: Una farfalla 

f. 365v, n.380: Voi nemico crudel 

f. 3G7, n. 381: Io mi sento morir 

f. 367, n. 382: I·Je veder fuor 

f. 368, n. 383: 0 come vaneP~iate 

f 368, n. 384: Ahi disperata vita 
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1 2.c.0, n. -::-c·r_·. 
-._Jl.),). 0 ctlP soav~ bAcia 

f. ~£:.:.:v, n. 38G: CoJ,-Ic: cantar uos~-;'io 

f. 370, n. 3U7: 0 dolorosa sorte 

f. 370, n. 388: l~omJ)eran questi 

f. 371, n. 389: Dinn:~i TJcr ?~ratie 

f. 370v, n. 390: Ardor felice 

f. 37lv, n. 391: Uon son in gueste 

f. 37lv, n. 392: Aventurose stille 

f. 372, n. 393: Voi mi chiedetc 

f. 372v, n 394: Parle n1isero 

f. 372v, n 395: Se ben al vincer 

f. 374, n. 396: Stillando perle 

f. 392, n. 441: Io gia cantando 

1. 392, n. 442: All 'her ch'io 

f. 392v, n. 443: Donna la bella mana 

1. 392v, n. 444: Amor, ecce si parte 

f. 393v, n. 445: S'il sol si rende 

f. 393v, n. 446: Deh mia vezzosa Fillida 

f. 394v, n. 447: Non ha si belle 

1'. 394v, n. 448: Laura so ave 

f. 396, n. 449: Seale rose 

1. 396, f. 450: 2da pte Quanta piu cresce 

1. 396, n. 451: Fulminava d'Amor ouesta rubella 

33'-1 

Folio iv of the manuscript consists o1 a leaf containins 

1orty-seven bars of Pallavicino's Amor, io parte. This has 

been made up of strips of paper used as fuards for other 

leaves in bindins. They were removed fro~ tl1e volu~e when it 

was rebound in 1951. 

cf. B. Schofield and T. Dart, 11 Tre.[ian's AntJ.-~oloc:t~', J.~usic 

and Letters, XXXII (1951), pn. 205-1C. 



,-p L '"C' '"Co> ('') ...... - rc, r,,,_j c,._ .. q ;( 

~·irmar~e (d. 1622), v;hose namF- is on tlk' cover. Cor;t <;.ins 

(mostly copied 

such as I··iusi ca 

n. 171: Lov::: cuench thj_ s heat sttribut.ecl 
----------

n. 172: Crucll v;hv dost thou fl·,- attributed 

n. -199: Thirsis to die C12svrcd attributed 

n. 200: Thirsis that heat refravned (2. pt) 

n. 201: Thus these tv;o lovers pt) 

cf. C. r~lonson, "Geor~:e Kirbje- and the English rnadri~.al", 

Husic and Letters, LIX ( 1978), pp. 290-315. 

GB-Och, I>;s 2 (S) Paper, mid-seventeenth century, score. 

Originally in the collection of Henry 

Aldrich (1648-1710),Dean of Christ Chur~from 1689-1710, who 

organised weekly music meetings at Oxford from 1678. A 

collection of fancies and Italiar, madrigals arranged for 

viols. 

f. 115v: Era l'anima attributed 

f. 118: Come vivro attributed 

cf P. Vlilletts, "John Lilly, Musician and l~usic Copyist", 

The Bodleian LibrarY Record, VII (1967),pp. 307-11. 

GB-Och,Ms 57 (T) Paper, early seventeenth century (before 

1625), score. Co'r:panion to f-\ss 61-66. 
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Some of the contents in the hand of Thof'las 1'-!Yriell. Antl1ems 

and madrigals in score, arranged for playing on the organ· 

1r am grateful to Dr. Fenlon, who informed me of this 

manuscript and its contents. 



.~ . 2:0v- 31: Cor ;,:i o 

f. ~.:-iv-J5: ,_,Or'E vi nco [sicj attributed 

ci'# J. Aplin, 11 Sir Henry Fansha\'/C and tv:o Sets of l:..arly 

Seventeenth-Century Part-books at Christ Church, Oxford", 

;.Jusic and Letters, LVII (1976), pp.11-24; C. ,.;onson, "T!Jorc1as 

Lyriell' s ilanuscript Collection: One Viev: of I-:usical Taste in 

Jo.cobean London 11 , Journal o-f the American ;.;usicolo,r_;ical 

Society, XXX (1977), pp.419-65; P. \'iilletts, "l·iusical Connec-

tions of Thor;;as J.Jyricll", Music and Letters, LII (1972), pp. 

32-G4; P. \•:illctts, "The Identity of Thomas J.:yriell", l•lusic 

and Letters, LIII (1972), pp. 431-33. 

G" c 1 , ._. ~or, c (U) 
i.:..-t.._ C!l, J-JSS '"f v-u Paper, n1id-seventeentl1 ccr1tury, five 

partbooks. From tt•c collcctjon of 

ilenry Aldrich (see GL-Och, J.;s 2). Contains instrumental 

compositions and transcriptions of vocal works for viols. 

n. 13: ~ra l 1 anima 

n 16: Come vivro 

n. 24: 0 com'e [sic] vaneggiate 

Cor r.1io 

GG-Och, hs 436 (UU) Paper, mid-seventeenth century, score. 

From the collection of Henry Aldrich 

(see GB-Och, hs 2). Instrumental compositions and -tran-

scriptions arranged for ort;an. 

Come vivro 

Era 1 1 anima 

GE-Och, Mss 527-30 + 1024 (V) Paper, early scvcnteunth 

century, belonged to Ilichard 

Goodson in 1733, partbooks· Instrumental pieces and tran-

scriptions of vocal works. 

f. b: Cor mio attributed 

f. 8: 0 com'e {"sic] vanc£1--'.iate attributed 



GL-Ten, ;:ss 3C4-::..=,6 8 (\';) Paper, early seventeenth century, 

_l- 11 ~11 

8 tt x 4~, five partbooks. Italian 

madri,;als by Pallavicino, ~arenzio and others. Text incipit 

only. 

L 2v, n. '0 • So voi set'il me Lsic] v. 

f. 3v, n. 4: Hor lie to 

:[. 4v, n. 5: La tua car a (with 2. pt) 

f. 17, n. 1 0. u. Donna se voi attributed 

f. 19v, n.21: Tu pur ti parti attributed 

r 19v, n.22: filli ~ . tu pur cei .fsic7 attributed 

f. 24v, n.26: Den a rag ion [sic] 

f. 2Gv, n.30: Arte mi siano attributed 

f. 33v, n. 36: Natura non mi 

f. 34v, n.37: Con che suavita fsic] 

f. 40v, n.43: Ben le alme £sic] 

:[. 41' n. 44: Chi vi mira attributed 

f. 43v, n.47: Dolce mia car a 

f. 46v, n.50: r:Ientre che qui 

f. 47v, n. 51: lion mirar 

f. S4v, n. 58: !lor VL'! (~/' i 0 

GD-Ten, kss 940-944 (X) 
3" %'1 

Paper, c .1600, 1114 x 7 'i, five 

partbooks. Contains 150 Itali~n 

~·adric,als for fivco voices . Once belonged to James Lartlco"1an, 

Viho compiled the index. Pasination follov:s the nunb<e·r of the 

compositions. 

attributed 

p. 32: lion mi ferir attributed 

p. 62: T'amo mia vita attributed 

~. 89: 0 saette d 1 amor attributed 
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Uc-:;rc,, k' c:llcsr,cre 25 A 46-51 (Y) Paper, c.1600, six vart-

bool:s. Contains :t:n~-

lish and Italian Tiladri[';als by Croce, Vecchi, I<tonteverdi, 

Coprario, Pallavicino and others. 

f. 22v: Donna se voi m'odiate 

f. 23: Donna, se guel ohim~ 

f. 23v: Galee n1ia cara mana 

f. 25v: Daci amorosi e cari 

f. 2G: Hor vegvio chiar 

f. 2Gv: r!at11ra non mi fe' 

f. 27: N~ lo star 

f. 30: Con che soavita 

cf. R. Charteris, "John Coprario 's five- and six-part pieces.: 

instrumental or vocal?", Lusic and Letters, LVII (1976),pp. 

370-78. 

• 
US-NYp, !cis Drexel 4302 "The Sambrook Jo:anuscript" (Z) 

Paper, large folio, 

in the hand or' Francis Tregian (see GB-Lbc,, Ls E,:erton 3665), 

copied c. 1610-20, score. Once owned by Francis Sarr.brook. 

Contains madri[als by Strig~io, Anerio , ~~renzio, Pallavici-

no, Pllilips and others. 

