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ABSTRACT

Research has been undertaken on Palestrina, the main figure in
Roman liturgical music at the clése of ﬁﬁe 16;h century, and on
Carissimi who enjoyed a similar position in the mid-17th century.
While there exists a considerable stylistic distinctiﬁn between the
work of these composers, little attempt has been made to trace the’
transition of the intervening generation. It has been held that
Romans so revered the memory of Palestrina as to continue to imitate
his style, and to allow no place for the manifestation of an idiom
more typical of the seiéento, with its monodies and the continuo.
The ;hesis examines this repertory, and indicates that Roman
comﬁosers did keep pace with progressive tendencies which were
becoming appareﬁt throughout the peninsula. The smali-scale motet
was popular inrggme from the 1590s; the solo and concertato motets
gained currency in Rome from the second decade of the céntury; and

the basso continuo was standard from 1603 onwards. A different view

therefore emerges from the traditional one stated in Bukofzer's

Music in the- Baroque Era where Rome is described as the 'bulwark of

traditionalism’.

Chapter I gives an introduction to previous literature and Chapter
ITI deals with historical and artistic aspects of the period. The
thesis then falls b;oadly into two parts, the one archival and the
other dealing with the music. Chapter III discusses feferences to
music in the archives of five churches. The music is then discussed
according to liturgical function: the Mass is‘treated'in Chapterllv;
music for the divine office (Vespers, ﬁatins and Compline) in Chapter
V3 andithe motet in Chapter Vi; Finally, a synthesis of archival and
musical material is presented in the one area where this is possible,

the‘multiple-choir'repertbry commonly called the 'colossal Baroque'.
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We saw the canonization of 5 Saints. viz.
Isidoro di Madrid Francesco Xaviero di Navarra
Teresa di Giesu Filippo Neri Fiorentino and
this was solemnly performed by the Pope the
Cardainals of the Court and many other Church-
men. The Church of S:t Peeter is the strongest
and the most goodlie building of the world and
within it is the Sepulcher of S:t Peeter and
S:t Paulo with many other things of great note.

From the diary of an anonymous English traveller
to Rome in 1622, GB-Lbl, Harleian Ms 6867, f. 3lv
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PREFACE

This dissertation is concerned with a broad field of musical
activity; while the music of Palestrina and Carissimi is well-known,
the intervéning generation of Roman composers has generally been
forgotten by scholars and performers alike. The intention is to
cover the work of a considerable number of mostly minor musicians,
a.reasonable approach since Rane, unlike Venice, was not dominated
by a few figures of outstanding importance. I trust that this
thesis, in opening up so wide an afea, will provide the necessary
sense- of perspective for further work on Roman sacred music. By
using the word 'liturgical' in my title I have excluded sacred
music not‘ﬁritten for performancé at church services, such as
oratorio and the spiritual madrigal. Many other interesting
avenues of research have presented themselves in the course of
my studies, but.these have temporarily been put aside in order
to provide an overall view of musical life during three pontificates.
All but a handful of surviving publications from the period have
been consulted, but I recogniZe that deeper stylistic analysis
would be a fruitful line for further research. Likewise, to work
in the archives of ten churches is only to scratch the surface
‘of the wealth of documents which wait to be examined. While I
casider myself fortunate to have came across as much archival
information as is presented here, I accept that later scholars
will inevitably bring more material to light, especiaily if the
documents are one day arranged systematically and procedures for
consulting them improved.

After introductions dealing with the position of scholarship
and the religious and artistic life of 17th-century Rome, the

thesis falls into two sections, one archival and the other
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dealing with the music. The first presents my findings in the
archives of five churches in the form of short essays, and the
second deals with the music according to liturgical functiom:

the Mass, music for the divine office and the motet. Finally I
have attempﬁed a synthesis of archival and musical material iﬁ

the one area where it is practicable, that of the 'colossal
Baroque’'.

Hardly any of the music I have discussed is available in modern

editions, and therefore an appendix of complete and partial

musical examples is included. My transcriptions to date comppise
about three times the amount presented here, and it has been

di fficult to select items fér inclusion. My principle has been

to try and create a balance between those which use a represent-
ative style and those which stand apart from the bulk of the
repertory.

During the course of my research I have worked in a large number

of libraries,1 and I woauld particularly like to thank the staff

of the Civico Museo Bibliografico Musicale, Bologﬁa; the Vatican
Library and Secret Archi;es, the Bischoflische Bibliothek, Miinster,
the British Liﬁrary and ‘Durham University Library. My thanks are
due to Dott. Giéncarlo Rostirolla and M Jean Lionnet, who were of
_great assistance in helping me begin my archival work in Rome,

as well as to the many parish priests who completed my questionnaire
about the archives of their churches in November 1978, This
research would not have been possible without the generosity of
the Department of Education and Science, the British Council, the
Italian Govérnment, the Deutscher Akademischer Austauchdienst, and

the Zentrum fUr kulturelle Auslandsarbeit of the German Democratic

Republic.
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I am grateful to my colleagues at the University of Liverpool

for their support and especially to Professor Basil Smallman

for generously allowing me time to finish this dissertationm.

But I am particularly indebted to Dr Jerome Roche, whose

guidance and encouragement have so greatly helped my research.

A

University of Liverpool » - December 1981

In this note and throughout the dissertation the RISM sigla
for libraries are employed.

I have worked in B-Br; D-B, F, K1, Mis; DDR-Bds; F-Pc; GB-Cu,
DRc, DRu, DRuc, Lbl, Lcm, Lkc, Lu, Lwa, Ob, Och; I-Ac, Bc,
Bof, Bsf, Bsp, CEc, Fn, FA, Frascati-Archivio del duomo, Ls,

-LA, MC, Oc, Ras, Rc, Rco, Rf, Rsg, Rsgf, Rslf, Rsmt, Rv,

Rvat, R-Secret Vatican Archives, R=-archivio del vicariato,
REm, Sac, Sc, Sd; P-Kj and corresponded with A-Wgm, Wn,
D-Mbs, Rp; E-V; F-Pm; I-Mcap (d), MOe, Nf, 0d, VEcap;
NL-DHgm; P-Gd, WRu; S-Skma, Uu.
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ABBREVIATIONS AND TERMS

Periodical and library sigla follow the system set out in New Grove.

CATB stands for canto, alto, tenor, bass; the term canto has been
treated as an English word.

CF is used for cantus firmus.

DBDI refers to Dizionario biografico degli italiani (Rome, 1960- )

Ex. refers to an abstract from a larger composition in Appendix VII.
LU refers to Liber Usualis with Introduction and Rubrics in English,
edited by the Monks of Solemnes (Tournai, New York, 1963)

MGG refers to Die Musik in Geschichte und Gegenwart, edited by
F. Blume (Kassel, 1949- )

New Grove refers to The New Grove Dictionary of Music and Musicians,
edited by S. Sadie (London, 1980)

No. refers to a complete composition reproduced in Appendix VII.

Shortened titles are used in the footnotes where an author is
listed for more than one work in the bibliography; where an
author is mentioned for one work only, the name alone is given in
the footnotes. Short titles are generally used for musical
publications; the full bibliographical material is given in
Appendix V and the bibliographies.

Money: A sum of money written in the form 'three scudi 40' means
three scudi, forty baiocchi. In 1l7th-century Rome there were ten
baiocchi in a giulio and ten giuli in a scudo. Other contemporary
units of currency are not referred to in the text., In our period

a labourer earned about seventeen baiocchi for a day's agricultural
work, and a mason could earn as much as forty baiocchi per day.

The letters RISM appear before three types of reference:

RISM.1634¥=-Thi§.reférs;to~an.anthology_in"EL.Lesure,.Recueils
: imprimes, XVI®-XVII® sidcles: liste chronologique (Munich,
Duisburg, 1960) '

" RISM 1619a: When a composer published more than one item .in .a year,
this form of reference is often encountered in Einzeldrucke
vor 1800 (Kassel, 1971- ),

RISM A 365: This also refers to Einzeldrucke vor 1800 (Kassel, 1971- ).
A is the first letter of the composer's name, and the
editions are numbered within the publication according
to the order'éég their inclusion.
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Concertato: The broadest sense of the word ’'concertato' can apply to
‘to any music with an essential continuo part. In 17th-century Rome
the term was used for music in which the scorings vary during the
course of a workj; here, of course, the organ was essential to
support the thinner textures. It is the latter, more restricted

- Roman sense of the term which is understood throughout the
dissertation.

Since completing the dissertation a bock has been published in
English on the churches of Romes: R. Beny and P. Gunn, The Churches
of Rome (London, 1981). Besides giving excellent illustrations
and diagrams of the churches, a map of Rome showing the principal
churches (pp. 260-61) is provided,
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CHAPTER T

INTRODUCT ION

£

The choice of subject for this dissertation was prompted by

Viadana's preface to the Cento concerfi ecclesiastici (1602), in which

he stated that his small-scale motets were first performed in Rome in
the final years of the 16th century:l
I saw that soﬁe of these Concerti, which I composed five or six years
ago when in Rome (happening then to bethink myself of this new fashion),
found such favor with many singers and musicians that they were not
only found worthy to be sung again and again in many of the leading
places of worship, but that some persons actually took occasion to
imitate them very cleverly and to print some of these imitations;....
The picture he preseﬁts is at variance with much that has been written
about early Baroque Roman music. It,has.iong been held that, while
© Venetian music at the opening of the seicento was progressive and
interesting, the contemporary generation of Roman composers was so
overshadowed by the memory of the recently deceased Palestrina that
it continued to imitate his style (albeit lifelessly) and remained
impervious to more challenging Northern developments. Viadana's
comment clearly indicates that this was not the case, for his progress-
ive small-scale music was very much in vogue in Rome in about 1596.
This notion is further supported by the fact that two figures at the
forefront of the introduction of monody in Florence were Roman by birth
- Emilio de'Cavalieri and Giulio Caccini.

It became evident, even after a brief investigation, that
Viadana's publicafion was representative of a large body of progressive

Roman music whose existence has for the most part been overlooked by

scholars. Most recent research in the period has been directed

f({

3
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towards north Italian music which appeared, at least initially, to
be more attractive and to have exercised a stronger influence on
subsequent musical development. Witzenmann's bibliography of writings

about Italian 17th-century church music is evidence that Roman music

has been seriously neglected in comparison with that of the Veneto:2

If we comprehensively review the literature on Roman church music of
the early Baroque, we can only repeat that research so far has only
been concerned with a small part of the work to be done. Basically
only Giovanni Maria Nanino, Ruggiero Giovannelli, Girolamo Frescobaldi
and Domenico Massenzio have until now been researched. In the cases of
Francesco Soriano and Giovanni Francesco Anerio only a portion of their
output has been uncovered. Paolo Quagliati, Felice Anerio, Giovanni
Bernardino Nanino, Vincenzo Ugolini, Romano Micheli, Antonio Cifra,
Gregorio Allegri, Paolo Agostini, Virgilio Mazzocchi, Domenico
Massenzio and Paolo Tarditi, to name but a few, are mentioned quite
frequently in specialist literature, but none of these masters has so
far received the appreciation due to him. '

The need for research in this field was emphasized in 1962 by

3

. Feininger:

.....it is a piece of news even for -the Catholic Church that between
1600 and 1800 there was-any Catholic music at all, and that it did not
end with Palestrina and his immediate imitators, and only begin with
Perosi.

Feininger described the area as an 'inconceivable gap in the history
of music',u and his first point in treating the period was that:5
In Rome between 1600 and 1800 there were a number of significant

musicians who are scarcely known by name in the history of music and
who devoted their entire activity to liturgical Gebrauchsmusik.

Arnold, almost twenty years later, remarked that 'little has been
written on the Roman school', in the bibliography section of the

Concise Oxford History of Music.

Roman music of the early 17th century is not, however, without
some attendant bibliography: many comprehensive histories of music
have made some reference to it, and in recent years a few composers

have been studied in some depth. It emerged in a preliminary study
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that Rome was not dominated by a few great composers in the way that
Monteverdi and Grandi provide a focal point for the examination of
Venetian music. My dissertation is therefore concerned with a broad
selection of composers and their music; this is in order to discover
those minor figures who, while not of sufficient importance to demand
an individual study, were responsible for the bulk of musical activity.
Certainly some composers were more prominent, but detailed consideration
of their work has been sacrificed to concentrate on the more average
musical 1life of the city. Similarly, little archival work has been
undertaken on the large basilicas so that the core of musical activity
in smaller parishes was not overlooked.

A survey of literature shows how important genres of Roman music
(the small-scale and the concertato motet) have been neglected by
historians in favour of the view that there were only two elements in
the Roman repertory: the imitation of Pélestrina, and later magnificent
polychoral music - the 'colossal Baroque'. Both of these stylésfwere
certainly represented but, as will be shown later, the heart of
liturgical music lay in progressive pieces with continuo, whicﬁ were
as popular in Rome as in the North. The contribﬁtion of previous
studies will now be discussed in the form of a chronological analysis
to provide a compendium of views, an introduction to this particular
project, and the means of assessing the extent to which historical
literature has been responsible for the rather one-sided view of the
period which is commonly encountered.

Killing's publication of 1910,7 in ﬁhich he describes the holdings
of the Santini-Sammlung in Munster, is one of the few surveys based on
a thorough examination of the music. The Munster collection of Roman
liturgical music is sufficiently wide-ranging to allow a balanced
picture of thé music to emerge; and the prbgressive styles'of the few-

voiced and concertato motet are not ignored. Killing set out to
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comment on the content of a library rather than to contribute to
musical history, and accordingly his work has not gained the wide
currency-it deserves. Had this'sound analysis of the mﬁsic become
bétter known, it could have served to correct some of the opinions
already referred to, misconceptions which subsequent studies would
nefer have propagated had they been based on the same knowledge of
musical sources.
Peter Wagner's monumental contribution to the history of polyphony,

Geschichte der Messe (1913), must be given the benefit of the doubt

with regard to its treatment of 17th-century music, since, as far as
I know, only the first volume was issued. In the chapter 'Die Missa
bei den Italienern und Spaniern' he dealt with 17th-century contributors

to the prima prattica mass under the heading 'romische Schule', and

mentioned masses by Francesco Soriano and Giovanni Francesco Anerio,

treating in some detail the latter's Missa Paulina Burghesia.

Wagner failed, however, to indicate the presénce of more progressive
styles in Rome or to consider the mass in the context of the forward-
looking genres of the motet and Vespers psalms. Incidentally, he

dealt in considerable detail with Viadana's Missa dominicalis for solo

voice - even printing the entire work in an appendix; and thus he
showed himself not entirely unprepared to treat more advanced styles
in his first voiume. The strict chronological arrangement of his book
is set aside to deal with Palestrina in the tenth'and final chapter,
after passing consideration of the Roman school. While this indicates
his view of Palestrina as a point of reference for all mass composition,
it is misleading since it suggests that later Roman composers were
unable to go any further stylistically than the great master who
domiﬁated their thought. Perhaps his final sentence indicates the
direction which the subsequent volume would have taken, for it shows

that Wagner was not oblivious of progressive tendencies, even if he did
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identify these with the North:’

. Even before his [Palestrina's] eyes were shut, forces were already at
work in and around northern Italy preparing the basis of a new art.
Even the mass, as we have just seen, was not unaffected by the change.

A similar bias towards the North is found in Ursprung's Die

katholische Kirchenmusik (1931). In this otherwise comprehensive

study, Roman composers of the generation after Palestrina are treated in
a few sentences. One is, however, pleased to note the inclusion of a
list of composers and mention of the concertato style. Ursprung
appears to have had a false impression of the importance of monodic
writing in Rome, and said little really about the music:lo

Rome surpassed even the north Italian centres of music in the number of
composers writing in the monodic style; here worked, for example,
Agazzari, Giovanni Francesco Anerio, Giovanni Bernardino Nanino,
Giovanni Nicolo Mezzogorri, Domenico Massenzio, Paolo Quagliati, Luigi
Rossi, Paolo Tarditi, Filippo Vitali. From the beginning, Rome had
prominence. Lazaro, active in the Friuli region, marked his concertos
for one voice 'alla Romana'. ’

The first thorough investigation of few-voiced liturgical music

is Adrio's Die Anfange des geistlichen Konzerts of 1935. He noted that

Vénice was a larger publishing centre than Rome, but concentrated on
style to the exclusion of any discussion of places of activity, their
interaction and relative importance. By the inclusion of a list of
publications‘and his comments‘on Agézzari,ll he did, however,
acknowledge that Roman composers were not averse to using more progress-
ive styles. No specific picture of Roman music is delineated, and his
‘study comprises a detgiled survey of a few Italian composers whose
output relates to an analysis of the situation in Germany.

One of the few Italian contributions to the history of the period,

Storia della musica, was produced jointly by della Corte and Pannain,

and published in 1942. The section on the seicento was reprinted

virtually unchanged in 1972 under the title La musica italiana nel
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seicento.12 This work suffers from an unrepresentative choice of
composers, and the inclusion of a vast quantity of bibliographical
material at the expense of any information derived from the books them-

selves. Cifra receives a complete biography and bibliography, while

13

one sentence is devoted to the style of his music:

Among the best and most faithful preservers, therefore, of the school
of Palestrina, as far as polyphonic music is concerned, he reveals on
the other hand the influence of the Florentine school, adopting the
monodic and concertato style in motets especially and also in secular
works,

This brief assessment of his output is erroneous: his prima prattica

compositioﬂs comprise only two volumes of masses and, leaving aside the
question of Florentine influence, he left no church music for solo voice.
Moreover, he was one of the least interested in the concertato style;
none of his compositions are so designated, and few contain even a

tracé of the idiom. Gregorio Allegri received similar short shrift; the
atypical but well-known Miserere is the only piecediscussed in any
detail.lq After an incorrect list of wofks; Francesco Foggia is
described as the 'representative of the transition from the severe poly-
phonic style..... to that concertante'l5, despite the fact that he appears
to have written nothing in a prima prattica idiom and that the concertato
style had been introduced some thirty years Before his first publication.
The Missa salisburgensis, which has been convincingly shown not to be

by Benevoli,16 is discussed in some detail, and this is followed by
similar misrepresentations of other composers. Agostino Agazzari, one

of the most celebrated and influential composers in Rome at the turn

of the century, is relegated to the section 'In altre citti' since he
was born in Siena. That such ideas could find their way to print is
indicative of the confusion still surrounding Roman music of this

period. .

Bukofzer, in his Music in the Baroque Era (1947), included a
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section, 'Tradition and Progress in Sacred Music', in which Rome did

not fare much better.17 It is probably this volume which is to blame

for mistaken attitudes towards the field among readers of English. In

the midst of a rather Venetian-biased section, he stated that:18

While Venice was the cenfer of progress in sacred music, Rome was the
bulwark of traditionalism.....

He then went on to describe the 'colossal Baroque' as simply a

multiplication of the stile antico, and concluded his brief mention of

Roman music without any reference to the vast quantities of small-scale

19

" and concertato pieces:

The staunchest conservatives among the composers perpetuated a living
tradition of renaissance music under the name of stile antico, a term
that in itself implied the awakening of a historical detachment from
the current stile concertato. In the struggle between tradition and
progress the old style became more and more the symbol of churchliness;
..... As early as Agazzari, Palestrina was raised to the dignity of an
infallible model. Palestrina's direct emulators and successors,
Felice and Giovanni Anerio, Giovanelli, Soriano, Nanino, and Allegri.....
slowly transformed their model by applying the harmonies and accent-
uating rhythms of the time which distinguish the stile antico from the
real Palestrina style. . '

In Music in the Renaissance, first published in 1954, Reese had

the same basic time limit as Wagner - 1600. A similar picture is
presented in both volumes since Reese was also.prepared to extend his
survey of orthodox polyphony into. the early years of the century, but
not to entangle himself in the problems of the Baroque. Placing his
section 'Other Romans, including Marenzio, the Naninos, and‘the

Anerios' after that on Palestrina, he dealt with the stile antico up to
Soriano and included a number of comments which show an awareness of the
transition that was taking place. For example, on Giovanni Bernardino

Nanino he wrote:zo

The fact that Giovanni Bernardino was younger than his brother, Giovanni
Maria, is very clearly reflected in his production, for he was one of
the first composers to abandon the old style of the Roman School for the
new music with figured bass.
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Fellerer also contributed to the growing consciousness of stylistic
progress in his entry on the city in MGG, where he stated that, after

the end of the 16th century:21

There are numerous collections of motets by Roman composers for one
to four voices with continuo, which were influenced by the traditional
polyphonic. voice parts.

Paul Kast, in the.following section on Roman cappelle and the development

of the church style, gave second place to the stile moderno, while

paying more attention to the polychoral and antico styles.

From 1964 a number of American dissertations appeared which treat
specialized aspects of the music; three of these deal with fields of
interest which, although important, are unrepresentative of the period
as a whole and tend to propagate the idea of Rome as a centre of
conservatism. Kniseley (1964), Johnson (1965) and Williams (1971) all

considered stile antico masses (those of Soriano, Crivelli and G.F.

Anerio respectively), works which bear little relation to the more
progressive mainstream of musical activity.

In Volume IV of the New Oxford History of Music, published in 1968,

Redlich mentioned Agazzari and G.F. Anerio as the successors of
Viadana and 'pioneers of spiritual monody'.22 He neither mentioned
that they were active in Rome nor included them in the section
'Venetian influence in Rome', which is devoted to the continuation of

the prima prattica and the encroachment of the polychoral idiom from

the 'progressive' North. Redlich did not clarify the situation, and
one could still be forgi&en for believing that Rome was nothing more
than the centre of an anachronistic compositional style. Coates and
Abraham in the same volume madeAsome refefence to the use of continuo

23 yet failed to mention the

in the works of Palestrina's pupils
stylistic de%elopments even in dealing with G.F. Anerio, the bulk of
whose compositions are in a style far removed from that of his mentor.

In his article in the New Oxford History of Music, Volume V,
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Roche recognized the importance of few-voiced writing in Rome, and
mentions the fact that this 'concertato' music existed alongside the

stile antico and 'colossal Baroque' style.zg In a brief but balanced

study, he put the various aspects of Roman music into some perspective,
but still perpetuated the notion that Roman music was subservient to
that from the North; it is perhaps nearer the truth to say that Roman
composers were not very interested in what their Northern cdntemporaries

were doing. A similar approach is found in Geschichte der katholischen

Kirchenmusik, edited by Fellerer the following year. Various genres

are discussed under a number of chapter headings: 'Die altklassiche
Polyphonie', 'Die Mehrchdrigkeit', Die kirchliche Monodie', and 'Die
konzertierende Kircheﬁmusik'. This publication presents a survey
which is not dominated by the persistence of the Palestrina ideal,
nor by the 'colossal Baroque'. Similarly, Abraham in his recent

Concise Oxford History of Music (1979) mentions .that progressive music

was composed by G.F. Anerio and G. Allegri, and debunks the false idea
that the 53-part Salzburg Mass was by Benevoli.25

It remains the case that no thorough examination of the music has
been undertaken. It is clear that Roman music has suffered on account
of the attention devoted to the Veneto; an exaggerated view of the
importance and influence of Palestrina; and the idea that the Church
was intent on, and successful in arresting developments in musical

style so as to exclude all but the pure polyphonic idiom of the late

16th century.

NOTES

1. Strunk, 421

2. Witzenmann, 92. The author gives dates for each
composer; these have been omitted in translation.



12.
13.
4.
15.
16.
17.
18.

19.
20.
21.
22.
23.
24,

25.

(10)

Feininger, 'Die katholische Kirchenmusik', 147.

Feininger, 'Die katholische Kirchenmusik, 147; the original reads
'eine unfassbare Lacune in der Musikgeschichte'.

Feininger, 'Die katholische Kirchenmusik', 148..
Abraham, 883.

Kirchenmusikalische Schatze der Bibliothek des Abbate Fortunato
Santini (Munster, 1908).

430. The stile antico mass will be considered below.

Wagner., Lsh,

Ursprung, 206.

A section is devoted to Agazzari (41-44), and Adrio includes an
example of a motet; his approach however remains strictly
analytical, rather than attempting to show the position of
Agazzari in the Roman circle. Nothing is imcluded which
suggests that he was anything other than an isolated figure.
2 vols (Milan, 1970-72).

Testi, ii, 238.

Testi, ii, 239-41.

Testi, ii, 241.

Hintermaier, 965-66

Bukofzer, 64-70.

Bukofzer, 68.

Bukofzer, 69.

Reese, 483.

MGG, xi, col. 711.

Redlich, 537.

Coates and Abraham, 368.

Rpche,'ﬁiturgical Music in TItaly), 366-69.

Abraham, 345.
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CHAPTER TT

RELIGIOUS AND ARTISTIC THOUGHT

A considerable amount of literature has been devoted to the
period of the Counéil of Trent and the Cathoiic Reformation; it is not
thé purpose qf this chapter to augment knowledge in this field, but to
extract from previous research the salient factors which form the back-
ground for musical activity in 17th-century Rome.1 ihe Church in the
period of the early Baroque was functioning (as it was for four
centuries) in accordance with practices laid down by the decrees of the
Tridentine Council (1545-64) so it is to the proceedings of this rather
fragmented assembly that we must direct our attention to grasp the |
origins of later ecclesiastical developments. Penco has enunciated the

far-reaching consequences of'the Council thus:2

Catholic life in Italy during the 17th century developed almost
completely under the standard of the fulfilment of the Tridentine
reform as far as it concerned the dioceses and the religious orders,
spirituality and piety, literature and sacred art.

It is inappropriate to discuss whether the Catholic Reformation,
which reached its focal point in the Tridentine decrees, was simply
a movement fired with a zeal to retain its hold on remaining Catholic
territories in the face of what seemed (at the time) to be a highly
successful Protestant rebellion; or whether, in fact, its inspiration
was more positive. Suffice it to say that early 16th-century Europe'
was swept by a powerful religious awakening: for some this meant more
fervent service within the Church, whereas others felt unable to express

their faith through the existing ecclesiastical system. It was in an

attempt to heal the resultant schism, reform the Church, and present a
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united front against the Ottoman Empire that the Council was summoned

to Trent by Paul III in 1542, after a number of abortive endeavours to
achieve such a gathering. The Council opened in 1545, and iﬁ the course
of nineteen years, three sessions, and as many pontificates, it

defined a code of practice which was to endure substantially unchanged
until the recent Second Vatican Council. The delegates at Trent could
have satisfied themselves with a condemnation of the Reformers, but as

3

Jedin has noted:

The Council was not contented with anathematizing heretical statements
as was the practice of earlier councils, but rather it gave a positive
expression of Catholic teaching, on which preaching and the catechism
as well as academic theology could be based. -

The Council's unequivocal and outspoken definition of the faith
provided a solid and fearless basis for consequent action; in the words
of G.L. Mosse, 'The Council of Trent formulated Catholic orthodoxy in
the sixteenth century; the beginning of the seventeenth saw the further
triumphant progress of the Catholic Reforma:l:ion'.LP An awareness of
being part of the 'triumphant progress' was particularly strong in
‘Rome, for that city increasingly became the apex of Counter-Reformation
activities.

The Tridentine Council was, however, concerned with more than the
definition of dogma, and ordered the implementation of practical
reforms, particularly with regard to the absenteeism of the clergy and
their lack of education. Bishops were required to reside in their
dioceses and accordingly models of pastoral interest were set by
Charles Borromeo in Milan and Matteo Giberti in Verona; both of these
reformed their sees according to Conciliér principles. In the new wave
of pastoral concern fhe éhurches of Rome were inspected by Clement VIII
himself in a series of visitatior:/\.5 Seminarieé were established,

including the national colleges in Rome, in response to the Council's

call for effective teaching of the faith; these institutions were to
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ensure an adequate intellectual and spiritual preparation for men
entering the priesthood.6 The Church was thereby revitalized to face
the challenge of the Reformation and to express in an articulate manner

7

the renewal that it was undergoing:

..... despite the awful losses that it had suffered through the falling
away of whole nations, it [the Council] thoroughly renewed Church life
through its reform decrees, and rebuilt the Church with renewed
strength to protect its existence, indeed, to win back lost positionms.
The reform was gaining ground throughout the Church, from the
hierarchy to the humblest lay-person. The occupants of the Chair of
Peter were themselves men of exceptional calibre, whose holiness and
application to Churéh affairs were an example to their contemporaries.
The austere and determined Paul IV (1555-59), and the humble, saintly
Pius V (1566-72) helped to usher 'in an era of piety and fervour .
characterized by new religious orders, whose members were consumed with
an outgoing missionary spirit. This aggressive zeal was combined with
military discipline in the Jesuits, of whom Jedin speaks in these terms:
But it was not only theology that was fighting, the whole Church was
filled with the spirit of battle. Ignatius of Loyola, the soldier, gave
his compaffia not only the form but also the spirit of Christian warfare;
through his Exercises the spirit flowed into wide areas..... there were
no passive onlookers - there must not be any!
Both Oratorians and Jesuits were freed from the duty of reciting the

daily office in community, a dispensation which reflects the outward

looking nature of these orders, whose raison d'€tre was involvement in

the outside world. Incredible efforts were made in this direction, and
by the second half of the cinquecento Jesuits were active in most
northern Protestant countries, as well as in a sizeable proportion of
the New World. St.Francis Xavier is the greatest name to emerge from
this inspiring chapter of Jesuit history, and through his courage, and

that of his fellow missionaries, it could be said by the 1580s that the
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Church had won back the same number of souls that it had lost to
Protestantism. Parker noted in this connection that, 'overseas

Catholic missions show an almost continuous story of success in the

sixteenth century'.9 In Europe too the activities of the Society of

. 10
Jesus were extensive, as Pastor records:

The Jesuits were to be seen in his [Gregory XIII] service amid almost

all the nations of Europe..... It was above all the Jesuits who, in
every kind of disguise, and at the risk of their lives, sought to bring
aid to persecuted Catholics in the Protestant kingdoms.....

Though their work was not of such a spectacular nature, the
Oratorians strove equally hard in Rome to revive individual piety among
the laity.  The work of St.Philip Neri, their founder, was evaluated

by Pastor in highly laudatory terms:ll
..... as the 'Apostle of Rome' he devoted to her more than fifty years
of labour, and to him more than to anyone else was it due that as early
as 1576 the Venetian ambassador, Paolo Tiebolo, was able to write that
the whole city had abandoned its former frivolity, that its customs and
manner of life were without any question moral and Christian, so that
it might be said that from the point of view of religion Rome was in a
good state.....
Oratorians fostered lay«ievotion by means of informal, extra-liturgical
meetings consisting of talks interspersed with vernacular hymns and
prayers. The movement represents an attempt to educate and spiritually
to help the Roman laity through a direct, less other-worldly approach
to faith. Popular piety at this time was further fired by the tales
of the success of the Church in far-away lands; the exotic nature of
the missions of St.Francis Xavier especially captured the people's
imagination.

The spiritual awakening was coupled with a desire to transform

Rome, the centre of Christendom, into a city comparable in splendour

to ancient Rome, the centre of the Empire. While others had dreamed of

effecting the radical change, it was Sixtus V who applied himself
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energetically to the task, and who succeeded in ushering in the trans-

figured Roma triumphans:l2

In Rome the threads of Church life were woven together. There national
colleges for the education of .priests were founded whose loyalty to the
Papacy was indubitable. The most significant theologians of the time
were active at the Roman Jesuit College, which stands today as the
Gregoriana, richly endowed by Gregory XIII. The Vatican library
occupied a new building and attracted scholars. The cupola of St.
Peter's was completed, and the new Baroque art was introduced in Rome;
the Gesdt, the main church of the Society of Jesus, was copied everywhere
where the order led by the General Acquaviva established itself. The
city of Rome was restored and modernized by the building of new streets
and squares..... Baroque Rome was no longer the centre of Christianity,
but only the centre of the Roman Catholic Church. But it announced to
the world that the papacy, said by some to be finished, had survived its
hardest inner and outer attack, and had regained a religious and moral
authority which the Renaissance papacy was in the process of losing.

In this period of reconstruction new churches were raised to
accommodate new orders, such as the Gesu for the Jesuits and the Chiesa
Nuova for the Oratorians, as well as to honour recently canonized
saints like St.Charles Borromeo and St.Ignatius. Some churches were
thoroughly restored, such as S.Maria in Trastevere under Paul V.
Enthusiasm for building gave rise to a great demand for work in the
fields of architecture and art. - The immediate aftermath of Trent was
characterized by a certain austerity but, despite this, art was sooh
considered a powerful tocl in the educétive and missionary work of the
Church. As Wittkower remarked, 'the practice of art was far from
being extinct: it was turned into an important weapon to further
Catholic orthodoxy';13 and Jedin goes further by mentioning artists in
the same breath‘as other types of miss‘ionaries:1
But we must not forget that the same spirit filled.nuncios whom Pius V
and Gregory XIII sent to the most threatened areas, the preachers of
controversy who fought in the chancels with the Protestants, even the
painters who portrayed the victorious battle of Cattolica against
heresy on the ceilings and walls of newly built Baroque churches.

The principles of sacred art were outlined by the Tridentine Fathers,

who demanded three things from the artist: clarity; realistic



(16)

interpretation, and an inspiration to devotion.15 Similar guidelines

were expected to govern musical composition - another means of

communicating the dogmas of Holy Church.

The clarity of the text was

a feature emphasized by the Cardinals' Commission of 1564 and 1565, and

practised in its most severe form in the music of Vincenzo Ruffo.

16

Other publications also claimed to offer music in the style demanded

by Trent.17 A movement against traditional polyphony and cantus firmus

cpmposition was initiated, the fulfilment of which can be seen in small-

scale music from the opening of the 17th century. Durante's Arie

devote of 1608 for solo voice emphasizes this point in the preface:l

Devono primieramente i Compositori
considerar'bene, quelche hanno da
comporre, sia Mottetto, Madrigale,
o qualsivoglia altra cosa, e pro-
curar di adonornar con la musica
le parole, con quelli affetti

che gli si convengono, servendosi
di toni appropriati, accid con
questo mezzo siano i lor concetti
con pill efficaccia introdotti
negli animi delle Ascoltanti.....

First: +the composers must
consider well that which they are
to compose, whether it be a motet,
a madrigal or anything else, and
seek to adorn the words with music
with the appropriate sentiments,
using the proper tones, to the end
that by this means their concepts
may be more effectively introduced
into the souls of the listeners....

Under the leadership of St.Philip Neri the early Oratorians recognized

the value of vernacular song as a tool to communicate the fa.ith.l9

Secular associations in the setting of the Mass were shunned, and for a

number of years the parody mass was in decline, until a relaxation

within the Church meant that profane models were once more tolerated,

despite the rulings of Treht.

The context for Tridentine music was the revised liturgy formulated

by the Council; this reasserted and strengthened the Church's position

to withstand Protestant opposition to the idea of the Mass as a

sacrificial offering.

liturgy: 20

Klauser explains this in his history of the
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As a result of the attacks made by Luther and Zwingli on the mass, but
equally, however, as a consequence of the generally widespread discontent
on the part of Catholics with the discordant, one might even say,
chaotic state of liturgical practice and the similar condition of .
liturgical books, the Council of Trent, viewing the immense number of
abuses and percelving that the bishops would never deal with the problem
of reformation if left to themselves felt bound to keep a watchful eye
on the process of reforming the books used for the eucharist and the
hours of prayer, and at the same time to watch over (as is only natural)
the reform of liturgical practices codified in these books.

A new Breviary and Missal were published in 1568 and 1570 under Pius V,
the revised Pontifical under Clement VIII in 1596, and the Ritual under
Paul V in 1614. In 1577 Gregory XIII requested Palestrina and Zoilo

to undertake the revision of liturgical cha,nvl:;zzL this involved purging
and correcting it so as to establish the traditional melodies in a less
debased form. The attempt failed, and eventually the problem was
reconsidered by Paul V, who set up a cbmmission'to investigate the
situation in 1608. This resulted in the publication of a Gradual in
1614 by the Stamperia Medicea22 in which the chant was only further
debased, causing the Pope to withhold his permission for its use by the
entire Church.

In 1588 Sixtus V was prompted by his concern for the purity of the
liturgy to establish the Sacred Congregation of Rites, which was
responsible for safeguarding the Church's ceremonies and resolving
liturgical problems.23 That such an organization was set up demonstrates
the desire of the papacy to effect a thorough reform of, and to
exercise a firm control over every aspect of ecclesiastical life. To
this end the popes of the post-Tridentine era applied themselves with
uncompromising determination.

The austerity of the period of reformation was not however to last:
encouraged by its own successes, the Church entered a flamboyant era
of triumphalism - Roma triumphans - which in some ways proved the anti-

thesis of the Catholic Reformation proper. Mayer expressed it thus:zq
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The Catholic movement of reform carried initially a sharply outlined,
rational, anti-sensual character, a seriousness, a severity and a
sobriety which seem to contradict the Baroque feeling for life.

The achievements of the Church in Europe and overseas, which succeeded
. in putting Protestantism on the defensive and eventually precipitated
the Thirty Years' War, have already been commented upon. The victory
against the Turks at Lepanto in 1571 also contributed to raising the
optimism of the Church, much of which was expressed in unprecedented
devotion to the Virgin. It was, however, a number of events in the
1620s which signified the end of the zealous period of Catholic
Reformation.. Despite the encouragement of missions by the College for
the Propagation of the Faith, founded in 1622, the spirit of aggressive
evangelism was on the wane. Even the Jesuits, once so earmest in
preaching the Gospel in sfrange lands, fully embraced the triumphant
Rome of Urban VIII and abandoned'much of their previous austerity in

- favour of more worldly preoccupations.' The canonization of the leading
characters of the period of reform by Gregory XV in 1622 set the final
seal on the era of struggle since, by recognizing these figures as
_.saints, the Church was acknowledging that it had been saved through

- their efforts. This event initiated a period of exuberant self-
confidence with the Church secure in the belief that it had managed to
consolidate its position and that the battle to retain its power was
over. The more relaxed, easy-going atmosphere was fostered with the
election of Urban VIII in 1623. His humanist interests aroused a
second period of Renaissance in which poets and artists were given the
encouragement and the scoﬁe to exercise their skills, and the style of
the papal court appioached in some measure that of the absolute
monarchies of 17th-century Europe. More than anything else, it was the
consecration of St.Peter's basilica in 1626, one hundred years after

the laying of the foundation stone, which provided a symbol of the
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sense of triumph in the Church. As is depicted sb well on the tomb
of St.Ignatius in the Church of the Gesi, Religion was deemed to have
triumphed over Heresy.

Triumphalism and flamboyancy naturally found artistic expression.

'Encouraged by the patronage of Urban VIII, many artists, foremost among

these Bernini, turned their attention to the construction of new
edifices for the beautification of the Eternal City. The achievements
of this Pope in artistic patronqge are catalogued in Pollakfs survey
of the era,25 an impressive testimony to the extent of his contribution.
Typical is Bernini's grandiose baldacchino for St.Peter's, which,
though solid in conception, is far from devoid of ornament - its very
proportiohs represent the pagan world vanquished by the Church's power.
Such.an appeal té the senses was not foreign to the earliest days of
the Catholic Reformation; in his Spiritual Exercises, Ignatius had
adopted.a very sensual approach, requiring the devotee to imagine the
torments of hell in a very physical manner. So it was not the case

that the 17th century introduced a new, sensual method to reach the

- soul, but rather that the 0ld procedures were no longer placed at

the service 6f a wholly spiritual message, but used to impress the
people with the glory of the now-victorious Church.

Music ran parallel with art in this respect, and showed a marked
increase in scale and impressive effects from 1620 onwards. Urban
VIII encouraged music as part of his all-embracing interest in a;t, and.
a number of liturgical publications.by Antonio Maria Abbatini,
Kapsberger, Vincenzo de Grandis, Stefano Landi and Pietro Paolo
Sabbatini were dedicated to him. His interest was not confined to
liturgical music, and he was responsible for initiating the spiritual

26

opera in Rome. As Grout says:
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The leading patrons of opera at Rome were the powerful family of

the Barberini, princes of the church.

Their palace had a theatre

with a capacity of over three thousand, which was opened in 163?
with one of the most important operas of the Roman school, Landi's

Sant'Alessio.

In liturgical music, however, the spirit of the pontificate was perhaps

best reflected in the use of large-scale polychoral groupings,

references to which are encountered with increasing frequency in

archives.27 Such music was written with the intention of impressing

the gathering, rather than providing a lucid commentary on, or

communication of the text.

The less stringent mood of the period is

symbolized in the appearance, once again, of masses on secular models,

a manner of composition strongly censured by the Council of Trent.

It was not, however, as if the hierarchy had lost their Tridentine

concern for correct liturgy for in 1628 Urban VIII issued a series of

regulations regarding the place of music in services.

Here he shows

a continuing concern for purity and for the avoidance of profane

29

associlations:

Pecreta ghalia, servanda in omnibus
Ecclijs; et presertim in Basilicis
alijsque Collegiatis Urbis.

Emanata San:mo dfum Nftm Papam
Urbanum viij - de Anno 1628

..... Omnes in Choro reverenter,
distinte, et devote himnis, et
Canticis Deum laudent, nec per
sincopem, sed facto puncto in
medio versicule, officiti recitent,
verba no concidantur, nec sequens
psalmi versiculus inchoetur, quia
prior integre absolutus est

Horas Canonicas, tam Canonici,
quam reliqui omnes, alta voce
pronunciant, voces suas Cappell-
anis, et Cantoribus adiligentes.

+ + + + 4+ + + + + + +

General decrees, to be observed
in all churches, and especially
in basilicas and other colleges
of the city. Issued by the Holy
Father Pope Urban VIII in 1628.

...BEveryone - in choir should

praise God reverently, distinctly

and faithfully with hymns and
canticles, and should recite the

office avoiding elision and making

a pause in the middle of the
verse; the words should not be
curtailed nor should a versicle
be begun until the previous one
is finished completely. As
many canons as remain shall
recite the canonical Hours
clearly, adding their voices to
those of the cappellani and
singers,

+ 4+ + + + + + o+ o+ o+
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In sollemnibus festis, Cantores,
Seu Capellani, ubi Cantores nT erzt
proprias illius diei Antiphonas as
Vesperas canant, nihil alien@i ab ea
festivitate; in missa seu alijs
horis, ad muliendas aures in
Ecclesijs modulent, nihil profant,
nil impuru, Sacrae cationes no
tant@l verbis, sed ne quo ad
modulamen canendi redoleant.
Cantus, et soni graves sint, pij

ac distincti, domui Dei, ac

divinis Laudib. accomodati, ut
simul verba intelligantur, et ad
pietate auditores excitant.

On solemn feasts singers or
cappellani (where there are no
singers) should sing the correct
Vespers antiphons for the day and
nothing foreign to the feast.

At Mass or the other Hours they
should sing nothing profane or
impure in the churches to
pleasure the ears - songs

should be sacred not only in their
texts, but in no way smacking

of florid singing. h

The songs and their sound

should be serious, pious and
clear for the House of God,
suitable for the divine praises,
so that both the words are
understood and the hearers moved
to piety.

Tn his La musica ecclesiastica, Agostino Agazzari, as late as 1638,

adopted a similar stance with regard to the expression of liturgical

30

texts in an intelligible manner.

He based his theory on the study

of Plato, an approach common in humanist music theory at the close of

the 16th century.31

Agreeing with Marsilio Ficino's position in his

commentary on Plato, Agazzari states 'Denique armonia orationem sequi

debet, non oratio armoniam',32 and thus leads into a humanist discussion

of the effects of‘music.

His complaint is against the 'confusion of

our times', in which 'similar light ditties may be approved of in the

Holy Church, the House of God, which are reputed to be unsuitable in

» 33

the houses of men'.