"J.;ac1rigali a 6 di di versi 1\uthori": 

n. 31: Tirsi ~~orir voleW attributed 

n. 32: 2. pt: Freno [Tirsi] 

n. "' .--.. ~ pt. Cosi rnoriro 
.,j0o -"• 

n. 34: Judir che [sic] 

I·J. 35: I catJai [sic] 

n.s 36-56: Pallavicino's first book of six-part madrigals, 

follo\Iing the original order, and attributed 

11. S7: Sedea fra fitli attributed 

n. 96: Jfinfe L1egz;iadre] attributed to ~ert 

r ]J E t t · b "•· · l" · ' '" v 1 P bl · 
c:._. !. -.o s 1 c-:r, l·JUSlCa la 1n oer Hev.· ~or!-: u lC Li bra.ry", 



~:rt1 -t"·lh8n(:r; dc:1· Intcrnntj onaJpn f-:usik' c::;ellschaft, IV ( 1903), 

!')f. 730-C~O; ~,clJoficlcJ unc: -:-_.r:..rr::, 11 Trc;'ian's i-.ntholoi:Y 11
• 



Il Frir-10 libra de <r,aclrigali a quattro voci (1579) 

All' Illustrissirri Signori /.cademici Philar_r"onici: 

Havendo io nobilissimi Academici col spatio di alcuni 

mesi, second o la bassezza dell' insegno mio, cor:,fJOsti alcuni 

J.iadrigali di musica; io r1i stava tutto pensoso s'io doveva 

o non cloveva stamparli, percio che dall' una parte mi confor

tavano [; invi tavano il cio fare le preghiere, t il buon [siu

dicio eli 1nolti amici, dall'altra mi spaventavano, ~ ritira

vano inclietro, & la riconoscenza di me medesimo, & la bel

lezza di tante composi tioni cli Husic a,che hog£idi stampate 

si veggono. Et nel vero io non credo che, o per conforto 

d'amici, o per loro giudicio, io mi fossi mai lasciato tras

portare il far palesi al mondo per lo mezzo delle stampe 

c;uesti miei parti, si gli conosco io di picc10lo valore, G

poco appariscenti: ma pervenutomi t gli orecchi l'honorato, 

& famoso grido della vostra Illustrissima Academia, vero 

sostegno di quest'arte nobilissima, cui, chi si dasse ad in

tendere di potere pienamente loclare, si potrebbe altre si 

fare a credere di pater metter fine allo infinite; et oltre 

a cio raportatomi quanta, L< qual sia la stirna, che voi 

Honorati Acaclemici fate di colora, quali egli si siano, che 

si dimostrano inamorati della f'.-Jusica, sono stato r·re 5 so che 

sforzato dal desiderio che in me s'~ acceso eli tentare, se 

egli mi potesse venir fatto, eli entrare in qualche buona 

gratia appresso voi; & eli vero qual sorte sarebbe lamia, 

quale istato felice, s 1 io potessi acquistarmi lo amore, l'~ 

la gratia de i Philannonici, cio~. degli amatori veri della 

piG nobil arte che hoggidi sia stimata nel mondo? accettate 
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voi Cen~ut: qu.::ste r~tie cor::posi tioni, r. non pcrche elle il 

v;,!cliano, n:a perche cosi coiete soliti (cor,:e io intendo) di 

ricevert benignamente qual dono si sia, che fatto vi ven[_a. 

le quali, se altro non saranno, si almena siano un tii~os

tramento dell' anir;1o rr:io aff'ettionato all a vostra Acacler:1ia, 

la quale il pi0 ch'io mi so, e posso priego ~- s. che con

scrvi, t accresca. Di Vinegia il di 25 di Settembre 1S79. 

Di V. Signorie Illustriss. 

Affetonatissimo Servitors, 

Benedetto Palavicino 

Il Primo libra de madrigali a cinque voci (1581) 

All'Illustrissimo Signor Nio et Padrone Osservandissimo, 

il Signor Barone Sfondrato. 

La debolezza di queste mie compositioni, ch'io ardis

co mandar fuori sotto il nome di v. S. Illustrissima col 

quale s 1 ~<onorano le pi u pregiate de i primi 1-!ae stri dell' 

arte pud per se sola esser bastante argomento ~ testimonio 

dell'obligo grande, ft espresso ch 1 io hO di cosi fare, che 

ce rtarnente egli e tale, che si come senz 'e sso sarebbe sorr,ma 

prosontione lamia pur ~ pensarci, cosi con esso sarebbe 

sommo rnio ncancamento, i l far al tramente. Di rd dun que che 

ad altri che a v. S. Illustrissima non si devono queste mie 

primitie nate da la benificenza sua mcntre ella in tanto 

tempo ch'io l'ho servita (si come ra con tutti) piena di 

nobil, 8.~ vera caritG..T si 8 cornpiacciuta serr~pre d'anteporre 

qualche virtuoso otio mio ad osni suo servitio: Ond2 non 

tanto gli~ li presento humilmente, quanta la supplico ~ 

pisliarseli per se stessa come di sua ra;~ion propria, c- c~ 

riconosccre con questa atto, tanto r;:erito di cievota 0.· per

petua servi tu. Con la quale res to basciandoli con OJni 

riverenza le ncani, & de;;iderando la sua bona [ratia. Da 
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Sabbioneta il cii 15. di l'1arzo 1581 

Di V. s. lllustrissh1a 

Oblinatiss. & Affettionatiss. Servitore 

Benedetto Pallavicino. 

Il Secondo libra de madriRali a cinque voci (1584) 

Al Serenissimo Signore et Padrone mio colendissimo, il Sig

nor Duca di Mantova et Monferrato. 

Molti anni sono, che quanta piu mi figurava nel 

pensiero l'idea d'un vero Prencipe, et quella vedendo im

pressa nella grandezza de l'animo di V. A. Serenissirca, anzi 

espressa nelle virt0, et nell'opre heroich~ de lei degne, 

onde la fama da gli effetti e superata, tanto piu in me 

crebbe il desiderio de havere occasione, et gratia di ser

virla. Il che essendomi state concesso per benigno influsso 

de cieli, et in questa tempo, havendo posti in carta alcuni 

miei componimenti l'•lusicali, ne 1 1 uno fortuna to mi ho repu

tato, ne l'altro mi ho sentito obligato a dedicargli a v. 

A. sapendo, quanta in questa, si come in ogni altra maggior 

scienza prevaglia, et quanta di questa, si come d' ogni al tro 

virtuoso, et nobile trattenimento, si compiaccia. Gradisca 

ella in tanto con la solita sua benignita, il picciol dono 

di queste mie oscure, et deboli fatiche, ne li spiaccia, che 

illustrate da lo splendore del suo nome, escano ala publica 

luce, et da la sua auttorita sostentate, si defendanc da 

l'ingiuria del tempo, et qui a V. A. con quella humilta, 

che io debbo, maggiore, me inchino; et le prego da nostro 

Signore felici ta nel mondo, et ~;loria nel cielo. Di nantova 

alli 15. di Aprile 1584. 

Di V. A. Sereniss. 

Devotissimo Servitore 

Benedetto Pallavicino. 



Il r.._'cr/~o libra de .,,adri,':.2li a cinoue ( lSt.:S) 

All'Illtlstrissimo Signore mio Signore osservandissi~o, Il 

Si[~nor P.lf" on3ino Gonzai_:a .. 

fiavendo io ~ dar fuori il Terzo Libra di r~iei i~ad

rigali ~ Cinque voci, ancor che riconosca assai debole, 0 

oscure queste ~ie fatiche, tuttavia non h0 dovuto per ob

lige, ne volute per elettione dedicargli ad altri, che & 

V. S. Illustrissima, come ~ mio singolar Signore, e come & 

quello, cl1e sernpre rr!i t,~ favorite in udire volontieri i 

r<liei corr.ponir:1enti l·~usicali, anzi quello che per l'honorate, 

et de~ne qualit&, ch'in lei risplendono, ben si mostra 

dc[~no figliuolo dell'Illustrissimo Signor Sigismondo, Cava

gliere ~ nostri terr.pi tanto principale, & di tanti gradi, 

,c, premij di guerra honorato da S. J'.:aesta Catholica; Eora 

graclisca V. S. la devotione de 1 1 animo r<lio in,pressa in 

queste poche carte, ne disdegni in queste incolte note 

espresso il desidero, ch'io tengo di servirla, con che a 

V. S. Illustrissi~a, con ogni riverenza bacia le mani, & 

le pre)~o da Hostro Signore felice aden1pimento ad o;:ni suo 

desiderio. Di Jiantova il di 8 d 'A[costo 1585. 

Di v. s. Illustrissima 

Servitore obligatissimo, 

Benedetto Pallavicino. 

Il Primo libro de madri~ali a sci voci (1587) 

1/Al Serenissirr.o mio Signore et Padrone collendissimo il 

SiEnor Due a di J',lantoua, e. di ),;onferrato. 

Vengo Serenissimo Siznore con osni hur1ilt~ a far 

riverenza all 1 A. S. t a donarle insier~G con anirro sinceris-

siffio questi pochi frutti nati dallc vi~ilic & fatiche de 



;:li.-:_:i stuclij quali hor ;:;i son ri.ssoluto a ! rif. :·:lE.·re Ci 

,,;ol ti 2.:7:ici r~·uor sot to le star;~pe questi he' .}rcso arc.iirc: cJi 

])rescntar a lei ~ossa da due principalissi~e callSe, l'una 

delle quali ~ che cssendo questa la mia prir~& opera, che 

~l Sc~i Voci l1abbi data in luce, non doveva io per alcun r.:odo 

quc.str~· pririli tic ad al tri dedice.re, salvo chc a lei, co;;;c; 2-_ 

r:1io sineolrlrissir.:o Signor.e, ,1> Padrone::, sot to la cui or:;bra, 

con uio ):,ran cor.tento non solo rni vi en concesso di vivere, 

ma tra'l nul''8ro anco di molti profcssori ci'ogni virt0 della 

sua honorata corte, L'.· nobile fasiglia quietar:1ente vivere, 

l' al tra e che volend 1 io alli occhi del mondo sottoporre 

questi, non sapeva quale miglior scorta procacciar lora 

quanta era il fargli uscire, con l'invitto nome dell'A. c 

scolpito in fronte, Si per la mdta autorit~ di cosi alto 

Prencipe si anco per 1 1 incre dibile prudenza della quale e 

stato dotato dalla natura in tutte le case; ma particolar

mente nella scienza della J.Jusica di che far possono indubi

tata fedc G: i l·lottetti, 6: i r.:at_;nilicat senza nome dcll 1 

autore ad uso della tanto celebre chiesa di S. Barbara sot

to le stampe del Gardano rnandati in lucc; ~li quali (oltre 

le al tre opere in Mnsica da lei date al I,;onclo, ch 1 io tras

lascio) ben si pu6 cla ognuno senza scropolo di adulatione 

dire, che tra tutte le c.o.ttc cor,,posi tioni, de piu famosi 

l·Iusici, hoggidi si faccino ra;~Lia strada. (~ueste adunque 

sono state le cause che mi 11anno spinto ~l ricorrere ~ lei, 

Resta solo per fine ch'io supplichi l'A. s. a gradir per 

sua innata gratia (come suole tutte l'opre di studiosi) 

con benigno affetto questi ciei sudori, ch'io tra tanto 

non cessarO di prer;are l!. S .. Dio che le doni somr.!a tran

c;uillitZ' .. Di 1'antova il di prir.o. !:asf;io. 1537. 

Di V. A. Serenissirna. 

iiur.dlissir.:o, [_. Divoto Servi tore 

J.C,endetto Pallavicino. 



2/Al t:olto Illus.rt; ;)i,( .or J,~io e Padron£: Colcndissimo il 

.Si;:;nor 'Tomaso Pecci. centil 1 huorno Senese. 

E state cosi gentile, et Eccellente CoDpositore di 

I·'iusica il Sig. Benedetto Pallavicino di felice r~emoria, che 

i virtuosi, G- ar:1atori di cosi honesta ricreatione non cessano 

J.odare continuamente le sue vaghe, e dilettevoli coroposi tori 

/sic/, co~e case celebre, e meravigliose; ne maggior testi

monio di veriti si pub addurre, che dalle stampe, eve di con

tinuo vengono, e stampate, e ristampate; e se bene peri miei 

r;ol ti daffari l1 o per un pezzo tralasciati i pre senti 1-ladriga

li 2. sei voci (opera delle principali, e migliori, che e~;li 

l1abbia fatto) non perd mi contentavo di lasciarli stare nolle 

tcnebre sepolti, si per mantener viva al !.lando la memoria di 

cosi Illustre Huomo, come anco per non privare i virtuosi eli 

frutti cosi nobili, e cosi saporosi. ~i restava solo ornarli 

col nome di persona nobile, e meritevole di cosi eccellente 

opera, e per ci6 sotto l'ombra di V. Sig. !I. Illustre di 

nuevo la faccio uscire dalle nie stampe, conoscendo in v. Sig. 

tutte quelle qualit&., che la fanno meritevole, non di questa, 

rna eli tutte quelle migliori,e piu celebre,cLe si potesse fare; 

perche oltre che V. Sig. e Gentil 1 huorno f.Jobilissirr:o, et or

nato di tutte quelle virtu che ad un suo pari si conven~ono, 

e anco cosi intendente, et eccellente in questa professione, 

che hb pocl1i pari, come ne fan ampla fede i suoi bellissimi 

Madrigali i Cinque voci, che l'anno passato diede alle stampe, 

oltre quelle Canzonette, che da me sono stwnpate sotto none 

eli Accademici Filomeli, et una muta eli Responsorij per la 

St:ttimana Santa 2. Quattro voci, opere bt:llissimt:, e di n·uove 

var;he, et artifi tiose inventioni ripiene. lh rest a solo pre

gar V. Sig. che si degni con la sua solita ~cntilezza, et 

bcnignitC:. gradire questa mio affetto d'Ar:~ore, pronto a ser

virla in maggioY co sa, conforme al pater r.-.io, con cl1e le bacia 

con osni river2nza le ~nani, e me li ofrero per suo devote 



~-;t~rvi tore. U. S. la cor.servi nella sua trc:ttia. [Ji Venetia 

Z.tlli 1:...,. ;.1ar'ZO 1(;03. 

Gi V. ~;. Lol to Illustre 

A~~ettionatiss. Servitore 

Giacomo Vincenti. 

3/ J\.1 j'·.;olto_ Illustrc Sic:. ~;iove1nni Auxtruyes Sig. et Paclrone 

Colcndiss. 

Fra diversi Eccellentissir:d Conpositori dj_ hUSica, non 

credo ch'abbia il ninor loco il Sie. Benedetto Pallavicino di 

~elice Derc.oria, come di cio fanno ~ede tutti li Arr:atori rJi 

questa virtuosa recreatione, gli quali non cessano di lorJare 

le sue var;he et rJilettevole compositioni, come cosi rare et 

r;-~cravisliose, fra le al tre, questi pre senti :-iadrit:_;ali ~t Sei, 

(opera delle megliori che egli habbia fatto:) ne parEndomi 

ra;cione, che dovessero restare nelle tenebri sepol ti, si per 

~1an tene r viva al roondo la rr.emo ria di co si I llustre huorr.o, 

come anco per non privare [li virtuosi di frutti cosi dolci 

& saporosi, me sono mosso de dargli di novo in luce con le 

rnie stampe, et insiemc ornarli con il l.Jor.7e eli V. S. r;JOl to Il

lustre, conoscendolo affettionatissino 0. questa virtu, et or

nato di tutte quelle qualitO. che gli fanno meritevole di cosi 

eccellente opera. Gradisca dunquc V. S. questa picciol 1:110 

dono, che non potendo io con l'opere r;,ie mostrarle queJ-,tO le 

devo, al~leno con l'opere altrui, l'ltonoro et riverisco quanta 

posse, con un vivace affetto, di se~pre servirla pronto ao 

o )c.ni suo cenno. d 1 Anversa [, di 24 di irarzo 1606. 

Di v. S. Molto Illustre 

A~fettionatissimo Servitore 

Pietro Phalesio. 



ll Gi;arto libro C:e r:,aclrL ali a cinque voci ( lSbG) 

Al Scrcnissi:Jo Sicnore, il Sig. VincCJ1ZC ~o~~n .n, Duca di 

iantova e tli j'·ionfc:rrato.l-:io Signore f'-r Patron Colendissirr~o. 

Doveva io Sereniss. Sig. come annoverato da principia 

ta21to Ocni~·-.naJT:cnte, tra il nur,~ero di c;.uelli ciella nuova 

fo.r:-"tir lie:. eli V. A. ancJarc-;i r·rocacciando nuovo r-:odo, eli pater 

r 1ostrare: & lei, qualche se~:no di grati tudine di animo per 

sir.1i 1 era ti a, ne al tro l~inalJncnte hO sc..ruto ( che ri1eGlio r:1i 

f·Ure~se) ritrovnrno quanta QUCStO della sacrarle, alcuni Iniei 

Ladrit;ali, quali era per GJandar in luce: I:t questi no io per 

due principalissime cause, giudicato doversi ~ lei sola, e 

non ad altri; La priGJa era, perche sono cssi in ordinc, nli 

Quarti Libri, di quanti sin hera ne ho date alle staGJpc: Et 

perche questa numero a punto, si e GJostrato di essere tanto 

~avorevole } lei, poi che ne lo stesso, li ~ avvenuto per 

volent~ divina, di essere tanto ~elic~Jente sublimate, nell' 

alto state di Quarto Duca di questa sua glioriosa Citta: si 

conosce percio che ragionevolGJente questi a lei sola doveva 

io, & propriaGJente dedicare. La seconda poi; perche sono 

nova~entc nati, & nati in casa sua; Tal ct1e si vede, che ogni 

altro nc sarebbe stato illes;itino possessore. Poi ci1e dunque 

con or:ni hciilil ta vcnc;ono a rendere per me gratie -all'A. V. 