He argues forcibly in favour of the attitude of

the Council of Trent, and condemns secular and frivolous musical

34

settings:

.....proposto dird, che la Musica
Ecclesiastica sia quel canto, &
armonia animata dalle sacre
parole, & fine di cantar la
gloria, e lodi di Iddio in Santa
Chiesa ad imitation del Cielo.

...I shall say that Church music
is that song and harmony inspired
by the sacred words, with the
purpose of singing the glories and
praises of the Lord in imitation
of heaven.

and goes on to speak against those pieces based of profane airs, in

v 35

which the words of the Mass are set 'with sensual delight and novelty'.
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The words of the liturgy, he says, must be taken seriously otherwise
one is in grave danger of falling into heresy; in illustration of this
he cites a setting of the Credo for two choirs, where one sings 'non
erit finis' to which the other responds 'erit finis'. Agazzari was
keen, however, to preserve music withiﬁ the Church, but he notes that
various popes had wished to ban it 'on account of the confusion and
soup of the words in their counterpoint and fuguesf.36 His high view
of music places it second only to theology as a discipline: the latter
discusses the essence and greatness of God, while music sings of the
same and will continue to do so in eternity.

The fact that Agagzari felt it necessary to write in such terms
indicates that he was among those who believed that a general musical
decline had taken place in the second quarter of the seicento.’ He
presumably discerned this decline in grandiose liturgical spectacles
where there was little concern for clear expression of the text, and
rather more interest in the impressive effect of the ceremonies them-
selves., Despitevthe evident artistic quality of music from this period,
other writers nqted the danger of moving away from Tridentine .
principles in favour of more secular styles. The éhurch authorities
were not unaware of this: a document of the Congregazione della
sacra visita dated October 20, 1633 reads like a precis of Agazzari's
_ treatise. Tt uséé very strong language in an attempt to do away with
abuses common in Roman churches, and it was presumably circulated to

all religious institutions in the city.37 The Jesuit Drexel pufsued

a similar line of thought in his Rhetorica caelestis of 1636:38

Without offense to you let me say, ye musicians, that now a new species
of singing is dominant in the temples, but it is showy, curtailed, very
little religious, indeed, but more suitable for theater or dances than
for the temple..... I beg you, let at least something of the old
religiosity of sacred music be revived.....

This was however a flourishing period for music itself. In 1628
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Giustiniani spoke of the 'fervour that music arouses in the souls of
men during the celebration of the divine offices, and in the uniting of
many people's spirits on the occasion of singing together, as may be
observed daily in the processions of the religious brotherhoods and
societies through the streets of the city'.39 The French violist,
Maugars, sent to report on the state of Ttalian music, wrote in a most
compiimentary manner in 1639 about the}quantity of music and the skill
of the musicians in Rome:

That which I beg you to notice is that they never sing the same motets
twice, and there scarcely passes a day in which there is no festival in
some church, and where some good music is not managed; certainly one

is assured of hearing new compositions every day.

With regard to the quality of the music Maugars remarked that 'they
compose their motets with more art, learning and variety of ornamentation
than ours';ul_and that We [the French] compose admirably Airs de
mouvement, and the Italians marvellously church music'.42 Clearly the
singers were very capable, and Maugars remarked;43

these Italian musicians never practise together, but sing all their
parts at sight; and what I find even more admirable is that they always
keep together.....

Notwithstanding the blemishes, the city of Rome, within one
hundred years of its sack and virtual destruction by Charles V, had
become a showpiece for the rest of Christendom, and displayed almost
unprecedented self-confidence. Rome had not only won back all the
ground that the sack and Protestantism had taken from her, but was in
a positive position of power which even exceeded that of previous
epochs:

What nobody had dared to hope before the Council had happened: the
papacy and Rome were in quite a different sense the centre of church

life from the time of the great schism and the era of the Renaissance
papacies.
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Yet the early Baroque was not an age of total secularization after

the battle: the pontificate of Urban VIII specially was a period in
which missionary activity was encouraged, largely through the extension
of the work of the College for the Propagation of the Faith, and in
which there was further revision of the Breviary, the performance of

various canpnizations, and the decrees of the Council of Trent were,

to some extent at least, upheld.

NOTES

1. The term Catholic Reformation has generally been adopted rather
than Counter-Reformation on account of arguments presented. in
Jedin, Katholische Reformation; he uses the term to express the
view that the movement which swept Europe in the 16th century
was a positive religious awakening rather than a negative
reaction to Protestantism, a Counter-Reformation. This section
owes a considerable amount to German-speaking authors, who have
contributed extensively to this field of Church history. Hubert -
Jedin's work on the Council of Trent and its aftermath represents
the foremost contribution to this area of scholarship, and it is
to his writings that I am particularly indebted. Chadwick,

] 251-362 gives a brief English account of the subject, and Jedin,
A History presents a thorough survey of the Council.

2. Penco, ii, 1.

3. Jedin, Katholische Reformation, 53.

L. Mosse, 182.

5. Some idea of the miserable state of the Roman churches immediately
after the Council is given in Monticone.

6. The colleges also educated men who did not intend to be ordained,
but their primary task was to train seminarians. See Culley,
A Study, 18.
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Jesults is found in Brodrick.
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Jedin, 'Katholische Reform', 44344,

Wittkower, 1.

Jedin, Katholische Reformation, 34.

See Lodkwbod, Pope Marcellus Mass, 19.

Lockwood, The Counter-Reformation discusses the works of Ruffo
in detail, and gives a thorough account of the place of music in
this period.

See Coates and Abraham, 317-18., The preface to Palestrina's
Missarum liber secundus makes a comment to that effect; it is
quoted in translation in Lockwood, Pope Marcellus Mass, 24-25,

Reprinted with a German translation in Goldschmidt, 29-33.

Smither, A History, i, 39-76 gives the early history of the order
and its music. '

Klauser, 117.

The complex story of the revision of the chant is discussed in
great depth in Molitor.

Graduale de Tempore.....

The rulings of this body are available in Decreta authentica.....
Mayer, 124, quoted in Jedin, Kitholische Reformation, 44.

Pollak, Die Kunsttatiegkeit.

Grout, 64.
See below on the 'colossal Baroque', 295.

By Vincenzo Ugolini (1622), Antonio Cifra (1621) and Marco
Scacchi (1634); see below, 129~30, 139, 302-03.

Archives of S.Maria in Cosmedin, Libro IV-2, Decreti Capitolari

Lib.o I1 (1618-51), f, 186.

Full text in Appendix I, Doc. 1.

See, for example, Giovanni de'Bardi, Discourse in Strunk, 290-301.
The activities of this circle are discussed in Palisca,'The Camer-
ata’'. :

Agazzari, Lamusica , 4. See the preface of Monteverdi's Scherzi
musicali (Venice, 1607), where similar views are expressed (see
Strunk, 408-09).

Agazzari, La musica, 6,
Agazzari, La musica, 7.

Agazzari, La musica, 11,
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Agazzari, La. musicé,-ll;.

Full text in Appendix I, Doc. 2.

Drexel, i, 66, quoted in Fellerer, 'Church Music! 589, note 60.
Giustiniani, 75.

Maugars, 28.

Maugars, '27.

Maugars, 42.

Maugars, 28.

Jedin, Katholische Reformation, 63.
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CHAPTER _ITI

ARCHIVAL STUDIES

PATRONAGE AND SUPPORT FOR ROMAN LITURGICAL MUSIC

Most provincial Italian cities could boast no more than one
institution, generally the Cathedral or Ducal Chapel, where there were
regular performances of liturgical music. The maestro in such an
institution would have been responsible for the direction of a small
group of singers and, if sufficiently accomplished, would have
composed some settings of liturgical texts for them to perform. In
exceptional cases, an enterprising and gifted maestro might have issuea
his works in the large publishing centres of Rome and Venice and thus,
pefhaps helped by a flattering dedication to some dignitary, increased
his chances of promotion to a more prestigious post in a larger town.

Rome on the other hand offered church musicians many opportunities
for employment: the city was full of churches,1 and the mzestri of no
less than fourteen establishments achieved a mention on the title-pages
of published music during our period, for, having recovered from the
sack of a hundred years before, the city was increasiﬁgly the focus of
ecclesiastical life. in addition to these fourteen institutions, a
number of others were musically active, and in these were found
composers of note at an early stage in their careers together with those
maestri who, though surely capable practitioners of their art, never
secured a post in one of the great churches. Rome attracted a host of
gifted musicians who, mbtivated by the opportunities which the city
offered, left their native towns in the provinces to seek improvement;

among these were Paolo Agostini from Vallerano, Abundio Antonelli
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from Benevento and Antonio Maria Abbatini from Citta di Castello. Some,
such as the Augustinian Friars Girolamo Bartei and Agostino Iiruta,

were sent to Rome by iheir order to direct the music at its mother
church, S.Agostino.

Though Rome certainly drew people of stature, it is far from true
to say that every church was bursting with musical activity; indeed
there were not nearly enough musicians to go round. Tt is recorded in
the archives of S.Maria in Cosmedin that a decision was made not to
invite a cardinal for a special feast since there was no-one capable of
singing Mass sufficiently weIl;2 and in S.Maria della Rotonda (the
Pantheon) outside musicians were regularly hired on the feast of All
Saints (pefhaps to keep up appearaﬁces)4even though virtually no other
music took place in the church during the year. Even the English
Coliege was in a similér situation, as we shall see later.

The bodies which patronized composers of liturgical music can be
divided into a number of groups: the Vatican with its two cappelle;
other basilicés and churches; mother churches of feligious orders;
national churches; colleges and seminaries; confraternities and,
lastly, private individuals of high rank who maintained large households
and encouraged the composition and performance of sacred music by way
of recreation. Most of these categories were nbt found outside Rome,
and for that reason a study of patronage in the city bfinés to light
some colourfulvand varied fields of- activity.

The Vatican maintained two distinct cappelle, the Sistina or

3

Cappella Pontificia, reserved exclusively for papal functions,” and
the Giulia, instituted by Pope Julian II in 1513, which furnished music
in St.Peter's.q These cappelle, the most prestigious in Rome,

succeeded in attracting the most capable and experienced maestri and

singers. They performed music in two distinct styles; while in the
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basilica itself the music provided by the Cappella Giulia was in the
mainstream of stylistic development with some pieces in newer styles,
including the species of multiple-~choir writing termed 'colossal

Baroque', in papal ceremonies (with the Cappella Sistina) the archaic

prima prattica style persisted.5 This anachronism, peculiar to the
Sistine choir, was the outcome of a conservafive approach by means of
which the hierarchy sought to express their belief in the unchanging
nature of the Catholic faith despite the vicissitudes of the previous
century. Both cappelle were sizeable establishments and by the mid-17th
century the Cappella Sistina comprised about thirty singers, and the
Giulia about twenty; these numbers were substantially greater than

those employed in other churches.

Positions at St.John Lateran and S.Maria Maggiore were also much
coveted by maestri and musicians, since these are major basilicas, and
the former the pope's cathedral as bishop of Rome.6 The men employed.
by these basilicas were often productive as coﬁposérs: among those
active in the Lateran were G.F. Anerio, Curzic Mancini, Abundio .
Antonelli, Antonio Cifra, Antonio Maria Abbatini, Virgilio Mazzocchi
and Francesco Foggia, and in the Cappella Liberiana of S.Maria Maggiore
worked Francesco Soriano, Vincenzo Ugolini, Paolo Tarditi, Giuseppe
Giamberti, and Foggia. A certain amount of work on S.Maria Maggiore

7 and the archives are so large that any

has already been completed,
discussion of them would detract from the object of securing an overall
view of musical activity. Those of St.John Lateran are closed to the
public at the time of writing.

Like any city Rome has its parish churches which are independent
of any feligious order, and without national or collegiate associations.
These were sometimes wealthy enough to support a cappella, and in a

number of cases revenue from the leasing of property and vineyards

was used to this end. Many churches enjoyed the patronage of a
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titular cardinal and, if he were sufficiently generous, his donations
would go a long way towards meeting the cost of music. Occasionally,
d service was funded by a private individual: the archives of the

Gesﬁ record a payment for music on the feast of St.Francis Xavier in

November 1628:8

On the eighteenth day of the said month for the music of Vespers on
account of a benefit received from St.Francis Xavier from a person
devoted to him 24 -

When the Jesuits celebrated their centenary in 1639 the ceremonies
were paid for by the papal nephew, Antonio Barber_ini.9
Some churches supported regular cappelle: in S.Maria in Trastevere
and S.Lorenzo in Damaso, for instance, these consisted of about eight
singers, maestro and organist. One can, however, be sure that in the

méjority of churches only the most elementary chant was heard. A
church such as S.Maria Rotonda (the Pantheon) is perhaps more typical:
music on anything but a basic level was confined to one festival or
perhaps two each year when outside musicians were hired.

Religious orders in Rome were represented by mother churches, many
of which patrbnized a considerable amount of musical performancé. In
the Augustinian S.Agostino and the Oratorian S.Maria in Vallicella the
members of the order comprised at least a proportion of the cappella;
consequently it is more difficult to assess the extent of musical
activity, since fewer documents relating to payment’are to be found.

The Dominican S.Maria sopra Minerva was clearly a church with a
flourishing musical tradition;lo sadly its archives are lost, and
accordingly information is scarce. Della Valle mentions the singing

of nuns in S.Lucia in gelci , San Silvestro, S.Maria di Monte Magnapoli,
S.Chiara and in S.Spirito in Sassia, showing that musical performance
was not confined to the male orders.ll It does however seem that

female orders were discouraged from being too much involved with music,
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and in 1625 the Congregazione della sacra visita only permitted the
use of 'canto figurato' two or three times on principal feasts in
communities of nunsf12 -The Gesu, mother church of the Jesuit order,
was the scene of some of the most impressive music in seicento Rome,
but this was due in some measure to its connection with the Seminario
Romano, with which-it shared its siﬁgers.

The seminaries, founded during the late 16th century in response
to the Tridentine concern for a well-educated clergy, were also
centres of music-making, and boasted some of the finest maestri. The
Seminario Romano has already been touched upon, and the German College
was also musically important.l3 It was linked to the church of S.
Apollinare (just as the Gesu had connections with the Seminario
Romano)iand»consequently that church enjoyed remarkably elaborate
musical performances. Another Jesuit church, S.Maria deil Monti, was
able to employ some of the most distinguished Roman maestri, including
G.F. Anerio, Paolo Tarditi aﬁd Sﬁeffano Bernardi. Such an exceptional
group of musicians was probably attracted to the church on account of
the attached Compagnia dei neofiti, founded by St.Ignatius in ZI.51+2.]'LF
The archives of the church, contained in the Archivio del Vicariato,
are so fragmentary as to prevent a full piéture of its life béing
researched.

Another phenomenon peculiaf to Rome is that of the national
churches, chief among which are S.Luigi dei Francesi, S.Giacomo degli
Spagnoli, and S.Giovanni dei Fiorentini. S.Luigi was particularly well
endowed, and its archives reveal a picture of considerable musical
activity involving some of the foremost musicians of the time.15 The
Florentine church was a special case since much of the music was bound
up with its charitable confraternity, the Arciconfraternita di
S.Gilovanni dei Fiorentini.16 The confraternities were common sources

of musical patronage; in addition to that of the Florentines, which for
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a while employed Alessandro Costantini, the. Arciconfraternita
dell'Orazione e Morte employed Sigismondo Arsilli, Giuseppe Giamberti
and Pietro Paolo Sabbatini and was praised by della Va.lle,17 and that
fdella Santissima Trinitd dei Pellegrini' also supported a cappella

of which Paolo Agostini was maestro fpr a time. In 1630 when Cardinal
Francesco Barberini waé received as protector of the Franciscan )
Arciconfraternita della Stimate there was evidently splendid music,
despite the fact that this bpdy does not appear to have had any
regular musical performances: |

and on entering the church, the musicians in the choir sang various
motets for eight voices with organ and other instruments.

The Arciconfraternita del Gonfalone supported an organist for Mass and
Vespers on feasts and for the singing of the Salve Regina on Saturdays.l9
Statutes of the confraternity also provide for solemn music at Mass

and first and second Vespers of the patronal festival of SS.Peter and
Paul, and on the feast of the founder St.Bonaventure.ZO Free-lance
musicians seem to have made themselves available for performances in
churches where there was no regular cappella, and payments to Sabbaﬁini
are found in the archives of S.Maria della Rotonda and S.Maria in
Cosmedin.

Another group of maestri came within contact of Rome and frequently
published works in the city - holders of posts in the provinces. While
many cathedrals in the surrounding area, including Frascati,21
Tivoli,22 and Orvieto, occasionally found a maestro with some printed
music to his credit, many composers were drawn to the most attractive
provincial post, that at the Santa Casa in Loreto. Well-established
composers were prepared to leave adequate posts in Rome to work there,
among these Antonio Cifra. This renowned place of pilgrimage maintained
23

a fine musical tradition, ~ unequalled by any of the provincial

cathedrals, where a more modest approach within a more limited budget
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was necessary. Some provincial maestri éventually rose to positions
in Rome itself, the most famous of these being Carissimi; less ambitious
musicians on the other hand must have been contented with their minor
situations.

In addition to musicians who received support for church duties,
a small number of composers of liturgical music were privately
employed in wealthy hoﬁseholds, probably with more general musical
tasks. Kapsberger was supported by the Barberini; and after leaving
his post as organist of S.Maria Maggiore, Paolo Quagliati was in the
employ of the Ludovisi family. Both the Ludovisi and the Barberini
were prominent in the ecclesiastical sphere: Gregory XV was a member
of the ILudovisi and Urban VIII of the Barberini. The pieces compdsed
under their patronage were presumably intended for use in private
chapels or for spiritual recreation.2

The need for work on specific Roman institutions was pointed out

25

by Witzenmann, who remarked on the lack of research in this field:

We know still less about the Roman church cappella, and in the 17th
century this is even valid for the examples of St.John Lateran, S.Maria
Maggiore, S.Luigi dei Francesi and S.Giovanni dei Fiorentini.

The largest basilicas have deliberately not been considered in
this dissertation since it is my intention to provide a general view
of Roman musical life and, at the time of writing, many of their
archives are inaccessible. The documents pertaining to St.Peter's
are so vast as to require mény theses on them alone.26 Two churches
have been chosen for their connection with religious orders, the Gesu
and S.Agostino. S.Lorenzo in Damaso and S.Maria in Trastevere were
studied for their reasonably large choral establishments unconnected
with any religious order; The situation at the Pantheon makes an
interesting example, since the relative poverty of its position means

that it was probably more typical of Roman parish churches, some
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details of which are also included. To avoid darting from one church
to another in illustration of certain points and thereby failing to
provide a unified picture of music in any one establishment, it has
been thought best to include a sequence of short essays describing the

musical life of particular churches.
NOTES

1. Trattato, 128 gives the number of churches as 359. These were
not all public places of worship, but include private chapels
of monasteries, churches used occasionally for special celebrations
and others of similar status. A brief, but informative guide to
the churches of Rome is Zeppegno and Mattonelli, Lumbroso and
Martini concentrate on the confraternities and their churches.

2. Archives of S.Maria in Cosmedin, Libro IV-2, Decreti Capitolari
Lib.o IT (1618-51), f. 42v. The entry, dating from September 3,
1327, relates to priests singing on the feast of the Nativity
of Our Lady; this would seem to indicate that even the most
elementary plainsong was beyond the resources of the church.

3. Jean Lionnet is engaged in work on the archives of this
institution. An outline of its history is found in Adami,
xxv ff.

L, Rostirolla, 101-09 distinguishes cleaziytetweén the two cappelle
and gives a detailed account of the foundation of the Cappella
Giulia.

5. Original documents concerning the repertory of the Cappella
Sistina are presented in Frey, Das Diarium and Frey, Die
Gesange. Musical works still in the possession of the Cappella
Sistina are listed in Llorens, Capellae Sixtinae Codices, which
merits comparison with the companion volume on the Cappella
Giulia, Llorens, Le opere.

6. S.Paolo fuori le mura, the other major basilica, had no musical
" tradition. The community only seems to have been in residence
for part of the year since the area was so prone to epidemics;
consequently no permanent musical establishment was possible.
This view has been expressed in conversations with a number of
Roman acquaintances well versed in the history of their city; so
far I have been unable to discover a source which confirms this

notion,
7. Published in Raeli.
8. Archives of the Gesi, Libro 2006, Libro Dell'entrate et spese

della Sacestia Dall'anno 1620, November 18, 1628, unfoliated:
adj. 18. detto p la musica di T Vespro p una gratia ottenuta da
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14,
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20.
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Sto fran$® Xaverio da una persona sua devota 24 -. The

corresponding entry in the Entrata is also anonymous.

See full title of Belazione della solenne festa: ‘'fatta Dall'
Emin™ e Rev®© Sigt¢ Card. Antonio Barberino'.

See Maugars's description of Vespers on the vigil and feast of
St.Dominic, when the music was for ten choirs, quoted below,
308. Orbaan, 291 describes the funeral of Margarita Sanrocchi
which took place in the church on November 1, 1617; the coffin
was carried 'coronata di lauro et favorita da virtuosi

‘3 'accompagnamento et di molte compositioni attorno il fereto'

Tella Valle also mentions music in the church (see Solerti, 175).
Solerti, 166.

Decreti generali, no. 1l: Nelle Chiese delle Monache di Roma.....
si prohibiscono le musiche, tanto di voci, come d'istromenti,
etiandio ne'giorni d'alquando si veste, fa professione, O prende
il velo alcuna delle Monache, volendo, che in ogni caso restino
contente della Musica, che fanno, & possono fare le medesime
Monache con 1i proprij Organi, & non con altri instrumenti,
usando il canto fermo, & non figurato, il quale canto figurato
si permettera solamente per due, O tre volte l'anno nelle feste
piﬁ principali di dette Chiese, conforme & quello, che sard
stabilito dall'Illustriss. Sig. Card. Vicario. It could simply
be because men would have to be brought in to perform polyphonic
music; clearly this could not be allowed too often.

The German €ollege has been examined in Culley, A Study, and in
Casimiri, 'Disciplina musicae', xvi (1939),1 ; xix 21942), 102,
159; xx (1943), 1.

See Lumbroso and Martini, 181-83.

Jean Lionnet has prepared an article which is awaiting publication
on the archives of this church.

Wessely-Kropik has outlined the content of these archives.

Solerti, 176. See also Montaigne's descriptions of the Good
Friday ceremonies in Pastor, xx, 558.

Matteucci, 160.

Statuti, 94: Della Chiesa, e Cappellani di S.Lucia. Cap. LXII.
Si terra ancora un'Organista per sonar l'organo alle Messe, e
Vespri, & il Sabbato a sera alle Salve &c., & ancora qualche
Musico per i giorni delle feste, ad arbitrio della Congregatione

Segreta.....

Statuti, 97: Delle feste dell'Oratorio. Cap. LXIV. Per esser
il nostro Oratorio dedicato alli Santi Apostoli Pietro, e Paolo,
e per esser stato san Bonaventura fondatore della nostra
Archiconfraternitd; ordiniamo, che nelle feste di quelli Santi,
cioe alli 29. di Giugno, & alli 14. di Luglio, si faccia nel
detto Oratorio festa solenne, con farvi cantare in musica la
messa, & il primo, e secondo Vespro, e si faccia adornare il
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detto Oratorio di dentro, e di fuori ad arbitrio delli
Guardiani.

My examination of the cathedral archives at Frascati revealed a
good deal of information about its foundation in the first years
of the seicento, but few documents made any reference to music.

Music in this cathedral has been treated in Radiciotti; he
provides a comprehensive list. of maestri, but little information
about specific events.

Music in the Santa Casa has been examined in Tebaldini.
This would follow in the tradition of Palestrina's Motectorum.....

liber gquartus (1584) on texts from the Song of Songs, and relates
to Roche, Madrigal, 100-O4 on the spiritual madrigal.

Witzenmann, xlviii (1976), 81-82.

Giancarlo Rostirolla is writing a detailed book on the Cappella
Giulia, and Jean Lionnet is engaged on the same task for the
Cappella Sistina.
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THE CHURCH OF GESU

The Gesl stands in its own piazza close to the ancient centre of
Rome and is a place of unparalleled importance for the Jesuit order
of which it is the mother church. Built between 1568 and 1584, it is
often cited as a building of particular significﬁnce for its
architectural embpdimeht of the spirit of the Catholic Reformation;
yet the artistic expression of religious thought and feeling is not
only found in the outward design of the church, but also_in the musical
performances which enriched its liturgic;l worship.

The triumphalism of the early Baroque is reflected in the
architecture of the Gesu: the vast interior is decorated with ornate
splendour in a style whose strength reflects the absolute authority
of the Counter-Reformation Church. It was 1argel& due to the Jesuits
that the Church had been able to regain such power. Musical activity
there communicated similar ideas: spectacular large-scale music for
many choirs, designed to impress rather than to put across the text
became popular as well as music for a few voices using a more

flamboyant vocal style than that of the prima prattica. Instruments

were used with increasing frequency to augment the forces and to add
more colour and excitement. To provide some context for the assessment
of the references to music in the papers of the Gesu we turn first to
the rﬁbrics relating to worship there.l

A manuscript volume entitled Qrdine, et Osservationi della nostra

Chiesa per tutto l'Anno2 survives in the Jesult archives; it is dated

1584, the year in which the church was completed. It contains
ceremonial instructions for the church, probably the result of
deliberations at its foundation. The volume is important from the

musical angle since it shows the extent to which music was considered
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an integral part of liturgical functions. Much of the material could

apply mutatis mutandis to other Roman churches, but it also contains

references to festivals celebrated with special solemnity in the Gesﬁ,
such as the patronal festival of the church.

The Ordine open with basic instructions on which services are to
be sung: these give some idea of the singers' duties and of the
context for the performance of éome of the musical repertory, such as
Matins and Compline settings. Special festivals are then dealt with
in some detail, the role of the choir being mentioned frequently.

Mass, the most important liturgical function, was to be sung 'On
all Sundays and feasts where there is a.sermon',3 indicating that when
a day was of sufficient importance to merit a sermon music was also in
‘order. Not all services of the church were so frequently an occasion
for musical performance: Matins, for instance, was only sung on
Christmas night and, as the office of Tenebrae, on Wednesday, Thursday
and Friday of ﬁoly Week.4 These occasions are those for which printed
polyphonic'settings of the service are found.5 The office was

regularly sung on Christmas night as a prelude to the Midnight Mass and,

similarly, Matins for the triduum sacrum has always held a special
place in the liturgiéal cycle.

Sung Vespers, however, took place with considerably greater
frequency, that is, on Sundays, feasts of obligation and vigils of
feasts.6 It was therefore sung as often as the Mass, and on greater
feast-days both first and second Vespers were adorned with music.
The fact that Vespers was to take place without music on the feast of
the Holy Innocents (except when it fell on a Sunday) suggests that
the cappella was given a much deserved rest on that day,'after the
succession of post-Christmas festivals. In the case of the Geslu it
was a most necessary respite since the church had to be prepared for

the patronal festival on January 1.
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7 and the

Compline was often used as a Lenten devotion in Rome
Gesl was no exception to this practice. Rubrics dealing with the
office indicate that it was sung on St.Matthiasfs Day, on the
Annunciation whén it fell in Lent,and during Holy Week.8

The public recitation of the office holds a special place in the
routine of the Jesuits. It is one of the few orders that does not
call for its daily communal recitation and therefore the solemn
performance of, say, Vespers on festivals would have been an event of
remarkable importance.9

Instructions relating to the singers are given in connection with
many major festivals. On the feast of the Purification, February 2,
singers are mentioned since candles had to be provided for them.lO
The members of the cappella were required £o carry them in the procession
which preceded the Mass; theyformed the fourth group in the procession, ‘
behind the thurifer, crucifer and the brothers of the order.ll On
Palm Sunday the same processional order was followed, and af'ter the
procession the cantori were directed to move to the choir to begin
singing the Mass. During the same function the choir had a role to
play in the liturgical singing of the Pa.ssion.12 Until the triduum
sacrum the only further directions for the choir concern the singing

of .Compline on Monday and Tuesda.y.13 The services of singers were

anticipated on Holy Thursday since the rubric for the Missa In coena .

Domini prescribes that the cappella sings a motet during the communion.1
Singers are mentioned again in connection with the ceremonies which
follow the Mass: the directions state that the choir should continue

to sing while the host is placed in the tabernacle on the altar of
repose and that after this section of the service they should return

to the choir to sing Vespers.15

Corpus Christi was an important event at the Gesu: the cappella

was to sing hymns and psalms during the procession of the Host and a
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motet when the company had returned to the church.%é Though not
strictly a feast, the singers were also required on All Souls' Day
since they took part in the ceremonies which followed the Mass,

17 Practical

including the singing of the Responsory Libera me.
directions are found for Christmas; these explain how to deal with the
darkness and with the strenuous programme the festival demanded.
Candles were lit for the Midnight Mass so the singers could see clearly,
and they were ordered to rest from after the midnight liturgy until
the Mass of the Day at which they were to sing.18

This outline of the‘main—ceremonies of the liturgical year shows
that singers were considered to be an essential part of the liturgy.
Since the volume dates from 1584, it contains no mention of any Jesuit
saints who were so enthusiastically venerated during the period under
consideration.?‘9 A later document concerned with liturgy in the Gesl
‘.is found in the records of the visitation of Roman churches under
Urban VIII.ZO This includes an updated list of feasts celebrated in
the church, including that of thé Circumcision (the dedication of the

church being to the name of Jesus) and those of some recently canonized

Jesuit saints:Zl

Solemni ritu Ecclesia Celebrat The church celebrates solemnly
festum ST€ Circumcisionis necnon, the feast of the Most Holy
et dedication;s-Ecclesiae, ac SS. Circumcision, also the dedication
Ignatij fund¥1S die 31. Iulij. of the church, and St.Ignatius,
Franc®* Xavierij 2% xbfis; ac B. the founder, on July 31, St.
Franc¢l Borgiae die 2. 8bfTs. Francis Xavier on December 2,
and St.Francis Borgia on October
2.

Archival documents show that these were lavishly celebrated and that
no expense was spared in securing a magnificent musical accompaniment
for the liturgy. Uhfbrtﬁnately, the archives of the Gesu are only
reasonably complete from 1620 onwards; after this date it is possible

to find. many references to the employment of musicians and to expenses
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on festivals. The records are in some ways disappointing since there
are cerfain aspects, such as repertory, about which they reveal little.
Music ‘in the Gesu was bound up with that in the Seminario Romano
and singers from the latter institution were at least partially
responsible for liturgicai performance in the church.22 The connection
between the Gesd and the seminary was so close that from 1575 the

23

seminarians were expected to attend the church on feasts:

The clerics from the Seminary after having been able to go on feasts
to St.John Lateran, St.Peter's, S.Maria Maggiore and S.Marco, it was
resolved by the Cardinal Protector that, on account of its greater
proximity, their church should be the Gesu of Rome, to which they were
obliged to go at least to Vespers when there was music.....
The regulations relating to £he maestro and 6rganist of the Seminario
indicate that they were required to be present in the Gesu on Sundays
and double feasts, and the cantori of the Seminario were also given
_instructions which presuppose their attendance in the Gesi. These
directions state that Vespers psalms should be intoned by two singers
and that a motet should be sung at the end of the office and after the
Magnificat on greater feasts. On other occasions at Vespers falso-
bordone psalms sufficed; %ith a motet in place of the Marian antiphon.
At Mass on festivals one motet was sung after the Credo, one during
the elevation and another at the conclusion of the service; on other
days fewer motets were sung. Exfra singers were hired on special
feasts to provide music 'a due Chori' for Vespers, and 'a sei e otto
voci' for the Mass.zu

It is clear from the archives that the church was closely

connected with the papal establishment as well as the Seminario:

singers described as cantori del Papa were in regular employment in

the Seminario and the church, and on a number of feasts other members
of the Cappella Sistina seem to have sung in the Gesu. The regular

cantori are mentioned in Nappi's Annali among those receiving a salary
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from the Seminario:

There were twenty eight [persons] in salaried employment, among these
there was a maestro di cappella with some papal singers who received
board together with a room and who committed themselves to sing at
Vespers and Mass on feasts when the papal cappella was not present.

Throughout the period covered by the archives there were regular

6

payments to a number of cantori del Papa for their services in the Gesﬁ?

During 1620 two such cantori, Martino and Montagno, were paid at the
adequate rate of forty scudi per annum.27 It appears that.the
Seminario undertook to give them a room and food, while the church
actually paid them. In March 1621 Guidobaldo was included in payments

to cantori del Papa, and the three of them continued to receive wages

until Montagno's place as alto was taken by one Ferdinando in November

8 From 1625 payments were made regularly to four cantori for

1622.°
their duties in the church, the recipients of these sums being
Martino, Ferdinando, %ﬁidobaldo and Francesco. The first three, tenor,
alto and soprano repsectively, must have been very content with their

positions as they remained in the regular service of the Gesi into the

1640s.29 In addition to the four cantori del Papa there were generally

two other singers who received salaries from the church, albeit at a
lower rate of pay.

On special festivals considerable numbers of extra musicians
were engaged; such occasions must have called for music and ceremonial
of a particularly solemn nature, in keeping with the exultant spirit

of a city which had evolved into Roma triumphans of the Catholic

Reformation. Occasionally one is given some idea of the extent of the
augmented forces from records of the purchase of gloves for the singers;
for instance, in June 1621 fifteen pairs were acquired in connection
with Corpus Christi shoﬁing that at least that number of singers were
employed.30 For the same feast in 1623 only ten pairs were procured;

this is, of course, only an indication of the minimum number of singers
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presen‘t.31

The'cantori were directed by a maestro who was responsible for
music in both the Seminario and the Gesu. This emerges clearly in
1628 when a sum was given to the maestro of the Seminario for directing
the music in the churc‘h.32 Bonifazio Graziani is called 'Maestro di-
Cappella nella Chiesa del Gesﬁ e Seminario Romano' in an anthology
of 1648 and on the title-page of his 1650 motet collection; this
confirms the plurality of tenure in the mid—century.33
The GesU archives are not too helpful in identifying holders of
the combined post of maestro. Casimiri in his study of the Seminario
Romano provided a certain amount of information about these figures,
34

drawing heavily upon the Annali of Nappi. It is superfluous to

discuss his findings here, and only the extra information derived
from the archives of the Gesu will be presented.35
The first mention of a maestro in thé archives dates from
November 17, 1620 when'SY Abondio' was paid six scudi as his salary.36
A payment in the following year for the.furchase of music by fAbund'
leads one to some interesting specula.tions.37 The fact that the name
Abundio is mentioned in both references implies that the maestro was
interested in acquiring copies of his own compositions with a view to
performing them. The only Abundio known to have published church music
in Rome during this period was Antonelli, about whom there exists no
definite biographical information after 1616, in which year he was
maestro at Benevento.38 These payments suggest that in 1620 he could
have been maestro at the Gesu, an opinion put forward by Pitoni but
absent from Nappi and Caéimiri.39
Domenico Massenzio first appears in the archives as maestro in
December 1623, but his connection with ﬁhe church dates from at least

1612 when, according to Nappi, he celebrated Mass on the feast of

SS.Abondio and Abbondantio .40 In the same year he dedicated his
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motet collection, Sacrae cantiones..... liber primus, to a member of

the Farnese family, Odoardo; this strengthens the idea of an
association between Massenzio and the Gesud since the Farnese were among
its greatest patrons. His 1616 publication41 describes him as
'Tllustrissimorum Sodalium B.V. Assumptae in Aedibus Professorum
Societas Iesu Romae Musicae Praefecti'. This congregatioh was
important in the life of the Gesu, and a vivid descriptibn survives of
its part in the celebration of the Forty Hours' Devotion in 1640.
Title - pages of Massenzio's works show that he held this post until at

least 1618.%2

He was certainly connected with the church in some
capacity in 1621 since in April he received a gift of three scudi 10.43
In June of the same year he received two scudi, and in December he was
paid thfee for Christmas music, on which occasion he was described
simply as 'musico'.qa He also received four scudi in April 1623 and
three in December where for the first time in the archives he is given
the title of,maestr045 -~ it could well be that he helped out during
the interregnum between Capocci and Cima.

Alessandro Capocci served as maestro before January 1624, since
in that month he received his final payment of four scudi.46 His
publications of 1623 and 1624,47 however, describe him as 'In
Seminario Roméno, Musicae Moderatoris', showing that he held both posts.
It is probable that he left soon after july'1623 since in that month
a small silver cross was bought for the maestrp.us This would have
been an appropriate gift for someone retiring from the post. In
keeping with the plurality of office it is notable that no regular
remuneration for the maestro of the Gesu appears in the archives,
whereas payments were made frequently to the organist and organ tuner;
this suggests that the maestro was paid by the Seminario.

Though not mentioned in the archives, Tullio Cima was probably

' Capocci's real successor; his Motecta..... liber secundug of 1625
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describes him as 'Abundii Antonelli Discipuli, ac Seminarii Romani
Muéicae Praefecti. It could well be that Antonelli (had he held the
post) was responsible for recommending a pupil to the authorities.
After Capocci and Massenzio no maestro of the church is mentioned
by name in the archives until the late 1630s. In January 1638
Stefano Fabri was paid as maestro for 'mﬁsica straord%f on the feast

49

. of the Circumcision; and in December 1639 he received another sum,

the receipt for which indicates that he had just relinquished the
50 '

position of maestro:

On the twenty-seventh of the said month four scudi 20 to Signore
Stefano Fabri, the previous maestro di cappella &4 - 20

Despite having left, Fabri maintained his connections-with the Gesu;
in Decembér 1645 he was paid for directing music at the patronal
festival, the maestré being indisposéa.5l

Organists remain mostly anonymous, tﬁough there were regular
: payménts to holders of the office.- A few names are found, such as
that of Orazio Verini, who was paid two scudi_50 a month from
December 1638,52 and Matteo who was paid at the same rate from the
beginning of 1645.53 It is possible to deduce from a payment éo his
heirs dated January 1644 that Verini died in Novémber or December
1643.54 In March 1644 an organist was paid for replacing.Verini from
December onwards.§5 The organ played an important part in music at
the Gesﬁ-for, in addition to regular payments to an organist and tuner,
expenditure of one hundred and fifty scudi is recorded for the purchase
of an instrument in September 1625.56 It does seem unfair that the
organist was paid a half scudo each month whereas the tuner took one
scudo; perhaps the drganist's pay was made up to a more reasonable
level by a separate wage from the Seminario. The size of the tuner's

payments indicate that the organ was well maintained.
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As previously mentioned there were certain festivals which were
celebrated with particular solemnity, namely the Circumcision, St.
Ignatius, St.Francis Xavier and the martyrs of Japan; On these feasts
vast expenditure was often undertaken, far in excess of that on
universally important days like Christmas and Easter. The amount
spent on these solemnities was enormous, bearing in mind that a singers'
monthly wage for part-time duties was around two scudi. The first
time that the feast of the martyrs of Japan was celebrated following
their canonization by Urban VIII in September 1627 an outlay of seventy-

57

six scudi 40 was made, and for the canonization of St.Ignatius in
March 1622 seventy scudi was spent on the musical aspect of the event
a.lone.58 An interesting picture of the relative importance of certain
festivals emerges from the pattern of expenditure: in the 1620s the
most popular festival, assessed by average payments made, was that of
St.Francis Xavier (whose journeyings had captured the popular
imagination), then came Bl. Francis Borgia, St.Ignatius, the Circum-
cision and lastly the Jesuit martyrs. It is a strange order of
priorities with St.Francis Xavier being given more attention - or
at least greater expenditure =~ than the founder of the order, and
both of these being celebrated more lavishly than the mystery of
Chiist in honour of which the church is dedicated. The situation
was apparently reformed in the 1630s when the patronal festival took
pride of place, the other feasts generally falling into the background.
In addition to these regular events a number of occasions took place
which recall the special connection that existed between the church
and the Farnese fa.mily.59 One such reference relates to the episcopal
consecration of Cardinal Odoardo Farnese, when small payments were

60

made for the music and for preparing the church.

The cappella often required extra forces on festivals since, as
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the century progressed, polychoral music was frequently performed,
sometimeé with instrumental participation.él Occasionally extra
voices were provided by the cappella of another church; sometimes
bPapal singers came, presumably on account of connections established

by the cantori del Papa who served the Gesu on a permanent basis., In

December 1623 a payment was made to singers from two of the major
basilicas in connection with the forthcoming dedication festival and
feast of the Epipha.ny;62 That singers coming from the Vatican were
treated with all possible respect is shown in an account of December
1633 when a carriage was procured to transport them from St.Peter's

63

A carrozza was also

64

for the first Vespers of the Circumcision.
provided for the same feast from 1638 to 1640, In 1638 eight

sihgers from St.Peter's were involved in the Corpus Christi procession;
they received six scudi 40.65 It is reasonable to suppose that the
almost yearly expenditure of that amount for the feast-day was in
respect of the same cappella - entries generally refer to "Musiti
strarij' or simply 'Musici' making identification impossible.

Archives record that, in addition to extra voices, instrumentalists
were hired from 1623 onwards. That this was a regular practice is
shown by an entry in December of that year which records the
employment of 'a violinist for_fea.st-days.66 The earliest indication
of an instrument, a violin, being used in the church dates from
January of the same year, when one was ﬁsed on the patronal festival. 7
From then on instruments seem to have been a regular feature on feast-
days. The incredibly high expenditure, eighty scudi, for the feast
of St.Francis Xavier in 1626 included payments to instrumentalists;
and the archives even mention that the maestro composed music specially
for the occa.sion.68 In 1630 the maestro was again required to produce

new music for this festival, and he was paid a sizeable amount for

the composition of a mass for four choirs.69 Though no mention of
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instruments is made in the archives, the scale of the outlay for music,
seventy;two scudi, makeé it obvious that they were used. In 1638,
when the-emphasis had moved away from Jesuit saints to the feast of
the Circumcision, the use of four choirs with instruments is recorded
on that day,7o and in the same year on the feast of St.Ignatius the
word 'sinfonia' occurs for the first time in the archives indicating
something different from fla musica.'.71 The use of this term suggesté
. that instruments were given a more independent role, possibly
performing their own parts, as opposed to doubling the voices. Indeed,
they may have performed as a separate unit. On the feast of Bl.
Francis Borgia in 1638 the 'sinfonia' is again recorded as a distinct
item, for which the maestro received eight scudi in éddition to that
for 'la musica‘.'.72 An archival entry from January 1641 shows that on
at least one occasion there were sufficient instruments to form an

independent group:73

On the first day of the said month forty scudi.for the music of the
Most Holy Circumcision in four choirs with eigbt instruments 40 -
Later in the lé&bs a éeries of payménts appears to indicate that
interest in instrumental music was on the wane. At Christmas 1644
the extra forces were five voices and one violin,74 while on the
feast of the Circumcision inlthe following year payment was made simply
to the cantori, "Marco Violini' receiving a small gift. V
These extra voices and instruments formed ensembles for thé
magnificenf polychoral music for which the church was famous from at
least 1616 onwards. In that year the diarist Gigli described the
first Mass celebrated by Giovanni Francgsco Anerio, who had recently
held the post of maestro in the Seminario; on that occasion the music
was for eight choirs, arranged in the galleries above the cha.pels.75

Usually the music on festivals was for four choirs, such as at the

Mass for the celebration of Bl. Francis Borgia in 1630.76 Occasionally,
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however, only three choirs were employed, as in the earliest record
of polychoral music in the archives, dating from 1625 when, following
Bl. Francis Borgia's beatification in 1624, his feast was celebrated
77
From 1635 accounts of polychoral forces occur with increasing
frequency, particularly in connection with the Circumcision and, to
a lesser extent, for St.Ignatius. Archival evidence shows that the
music was accompanied by more than a single organ: in Augu;t 1633
a payment was made for pumping the second organ on the feast of St.
Ignatius.78. It was the usual practice to position the voices and
instruments close to the organ with which they were performing. An
interesting archival entry, mentioning music for four choirs with an
organ above the door, occurs on the feast of St.Ignatius in 1640 -
this music must have had a dramatic effect.79
The centenary of the founding of the Jesuit order in 1639 was an
occasion for great fesﬁivities, and a description survives of the
events which took place. Little reference is made to music, but enough
ig said to indicate that it was of incredible splendour with seven
choirs and a multitude of instruments;ao it was paid for by Antonio
Barberiﬁi, nephew of Urban VIII. In the following year the Forty
Hours' Devotion was honoured with great solemnity in the presence of -
the college of cardinals. A printed account of the event survives;
an aggarato was erected depicting scenes of Moses and the tribes of
Israei in the desert, and the music was of the highest order:
..... to honour such a solemn function the cappella began with exquisite
music for three choirs, the greater part of which was composed of
the most famous musicians of the papal chapel, who in their music made
clear the possibilities of singing.....
The feast éf the Circumcision in 1646 was also most impressive; the

record of payment notes that the 'Musica della Circuncisionef was for



(50)

four choirs, and that of the second Vespers for five.82

As is frequently the case in archival work, it is impossible to
determine the musical repertory, since only scanty indications of
this remain. The purchase of Antonelli's works, already noted, tells
us little about the styie of music since one of his four motet
collections is in an archaic style83 while the others adopt a progressive
idiém, and contain small-scale motets. It is clear that polychoral
music played a large part on feasts, but none of the music is identified.
In October 1639 only the obvious is stated when the choir was paid
for singing 'messe e motettif during the octave of SS.Cosmas and
DaLmia,nBLL - it was on this feast in 1540 that the bull establishing
the Soclety of Jesus was issued.85

A slightly more helpful entry occurs in May 1623, when sixty
baiocchi was paid for the rebinding of a large bdok of music - this

- could be a choir-book of prima prattica compositions.86 One piece of

incontrovertible evidence relating to small-scale music in the Gesu
can however beAderived from a payment of March 1639 when four scudi
were spent to acquire Cifra's motets.87 A collected edition of his
small-scale motets had been issued in the previous year.88

Another indication of what was sung occurs in a payment dated
December 1645; this relates to a group of eight singers and organist
who performed the Litany on a regular basis.89 The custom of singing
the Litany of Our Lady in Rome was mentioned by Viadana on the title-
page of his Litanie of 1613; here he stated that it was sung fin the
Holy House of Loreto and in the churches of Rome each Saturday and on
feasts of Our Lady'.9o It is probably this tradition to which the
archives allude, the eight singers being employed to perform one of
the numerous settings of the Litany for that number of voices.