L.: ~i porsi, come case sue, sotto l'ombra di lei. Iiesta solo, 

ell 1 io il quale con animo prontissimo gli r:1ando supplichi 

quella r~. favorirmc, insieme con loro, di LiUella Giovial pro-

tettione, ~ Eratia sua, per ~ezzo della quale ogni suo servo, 

~ suddito gioisse. Et qui di tutto eucre le faccio huGJilis-

sima rivcrenza. Di Venetia il di 20.r.;arzo 1568. 

Li V. Sereniss. 

Devotiss. Servitore 

~cnedetto Pallavicino. 



AlJ.'Illustriss. Si~~nore il Sitnor Conte Gio. battjsta ~u.:r

riero r;:io ~,i,cnoro colendiss. 

:·!on dcbbo per certo, per troppo ardito esser ripreso, 

r~.u. bc:::n }'i U tosto, J-".'r ! j 1:c:icioso lodCJ.to, se Uovendo io cJar 1 

in luce il Qcinto Libra de ;;:ici haGrit:::ali ~~ Cinqur::: Voci, ho 

voluto con 1 1 inscri ttione de 1 1 nonorato Suo Lome apJ.Jresentar

gli nel cospetto del •condo, si per illustrar le terlebre lore 

co'l vivo ra~~~io de l'heroict1e Vir~C, che in lei rispl8n

dono, a;:t-;iunr~cndo con questa fregio per:fettione f:.:. l 'i~:~per

~etto de l'Arte, si anco per scoprire ~ v. s. quale, ~ quanta 

sia la devotione de l 1animo mio verso Cavagliere di tal r1.~r~ 

to, e di tanto valore; Resti dunque ella di questa mia si 

degna elettione compiacciuta, & gradisca in tanto il picciol 

dono di queste rr.ie fatiche con quella benigni t8_, E~ cortesia, 

con la quale sempre suole abbracciare, & ~avorire le cose de 

sli ar!tici, ,-:,_ servi tori suoi, (~- qui 8 V. S. Illustriss. con 

ObDi riverenza bacia le mani, & mi resto, pre~ando Cio nos

tro Signore conceda ad ogni suo desiderio felice adempimento. 

Lli Venetia, a di 4. l;ovembrio. 1592.[!] 

Di V. S. Illustriss. 

Af~ettionatiss., & obligatiss. Servitore, 

Benedetto Pallavicino. 

Il Sesto libro de madrigali a cinoue voci ( 16-JO) 

All'Illustrissimo Signor ~io et Padrone Osservandissimo, il 

Signor Conte Alessandro Bevilacqua. 

Non ~ una sola ragione, che ~i muove ~ donar questa 

mio Sesto Libro de Eadrigali u Cinque Voci 8 V. S. Illustris

si;;,a, perche dovencio porgerio (co~T;e tribute di n;olte cor

tesie ricevute) 8 qualche mio particolar Silnore, ~ Lei 



conveniva :;,-:n:--::.8. a.lcun ciubbio erie da r;1c-; :i"'os:...-;t:: ccciicato, cor:t? 

c.l quella, cui r::i conf'csso c.Ji J:,oltissimi o·rjli.:>Li tenuto. r::.r.: 

I-'f:r J:-:rovecJer :1 l'Opera r;;ia tJ 'un potcntissi;:tO difensore, i...J.Ual 

Potevc: essere scelto da rr1e con l~:iLlior ,8iU.dicio, cLc fosse 

piu atto ? r-rote~:ere questo r;,io f'arto, di Lei< A Lei ciunque, 

nel cui Re~i~io Palazzo tanti t)onorati virtuosi 2 tempi ocs-

tinati ven~_·,ono dall3. sua rna 0-:nanirr.a beni2~ni t.::\ raccqlti, [.- £', 

Lei, che r:1er natural inclinatione adoperandosi nella ; .. Jusica, 

:CF:rr.1a Ci propria r::ano col suo divino inge2,no n:eravig liosi 

Concenti, vengo io suo Cevotisssirno servi tore con OEDi debita 

riverenza ii porgere questo nio basso dono, sicuro clle non al 

r~oco valor di lui, ma sia per haver solo alla 111ia r1olta fede 

ri[;uardo. ~ ci6 auguran6o per felice proj~resso di questi ~iei 

Concetti armonici f'l' invio, del suo tloriosis.siJ:-,o no~~~e fre

riati, nclTeatro del :.:onclo, accioche 1 l doncio·tutto conosca 

la r'ia particolar divotione verso di Lei. Alla cui buena 

Eratia racconandandomi, col donarmet;li con quanta vablioro 

le 1'orze mie, le pre go da l'·Jostro Signore: il colr~-~e d 'ogni 

felici ta. Di Venetia il di Prirr.o di harzo 1000. 

Obligatissimo Servitore di V. S. Illustrissima, 

Benedetto Pallavicino 

Liber primus rnissarurn quatuor, quinque, et sex vocibus 

(1603). 

Illustriss.n,o et Rever.mo D. Domino Tullio Petro zano Divi 

Andreae Primicerio Vill~ S. Secundi, & Odalenghi Comiti, ac 

Sereniss. Ducis ;.:antu)' Consiliario Prir"o, &c. 

Quod Patrem meum scio facturum fuisse, nisi illius 

consilia mors pr'(vertisset, ut hosce i.Jusicos libros, quos 

prirno s i lle facti s de rebus conf'ecerat, ti bi poti ssin,urn, cui 

diu servierat, & Dultis erat, ma~nisque beneficiis obstric

tus, dicaret, id mihi omniJJo prc.estandura existino; vel ut 



pa.tcrn~ voluntc.:ttj, quae r:ihi debet esse antic;uissir-12 oL::...:;,_-:

quar; vel ut Punder.: nunc essE:: r::cur:~ in te anin·~u::., qui olin1 

fuerit patris, ostendam. Et20 enim, etsi tantun: in rrtusicis 

illi CO;-Jcedo, quantum non solum filius patri, ~:cci ctia;:1 

r·rccqctori discir,ulus debet; tamen quo studio ille tibi 

deservit, dum l1ac mortali luce frueretur, eadem ipse, ut 

or.~era~:l ti bi r;-,c;ani proberi·J, incendi me sentio. 'l'u qua hur.:·,ani

tate patrern 1-ovisti, ea filur;! complectcre, D llo.s libros quos 

ille il se claborntos tibi destinavi t, e~:_-o a n'e in lucen; 

editos tibi offero, exiguum quidem per se n1unt1s, sed tarlen 

certum observantiae in te nostr1 pir;nus libenter accipe. 

10antuae. Pridie idus Ian. 1603. 

Hu~ilissi~us servus 

Bernardinus Palavicinus. 

Il Eettirno libra de madrigali a cinque voci (1604) 

I.l Screnissir;-10 Sit,nore r1io Signore, et Patrone Collcndissir::o, 

Il ~)ir;nor Lon Francesco Gonza,;a Prcncipe eli ,.;antova, et di 

honferrato, etc. 

Se vivendo gli stessi facitori, nel cledicar i parti 

de loro intelletti, vanno scegliendo huorcini frb gli hue

mini che per autorit~ sovrani va~liano ~ protef1Cr con l'Au

tore l 1 opera insie!r1e; Hor quanta pili deblJ'io (Serenissir:-~o 

Frencipc) roancato quello b cui rasioncvol~ente tenni obliso 

di Padre, all' opere sue proveder di tal diffensore, cl1c ne 

possa, nc VB(\lia lo scudo della sua inpenctrabil protezzione, 

penetrar gia~ai strale, e sia pur quanto si vo~lia pungente, 

d'inviclia lingua. A V. A. Sereniss. adunque consacro i l'resen

ti JVJBdrisali, i' cio tratto cia nolte ca[cioni, che soverchio 

fora l'interanente annoverarle; Et b me bastert di far nome 

al fer~o pensiero; c'hebbe d'effettuar il meoesimo l'estinto 
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mio s~enitore, mosso non tanto dall 1 esser ~lei stato ~laestro 

nella husica, o dal diletto, ~ 'egli sapeva derivar in lei 

da ectal virt0, quanto che dalla lunga, et fedel servit0, 

chiaramente per lui scopcrta nel corsi d'anni ventidue a 

tutta la sua Sereniss. casa .. E che havrebbe detto il mondo 

di me, se havendo gi~ egli raccomandate alla protezzione de 

suoi Sercniss. Avo, et Padre altre opere sue, io non le 

havesse hera ;?, norr.e di lui porto quel tribute, che da lui 

vivendo gli fu destinate? Vengono per tanto prima che'n fa~ 

cia del mondo, al suo Sereniss. cospetto questi per cosi 

dire morti Nadrigali, e sperano protetti da lei prendere 

come suol corpo per anin:a, in lui infusa, vita della sua 

gratia. Et io di tanto favore, se non quanta debbo; alrnen 

quanto posse, ringratiandola, humilrnente la inchino, et alla 

medesima sua buena gratia raccommandandomi, di servirla 

avidissiJno tutto me le dedico, et dono, e da Dio le prego il 

colmo d'ogni meritata grandezza. Di Venetia il di 6. di 

Gi ugno . 1604. 