In addition to showing the role of the cappella during the

Church's year, the archives of the Gesl are important for outlining
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the tendency to honour festivals pecﬁliar to the individual church

with greater solemnity than feasts of universal importance. The main

musical value of the archives lies in their provision of a clear

documentary background to the 'colossal Baroque'.

Above all it

emerges that the Jesuits were concerned to communicate their firm

commitment to the tenets of the post-Conciliar Church not only by art

and architecture, but also by music.

MAESTRI

Agostino Agazzari (1606)
Annibale Orgas (160Q7%2-10)
Giovanni Francesco Anerio (1611)
Domenico Massenzio (1612-16)
Lorenzo Ratti - (1616-17)
Giovanni Pietro Biandra (1618-19%)
Giovanni Boschetto Boschetti (16197)
Abundio Antonelli (1620)

Anselmo Anselmi (1621-22)
Alessandro Capocci (1623)
Domenico Massenzio (1623)

Tullio Cima (1625)

Antonio Maria Abbatini (1626?)
Alessandro Costantini (1627)
Virgilio Mazzocchi (1628)

Nicolo Borboni (1629?)

Giovanni Battista Riva

Stefano Fabri (1638-39)
Gioseppe Vanini

Sebastiano Traetti

Pietro Heredia (1639)

Giovanni Battista Chiavarino (1640-41)

Carlo Cecchelli (1642-47)
Bonifazio Graziani (1648-50)

-’



(52)

Note to list

This is a revision of Casimiri's list which is based on that in Nappi's
Annali (see Villoslada, 126). The positions held by Agazzari, G.F.
Anerio, Massenzio, Ratti, Capocci, Cima, Cecchelli and Graziani can

be confirmed by reference to the title-pages of their publications.

It is also poséible that Alessandro Capece was maestro there in 1636;

his Neapolitan Responsorii of 1636 describe him as maestro at the

Gesu and Collegio dei nobili. While this could apply to the institutions
of £hose names in Naples, the idea of setting the Christmas Responsories

ties in well with the output of other composers at the Gesu in Rome.

NOTES .

1. The documents examined for this section were found in the
Archivum Romanum Societatis Tesu, Via dei Penitenzieri 20, Rome.

2. Archivum Romanum Societatis Iesu, Chiesa del Gesu (hereafter
AC4G), Libro 2007. The date appears at f. 10,

3. ACAG, Libro 2007, Ordine, f. 9: Tutte le Domeniche, et Feste,
nelle quali si predica, si suol cantar la Messa.

L, ACAG, Libro 2007, Ordine, f. 9v: 1. Si canta il Matutino la
notte di Natale.
2. I tre giorni della Settimana Santa, cioe Mercoledi, Giovedi,
et Venerdi, ch'eé 1' Uffitio delle Tenebre. :

5. See below, 191.

6. ACAG, Libro 2007, Ordine, f. 10: 1. Si suole cantare il Vespero
tutte le Domeniche, et Feste di precetto, etiamche non si legga,
eccetto il giorno dell'Innocenti, se non venisse in Domenica. C...J

- 3. Si suole cantare il Vespero le seguente Vigilie, cioe della
Circuncisione, della prima Pasqua, nella Messa del Sabbato Santo,
della Pentecoste, del Corpo di Christo, dell'Assuntione della
Madonna, et del Natale. .

7. See below, 196,

8. ACAG, Libro 2007, Ordine, f. lOv; S8i canta la Compieta il
giorno di San Matthia, et il giorno della Madonna dell'Annuntiata,
cioe di Quaresima.....

9. Brodrick, 75-76.

10. ACdG, Libro 2007, Ordine, f. 14: 2. La mattina a buon hora,



11.

12,

13.

W,

15.
16.

17.

18.

19.

20.

21.

23.
24

25,

26.

27.

28.
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avanti d'aprire le porte della Chiesa si benedicono alcune delle
candele preparate in Sagrestia, parte per 1li nostri di Casa, parte
per 1i Cantori, parte per 1li devoti, et benefattori.

ACdG, Libro 2007, Qrdine, f. 15v.

ACdG, Libro 2007, Ordine, f. 19v: Finita 1'Epistola, si mettono
1li Leggij come hanno di stare, al lato dell'Evangelio per cantare
il Passio, et vengono di Sagrestia tre Diaconi, o vero tre
Sacerdoti parati da Diaconi senza Tonicelle, et loro con 1li

suoi Missali insieme con 1i Cantori cantano il Passio.

ACdG, Libro 2007, Ordine, f. 20.

ACAdG, Libro 2007, QOrdine, f. 23: Mentre si fa la communione,
1li Cantori in Choro cantanoc un Mottetto.

"ACAG, Libro 2007, Ordine, f. 24-24v.

AC4G, Libro 2007, Ordine, f. 34: Reso il Thurlbolo, et finito
il Motetto, il celebrante si leva in piedi..

ACdG, Libro 2007, Ordine, f. 36~36v: Finito l'ultimo Evangelio
della Messa grande, 1i Accolithi levano al Celebrante la
Pianeta, et il Manipolo, et in questo mezzo 1i Cantori cominciano
a cantare nelChoro il Responsorio.....

ACdG, Libro 2007, Ordine, f. 37: Si preparano nel choro tre
candalieri con tre torcie bianche, accio 1i Cantori possano
veder bene a cantare il Matutino, and f. 37v: finite le laudi,
1i Cantori se ne tornano al Seminario, dove sentono le sue Messe,
et si riposano per insino che sia tempo di tornare a cantare la
Messa del giorno.

St.Ignatius and St.Francis Xavier were canonized in 1622, and Bl.
Francis Borgia was beatified in 1624,

Coﬁtained in the Vatican Secret Archives.
Arch. Segr. Vat., Arm. VII,112, f. 555.

See Casimiri, 'Disciplina mu51cae , xii (1935) 4- 14 and
Villoslada, 127-28.

Casimiri, ibid. 11.
Casimiri, ibid., 11-13.
Casimiri, ibid., 4.

See ACdG Libro 2006, Libro Well'entrate et spese della Sacestia
Dall'anno 1620, unfoliated.

ACAG, Libro 2006, Libro Dell'entrate (1620- ), March, June,
September, December 1620.

ACAG, Libro 2006, Libro Dell'entrate (1620- ).
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30.
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32,
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35.
36.

37.
38.

39.
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b2,
L3,
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They were still being paid in 1645 (see ACAG, Libro 2009,
Entrata e Uscita per la Sagrestia del Giesu di Roma, December 1645,
f. 77. Libro 2061 is a copy of this volume).

ACAG, Libro 2006, Libro Dell'entrate (1620- ), June 14, 1621:
adj. 14 detto p..15. para di guanti a Musici p lottava del
sacram® 3 -

ACdG, Libro 2006, Libro Dell'entrate (1620~ ), July 23, 1623+
e a di 23 sd1 1:80 dati al Guantaro p 10 para di guanti dati a
Cantori p 1l'ottava del Corpus Dai  1:80.

ACdG, Libro 2006, Libro Dell'entrate (1620~ ioFebrua.ry 6,
1628: Adj. 6 detto al @To di Capella del Sem:™ P la musica
di ATT martiri 76 - 40

RISM 16481: Florida verba.a celeberrimis musices auctoribus
binis, ternis, quaternisque vocibus (Rome, 1648) and Motetti a due,

fre, quattro, cinque, e sei voci (Rome, 1650).

Casimiri, 'Disciplina musicae', xii (1935) 1, 73; xv (1938), 1,
Lo, 97, 145, 225.

See the list at the conclusion of this section.

ACdG, Libro 2006, Libro Dell'entrate (1620- ), November 17,
1620.

ACAG, Libro 2006, Libro Dell'entrate (1620- ), November 9, 1621.

See title-page of his Liber tertius diversarum modulationum
(Rome, 1616). '

See Pitoni, 523. Nappi's list of maestri is reproduced in
Culley, A study, Plate I following p. 208.

Casimiri, 'Disciplina musicae', xv (1938), 11.

Sacrorum cantuum.....liber tertius (Rome, 1616)

RISM: M 1311-13.

ACAG, Libro 2006, Libro Dell'entrate (1620- ), April 11, 1621.

ACAG, Libro 2006, Libro Dell'entrate (1620- ), June 10 and
December 27, 1621. In 1622 Massenzio was connected with the
Arciconfraternita dell'Orazione e Morte; he was paid for
directing the music for the annual Good Friday procession (see
Archives of the Arciconfraternita dell'Orazione e Morte, Libro
208, Libro del Camerieno. 1618. 1619. 16xx. 16xxi, September 21,
1622, f. 118: Al s'€ Domenico massenzio sc trenta per la musica
fatta ne la precessione del venerdi santo c¢3 nto de ssTl
Guardiani n9 85 130 - ).

ACAG, Libro 2006, Libro Dell'entrate (1620— ), April 3 and
December 1, 1623.

ACdG, Libro 2006, Libro Dell'entrate (1620- ), January 30, 1624:
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60.
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A di 30 detto scudi quatro a ST Alessandro Capoccio gia m.o di
Capella per ordine di N.P. 4 -

Responsoria..... opus secundum (Rome, 1623) and Fasciculus
myrrhae. ....Lliber secundus, opus tertium (Rome, 162k). The

latter publication must have gone to press before he resigned
his position at the Gesi.

ACAG, Libro 2006, Libro Dell'entrate (1620- ), July 23, 1623:
e p una Crocetta d'Argento p darla al MQ di Cappella - 50

ACdG, Libro 2009, Entrata, January 4, 1638, f. 2: Adi 4 do sdi
Quaranta. m%® pagati al ST Stefano m@ di Cappella di Nra

Chiesa p la musica straord? p il g9 della Circoncisione, che fu
a 4 chori con Instrumbl diversi 4O -

ACdG, Libro 2009, Entrata, December 27, 1639, f£. 23: Adi 27.
detto s* Quattro et 20. méa AlsT Stefano Fabri mje di cappella

passato 4 - 20.

ACdG, Libro 2009, Entrata, December 1645, f. 77: p la Musica
della Circoncisione quale fece il Sight Stefano Fabri p esser
amalato il Mastro a 4 Chori et il secondo Vespro a 5 Chori.....
4L - 10

ACaG, Libro 2009, Entrata, December 27, 1638, f.13: Adi d? é&i
cinque. m%@ dati al ST Oratio Organista p Nov' e xbré 5 -
ACdG, Libro 2009, Entrata, June 30, 1645, f. 69.

ACAG, Libro 2009, Entrata, January 1644, f. 53: A gl'Heredi
del q. ST Oratio Verini Organista p 0tt*®, e 9b¥e passati 5 -

ACdG, Libro 2009, Entrata, March 1644, f. 54: Al Organista
preso dopo la morte del q ST Oratio Verini, da Dect® 10 -

ACAG, Libro 2006, Libro Dell'entrate (1620- ), September 2,
1625: adj. detto p un'organo p la Chiesa comprato dall'heredi
del ST fonseca 150 - - _

ACdG, Libro 2006, Libro Dell'entrate (1620- %. February 6,
1628: Adj. 6 detto al mro di Capella del Sem ° p la musica de
ATT martiri 76 - 40

ACdG, Libro 2006, Libro Dell'entrate (1620- ), March 24, 1622
adj detto a MTG di capella p la musica della Conon® 70 -

Cardinal Alessandro Farnese was responsible for the building of
the Gesu, while a later Farnese cardinal, Odoardo, built the

sacristy.

ACAG, Libro 2006, Libro Dell'entrate (1620- ), June 30, 1621:
adj. 30 detto p spese fatte nella Cons?®® del ST Card® farnese in
parare la chiisa g+t 12. in musica gll 12. et porta robbe et
altre spese g.* 6 3 -

For the wider context of polychoral music see Chapter VII.

ACAG, Libro 2006, Libro Dell'entrate (1620- ), December 1623:
et piu sc. 7:50 dati a L cantori di S.M. Maggiore et uno di S.
Pietro p la Musica della Circocisione e promisero venire acora
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78.
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l'epifania p essere stati solamente al pQ Vespro e Messa

7 - 50

ACAG, Libro 2060, Entrata e Uscita della Sagres., December 31,
1633: Adi Detto p 60 p una Carozza p condurre li musici di S.
Pietro alli primi Vesperi - 60 ' :

ACAG, Libro 2009, Entrata, January 15, 1638, f. 2; Jamuary 3,
1639, f. 14 and January 2, 1640, f. 25.

ACdG, Libro 2009, Entrata, June 9, 1638, fi 7: A di 9 d9 sei et
40 m*? per otto cantori di S.Pietro presi p la n'ra Processione
del Corpus Domini 6 - 40 '

AC4G, Libro 2006, Libro Dell'entrate (1620- ), December 31,
1623: e piu s91 27di mancia al Violino pche ci serve
ordinariamente p gratis tutte le feste dell'ano 2 -

- ACAG, Libro 2006, Libro Dell'entrate (1620- ), December 26,

1622: e piu datti al S¥ Leonardo che sona il violino p la festa
della Circoncisione 2 - '

ACdG, Libro 2006, Libro Dell'entrate (1620- ), December 3,

- 1626: adj. 3. detto p la musica di S%0 fran$© Xaviero, alli

musici et strumenti; et al firo di capella p havere composte
1ops di nuovo sc 10 in tt0 80 -

ACdG, Libro 2060, Entrata, December 4, 1630: Adj. 4 detto p
la musicha del nro S°° P. fran®® Xaviero sc 72 et al firo di
Capella che la fatta del Sem%1® et composto la Messa di nuovo
a 4 Chori sc 8 in tt°® 80 -

ACAG, Libro 2009, Entrata, January 4, 1638, £. 2: Adi 4, a© %%
Quaranta. mt® pagati al st Stefano m? di Cappella di Nrd Chiesa
p la musica straord?.g il g0 della Circoncisione, che fu & 4
chori con Instrumbl diversi 40 - ‘

ACdG, Libro 2009, Entrata, July 30, 1638, f. 8v: Adi 4 sd}
Quarantotto mt2 pagati p la Musica e Sinfonia di d% festa Lg -

ACdG, Libro 2009, Entrata, September 30, 1638, f£. 10: Adi 42 sdi
otto. m'@ pagati al medemo p la sinfonia in d2 musica e festa

8 - : : '

ACdG, Libro 2009, Entrata, January 1, 1641, f. 38: Adi po
detto st Quaranta. mt@ spesj nella musica della SST@ Circoncisione
A 4 Chori con otto Instromtl 40 -

AC4G, Libro 2009, Entrata, December 30, 1644, f. 63: Adi 30 A
5 Musici et un violino che aiut? nelle feste di Natale 8 - 55

See below, 301.
See note 69.

ACdG, Libro 2006, Libro Dell'entrate (1620- ), October 1625:
A d4j. 2. detto p la musicha a tre chori p il B. fO borgia A0 -

AC4G, Libro 2060, Entrata, August 1, 1633: .....con ¥ 25 ad'un
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Garzone che alzo 1i Mantici del 2° Qrgano.....

ACdG, Libro 2009, Entrata, July 31, 1640, £. 31: adi 31 49 st
Trentacinque. m¢* pagati p la Musica di d2 festa fatta 4 quattro
Chori con un'organo sopra la porta 35 -

Relazione della solenne festaeesss

Relatione del solenne apparato.....

See note 51.

Sacrarum cantionum.....liber primus (Rome, 1614),

ACdG, Libro 2009, Entrata, October 8, 1639, f. 23.
Brodrick, 80.

ACAdG, Libro 2006, Libro Dell'entrate (1620~ ), May 16, 1623:

a adi d? $ 60 al legatore di libri p haver rilegato et assetato
un libro grade di musica, credosi doverebbero rifare dal
Seminario Rom® - 60 '

ACAG, Libro 2009, Entrata, March 4, 1639, f. 15: Adi 4 d? sdi due
et 50 mt® spese ne motetti del Cifra compri p noi 2 - 50

Sacrae cantiones..... (Rome, 1638).

ACdG, Libro 2009, Entrata, December 1645, f. 77: Alli 8.
Musici et Organista della Lettanie p d% 3 Mesi 27 -

'nella santa casa di Loretto et nelle chiese di Roma ogni sabbato
& feste della Madonna.'
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S. MARTA IN TRASTEVERE!

The basilica of S.Maria in Trastevere with its impressive mosaic-
covered facade is situated in a piazza, the spaciousness of which is
a welcome contrast with the narrow alleyways characteristic of
Trastevere. The district, originally called Transtyberim, is so
named because of its situation on the other side of the Tiber from
‘the main centre of the city. One of the most ancient in Rome, the
basilica was prcbably founded in the third century. The building in use
during.our period dates from the time of Innocent IT, who rebuilt it
in 1140, Tt is justly famous for its mosaics which, in keeping with
its dedication, depict Marian fhemes, particularly the Assumption.

The pontificate of Paul V (1605-21) was én important one for the
church, for during that time it was extensively restored. It was as .
part of this renovation that the two organs high in the galieries
were installed, a fact which indicates a developed interest in musical
performance. The interest in the basilica shown by Paul V was shared
by a number of cardinals whose generous benefaction enabled musical
activity to flouiiéh. |

The archives of S.Maria in Trastevere contain a fascinating
picture of thé growth of a musical founda.tion.2 Starting the 17th
ceﬁtury with few resources, but helped by the patronage of some wealthy
titular cardinals, the church rose within a shbrt period to be one
of the most musically prestigious in Rome. Many musicians associated
with S.Maria at the outset of their careers iater passed on to one of
the major basilicas.

At the turn of the seventeenth century the only references to

3

music in the archives are the following monthly payments:
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[to the sacristan] and further for pumping the organ - 50

I Arnaldo organist have received 1-50
Arnaldo Moretti was appointed as organist in mid-July 1603, and it
appears that until March 1607 an organist was the only musician
employed by the basilica..4 Moretti was succeeded in October 1605 by
Giovanni Battista Ricchi, who in turn was succeeded by a very
distinguished organist at the beginning of his career, Girolamo
Frescobaldi.5 The last-mentioned stayed as organist at a salary of
one scudo 50 a month until May 1607, and it was during his term of
office that the cappella was initiated. The decision to form a
cappella was recorded in the capitular decrees:6
March 10, 1607
It was-decreed that the Reverend Fathers Pellegrino and Petrollino
should make provision for music on festivals to the very best of their
ability, with a monthly sum of thirteen scudi for distribution to the
singers and maestro. The musicians should be eight in number, and
concerning the reckoning of the said sum: this should be made up of
one hundred scudi provided by the Illustrious Titular Cardinal, and
the rest from capitular funds.
Eight singers were duly employed, and one week later the chapter
decided to thank the titular cardinal, Mariano Pierbenedetti,7 for the
generosity of his donation:

" March 17, 1607
Afterwards it was decreed that certain of the Reverend Fathers, Canons,

should approach the Illustrious Titular Cardinal to thank him for so
greatly favouring and assisting the chapter, and especially for the
provision of one hundred scudi that had been made.

Ventura Cristallini was‘appointed as the first maestro in mid-March

1607, and at the end of that month received six scudi 50 for himself

and the ca.ppe_lla,.9

Documents from June 1614 show that the monthly payment to maestro
and singers was then in the order of twenty-three scudi.lo The
account book of the sacristy records sources of patronage for the

cappella, for instance in April 1618:11
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and. further I have received from the builder to pay the organist for

the said month 50
and further I have received from our tax collector to pay for the music

for the said month 14-- 50

and further I have received from Cardinal Aldobrandini to pay for the
music for the present month as a result of a command directed to
Signori Henera and Costa 10 -

The translation of Cardinal Aldobrandini to S.Sabina in September

1620 caused the total income of the cappella to fall to around fourteen
to fifteen scudi.12 The revised income is described in the pay-lists
as 'in keeping with thé reform';13 unfortunately no lists of singers |
from before 1624 are preserved - it would have been interesting to

be able to chart their movements during this upheaval.