Di V. A. Serenissima 

Humilissimo servitore 

D. Benedetto Pallavicino J.Jonaco Camaldolese 

Sacra Dei laudes (1605) 

Admodum Heverendo D. Michaeli Lonardello Caesenati Doctori 

sacrae theologiae. Abbatique, meritissimo Venerabilis Cae

nobii Classensis Ravennae, Vigilantissimoque Vicario Provin

ciae Romandiolae. 

Quo tempore Nantui Camaldulensibtis praefuisti, ea 

fuit tuae virtutis magnitude, is splendor, ut omnes ad te 

amandum alliceret, neque quisquaret esset, qui te non coleret, 

non tibi libenter esset obstrictus. In eo numero Benedictus 

pater meus fuit, cuius tanta extitit in te propensio, ut 



quibus modis fJosset quaereret aliquarn suac: in te observan

tiae testificationem praebere. Sed dum eius vires tenues 

sunt, nee eius desiderio, longo intervallo, respondent, 

n:aiora cupientem & quaerentem mors oppressi t: i taque suo 

frustratus desicerio est. Hinc ego illius filius, £, ob id, 

quantur;; fie:ri licet, haeres, iisdem insistens paterni an~oris, 

at que obscrvantiae vest:f_giis, quodque adhuc magis urt:;et, 

Camaldulensi fa~iliae adscriptus, & in Classensi Caenobio, 

quod /cbbas magna virtute, & insigni laude tertium iam annum, 

modcraris, vi tam agens, hunc Sacrarum Cantioner.; librur;1, 

paternum a filio munus, tibi debitum in lucemer..issurt.ts, 

nemini praeterquam tibi dicare consti tui, sed neque etiarr. 

rlebui: putans :fore, ut quemadmodum hilari f'ronte, patrerr, 

meum, dum viveret, excipere consueveras, ita geminum illius 

partum, rne scilicet & librum, hunc, benigne accipere nequa

quaril graverc: quod ita futurum esse, praeclara tua b.enigni

tas atq~hurnanitas rnihi facile persuadent. Vale. 

Ravennae ex Classensi tuo Caenobio. ix. Cal. Septern-

bris. 1605. 

1-lurnilis. servus, 

Benedictus Pallavicinus Non. Carnald. 

L'Ottavo libro de rnadrigali a cinque voci (1612) 

Al Molto Illustre et Reverendissirno Signore et Patron Colen

dissirno, il Sig. Abbate Francesco Mocenigo. 

Essendo vero ch 'egli ne sia rnol ta proportione trb 

gli concenti della Musica, & gl'animi ben composti: devro 

sperare, che questi Madrigali saranno degnati dal fregio 

del vertuosissimo nome di V.S. Illustrissima, la quale sem~ 

pre mai s 1 ~ compiaciuta di pregiare massima~ente ogni ver

tuosa compositione.Onde persuasomi con tal mezzo di ravvivar

li, l1o anche sperato nella sua cortesissima humani til, che 



saranno tcnit~ns.r...-ente tradi ti, co;ne leale argomerJto della 

perpetua osservanza, ~ divotione, con che riverisco, ed in-

chino le sue grandi, ,S· chiari ssifile quali t8., le quali non 

solo invitano, rna d'ogni intorno obligano gl'animi ad am-

n;irarla, ::, bramare facolta di poterla servire. !Jel cui 

numcro gloriandomi di vivere continoar6 di pregare Dio, che 

le concede il colmo d'ogni desiderata felicit3. Della Badia 

Ali. 26. d'Aprile 1612. 

Di V. S. ~alto Illustre, & Reverendissima. S 

Servitore devotissi~o. 

D. Benedetto Pallavicino. 

Bonaco Camaldolense. 
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~'OCtl,' cnt 1. CrcJ·~ona., J)j blioteca Governativa, ;.;s Dresciani, 

n° C..'7' :Jo:.d.ni insi;--.ni di f'renlona. 

0 1:'-enedetto Pallavicino apprese in £-,ioventu sua 1 1 ArtE: 

della ;,;usica e uel Contrapunto e tanto si applica 1 in,,e;cno 

clw nel sonare l or";ano divenne [lacuna in res_] per il cui 

valorc servi Gu~;liel;:~o Gonzaoa Duca di i·~antova per I·iaestro 

di CappPlla e car:1era corr~pose n:olte opere si Ga chiesa coLr:e 

da Camera e sono alla stampa il frimo Libra e terzo libra de 

suoi 1-.adrigali a cinque voci ffiOlti armonosi et altri libri 

cla chicsa e sonate d in:-.;;trurtienti da corda et da fiato 11 • 

Document 2. Cremona, Biblioteca Governativa, ils Bresciani 

n° 28, Uomini insigni di Cremona. 

"Benedetto Pallavicino imparo egli sin da fanciullo 

L arte di Eusica et di contraponto il quale con il corso di 

tempo s. e andato affaticando molti anni fu organista in 

diverse chiese nella usa [si~l Citta, et servi anco il 

serenissir.w Duce Guglielmo Gonzaga fece molti scolari che 

sono riusciti buoni in tal arte diede dell opere sue alla 

stampa oltre quelle che teneva anco composto per suo uso. 

quali opere furono 

1579 il prirno libra de Badrigali a 5 /sic} 

1584 il secondo libra de Eadrigali a 5 

1585 il terzo libra de Madrigali a 5 

Document 3. Kantua, Archivio di Stato, Archivio Gonzaga 

(hereafter, ASG), Busta 2617. Paese della Stato-Eantua. 11 

July 1582 (recte 1587). Annibale Ippoliti to Federico 

Cattaneo, from Goito. 

'' •.. Scrivo ~ Vostra Signoria questi due madrigallet

ti flacuna in rc,s] che nell' otio cerco cavar qualche frutto 

dal r.1io povero spirito et le rnandaro ancora il sonetto che 



,ia sE:nti come prima sarr~ posto in ;,~usica Jal Palavicino 

per0 la }JrCbO acci0 Sua Altezza non s'ima~inasse ch'a qual

che fine ciO fosse fatto Vostra Sit,noria r1on sli facia sen

tir cosa alcur1o sino havuto la conclusione di ci6 Gi vuol 

f'avorire. 

!.ella dol.ce stat'.!:) on ell' arnor e pace 

Ovvunque alber[a h l'apparir di Flora 

Che con lavoria arnica il rnondo infiora 

Il r•ar~oletto sor~e 

Nocio secondo in~ante 

E n1erav~Llia porge 

Co'l suo Heal se~biant~ 

A chi lomira Nato dall'Aurora 

E del suo sol Vicenzo Eleonora 

C)ueste felice aventura so figlio 

Il sui sereno ciglio 

Gia desta 8. Jcianto di subli!Tle honore 

Chiaro etterno splendora e certa speme 

Ecce ecce di gioia 

Cosi empie i cori a tutto il mondo insieme 

0 cara Gioia o gratie 8. noi supreme". 

Document 4. l·iantua, ASG, Dusta 2623. I.:antua-i-iantua, 29 

October 1583. l'ederico Cattaneo ~ro!Tl Goito to the Bishop o~ 

Alba in Rome. 

" ... Ilon si risolve di accettar l 'o~ferta di i-iesser 

J-Jippolito Camataro intendendo che e~li e huomo di etC! et 

havendo bisogno di persona fresca, et atta t poterla 

seguitar ~uori della Citta, per informatione di Vostra 

Si~noria Reverendissima aB~iunEo che si ritrovano per sem

plici cantod. al servizio di Sua Altezza i-iesser Paolo 



:;c;q_ l i ci Can tori al · sc: rvizio di Sua Al tc·::,zo. ; .c sser Paolo 

Cantina, ct L0sscr Le:nl:-:d(:;tto Pallavicino, a::,beUue cor:iposi

tori, 5 quali essa non intendc di n1etter superiore 6, i·;as

tro sopra, se non fosse di tal non;e et farr .. a che ros.se con

veniente ~ farlo, il che ancor che io dica ~ Vostra Signa

ria 1-:everendissin·a per avviso, no I la ElOVa perO a lasciar 

di pro}Jorre et in questa et in ogn'altra professione quelli 

0 che se le offeriranno, 6 ella penser~ pater esser cari 

all Al tezza Sua''. 

Document 5. :--~antua, ASG, Busta 2217. I-~inute, 1584. Froi]; 

J.iantua, 18 Decer,ber 1584, to Calzone (scccretary to the Dul:e 

in Venice). 

"La relatione che ieee messer Benedetto Palavicino 

musico di Sua Altezza quando se ne ritorn0 di costi me era 

stato da lei mandata per inforrnarsi del' eunucho r;JedesinJO 

di chi hora Vostra Signori a mi scrive fU rr<ol to diversa da 

quella che le vicn data da Antonio Lucino cia Pesaro nir;ote 

del Vescovo di Veletri perche esso Palavicino disse d'haver 

inteso da diversi musici in senerale rna in particolare da 

t1onsignor Gulino che detto eunuco non havea bona voce, et 

non era cosa da proporre a Principe et che per disagio 

serviva a San I-iarco, mostrando che di cia Vostra Sir~:noria 

ancora fosse infor~ata. Pero & quello ch'ella scrive Sua 

Altezza fece rispondere, che non havendo il Palavicino 

udito lui l'eunuco a qualche dise2ono haveria potuto esser 

J:~al ini:'orn:ato. Pero ccrtificandosi Vostra Si;~noria chc 

dctto c-unuco sia buono in effetto, et cosa da. l1aver cara, 

lo invii insicme con quel Antonio ci-,e lo propane, chc all' 

uno ct all'altro l'Altezza Sua dart recapito, ritrovar1doli 

atti al suo servigio 11
• 



J~ocu:.cnt C. ;.,antua, l .. :..;c, Lusta 1!:.1'/. Venicc-,.antua, 2~ 

October lSEC. Lened8tto Pallavicino to l-0derico Cattaneo. 

11 Vostra Sir;noria rcsterL servi ta di c.!ire i;-. Sua 

Altezza SerenissiGa d1e h6 trovato dal C:~rdano che gl'l1er-

rori che si sono trovati nelli ~asni~icat star~pati, parte 

ne sana per le coppie scritte 5 mano, et parte: hcrrori 

scorsi, pcr6 il Gardano non 1nanchera di accornodar tutti 

quelli che si potranno, per dar sotisf'atione 2 Sua Altezza 

Serenissima & ben vero che ve ne sono de quelli di poco 

inportanza et che & lui pare non sia neccesario, accor:10-

darli poi che, non si vedrebbe altro cl1e boletini, r1assi~:a-

mente c:l';·,errori de parole. Io andere minutacoente vedendo 

ct accozzando insieme le coppie, cioe le stampate et scrit-

te ~mana, et non manchero di far che si accomodino tutti 

quelli herrori importanti che si troveranno, altro non dir6 

il 'Tostra Signoria salvo che lui mi dice che non rni potra 

spedire cosi presto come c:lesidero, poi che gli val del tern-

po, et piu presto vorebbe quasi restamparli che repessarli, 

si cl1e non mi val prornettere per tutta questa settimana 

che viene di spedirmi. Vostra Signoria mi fara gratia di 

dire ~ Sua Altezza Serenissimo quello che h5 a fare et se 

non i'usse specli to all a .pasta che viene, se io r;,e ne !16 da 

ritornare col il Carriero, et con questa bascio le mani & 

Vostra Sit;noria Illustre prel',ando Iddio lo con[s}ervi et 

l'eliciti da Venetia alli 2.5. di Ottobre 1586". 

Document 7. Mantua, ASG, Busta 1517. Venice-~iantua, 1 

November 1586. Benedetto Pallavicino to Federico CattaneQ 

"Subito ricevuta la sua lettera insieme con il Si-

gnor nora, andassimo dal Gardano, et li facissirno sapere, 

come l'intentione di Sua Altezza Serenissi~a hora che non 

mancasse di i'ar cl1e tutti gli herrori trovati, che si ac-

cor,1odassiro, si ne le parole cone dele notte, et cLc non 



cura Sua Altczza chc si adopcri bolcttini piu presto che 

retar' mal caretta l'opera. il Gardano hb risposto che le 

desideroso servir Sua Altezza Serenissima et che tutto qu0llo 

che si potra accoGodare che non rnancher~. et cho per tutta 

questa settirnana che viene, dara fine a l'opera et con il 

Carriero potro venire senza fallo. Io mando del Pesce di marc 

come Vostra Si~noria mi scrive, rna non ~ib di scordanza per 

la belta di cotesta Cittn, ma percl1e non hebbe comrnissione 

alcuna, nando alcora il lancinelli che il Signor Agosto me 

disse cosi in aria parche io le risposi che quello che voleva 

fosse un poco di memoria, io non viddi niente, et mi risolsi 

a non tor niente per non falare. Il Pesce ch'io mando l 1 ha-

vemo tol to eli cornpagnia J.Iesser Bertolamio Carriero et io, et 

non havemo tolto troppo quanti ta, per non haver trovata cosa 

rara, et di quello che gl'hera n'havemo tolto, et a fatto la 

spesa Messer Bertoloinio di ogni cosa 

Un Varolo 

due fogli 

Orade n° 4 

Barboni n ° 6 

uno Cisto da metter 

dentro il Pesce 

L 2 

L 0 

L 0 

u 8 

u 16 

u 16 

L 0 - U 1b 

L 0- U 8 

L 5 - U 6 

ct cosi prego Vostra Signoria resti servita di far che il 

Carriero sij sotisfatto dalli Luschalchi over dal Mastro di 

Casa, et ancora de quatro limoni et 18 naranci, che alla fme 

di Agosto tolse per servitio di Sua Altezza Serenissima, che 

non ha mai ]Jotuto haver niente, poi che il Jv.astro di Casa 

gli disse che non gli voleva dar niente per essere troppo 

cari, et che hera impossibile che havesse pagato vinti 

marchetti l'uno, de limoni quanto alli naranci non glie fu 

dar dir niente, con dirli clle si voleva li danari d'essi, che 

volontieri gli haverebbe datto, et lui li rispose che voleva 

li danari d 'ogni co sa overo niente. !'!on ostante questo veden-



cio cho non rotc-vo haver li ci:J.nari, levete una fede rial ;:aran

cicro, sottoscritta eli sua r:.ano con doi te:3tii:oni che prc:scntt_; 

si trOVC!_rano et la r-orti te al ~·i}'_nor l··1astro di Casa, r~.a nulla 

li t.iovar6, si cl1e messer Eertolo~eo prega Vostra Si~noria 

.. .Car cl1c sij sottisfatto, poi cho per il Serenissir:-:a Signor 

Luca spenderebbe cio cr1e :J. L al mondo, et la vita istessa in

sicr;;e con li corr:"atni, et come non seranno sodiSr~atti, che non 

spendaranno per qual comitione si VOLlia se non li sera datto 

li danari. altro a Vostra Sicnoria ~~lt'Illustrissimo salvo 

che se il Serenissir:lO Signor ;:!uca cor--.me vorr8 del Pesce che 

sij Ja .qualche cosa, e meglio scrivere al Signor Gabrielle 

Calzonc, rc:.:rche ha uno prete in Casa, ci.e uno bravo spencJi

tore eli avantagpio, et n amititia di pescatori, piu rari che 

si<~: in Vene[:ia. A Vostra Signoria li bascio le ;narli prei:'.an

dolCl aci Eimarr;;i. da Vinet'ia il di Primo di :!ove~:-~bre 1506 .. 

Vostra Signoria Gi faccia ~ratia di dire a ~lesser 

Faolo iiasinelli, che io li rcortaro quell a co sa che lui 1.ri tw 

cor:~i sso, in persona et che li bascio le J:jani 11
4 

Document 8. Verona, Archivio Capitolare, Eusta 90, "ad anno 

1589 11
4 

"Orarnai la nostra cappella corale s 'era acquistata 

fama grandissima in Italia e il Vescovo e il Capitola non 

volevano alla direzione di essa un musico qualunque, rna uno 

eli quelli che seguivano l'orrr,e del Grande, cr,e rrandava ratcFi 

di luce ~er tutto il mondo, con le sue divine armonie, Pier 

Luigi da Palestrina. Sette furono i concorrenti: Don Giovan

ni Florio maestro di capella di Bergamo, Don Filippo Arnerio 

rorr,ano, Don Pietro Ponzio cii Parma, fra Francesco Lodovico 

J3arbi dei rninori conventuali, rcaestro di car,ella a S. Anto

nio di Pactova, Lon Do!!;enico ;-.-... accarino veronesE, Ijon DcnecJet

to Pallavicino e Don Watteo Asola pur veronese. Al vedere 

tante concorrenti e tutti stimabili, da alcuni canonici si 



..:>ul 

volt::VJ l'rotrorrc- l'cle;:o:ione, rer tLeLlio cono.scere i r;;cri ti 

di cia~:cuno; L-a do. tror)po tc!ltpo le scuole e la. capella 

aspettnvano un r;:3t-::.stro. Vinscro t:.li altri e il 19 r;~ar:;~o tiel 

15~0, con voti 11 sul 14, veniva no~inato, per S anni, 

l'Asola, con lo stipendio di ducati 100 c l'allo[,gio gratis". 