Looking back some thirteen years we shall now consider those
figures involved in the cappella during what Qas certainly its heyday
under the patronage of Cardinals Pierbenedetti, de Montelparo, de
Monte and Aldobrandini.14 Soon after the foundation of the cappella
there was a complete change of personnel when both Frescobaldi and
Cristallini left towards the middle of 1607. The posts were taken
by Giovanni Battista Ricchi(ogganist two years previously) and Giovanni
Battista Alessio, who were elected at the same chapter meeting on
June 6, 1607.15 From this point until 1624 only the names of the
maestri and organists are known, since the maestri signed for the
wages of the entire cappella. One can see from the appended list of
names that these posts were held by some important musicians, nofably
Domenico Allegri and Fabio Costantini as maestri, and Stefano Landi,
Cristofano Piochi and Paolo Agostini as organists. Fabio Costantini's
anthology of 1616 was published during his time as maestro;16 not
surprisingly, it is dedicated to the titular cardinal of the basilica,
'Tllustrissimo Principi Petro Aldobrandini S.R.E. Cardinali Camerario'.
Agostini paid his tribute to the basilica in the dedication of his

Spartitura del secondo 1ibro delle messe e motetti a quattro voci of 1627.
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The volume is inscribed 'Al Reverendissimo Capitolo e Canonici della

Basilica di Santa Maria in Trastevere' and contains the following

recollection of his time there:

..... fi sempre alla memoria mea, la
Chiesa, & il Capitolo Reverendiss.
‘di S. MARIA in Trastevere. DPoiche
non solo fu luogo, dove io feci,
quasi i primi saggi, di quel che

io poteva dal mio piccolo talento
sperare; € che a me produsse dupp-
licate corone d'honore (chiamato
quivi, dopo il primo servitio
d'Organista, dalla Cappella della

' Santissima Trinitd, dove era
Maestro; al secondo carico di
Maestro di Cappella della lor
Basilica) ma campo, dove col mezzo
del continuato esercitio, guadagn-
ando vigore; potel acquistar habil-
ita; non solo di servir nel medesimo
ufficio ad altare Chiese eminenti;
ma di pervenire anche a quel colmo
maggiore, ch e scopo di professori
del comporre

..... the church and most reverend
chapter of S.Maria in Trastevere
have always been in my memory.
For not only was it the place where
I made almost my first [musical]
efforts, for which I relied on
my limited ability, and which
honoured me in two ways (having
been called there after my first
post as organist of the cappella
of the Most Holy Trinity, where

I was maestro, to my second
position as maestro in their
basilica) but it was also there
that by means of continual
practice and gaining confidence

I acquired skill so that I could
not only serve in the same office
in other eminent churches but
also attain to that great height
which is the object of those who
practise composition.

Even after the decline in the financial position of the cappella

in 1620 the church did not lose the capacity to attract people who

later distinguished themselves as fine musicians, especially as

-maestri, and the cappella remained stable with its original complement

of eight singers, maestro and organist.

January 1624 Orazio Benevoli assumed the post of maestro.

Between September 1623 and

He was

evidently satisfied with the position since he stayed until 1630,

when he moved to S.Spirito in Sa.ssia,.19 For two years, from October

1634 to October 1636, the post was held by Francesco Foggia who left

in favour of the position at St.John Lateran.

Silvestro Durante

became maestro in December 1637; though not in the first rank of

Roman musicians, he was sufficiently highly regarded to be a regular

vcontributor to the motet anthologies which appeared in Rome in the

1640s . %0

Pellegrino Scacchi, while not as important as those already
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mentioned, is a notable figure since he was associated with S.Maria
over the course of at least nineteen years in at least three separate
appointments. It is very likely that he was some relation, possibly
the brother, of Marco Scacchi, a Roman composer who served at the

Pclish court between 1623 and 1648.21 The Liber status animarum of the

parish of S.Cecilia in Monte Giordino reveals that Pellegrino Scacchi

6.22

was residing in the Anerio household in 1614 and 161 It seems

probable that Scacchi was a pupil of Giovanni Francesco Anerio; even
if he was not receiving formal instruction, he surely benefited from
'his contact with one of the greatest musicians of the era.23 This
association explains the inclusion of a piece by Pellegrino Scacchi
in one of Anerio's motet collections, and it may account for the
presence of a good deal of music by Anerio in the archives of the
tasilica.?

Scacchi was maestro from before August 1619 until 1622,‘and again
for at least part of 1623. An examination of capitular deliberations

25

shows that he was dismissed in July 1622 for an unspecified reason:

July 14, 1622 ) A
e....it was resolved by a secret and unanimous vdte that Pellegrino
Scacchi should be dismissed from the office of maestro di cappella.....

In August 1622 one Signore Giuleo took overjas ma.estro,26 but on his
death the chapter revoked their decision concerning Scacchi and he

was reinstated, retaining the post of maestro until at least August

1623.27 The chapter records show the change of attitude:28

January 3, 1623
There was a meeting.....at which they [the chapter] decided unanimously

that since Pellegrino Scacchi, the former and devoted servant of the
Reverend Fathers, had entreated them humbly offering to serve them
with all diligence, vigilance and decorum and furthermore [undertaking]
to remain perpetually indebted to everyone, they should deign to
honour him with the title of maestro di cappella of their church.....
and that he should again be accepted as maestro di cappella.....
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29

In 1628 and 1629 Scacchi was organist at S.Luigi dei Francesi,”” and
in the 1630s he returned for two relatively short terms as opganist at
S.Maria with a remmeration of two scudi a month (from July 1635 to
June 1636 and from January to March 1638).30 There is no record of
anyone holding the post between these two periods, and it is therefore
possible that he was organist for the whole time. Certainly he had
a long, if not trouble—free association with the basilica, a connection
which may have been renewed with the mention of 'Peregrinus' as
organist in March 1644.31 This record is ambiguous since no surname
is given.

The cappella was employed for both the regular Sunday services
and. spécial festivals. The permanency of the foundatioﬁ is emphasized
by the fact that members were paid monthly for singing 'diebus festivis',
a phrase used in the chapter minutes of March 1607.32

Until 1639 the sopranos were paid one scudo 20 a month, as opposed
to the one scudo 50 granted to the other singers. At the beginning
of that Qéar the pay of the first soprano was raised to the same level
as that of the other singers.33 This implies that the sopranos were
boys with unbroken voices rather than highly-prized éhd therefore
highiy-paid falsettists or castrati. The handwriting of some sopranos
on the receipts is rather immature, a fact which suggests their
youth. In spite of their poorer pay, they were grantedAthe'privilege
of a distinctive purple silk ga.rment.%L As early as April 1607, a
month after the initiation of the cappella, cloth was bought for the \
35

sopranos' robes:

To Andrea Carbone, merchant, for serge and linen for the gowns and
cottasfor the sopranos 5 - '

Tt is impossible to ascertain the exact duties of the cappella

since the members received a monthly salary rather than being paid for
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each attendance. The archives, therefore, only provide information
about special events requiring extra expenditure. Outside singers
were often employed to augment the cappella and to allow the performance
of polychoral music on the feast of the Assumption, thé dedication of
the basilica. The earliest reference to this occurs in 1615 when six
scudi 40 was given to the maestro to meet the extra expense.36

Similar payments occur with some frequency; even when these do not
appear in the archives extra singers could have been employed, but
paid in a more informal manner with no entry_in the main account book.
In August 1623 the Assumption was celebrated with particular solemnity:
music was performed by three choirs, at least two of which had their

37

own organ:

and further to two men who pumped the two portable organs used in the
said feast when the music was for three choirs and accompanied by three
little organs - 30 ’

. [
In the same month Pellegrino Scacchi, the maestro, was paid three

scudi extra to cover the cost of musicians for the feast.38 In August
1641 music for the Assumption was for two choirs and ﬁse was made of
an extra organ,39 and in the following year there was extra expenditure
Qf ten scudi on the feastqdayito honour the visit of the titular
.cardinal, Antonio Barberini:qo

To the maestro di cappella ten scudl for music on the feast of the

Assumption by order of the chapter, on account of the visit of the
Honourable Titular Cardinal, as it appears on his receipt 10 -

From 1637 onwards considerable attention was paid to the feast
of St.Calixtus - October 14. The veneration of this saint stemmed
from the fact that the building of the original basilica was authorized
by the Roman Emperor Severus during his pontificate (217-22); in fact,

there is a small chapel dedicated to Calixtus in the parish of S.
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Maria in Trastevere. In 1637 four extra singers were employed for
the festiva1,41_and in the following year four singers were again
engaged, presumably to form an extra polychoral group.b'2 A document
from 1641 confirms that polychoral music was performed on the festival,
when three people were paid for pumping three or.g;ams.b(3 In the next
year music for St.Calixtus was still more elaborate, a carpenter
being employed to construct platforms for the musicians:
To maestro Giuseppe, carpenter, for having made platforms for thé
musicians for the said feast, when the music was for four choirs at
the expense of the illustrious Giovanni Pietro Prata 1 - 20
Towards the end of the 1630s anéther devotion manifested itself in
~the basilica, that to a particular image of the Virgin, the Madonna
della strada. Documents dated between 1640 and 1644 record that
fifteen scudi were spent each year on the music.45
At Christmas many churches would have wished to hire extra
singers, and on a number of occasions S.Maria was able to procure some;
that this could happen despite the demands on singers at this season
is a measure of the status of the basilica. Two putti were found to
" replace two absent sopranos in 1614,L¥6 and in 1635 two extra singers
were employed for the Midnight Mass.47 The giving of a 'Christmas
bonus' is found in the archives too: Silvestro Durante must have been
wéll regarded for in 1641 he received the sizeable gift of three

L8

scudi.

Another important event was the yearly Lenten station held on
Thursday after the second Sunday in Lent.49 The statutes of the

church prescribe the use of -Compline on that day accompanied by a

50

distribution of money to the clergy:

On the day of the Lenten station in this church at Compline twelve
giuli should be distributed among.the canons and four among the
beneficed clergy.
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5

A payment from March 1616 indicates the use of music:

gof Ege sum given to the musicians who sang Compline for the station

There is nothing to suggest that these singers were not those regularly

employed by the basilica; they could have been receiving these amounts

iﬁ payment for an additional duty. From 1635 it seems to have been

customary to employ four extra singers for the day52 - a superb

opportunity for'a church to mount a demonstration of its wealth and

position to impress visitors from other parishes. One can imagine

that, despite thé'Lenten season, the music was elaborate and played

an important role. In 1640 and 1642 these payments were linked wifﬁ

- the Forty Hours' Devotion, another feature‘of the Lenten exercises.53
The desire to make an outward impression is also reflected in the

processions. The two most regular were those of St.Mark (mentioned

as an annual event in the StatutaSa) and Corpus Christi. The

Procession of St.Mark was organized in turn by S.Maria in Traste§ere

~and S.Lorenzo in Damaso.55 In 1622 the procession was the responsibility

56

of S.Maria, and in April this reference occurs in the archives:

and further to our singers and organist for this month we reckon
twenty~four giuli extra to maestro Pellegrino Scacchi, our maestro di
cappella, to increase the number of musicians in the procession of
St.Mark which, this year, has been our responsibility, having precedence
over the canons of S.Lorenzo in Damaso.....

The processional route was from the basilica of Sthark‘to St.Peter's,
and in 1626 Benevoli received two scudi 50 for the five extra voices
engaged for the occasion.57 As many as six extra musici were employed
in subsequent years to participate in the procession during which the
Major Litanies were sung.58

Records exist of the employment of outside singers for Corpus

Christi processions from 1622 onwards. The most interesting of these
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dates from 1622 when the Pope, Gregory XV, presic.ied.59 Another papal
occasion in which the cappella tobk part was the consecration of the
rebuilt basilica of St.Peter's on November 18, 1626. The Libro

DellfAmministratione describes the eventﬁ 0

The procession took place today at the twentieth hour (about 1 p.m.)
from S.Marco to St.Peter's by order of Pope Urban VIII for the
consecration of the church of St.Peter which His Holiness performs
tomorrow.  So many priests and religious, all the clergy of Rome,
were present, and we processed to St.Peter's and around the -Church
but did not enter because it was locked.

Benevoli was paid for four outsiders on this occasion.

We have seen the types of event in which the cappella was involved,
but what can one say about the music that was performed? Sadly no
music-lists of the period exist, and therefore any statement must be
based on rather insubstantial archival evidence. Music for the Mass
seems to have been largely retrospective; this is reflected in the
chapter's order that a book of masses by Soriano be purchased in

62

1612, This reference clearly relates to his Missarum liber primus

(1609) which contains prima prattica settings for four to eight

voices. In 1619 mention was made of the rebinding of a large book ‘

63

of masses; this suggests the continuing use of stile antico music.

As late as December 1642 there is another reference to the refurbishing
of choir books, an indication that they were still used.6l+ There is
also the record of the reoopying of a 'messa de morti' into a new

book; while this could have been the plainsong of the Requiem, it

was conceivably a polyphonic setting in choir-book format.65 G.F.

Anerio's collection of six archaic polyphonic masses, Missarum quator,

quinque et sex vocibus.....liber primus, published in Rome in 1614, is

still in the possession of the archives; it was probably purchased
during the early years of the seicento. A predilection for retro-

spective music is also reflected in the archives' possession of Abundio
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Antonelli's Sacrarum cantionum..... liber primus (1614); this, his most

conservative volﬁme, is filled with canons and other contrapuntal
devices, and adopts an old-fashioned approach to the. vocal lines.
In contrast, Anerio's settings of the Litany of Our Lady were

6.66 This must be his publication of 1611,

purchased in November 161
Litaniae, in Which he demonstrated a more forward-looking style in

writing for seven and eight voices and in the inclusion of an early

example of the 'Mottetto Concertato', Jubilemus in arca Domini Dei & 8.67
A copy of the 1626 reprint of this work remains in the archives of

the basilica.68 Other music with a Marian bias can still be found in

the archives, such as Agostino Diruta's Viridarium Marinanum.....opus XV

6f 1631. This collection of litanies and hymns to the Virgin for
four to six voices was certainly used on festivals of the saint in
whose honour the basilica is dedicated.

Another collection known to have been bought during the period
is mentioned in an archival eqtry of December 22, 1608; evidenﬁly this

did not allow much time for practice before Christma.s:69

and further given to the maestro di cappella four giuli to buy four
books of Responsories which are to be used for the night of Christmas
and during Holy Week, which books will remain in our church - 40

These could well be .Pomponio Nenna's Responsorii di Natale, & di

Settimana Santa, a quattro voci, published in Naples in 1607. It is

the only collection of Responsories published in southern Italy before
the date of purchase to contain the music for both Christmas and Holy
Week. Another setting of the Christmas Responsories, G.F. Anerio's

Responsoria Nativitatis Domini..... ternis, quaternis, octonis vocibus,

is still in the archives where it survives in both editions, that of
1614 and that of 1629. The performance of elaborate music during the

office was one reason for the employment of extra singers: those
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hired for the Midnight Mass woﬁld have taken part in the Matins which
preceded it.

Costantini's anthology of 1616 (mentioned above) was issued while
he was maestro. Its forward-looking small-scale motets clearly reflect
one aspect of musical repertory in the basilica. His 1618 Scelta di

motetti di diversi eccellentissimi autori 4 2, & 3, 4 4, et & 5.....

Libro secondo, opera quarta,7o though published after he had left

Trasteverefor Orvieto, contains a motet which must have been written

in Rome. In Costantini's setting of Calistus est vere martyr 4 2 he

makes clear his link with Trastevere by mentionihg a saint pa;ticularly
connected with the basilica. This brovides conclusive evidence that
motets in a progressive style for few voices were performed during
liturgical functions in the basilica.

We have already noted the use of polychoral music on large
festivais; some of this repertory is preserved in the archives in
manuscript. These sources contain masses for two. four-part choirs
and continuc by Agostini and Abundio Antonelli, a Magnificat for the
same forces by Orazio Benevoli, and another mass by Lorenzo Ratti which
also includes two violin pa.rts.71

While there are some frustrating gaps in the material, the
archives of S.Maria in Trastévere are relatively complete and enable
a clear picture of musical activity to emerge. It is interesting to
note that ; significant number of important musicians began their |
careers during this flouriéhing period in one of the most ancient

churches of Rome, situated at the heart of the traditional life of

the city.



MAESTRI AND ORGANISTS

Maestri

Ventura Cristallini
Giovanni Battista Alessio
Giovanni de Gentili
Domenico Allegri
Giovanni de Gentili
Cristofano Giullardi
DomenicdGeanelli
Fabio Costantini
Paolo Agostini
Pellegrino Scacchi
Giuleo

Pellegrino Scacchi
Orazio Benevoli
Tomasso Luna

. Egidio Guardabassi
Francesco Foggia
Giovanni Moresi

Silvestro Durante

Organists

Arnaldo Moretti
Giovanni Battista Ricchi
Girolamo Frescobaldi
Giulio Virchi
Stefano Landi
Filippe de Heymissem
Cristofano Piochi
Regolo Tonio

Paolo Agostini
Giacomo Guidi
Tomasso Luna

Bgidio Guardabassi

Giuseppe Amadei

Tomasso Luna
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March 1607 - April 1607

June 1607 - February 1608

March 1608 - June 1608

September 1609 - March 1610

April 1610 - September 1610

October 1610 - July 1613

September 1613 - at least August 1614

October 1615 - before May 1618

after October 1615 - May 1618
before August 1619 - July 1622
August 1622 - December 1622
January 1623 - at least August 1623
before January 1624 - June 1630
July 1630 - October 1631

November 1631 - August 1634
October 1634 - October 1636
November 1636 - November 1637
November 1637 -

July 1603 - August 1605
October 1605 = December 1606
January 1607 - November 1609
December 1609 - March 1610
April 1610 - May 1610

June 1610 - March 1612

April 1612 - August 1612
September 1612 - March 1615
April 1615 - before May 1618
January 1624 - January 1629
February 1629 - June 1630
July 1630 - October 1631
November 1631 - March 1633

April 1633 - January 1635
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Fabio Costantini ~ February 1635 - March 1635
-Cherubino Nesich April 1635 - May 1635
Pellegrino Scacchi July 1635 - before June 1636
Pellegrino Scacchi Before January 1638 - at least March
' 1638
Bartolomeo Facineo January 1639 - March 1640
Vincentius April 1640 - June 1640
Joannes July 1640 - December 1640
Francesco Marcorelli January 1641 - April 1642
Paolo Santino May 1642 - February 1644
‘Pe;‘egrinus _ March 1644 - '

Note to Table

_Agostini was appointed as organist in April 1615 and eventually took

over the position of méestro, as the preface to his Spartitura del

: seéondo 1libro makes clear. The archives for those years are not
particularly informative, and therefore the dates for Costantini and
Agostini relinquishing the post are based on the fact that Agostini
was appointed to S.Lorenzo in Damaso in May 1618. Costantini is
known to have been in Orvieto as maestro by July 1618 (see dedicatory

epistle of RISM 1618°).

NOTES

1. The archives of S.Maria in Trastevere are now available to
scholars owing to their recent transfer to the Archivio del
Vicariato, Rome. They are not catalogued as yet, but shelved
in roughly chronolegically order.

2, In the light of this it is difficult to understand the curious
remark in Cannon, 200 to the effect that no such references exist.

3. Archives of S.Maria in Trastevere (hereafter ASMT), Libro 226,
Sagrestia dal 1573 sino al 1616 Riceute &c., January 1605, f. 108:
Lto sacristan] e piu per alza mantici - 50
TIo Arnaldo organista ho recevuti 1l -50

L, Ibid., July 1603, f. 103v: ho ricevuto per 15 giorno
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For Ricchi's appointment see ASMT, Libro 226, Sagrestia (1573-
1616), October 1605, f. 110 and for Frescobaldi's see January
1607, £. 114,

ASMT, Libro 87, Decret: Capitul: ab 1600 Usq: 1612, March 10,
1607, f£. 53: Fuit decretT quod RR DD. Pellegrinus et Petrol$
provideant de Musica pro VIbus diebus festivis cum menstrua
mercedescutor@ tresdecim distribuefl cantoribus et Mfo Cappellae
et Musici debeant e'e n? octo et ad coput® d2° merecedes sint
comphensa scutj centd debeant per I11%° [.....] Carlem Titularem
assignata et residuum suppleat mensa Capitularis.

On his period at S.Maria ‘see Hierarchia, iv, 46, where a list

of the titular cardinals is found. De Montelparo, his successor
is likely to have been a willing patron of music too; his previous
titular church was S.Agostino, where he could well have been
responsible for fostering the musical tradition.

ASMT, Libro 87, Decret: Capitul: (1600-12), March 17, 1607,

f. 53: Postea fuit decretum quod $upti RR PP. CanS' deputati
accedant ad I1ls™ D. CiFTem Titularem ad gratias pergendum de
tantis in Capitulo collatis benefitijs et gratijs et presertim
de assignatione facta scutorli centum pro musicha.