Do current 9. r .. :antua, ASG,. Busta 42. Li bri dei rr.anclati, v. 

~2, 15U9-90, f. 98. 

11 Vincenti us etc. Exactor noster dar:·,nationun numos[!] 

aurcos centur:., quibus Hieronimus Ar.iit_-;onu.s clarr.natus est cri

minis obiecti causa, qu6d mense septerilbris anr1i superioris, 

socijs Donato Iiosio, et ~o: Antonio Zerrilit;nasio, on.nibus 

torr~1entis 0 rota oblongis muni tis, in Cciesarern :Grunoldum, in 

quem dicti Dosius et ZerJnignasius eorum torr.1enta ut oft'en

dercnt, nulla tamen laesione secuta, exploserunt, ipse etia~ 

irr!petum fecerit, exigendos curet, ac dimidium ipsius summae 

Benedicta Palavicino Musico nostro, cui ea~ ob fidelem 

Serenissimo Domino Genitcri nostri recolendae memoriae nobis

quae praestitam servitutern elargiti sumus, dinumeret. Quic

quid obstat null urn esto. Datac t•iantua xiiiij Calendas 

Ianuaris MDLxxxx. Vincentius. 

Fortunatus Cardus Cancellarius visa supplicatione 

i:Oecembris proxima opposi tione si[.nata subscripsi t. 

f·iaurus 11
• 

Document 10. J•:antua, ASG, busta 2Cb4. :.,antua-J·,ar,tua, 7 

Septeo1ber lbo 1. Benedetto Pallavicino to [?] 

"Alli 23 di luglio lti01 io supplicai l'Altezza sua 

per mezo eli r.;onsignor Eevcrendissirr,o Prer.ticerio che r,·,i voles

so conccdire una condannatione di 80 scudi e cia per esser 

carico di figliuoli et anco haver sina 70 scucli eli debito et 

per la longa servitu, il che ottene il rescritto come Vostra 

Signoria potra vedere in la supplica se~nata il 23 luglio, 



~ora ;r!i e parso l'occasione c~i doi fratelli conhann3ti ir1 

scudi 200, co:.-,c Vostra f,i>'noria potra vedere la Suy.~plica 

3C~' 

f&tta il eli U 1 0LL-~i che sono li 7 :.Jettc1::tre. Percr,e L0 ~en;}Jre 

havuto ferr:1a o;_,inione cl12 Vostra Signoria Illustre r:.'llabti 

nel nuntero cJi suoi servi tori, et ho vis to sin quando si 

faceva ridotto in la. sua nobilissima Casa ch'ella mi mostrava 

d'ar~ar~i, et far~i oeni sorte di servitio. hora rni ~ parso 

con questa occasione di poterrr1i servire di Vostra 5ignoria, 

non ,:o vouto restar dunque di supplicarla con questa I71ia 

pregandola 2 volcrmi favorire, in ottener questa condan

natione ~ia al presente trovata cioe quello che mi ~ statto 

concesso da Sua Altezza Serenissima, il che gli restero inper

pctuo obligato et fidele servitore pre~andola poi a darmi 

aviso del tutto da l''lantova li 7 Setembrc " 

Docur.~ent 11. 

f. 178. 

Lantua, ASG, hegistri necrolo;~ici, n° 22, 

"Lunedi a di 2 G Iiovembre 1601. 126. !·lesser Benedetto 

Palavicini nella Contrada di Montenegro e morto di febre in 

un mese de anni n: 0 50". 

Document 12. l'/iantua, ASG, Busta 225B. 1-iinute, 26 i'·iay 1603. 

Vincenzo Gonzapa to Padre Calista Camaldolense, Abbate delle 

Carceri-

"Essendo giiJ state accettato in cotesta religione a 

instanza ntia bernardino Pallavicino e continovando io tutta

via di aiutarlo merce della buona servit0 fattarni nentre 

viveva da messer Benedetto P. suo vaclre che :f'U mio nastro 

di musica, r:to voluto insier.1e raccomandarlo con questa mia 

calciamcnte alla Paterni til Vostra nel cui r;tonastero t1a egli 

da fare il suo noviziato preLandola ~ prote~erlo e favorirlo, 

che oltre che la sua protezzione sara impieLata in suggetto 



c. :.:_,pcro non sia T_:.er !7iOStrarsene inde,t~no. lie sara unci1 1 io 

tenuto alla Paternit~: Vostra, alla quale di cuore rn'offero 

c raccor',ando. Di :.:antova a ~~G J·~aggio 1L03 11 • 

... untua, ASG, Busta 1260. ~errara-l~antua, 23 

l~ebruar~· 1~85. Carlo Gesualdo to Vincenzo Gonzata 

3G3 

11 L 1 occasione che mi si porge del latore delle presen

te, D'invita ~ basciar le n1ani di Vostra Altezza et ricor

darle il soli to r~io desiderio di servirla semr;re, il qual' 

ufficio se ben lo feci questi r,iorni ~ dietro dandole canto 

del Dio arrive in queste parti, i1o pero volute rei terarlo 

dubitando che le lettere possino esser andate insinistro. 

:c:upplico l 'Al tezza Vostra che Di favorischi delli suoi 

comandamenti, chc qui et dove sara non potro ricever gratia 

rca~giore. Bascio le mani di Vostra Altezza et le desidero 

dal Sant'Iddio or,ni prosperit8 et contentezza. Di Ferrara il 

di xxiij di febraro 1595". 

Document 14. Modena, Biblioteca Estense, Ms ~-~-1.7 (Ital. 

699). 22 May 1593. Alfonso l"ontanelli from ;.:antua to hidolfo 

Arlotti in Ferrara 

" ... Li'.iovedi mat tina] doppo pranzo comedia di S. Ped

rolino, et a pescar nel lai~o ... Hieri si tolse nE::ssa in Sta 

Barbara. doppo desinar f)ur Cornedia, et poi a passet:~.iar sul 

Te' Darnc in carr.a et huon~ini a cavallo ... Hog~i anciiaJT:o 

(] 1 on dar a ~·~armirolo a veder una caccia cJi cin[-~hiale: Uor;1ani 

senza dubio si fi\ una fest a. et IJio s2·. se r)artir(;n~·o Ui CJUa 

p.a dell' Ascensa ... ". 



Pavroll 1. ri2ntua, P.':'JG, Eusta 39S. Affnri Ji farni;',lia dG 

Principi ... l).XII.n° 5. Levato dalla Filza 1587 al 1600 .... 

(the transcription includes the nanes of all the musician~ 

to be found in the payroll) 

r-, 
CJ 
.c 
u 
u .,-; 

f. 156! Religiosi: ~ c 
m 

::::1 n 
>·· 

j·.j Don Lorenzo Gavazzi ?.4 

1•1 Don Gio. Eertioli 2.4 

J.1 Don Camillo Suorsoli 

l·l Don Giuseppe Clerici 1.2 

f. 156v: Can tori 

s.r Jaches M.ro di Caj:e lla 2.4 

M Ben.to Pallavicino 1.2 

!,1 Gio. Batta' r·-1arinoni 2.4 

]'<} And. C::>chiola 2.4 

H Pauolo !fJasenello 2.4 

l\1 Filippo Angelloni 1.2 

J.l Ber.no s. Ben.to Rena to 2.4 

l·i Don Bassano da Lodi 2.4 

l'1 Don r.latteo Foresta 1.2 

H Ant.o di Pelizziari 7. 

.. Pauolo Pighino da Bologna .., 
!•; c • 

N Franc.co Gratia 2.4 

f. 159v: Estraordinarij 

S. Aless.ro Streggi 

M Salomone di Rossi heb.o 

N.a Europpa sua sorella 
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CJ 0 0 >.. 
u u E m 
c >.. >.. c 
m m 0 ·ri 

0 rl 'H p 

2 ii.12.6 

2 13.19.0 

2 19.7.6-

2 19.7.6. 

2 4S.O.O 

2 18.12 

2 13.19.0 

2 23.5 

2 30.0.0 

2 13.19 

2 30.0.0 

2 18.12 

2 13.19.0 

/Ol A.1. 17 5 . 0 • 

2 36 . 

2 23.5 

129 ___ _ 

13.19 __ _ 

13.19 ---



Payroll 2. Mantua, ASG, Busta 3146. H.III.1. Provisioni 

che si pasano ogni mese. 

f. 63: 

Sr Aless.ro Striggio 

f. 64: 

Sr Giacches 1:/ert 

M Benedetto Pallavicino 

M Gioa' batta Marinone 

M Andrea Cozzoli 

M Pauolo Masenelli 

Pre' Serafino Terzi 

N Giulio Cesare Perla 

Do' Bassano Casola 

M Annibal Pelizzari 

M Claudio Monteverdi 

M Felippo Angelone 

Don Giuseppe Clerici 

Don Gioan Berthiolo 

Don Camillo Sorsoli 

Don Fed.co Bottazzino 

Don Fed.co Follino+ 

N Bart h.o Pellizzari 

l'l Franc .o Rovigo 

Europa di Rossi 

Salamone di Rossi 

Isacchino della Profeta 

H Giordano Floriano 

H.a Isabetta di Pellizzari 
. + 

Giulio Cesare Petroza'ni 

M.a Lutia di Pellizzari 

Sr Ottavio 1-/ert+ 

b 
. + 

l>I Scipione Stang elllno 

H Gioa' Bentivoglio 
+ 

60 ____ _ 

84-6-3 

39-3---

53-12-9 

62-18-9 

66-5---

15-----

13-19--

18-12--

91-13-4 

75-----

34-10--

39-18-6 

49-4-1 

39-18-6 

52-3-4 

82-3-4 

45-16-8 

38-15--

13-19--

13-19--

35-6-9 

25-4---

25-----

61-5---

46-19-4 

9--5-9 

5-11-6 

4-13--

3G5 



~ 

Sr Agostino Cavalcabo' 

.+ 
M Lod.co Isabelll 

+ 
Cap.O·fr.co Guzzonc 

detto 

6-1:::-G 

Li-13--

11-12-6 

108-----

1275-7-10 

( " + 
r~ame s marked may not indicate musicians; Federico follino, 

for example, is knov:n to have been the organiser of' the f'es-

tivities at the Nantuan court). 

?ayroll 3. ~lantua, ASG, Busta 395. Affari di famiglia de 

Principi .•. D.XII.n°5. Levato dalla Filza 1587 al 1600 ..•. 

m 
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[) 
(!) <lJ (!) N [) (!) 0 "0 E m 

[) c c _,_, c Ul "'' .,..; c c 
t.2t (lj (lj ·rl (lj (j) (lj rl (lj 0 (!) 

c.:l 0. 0. > c 0. Ul 0 [) 'rl ·o 

f. 6v-7: Religiosi: 

M. D. Giuseppe Clerici 2 1 1 19.7.6 

f. 8v-9: Cantori: 

S.ra Lucia Pelizzari 1 2 2 35.17.11 

S.ra Isabetta Pelizzari 1 2 2 35.17.11 

s.ra Lucretia Urbana .{lTI'\D 8 8 8 4 2 2 3 120 

S.ra Catt.na Rom.a 4.' 8 6 4 1 ti 2 
,..~· 

13. 19 
].1 Gio: Batt a J.!arinoni 2.'4 4 4 2 1 v.. 

fv'l D. Bassano Casuola 2 52.4 
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PREFACE 

This :volume presents an edition of fifty-five madrit;als fror:l 

Pallavicino 1 s ciB;l1t books of five-part madrigals, composeU beb,Jecn 

1581 and 1601. t'/hile these \<Jorks are only a fraction of Pallavicino 1 s 

entire production, they provide a representative selection v1hich 

illustrates the more important and interestin~ trenJs to t;e discerned 

in his r:-1adrigals. 'rhe volume also contains one work from Pallavicino 1 s 

book of six-part madri~,_;als 1 as v1ell as some madrigals by Pallavicino 1 s 

contemporaries Gastoldi and RoviB,o. Only a very few of tr-1e contents 

of this volume are available else\<Jbere in modern edition. llovJever, 

the Opera omnia of Pallavicino, jointly edited by Dr. Peter Flanders 

and the present v1ri ter, v;ill shortly be published by the American 

Institute of i·lusicology. 

EDITORIAL POLICY 

The Sources 

At least one edition of each of Pallavicino 1 s first six five

part madrigal books vras prepared for the press by the composer 

hirr,self. These contain few printin2 errors 1 and tllose wllicll appear 

have usually been cOrrected in subsequent editions (although new 

printing errors are also to be found). Thus, the editing of these 

first six five-part volumes has presented fe\'r difficulties. Printing 

errors of both notes and text have been corrected without comment; 

only musically possible variants (extremely rare in these works) 

l1ave been notated. 

The editing of the seventh and eighth books of five-part 

madrigals has proved a less simple matter. These two volumes, pub

lished after Pallavicino 's death, \<Jere (as the dedications indicate) 

prepared for the press by Pallavicino 1 s son Bernardino. There are a 

greater number of errors in these volumes, and, unlike tl1e books 

prepared by Pallavicino, tl1e notation of accidentals seems at times 

haphazard. 'fhere are also a number of problematic passat:,es v.,.hich may 

be corrupt, but Which are not easily emended to a musically acceptable 

solution. One such passage can be seen in Come cantar poss 1 io, bar 

29, page 238, \Vhere the penultimate note in the Quinto part reads B 

in some sources and c in others. The solution .A (given as the 

ii 



editorial en1endation) creates parallel unison motion with the Soprano 

part, \·Jhile a D would create parallel octaves with the Bass. Another 

such passage can be seen in Voi ch'a pianto mai, bar 50, page 305, 

\·Jhere the validity of the parallel octaves between the Alto and the 

Bass parts might be questioned. 'fhe writer suspects that some of these 

passar,es \<JOUld have been revised by Pallavicino had he been alive to 

see the volumes tl1rough the press. They have been indicated in this 

edition by an exclamation mark in parenthesis [!] or by the original 

note r;iven in parenthesis beside the editorial emendation. 

\'/hilc the editorial method adopted in this volume is that used 

in the Opera omnia, a detailed discussion of variant readinzs in the 

sources of these madrigals seemed superfluous in the light of tt1e 

forthcominG edition. 

Clefs and note-values 

Prefatory clefs show the original clefs, l<ey signature, time 

sie;nature and the first note. 'rhe original time signatures have been 

retained, and no reductions of note-values adopted. Hodern clefs and 

regular barring have been added. 

Accidentals 

Pallavicino has been in general systematic in his placing of 

accidentals in the sources, so that on the v1hole his intentions are 

clear. His principles are as follows: 

An accidental before the first of a series of repeated notes is valid 

for all of these notes. 

An accidental is cancelled by a new accidental, a rest, or a note of 

different pitch. 

Occasionally, however, these principles are not followed. Sometimes 

iii 

an accidental will be repeated before a repeated note, while in otller 

instances an accidental should clearly, in the context, be carried over 

a rest or a note of different pitch. Therefore the following system 

of notatinr accidentals has be~n adopted in this edition: 

1. Orir:inal accidentals appear before the note and last the whole bar 

unless cancelled. Original accidentals \·Jhich are made redundant by 

this n;oclcrn convention are O!T'.i tted VJi thout comment .. 

2. Consequent accidentals, those which need to be repeated after the 

insertion of an editorial barline, are placed before the note in 

'brackets. 
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:J. Orit•,inal acciclentals cancelled in tlle source by the intervention 

of a rest or a note of a different pi tcil have Qcen ca.ncellecl in this 

ccli tion by the appropriate s:;rmbol placcci bei'ore tllC note, in brackets, 

or by tltc editorial barlinc. 

4. An accidental v:hicb by ceneral usage should be cancelled by the 

intervention of o. rc:st or a note of clif1'erent pitch, but which the 

cdi tor considers should be retained, is indicated in the same v;ay: 

in brackets, before the note 

5. Ficta accidentals, as editorial interventions, are placed above the note. 

Lit'atures and Coloration 

Tl1cse arc indicated by the usual modern signs: and 
r 

The 'l'cxts 

There is little punctuation in Pallavicino's texts beyond 

capitalisation of line-beginnings. This capitalisation has been 

retained, ancl a standard punctuation aUopted. \'/he rever possible the 

texts have been checked with contemporary or modern critical editions. 

Accent 111<1rks have been modernised, and in a very :few cases obsolete 

spellin,~,s have been modernised to make the meaninr; clear. Where 

discrepancy exists between parts in liaison or elision of vowels, 

liaison has been preferred, since it helps clarify pronunciation and 

r<~caning. Textual repeats indicated by the sien !:i have been written out 

in full wj thout comment, since there is rarely any doubt as to hov.-

the text should be underlaid in these passages. 



CONTEN'rS 

Il prirno libra de madrir;ali a cinque voci 

Io gL3. cantando 

Alhor ch'io sentii (part 2) 

Ben si vedr2, 
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