ASMT, Libro 226, Sagrestia (1573-1616), March 1607, f. 1llhv:
To Ventura Cristallini mastro di Cappella ho riceute p mezo del
presente mese 6:50

ASMT, Libro 342, Liber Sacristiae..... anno 1609 inceptus, et
explenes anno 1617, June 1614, f. 86v: Al m%° di Cappella et
Musici, la lor solita provisione 23 -

ASMT, Libro 269, Sagr® Entrat & Uscita dal 1618 sin al 1623, April
10, 1618, f. 2: e pild ho ricevuto del Sigt Fabbricatore p

pagare l'organista p il dQ mese --50

e pid ho ricevuto del nostro esattore P pagare la musica p il

a9 mese 14 - 50

e pill ho havuto del Sig? Mdobrandini p pagare la musica p il
phte mese in un ordine diretto a SST! Henera e Costa 10 -

ASMT, Libro 269, Sagr? (1618-23), September 1620, f. 12: Dal
Bancho delli SST! Ricci non si rigrater.o pid li scudi dieci

per non esser giﬁ aro Titulare l'IllTOSig? Carle Aldobrandini, ma
in loco 1'T11™° Sig. Car. Cesi. Aldobrandini was titular there
from June 4, 1612 until August 31, 1620 (see Hierarchia, iv, 46).
Cesi was either not sufficiently wealthy to support the cappella,
or simply less interested in music; he was only there until
March 29, 1621, when he was translated to S.Lorenzo in Lucina.

Ibid.6 without date (between October 1620 and June 1621), f. 46:
Al n¥° di Capella Organista, et resto de Musici la solita
provisione conforme alla riforma 15 - 60

See Hierarchia, iv, 46 for the dates of their association with
the basilica.

ASMT,'Libro 87, Decret: Capitul:(1690-12), June 6, 1607, £. H:
Fuit decretum quod recipiatur pro Mro Cappellae D. Jo: bapfta
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Alexiys proposuit a RT° D. Filel®s reservato tamen beneplacito
T11s™ D. Titularis. Fuit et decretd@ quod accipiatur in or%anisti
D. Jo: Bap'tam Ricchl eu' solita provisione scutos duorw m%® pro
quole mense petendo tamen locum in pleno Capitulo.

RISM 16161: Selectae cantiones eccellentissimorum auctorum.....
Liber primus. Opus Tertium (Rome, 1616). The preface of this
volume (Gaspari, 353) speaks of the cardinal's connection with
the basilica.

The great height referred to in the quotation is probably his
position as maestro at St.Peter's; he was appointed there after
leaving S.Lorenzo in Damaso.

The last mention of Pellegrino Scacchi as maestro appears on a
document dated August 29, 1623 (ASMT, Libro 269, Sagrd (1618-23),
f. 62). Benevoli was paid two scudi as maestro in January 1624
(see ASMT, Libro 266, Riceute de Ministri e Cappellani dal 1617

sin al 1637, unfoliated).

See Allegra, 32. His final payment as maestro at S.Maria was in
June 1630 (see Riceute (1616-37), unfoliated).

Pieces by him appear in RISM 16431, 16452, 1648l, 16492 and 16501.
See Feicht, 243-89.
See Casimiri, 'Disciplina musicae', xii (1935), 9.

For a brief assessment of his work see Dixon, 'G.F. Anerio’.

See Cannon, 203, 209. A piece by Scacchi is includeg in Anerio’'s
Ghirlanda di sacre rose..... (Rome, 1619); RISM 1619 .

ASMT, Libro Armad.III.5, Decret: Capitu: ab anno 1613, f. 8lv:
.....fuit resolutd p vota secreta quod Pellegrinus de Scachis
amittat officium Magistri Capellae.....

He was paid for music on the feast of the Assumption (see ASMT,
Libro 269, Sagr® (1618-23), August 15, 1622, £f. S4: e piu dato
a Sr Giuleo nfo Mastro di Capella tre scudi per far maggior la
Musica de Cantori in detta festa 3 - ).

See note 18.

ASMT, Libro Armad.III.5, Decret: Capitul: (1613- ), f. 84:

Fuit congregatum..... ubi unaminiter statuerunt, et ordinaverunt
esse accipiendum per magistrto Capelle huius Basilice Pellegrin@
Scacch®, qui sugglicant. m. Pellegl.lo Scacchi SerX®€ antico et
devote delli SST RR le supp$® humilm®® si degnano d'honoralo con
Il carico di mastro di Capella nella loro Chiesa, offerendo di
servire c%n ogni diligenza, vigilanza et decoro, oltre che restero
perpetuam.e obligato a tutti..... et sit fuit de novo acceptatus in
magistru Capelle..... Clearly the material became too complex
for the scribe's limited Latin forcing him to resort to Italian.

I am indebted to J.Liommet for this information.
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See ASMT, Libro 266, Riceute (1617-37), unfoliated.

See ASMT, Libro 270, Riceute (1639, 1644, 1645), list of
nmusicians for 1644, f. 45-53v,

See note 6.
See ASMT, Libro 270, Riceute (1639, 1644, 1645), f. 1.

ASMT, Libro 272, Libro Dell'Amministratione della Sagrestia
Contiene 1'Uscita dal 1624 sino al 1638 Vi & anche 1'anno 1643,
Mat 27, 1630, £. 5lv: e pid.....per canne due e mezza di saia
di bergamo paonazza per fare la veste a uno di nostri Cantori
soprani, a giulij nove la cafla 2:25

ASMT, Libro 302, Liber Sachristiae Incept Anno Iubilei 1600,

f. 85v: A And? Gabiani mercanté & bon conto dela saia e tela

per le veste e cotte de soprani 5 - . The purchase of this
cloth was ordered by the chaptér\§g March 24, 1607 (see ASMT,
Libro 87, Decret: Capitul: (1600-I2), f. 53: Fuit decretus et
quod RD. Camerarius procuret fieri vestes pro pueris pro musicha).

ASMT, Libro 342, Liber.Sacristiae (1609-17), August 16, 1615,
f.92: A di lé al m:~ di Cappella p suplare alla Musica il
giorno della nra festa del Asunta scudi sei Y 40 6 - 40

ASMT, Libro 269, Sagré (1618-23), August 15, 1623, £. 62: e piu

a doi homini ch hanno alzati 1i mantici alli doil organi portabili
serviti in detta festa, che la Musica & stata fatta a tre Chori,

et contre organi piccoli. - 30.

Ibid., August 29, 1623, f. 62.

ASMT, Libro Armad.XII.l7, Riceute (1640, 1641, 1643), f. 52:
E piu p un'organista preso di piu, che vi era l'organo di
Gio. Francesco Contralto che si fece a due Chori - 70

ASMT, Libro 68, Riceute (1642), August 16, 1642, f. 46: Al1'MTS
di Cappella scudi dieci m¥® per la Musicha la festa dell'Assunta
di ordine dell Gapli® per esserci venuto il Cardl® S¥e Hon$
Titt® come appare per sua riceuta 10 -

ASMT, Libro 272, Libro Dell'Amministratione (1624-38, 1643),
October 18, 1637, f. 84v: e piul p quattro Cantori p 4% festa
2 -

Ibid., October 15, 1637, f£. 10lv.

AY

ASMT, Libro 272, Riceute (1640, 1641, 1643), f. 52v: E pil a
Paolo scopatore p tre che alzorno i mantici alli tre Chori
della Musica p d% festa, che fu & quattro fatta da ST Can®®
Prata - 45 :

ASMT, Libro 68, Riceute (1642), October 14, 1642, f. 46v: A WO
Gios: falegname per haver fatto due Chori p la musica p d? festa
che fu fatta & 4 Chod a costa d'I1ls® Gio: Pietro Prata 1 -20

ASMT, Libro Armad.XII.17, Riceute (1640, 1641, 1643), f. 1lbv,
51v; Libro 68, Riceute (16L2), £. 46; Libro 270, Riceute (1639,
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1644, 1645), f. 52.

ASMT, Libro 342, Liber Sacristiae (1609-17), f. 89: e piu dato
al detto m*° di Cappella giuli cinque per dare al putto ch a

suplito in defetto di un soprano - 50
e piu un altro putto per suplire come sopra - 30

ASMT, Libro 272, Libro Dell'Amminstratione (1624-38, 1643),
December 24, 1635, £. 77: A di d9 sc. uno ¥ 20 p doi Cantori
forastieri p la sud? notte 1 - 20

ASMT, Libro Armad.XII.17, Riceute (1640, 1641, 1643), f. 53: E
pid al Mastro di Cappella p la mania della notte di Natale conforme
al solito con sua ricevuta 3 -

Missale Romanum, Feria Quinta infra Hebdom. II. Quadragesimae.

ASMT, Statuta Venerabilis Basilicae Santa Maria Transtyberim, 52.

ASMT,. Libro 342, Liber Sacristiae (1609-17), March 5, 1616,
f. 96v: p tanti dati alli musici che cantorno la copieta p la
statione sc. 2 - 50

ASMT, Libro 272, Libro Dell'Amminstratione (1624-38, 1643), March
18, 1635, £. 74v: Adi 18.scudi doi § 40 a 4. cantori forastt?
p la festa della statione 2 - 40 :

ASMT, Libro Armad.XII.17, Riceute (1640, 1641, 1643), March 8,
1640, f. 13 and Libro 68, Riceute (1642) January 20, 1642, f. 45.

ASMT, Statuta..... , 50.

The manner of deciding which church should be responsible for
the procession on this day was laid down in the decree, Quod

roxime, of the Sacred Congregation of Rites dated April 17,

1607 (see Decreta authentica, i, 79).

ASMT, Libro 269, Sagr% (1618-23), April 2, 1622, £. 52: e piu
dato alli A¥i Cantori et organista per questo Mese computatoci
giulij ventiquatro dati di piu a m Pelegrino Scacchi Aro Mastro
di Capella per crescere la Musica nella processione di S.Marco
che quest anno & toccata a Noi a farla havendo la precedenza
delli Canonici di S. Lorenzo in Damaso, come p loro riceute 17:70
(total includes rest of pay for that month)

ASMT, Libro 272, Libro Dell'Amminstratione (1624-38, 1643),
April 25, 1626, f. 18v.

Brev. Rom. in festo S.Marci, die 25 Apr.

ASMT, Libro 269, Sagr® (1618-23), May 29, 1622, f£. 52v: e piu
data alli Ari Cantori per questo mese computatoci giulij ventidoi
dati a m Peregrino Scacchi TTo Mastro di capella p haver cresciuti
Cantori nella processione del ST sacram&to del Papa, come per
loro riceute, dico 17 - (total includes rest of pay for that
month)
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ASMT, Libro 272, Libro Dell' Ammlnstratlone (1624-38, 1643),
November 17, 1626 f. 2L: che si e fatta hoggi alle 20 hore da
san Marco a San Pietro d'ordine di N.S. Papa Urbano Ottavo per
la consecratione della chiesa di S.Pietro da farsi da S: st@
dimatina, et vi & stato tutto il Clero di Roma tanto preti e
frati, et siamo andati a san Pietro e girato intorno a detta
Chiesa ma non ci siamo entrati che era serrata.

Ibid., f. 24.

ASMT, Libro 87, Decret: Capitul: (1600-12), February 21, 1612,
f. 83: Ut admodum Rj. D. Chiozzius sacrista Maior curet ut

pro servitio Capellae fiTae e'matur liber eam in lucem aeditus
Missam, et aliay Musicalium cantionum ecclesiasticay Francisci
Suriani.

ASMT, Libro 269, Sagrd (1618-23), May 28, 1619, f. 36v: e pii
a di 28 dato a m Domenico legatore de libri, nove giulij per
haver fatto la coperta nova di cartone coperta di carta pecora
al firo libro grande delle Messe in Musica..... :90

ASMT, Libro 68, Riceute (1642), December 25, 1642, f. 47: Per
haver fatto rinovar et rappezzar il libro dell'Hynni, il Libro
delle messe 1l'Antifonario di Carta Pecora, un'altro simile
rinovato, il libro della Sett%® S?a Un Psalterio, et un'altro
libro grande della salve et altri tre libri da Choro 2 - 70

ASMT, Libro 342, Liber Sacristiae (1609-17), August 7, 1614, £.87:
A.d1°7. ad Goa'nelli m*- di Capella p haver fatto copiare la
messa de morti in un libro novo - 80

Tbid., November 30, 1616, £. 102: p una [.....Jta di libri di
Musica delle letanie della Madona del'Anerio - 30

This piece is transcribed in Appendix VII, No. 66.

See Cannon, 203.

ASMT, Libro 302, Liber Sachristiae (1600~ ), f. 95: e piu
dato al A¥o Mastro di capella quattro giulij p comprare libri
quattro de responsorij che servano alla Notte di Natale et alla
settimana st@ quali 1libri restaraho alla fifa chiesa - 40

RISM 1618°.

Cannon, 219, lists music manuscrlpts in the archives of the

" basilica.



(77)

S. LORENZO _IN DAMASO

The ancient foundation of S.Lorenzo in Damaso derived much of
its importance from the fact that its titular cardinal was vice-
cancellario of the entire Roman Church.l The holders of this, one
of the highest ecclesiastical iaositions,2 resided in the palazzo
ad joining the church; they were naturally men of considerable means,
who were often generous in their patronage of the basilica. Con-
' sequently, S.Lorenzo was able to enjoy a flourishing musical tradition
and in thg 17th century supported a cappella of at least eight voices.
No substantial archival records of a cappella seem to exist from

before 1615, but various loose scraps of paper and a few comments in

the Uscita della Sagrestia indicate that by the beginning of the 17th
century music held aﬁ important place in the liturgical worship of
thetbasilica. Singers were employed from at ieast the time of Paul
ITI (1534-9),3 and in 1584 the cappella was hired to sing at the
German National Church, S.Maria dell'Anima, on the feast of Corpus

Christi.LF The earliest evidence of a maestro di cappella is the title-

page of Responsoria, antiphonae, et hymni (1596) by Ioanne Matelart;
here this composer from Flanders is described as holding the post.5
Matelart was active in S.Lorenzo from about 1565, until his death in
June 1607.6

From 1605 references to the regular employment of Tiberio Menghi,
an organ tuner, appear in the archives,7 ard in January 1606 Gregorio
Florestan 'organista' receivedltwenty-four scudi for his services
for an unspecified period.8 Concern for the maintenance of the organ
_eﬁerges in an undated document, probably from the first decade of the
" century, entitled 'Nota di quele che si e facto ne lorgano di S.

Lorenzo in Damaso';9 this is a report of a general overhaul which took
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place at the considerable cost of twenty-three scudi 10.

Tt would be reasonable to imagine that polychoral music was heard
with some frequency in a church of such importance, even from the
" beginning of the century. The archives record that in 1605 a
carpenter was paid sixty balocchi for constructing two platforms for
musicians qn the feast of S.Lorenzo, the patronal festi_val.10 The
first archival mention of a member of the cappella comes two years
later when, in March 1607, 'Sr. D. Angelo Basso della nostra Cappella'
was paid four scudi for two months‘service.ll

The year 1607 appears to have been a flourishing time for the
cappella; much music was copied and refurbished, and in September a
member of the cappella received three scudi for copying plainsong
antiphons for the feast of S.Lorenzo and for the Mass.12 It was
pertaps the case that the death of the ageing maestro, Matelart, in
June provided the opporﬁunity for streamlining the running of the
cappella, and in October of the follow1ng year, 1608, the regulations
for the singers were copied onto parchment 3 -clearly the choir was a
well-established body. -

Terminology in fhese archives calls for some caution, since at
the beginning of each year one of the canons was elected to oversee
the musicians. He too was given the title of imaestro di cappella’
or 'magister capellae', a fact which could lead to ambiguity and
confusion. For instance, in January 1630 the appointment of
Bernardino Scala was recorded; meanwhile Giovanni Giacomo Porro
continued to hold the post of maestro with real responsibility for
the music.1 |

The earliest mention of a 17th-century maestro di_cappella

(musician) in the surviving documents of the church is found in a

loose pile of Giustificationes; it is the receipt which Giovanni

Bernardino Nanino signed for his salary in June 1609, the year after
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he was appointed.l5v An accomplished composer, Nanino already had
considerable experience on assuming the post at S.Lorenzo since for
over a decade he had been maestro at S.Luigi del Francesi where he
remained almost until the end of 1608.16 His acceptance of the
position at S.Lorenzo after being'maestro at the French church is

a testimony to the importance of the basilica. Naniné published
four books of small-scale motets while at S.Lorenzo; these presumably
cast some light on performance practice there. For some unapparent

reason, Nanino only personally dedicated two of the books, those of

1611 and 1618.17 The first of these, Motecta.....liber secundus, is

dedicated to a canon from S.Lorenzo, who was also secretary to the

Pope.18 Cristoforo Margarina wrote the dedication of Motecta.....

liber tertius of 1612, and was presumably also responsible for

supervising the printing; Margarina was, at least until June 1609, a

tenor in the cappella at S.Lorenzo.19

Nanino held the post of maestro at the adequate salary of six
scudi a month until his death in 1618, and his term of office seems
to haveAbeen a flourishing time for the cappella. A list of Salarati

from January 1615 shows the constitution of the cappella, and the

members' monthly wages:zo

. Al Nanino Mro di Capella

A Don Michele Basso

A Don Curtio Basso

A Don Constantino Contralto Capellano
A Don Ant.o Contralto _

A Don Erminio Tenore Capellano

A Aless.ro soprano

H i EoWnN & &0
[}

A Bartol.o soprano - 50
A Salvatore cherico di choro - 50
A Bernardo cherico di choro - 50
A Fulvio cherico di choro - 50

Ten singers were paid in addition to the maestro and the organist,

whose remuneration is not recorded in the present list. The three

cherici di choro received additional sums (recorded in another pay-
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book) for their duties as priests; this accounts for their lower
salary here. The cappellani received a higher wage for-their fuller
participation in the liturgy; they were expected to provide intonations?l
During Nanino's time as maestro the chapter discussed music on
several occasions. It appears that, as in all churches maintaining
a cappella, singers absented themselves to sing elsewhere. On March
15, 1614 the chapter prescribed a fine of five giuli for each occasion
a singer failed to attend S.Lorenzo.22 The chapter organized all
aspects of the church's life, and discussiéns of expenditure for music
on special feasts feature prominently in the minutes. On December

23

15, 1614 a decision was reached about the celebration of S.Damaso:

It was decreed that each year on thé solemnity of S.Damas§ six scudi
should be spent to pay outside musicians and to decorate the nave of
the church; and that a request should be made to His Holiness for
indulgences for everyone who visits the church on that day.
Accordingly, Nanino recéived six scudi in the following December.zLP
In July 1616 it was decided to spend twenty-four scudi_on the feast
of S.Lorenzo (August 10), as opposed to the usual fifteen.25 Similar
decisions are noted with some frequency until 1626, when the archives
cease to yield relevant information. Not oni& the festivals of the
two patrons of the church were discusse@; in 1615, for instance,
Nanino was remunerated- for the processioﬁs of St.Mark and Corpus
Christi - on each'occasion he received six scudi for outside singers.
In 1616 and 1618 he took three scudi for special music at the stational
visit on the Tuesday after the fourth Sunday in Lent.2”

Following the death of Nanino in 1618, his son-in-law, Paolo
Agostini, maestro at S.Maria in Trastevere, was unanimously elected
as his successor on May 26.28 Detailed accounts of the identity of

the members of the cappella and their salaries do not survive from

Agostini's time as maestro. Regular payments for outsiders on
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festivals'continued,vand it seems that the cappella established
connections with the nearby Arciconfraternita dell'Orazione e Morte.
The account books of that confraternity reveal that between December
1618 and February 1620 Agostini was paid to provide music on various
occasions, including the Forty Hours' Devotion and the Good Friday

29

procession; and that Agostini lent the confraternity an organ for

nine months (until September 1620) while their own was being repaired.Bo
The election of Gregory XV in 1621 invested this member of the

Ludovisi family with the authority to display remarkable nepotism.

In his first promotion of cardinals on February 15, 162131 (a week

| after his own election) he consecrated his nephew Ludovico Ludovisi

as'titular cardinal of S.Maria Traspontina. Immedia%ely after this

rather abrupt rise to fame, Ludovisi was honoured by the printer

S01di in the dedication of the anthology Lilia campi (RISM 1621°),

which contains motets for two to four voices by leading composers of

the day. On June 7, 1623 he was translated to S.Lorenzo in Damaso,

and became vice-cancellario of the Roman Church. Payment of two

scudi (surprisingiy little) was made to Agostini for the special music
on July 8, when Ludovisi took possession of the ‘t;a,silica.32 He

proved a generous benefactor, and a document compiled by his secretary
Lucantonio Giunti lists the charitable donations which he made on an

33

annual basis, among which is the following:

To the chapter and canons of S.Lorenzo in Damaso: each year 432
scudi are paid for the singersand music of S.Lorenzo. The singers
of the palazzo receive 350 scudi a year, to which is added seven
scudi a month for the music, which one can calculate as alms, being
valued at eighty scudi.

Agostini relinquished his post in 1626 to become maestro at St.
Peter's, but despite having attained the summit of his profession,

he did not forget his one-time association with S.Lorenzo. In 1627

he dedicated his Partitura del terzo libro della messa sine nomine
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to the Chapter and canons of the church in the most affectionate

terms:

I1 partirmi dall'attual servitio My leaving the actual service
delle SS. VV, Reverendissime, non of the Most Reverend Sirs does
me fece perd lasciar la devotione not make me abandon the devotion
ch'io partiva..... Ma le which I had to them..... But
SS. VV. Reverendissime, che sanno the Most Reverend Sirs, who know
honorare altrui, come gia fecero how to honour another, as they
me, (chiamandomi successore 3 honoured me (calling me as
tanti huomini celebrati nella lor successor to many distinguished
Cappella: ma particolarmente il men in their cappella: but

Sig. Gio. Bernardino Nanino, particularly to Giovanni
maestro di quelli che sanno nella Bernardino Nanino, master of
mia professione.....)ees.. those who have knowledge in my

profession.....).....

Agostini's successor was elected, like all musicians, by
capitular decision, and the appointment-was‘recorded on February
15, 1626.34 Though the archival record omits the surname, the new
maestro was clearly Giovanni Giacomo Porro, who held the post until
August 1630.35 In this'period Paolo Quagliati was also linked with
the ‘church through the Ludovisi family,36 and' the organ which he left
the church in his will ismentioned in a payment to one Giovanni 'for
having tuned the organ of Signor Quagliati on two occa.sions".37 The

dedication of his Motetti, e dialoghi (1627) to Ludovico Ludovisi

confirms the association.

In April 1629 the name of Vincenzo Giovannoni appears for the
first time as organist.38 Until at least the end of 1624 Forestano
held the post, having done so from at least 1606.39 It is more than
likely that Giovannoni was appointed in June 1626 since the capitular

. 40
proceedings report:

No name is mentioned: probably an absent-minded scribe prepared the
report in readiness for the election and then neglected to insert

the name of the successful candidate. When Giovannoni is first named
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in April 1629, he was being paid at a rate of three scudi 50 a month.41

He was clearly content at S.Lorenzo since in 1650 he was still organist
there.qz
In January 1629 begins a curious set of records which creates

some confusion about the amounts the singers were paid. Loose papers

in the Giustificationes indicate that the salaries were at about the

same level as in 1615;43 but one volume, Cappella dal 1629 al 1642,

presents what seems to be contradictory evidence. Here the entire
cappella signed each month, but for amounts substantially less than

those recorded in the Giustificationes; the maestro had two scudi,

the soprano a pitiful half scudo and the rest of the cappella one

scudo each. Clearly monthly salaries were not received as a lump

sum from one source. The 'Entrata' section of this book of the

cappella records rents of vineyards and donations from the Confraternita
delli Credenzieri among sources of income; one must therefore assume
that, while a proportion of the money was provided by those means,

the greater part of the members' incomes (as recorded in the

Giustificationes) was obtained through other channels, including the

patronage of the titular cardinal, and perhaps of other benefactors.

October 1630 saw the appointment of Antonio Filitrani as maestro;
Porro had resigned in August to succeed Giacomo Guidi as Frescobaldi's
 substitute at S’c.Pe’cer's.u'5 Filitrani embarked on what was to be a
lengthy period of service to the basilica. Musically, it appears to
have been én unevéntful time: account books suggest an ageing |
cappella whose members, judging from the time they had been there,
were content in their positiops, but little of iﬁterest appears to
have happened except for the usual festivals and processions.

One interesting feature of the period is the apparent rise in

the popularity of the soprano singers, who were now paid at least

three scudi a month from the 'cappella' account, as opposed to the
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L6

other singers who only took one scudo a month fromthat source.
This could well indicate a growing need to employ sopranos who could

b7

perform competently as soloists; Giovannoni's Amore Jesu ' certainly

Tequires more than the usual skill from the upper voices, and Maugars

commented on the popularity of castrati in the late 16305.48 At S.

Lorenzo the sopranos were provided with distinctive robes in 1635.49
Towards the end of the 1640s Filitrani proved himself an adequate
composer of.small-scale motets, and a number of his pieces were

50

included in anthologies. A certain amount of confusion about their
authorship has arisen, but any attribution to Abundio Antonelli can

be diSCOunted.51 Filitrani's compositions suggest that small-scale
motets in a progressive style were a regular feature of the repertory
at S.Lorenzo. Certainly there was a long tradition of few-voiced music

stretching back to Nanino's publications of thirty years before. The-

archives teStify to a parallel tradition of prima:prattica music, at

least unbil the late 1620s. In 1606 some masses by Victoria were
bound,52 and in 1609 Zoilo's Responsories were copied for use in the
church.53 Steps were taken in March 1605 to ensure that the choir-
.books were properly protected, and a wooden box was purchased for

storing them;54 it is surprising to note that a box for this purpose

was still in use in 162?55 - the implication is that prima prattica
music was still to be heard. The same breadth of musical style is
found within the work of one of the maestri, Paolo Agostini. He wrote

not only progressive small-scale music (Salmi della Madonna, 1619), but

also severe stile antico masses, with intricate canonic devices.

S.Lorenzo in Damaso, then, is an interesting example of a Roman
institution where capitular decisions were of great importance in
the day-to~day running of the church. Besides filling in some details
of the lives of a few noteworthy composers, the archives shed some

light on the way in which a cappella was financed, and the variety
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of music which was performed. It ié of note that the musical
establishment had changed little by the time of Fonseca, the historian

of the church, who wrote in 1745:56

Musicae Cappella octo Musicorum The musical cappella is composed
numero completur, qui ad divinarum of eight musicians, who, by
rerum contemplationem modulatis their voices, raise the minds
vocibus mentes extollunt, ad of the faithful to the contemp-
quorum aures permulcendas alius lation of divine things; to
minister mercede conductus charm whose ears another paid
harmonicum Organi concentum edit, official makes harmonious
& omnes unius Cappellae Praefectus sound on the organ, and all are
moderatur. directed by one maestro di

‘ cappella,
NOTES
1. From July 5, 1532 onwards, (see BullariumRomanum, iv, 99 and

Hierarchia, iii, 72). For a gencral history of the church see
Martini and Lumbroso, 91-92, and Fonseca.

2. Often Papal nephews; see Hierarchia, iii, 72 and iv, 43.

3.  See Lockwood, 'A Dispute’ 33-34.

L, Schmidlin, 416.

5. See Gaspari, ii, 262.

6. See 'Matelart,Iocanne', New Grove.

7. The archives of S.Lorenzo in Damaso (hereafter ASLD), Uscita

della Sagrestia al S.Lorenzo In Damaso 1600-1606, unfoliated,
July 10, 1605; September 1, 1605; October 9, 1605; December 28,
1605; March 30, 1606; January 14, 1607; April 16, 1607; August
16, 1607. .

8. Ibid., January 2, 1606: A m Gregorio Florestano organista
s31 venti quattro m'2 a buon conto del suo servitio 24 - ;
April 23, 1606: 22 scudi 50; August 25, 1606: 12 scudij;
December 19, 1606: 7 scudi 50; February 12, 1607: 6 scudi;
April 3, 1607: 4 scudi; June 29, 1607: 12 scudi. Similar
pzyments continue to Florestano in this volume until October
1610.

9. 'Note on what was done to the organ of S.Lorenzo in Damaso'; the
document is found among the ASLD, Giustificationes (1552—1643%

10.  ASLD, Uscita (1600-06), September 1, 1605: Al falegname p



11.

12,

13.

14,

15.

16.
17.
18.
19,

20.
21.

22,

23.
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mani fattura di due palchetti fatti il giorno di S.Lorenzo p

‘due Chori di musica B 60 - 60

Ibid., March 6, 1607. He received the sum of four scudi at
monthly intervals.

Ibid., September 23, 1607: A m Giorgio fabritij Tenore della
fAita Cappella scudi tre di mt P copiatura del Canto Fermo delle
Antiphone della festa di S.Lorenzo et della messa, comprisavi
anco la carta rigata di fogli dodeci di carta Imp$ sc. 3 -

Ibid., October 10, 1608: A Caravita scrittore % 30 p haver
scritto gli ordini da osservarsi dalli nostri Cantori - 30

‘Porro was paid each month for his services as maestro until

August 1630; see ASLD, Cappella dal 1629 al 1642, f. 1-5v.
However, we read on f. 7v: Io Berll© Scala Can$® et MFo di
Capella di S.Lorenzo in DamQ dell'Anno 1630, ho riceuto dal P.
Lud$® Ducci Mro di Capella dell'Anno 1629 scudi diciotto 18 - .
This book of the cappella is marked with the number two; the
first book, potentially a fascinating document, seems to have
been lost.

ASLD, Giustificationes (1552 1643) June 30, 1609: TIo Gio:
Berno Nanini m. d1 capella di san Lorenzo ho riceuto scudi doi
per le mani del sT Annibale. .dico 2 - . This payment is
apparently for December 160?, clearly a scribal error.

See Jean Lionnet's forthcoming article on S.Luigi and Frey,
'Die Kapellmeister', xxiii (1966), 57.

Motecta.....liber secundus (Rome, 1611) and Motecta..... liber

_quartus (Rome, 1618).

The dedication reads: Per Illustri. et Reverendiss. D. Stellae
Stellae Protonot. Apostol. Ac S.Laurentii in Damaso Canonico D.S.
Observandiss.

ASLD, Giustificationes (1552-1643), June 30, 1609: Io %proforo
Margarina Tenore p tutto il mese di Xbre prossimo passato 3 -0

Ibid., Per il mese di Genn® 1615.
See below, 102,

ASLD, Acta et Decreta Capitularia ab Anno 1614 Usque ad Annum
1737, March 15, 1614: Decretum ut Cantores qui diebus comunibus
Inserviunt alijs Ecclesijs perdant quing Julios pro qualibet
vice.

Tbid., December 15, 1614: Fuit decretum, ut quotannis in
solemnitate St1 Damaso pro mercede musicos extraordinariorum
qui pro ea festivitate invitabuntur, et pro ornamento naulae
Ecclesiae expendatur scuta sex, et ut debito tempore petantur
a S™ D.N. indulgentiae pro ijs qui ecadem die Ecclesiam
visitaverint,
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35.
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38.

(87)

Ibid., December 14, 1615: Expeditum fuit mandatum scutorum sex
Dfio Bernardino Nanino chri Magi® pro mercede musicorum extra-
ordinariorum in festivitate S%! Damasi iux' decretorum anni
superioris.

Ibid., June 15, 1616: Decretum fuit in Capitolo ut deinceps
in solemnitate SY! Laurentij pro musica expendantur quindecim
scuta solita, alia scuta novem atq. adeo in totum scuta 24,

Ibid, July 1, 1615.
Ibid., April 6, 1616; April 2, 1618.

Tbid., May 26, 1618: Vacante offQ Magistri Capellae Ecclesiae
nostrae per obitum bo: me: D.Bernardini Nanini RR. DD, Canonici,
convento capitulo, unanimi concensu elegerunt in locum defuncti
D. Paulum de Augustinis eius generum. New Grove and other
reference works give Nanino's date of death some years later;
furthermore New Grove suggests that Paolo Agostini was vice-
maestro at S.Lorenzo. This passage provides conclusive evidence
that Nanino was dead by May 1618, and that Agostini was the full
naestro at S.Lorenzo.

Archives of the Arciconfraternita dell'Orazione e Morte, Libro
208, Libro del Camerieno, 1618, 1619, 16xx. 16xxi,ff. 86v, 91,

97. -

ibid., September 4, 1620, f. 102v: A Paolo Agostini s@i tredici

p nove mesi mentre si faceva lorgano

mt p impresto di un organo
delli SS%! Guardiani n® 18 23 -

della chiesa come p mand‘©
Hierarchia, iv, 15-16.

ASID, Acta (1614-1737), July 8, 1623: Expeditum fuit mandatd
D. Pauli _de Augustinus scutorum,....duorym p musica .
extraordt® facta quando I11%YS D, Card+!S Tudovisius coepit
possessionem Vice-cancellari.....

See Pastor, xxvii, 324 for the original text.

ASID, Acta (1614-1737), February 15, 1626: Fuit receptus
Magister Capellae loco D. Pauli de Augustinus D. Joannes
Jacobus.

ASLD, Cappella (1629-42), f. 5v contains the last mention of his
name. He appears to have been absent in August 1630, since his
wages were received by Giovanni Francesco Mancini.

See Cametti, 'Paolo Quagiiati', 32-33.

ASID, Entrata et Uscita della Fab$? a S.Lorenzo in Damaso (1624-32),
f. 35, headed 1626: A m%© Giovanni Organario...,.p haver
accordato due volte l‘o;gano del ST Quagliati s41 2 B 50

ASLD, Libro d D. Eminio Nerocci- Sacristano - 1629 1630 -,
f. 70v: Io Vincenzo de Joannonis Organista in S.Lorenzo in
Damaso ho ricevuto dal MEO 111%€ Sigl® Christofero Pigri (?)
seese 3 = 503 similar payments appear until August 1630,
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ASLD, Entrata (1624-32), headed 'Uscita della fabrica 1624':

A Gregorio Forestano Organista p residuo 1623 sc otto b 60, e
D la solita provisione del pnte Anno 50 - 60.

ASLD, Acta (1614-1737), June 15, 1626
See note 38.

The post is mentioned in connection with his name in the
anthology RISM 1650°.

See table of 'Salarati', 79.
ASLD, Cappella (1629-42), list of payments for October 1630.
Cametti, 'Girolamo Frescobaldi', 728-29, 747-48,

ASLD, Cappella (1629-42), from January 1635 onwards; the first
of these high payments was made to Giovanni Francesco Simonetti.

~ From RISM 16471; see Appendix VII, No. 81.

Maugars, 35.

ASLD, Cappella (1629-42), January 6, 1635, f. 33v: Per otto
canne di saia di Bergamo paonazza p le tre veste de Soprani
scudi sette et vinti et scudi tre p fattura seta e mostre in

tutto 10 - 20
RISM 1645°; 1647%; 1647°; 1649°.
See 'Filitrani, Antonello', New Grove.

ASLD, Uscita (1600-06), May 1606: al M:° Giulio Morelli ligatore
di libri Z 50 sono p_hav?e rilegato et accommodato le messe del
Vittoria in cartone - 50 '

Ibid., July 17, 1609: A m D. Luca Salvatelli Tenore di S.Maria
Maggt® gia tenore della nta Chiesa scudi uno % 80.sono p copia
di diciotto responsorij della Settimana santa d'Annibale Zoilo
p uso della nra Chiesa 1 - 80

Tbid., March 15, 1605: E piu scudi uno nte et ¥ 60 dati al

=~ falegname per una cassia di Albuccio di pal: sei longa et L,

palmi larga. p ogni verso d'accordo per mettersi i libri del
coro 1 -

ASLD, Entrata (1624-32), June 30, 1627: Per far metter un
coperchio alla Cassa delli libri 4i coro..... - 60

Fonseca, 239.
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S. AGOSTINO

S.Agostino, the mother church of the Augustinian order, was an
institution.of high musical reputation in the 17th century: many well-
respected composers held the post of maestro there and, judging by

the music they composed, the cappella must have been a proficient body
of singers. Remarkably therefore, few references to music are found

in the archives; thé problems raised by this apparent inconsistency
can be resolved by considering the nature of the establishment.

" In most churches information about the cappella is found by
examining the account books and records of the appointment of maestri
and individual members by the chapter. Expenditure for singers is
only rarely recorded in the aréhives of S.Agostino, except for monthly
payments for putti who sang soprano. Who, therefore, formed the rest
of the cappella? The answer is evident when ﬁe take into account the
type of monastic institution to which the church was attached. There
were about ninety Augustinian friars in residence,l a vast number by
today's standards; even if only a small proportion of these had musical
ability, there would have been éufficient voices to form a cappella.
Since, then, most of the members of the cappella resided in this
flourishing Augusfinian house they took no salary for their choral
duties. This explanation is borne out by records of payment made to
singers hired on festivals at the neighbouring church of S.Luigi dei
Francesi; each fime a singer from S.Agostino was employed the entry
reads 'Fratre di S.Agostino'.2 This is also evidence of the high
standard of music at S.Agostino, since the rich French church would
only have employed the most competent musicians to supplement its
own'cappella. Della Valle, writing in 1640, confirms this by paying

3

a compliment to the musicians at S.Agostino:
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..... piutosto mi accommodo co'Domenicani ++4++1 sooner frequent the

della Minerva e con quelli di Sant' churches of the Dominicans

Agostino nelle loro chiese; perché at the Minerva and of the

almeno il loro coro mi rende un poco Augustinians; because at

di buon suono all' orecchio..... least their choirs bring

‘ a little good sound to the
ear.,....

On rare occasions one of the brothers was paid for services in
choir. There is no ready explanation for this; perhaps singing in
choir was a duty in addition to his normal commitments, or altern-
atively the brother was especially poor and therefore rewarded as an
act of cha.rity.Z+ Boy sopranos were, of course, paid; usually only
one was employed at a time, though-on a fgw occasions two appear.5
During Lent special devotions took place in the church, and in 1609
the singing of Compline and the litany in the evenings required an
extra soprano.6 In 1614 another payment was made for :Lenten and
Easter music, but the actual recipient is not named.7 The youth of
the sopranos is attested by a document dated January 1607, when the
sum of two scudi (two months' wages) was not given to the singer, but
to his mother.8 This is probably not an isolated incident. It is
notable that the one scudo a month a putto earned is almost three
times as much as a friar was given on the rare occasions when one
was paid.

In April 1610 a curious series of entries begins in the archives,
indicating the . the popularity of a certain soprano, Angelo, the only
one mentioned by name. That he was favoured by the monks is suggested
in the purchase of considerabie amounts of clothes for him between
April and August 1610;9 after that date he does not reappear. By 1624
sopranos were earning two scudi.a month, double their salary at the
beginning of the century.lo |

A volume in the archives, Liber canorum.....e varie notizie

circa la nostra chiesa versa il 1630, contains a list headed 'Paghe &
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salarij che fa ogni ahio il conto alli officiali'.ll This makes no
mention of singers or even of a maestro, and the only entries which
relate to music are:
organista 18-0
scorda 1'organo ' 6 -0 [organ tuning ]
Regular payments to organists.in the archives concuf with this, énd
as early as 1607 Fra Angelo Tocchi da Cavi was the recipient of the
amount.12 Tocchi was paid in January 1609 for his duties as organist
until the end of May 1608, so it appears that he left in that month,
his successor being Girolamo Ba:rtei.13 Bartel described himself as
maestro at the chufch in his 1609 publicafion,lu yet he appears in
the archives only in June 1608, wheﬁ he ordered a large amount of
music for the choir;15 here he is referred to as 'fra Girolamo d'Arezzo'.
There is nothing inconsistent in his being called 'maestro' since, as
we shall see, the post of organist and maestro was a joint one.

After a shoft break Tocchi returned as organist, probably in

16

April 1610, and he seems to have remained at S.Agostino until at
least 1628.17 He was involved in some publishing work, and wrote the

dedication (to Signora Clementia Muti) of G.F. Anerio's Missarum.....

liber primus of 1614. Both Tocchi and Bartei, in common with all

organists at S.Agostino, were members of the order; the visitation of
the church under Urban VIII on March 10, 1626 provides evidence that

the post was filled by one of the brothers:18

Sequitur suggestum ad praedicationes destinatum, et apud ipsum
Organa, quae in solemnitatibus Missarum, & vesperarum per unum ex

fratibus pulsantur.
Title-pages of publications confirm that this brother was also
responsible for the cappella; in addition to Bartei's 1609 print, many

publications by Agostino Diruta describe him as 'Maestro di cappella
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& organista',19 and there are some receipts where the monk acknowledges
that his salary is for both positions.20

Concern for the maintenance of the organ is evident from the very
beginning of Tocchi's time as maestro; payments to Stefano Biaghi for
organ tuning were made regularly until Nicolo Alemp (§ig) assumed

1 Soon after this, on

responsibility for the work in Oétober 1611.°
January 24, 1612, the Chapter decided that the organ should be restored
at a cost of fifty scudi, and allocated nine scudi a year towards its
upkeep to be paid in six~-monthly instalments.22 Accordingly, Pompeo
Dedi received payment for six months' tuning in September 1612.23
Armodio Maccione succeeded Dedi as tuner in that month, and in March
1613 was paid six months' wages at the usual rate.zq Maccione stayed
until at least September 1617, when he was paid sixty scudi for what
must haveﬁBéen another very thorough overhaul of the instrument.25 The
next reference to organ tuning known to me occurs in September 1634
when Ennio Bonifazio was paid.26 Bonifazio, who was also responsible
for the organ at S.Luigi,27 stayed until at least 1645 with a salary
of nine scudi a year.28

Tocchi's successor as organist appears to have been Agostino
Diruta, who arrived as a friar at S.Agostino between May 1626 and
August 1630, when his name appears as one of the signatories of a
capitular decree - 'Fr. Augustinus Perusinus'.29 He had left by July
1634, the first occasiqn on which a capitular decree is found without
his signature;Bo the exact month of his relinquishing the post of
~organist can be determined from an account dated May 1634, when he

31

received his wages for the previous two years and four months. A

burst of publishing activity accompanied his time at S.Agostino, and
eight of his fifteen liturgical collections, published in Rome and

Venice, date from 1630 to 1633.7
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Diruta's successor was Fra Sempliciano da Ferono, about whom
nothing is known. His name appears in the archives only rarely; in

33

May 1635 he received a year's salary,”” and in August of the same year

he was paid thirty scudi for music on the feast of St.Augustine34 -
the last that is heard of him. The next reference to a holder of the
posf does not occur until August 1641, when Filippo da Cavi was
rewarded in connection with the same festival.35 Da Cavi was also
active as a composer, and his post at S.Agostino is noted on the title-
pages of his publications of 1641 and 1642.36 Like the others he
was a member of the chapter, whose decrees bear his signature between
May and December 1641.37 Since the next capitular document was signed
in April 1642, this can with some certainty be regarded as a terminus
ad quem for his leaving the establishment. Following in the tradition
of Tocchi, Diruta arrived for a second spell as maestro some time
before 1646, in which ye;r his two publications give him as 'In
Ecclesia Divi Augustini de Urbe musices praefecto'.38

In common with all Roman churches, great importance was attached
to the patronal festival, and the celebrations at S.Agostino must
have been exceptionally splendid since the church enjoyed a privileged
position as the chief Augustinian institution in Rome. In 1609 fhe
Chapter was faced with a problem about the feast of St.Augustine,
-since the income of the church had dropped dramatically because the
titular cardinal had recently been translated, and the new one had not
- yet been a.ppointed.39 Despite this, it was decided to celebrate the
feast with the usual music,40 a decision echoed in the capitular
decree of the following year.41 The importance of celebrating the
feast as impressively as possible is clear from the expenditure on

related items: in 1606 and 1607 payments were made to a carpenter

for the construction of musicians' le.~=J.‘r,f‘o:c'ms.z+2 This suggests that
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S.Agostino was a centre fdr polychoral music from an early date, an
idea which ties in well with Bartei's double—choir masses, published
in 1608.43
In 1614 the cappella of the nearby German College was hired to
sing on the feast of St.Augustine; the archives record a large payment,
thirty scudi, to Annibale Orgas, maestro at the college.44 This marks
the begimning of a prosperous period foi the church; each.year from
1617 to 1623 (with the exception of 1622) polychoral music was performed
on the feast. Payments were made on each occasion to more than one
persbn for pumping the organ; usually two people were employed, but
in 1620 the music must have been rather magnificent since five people
were paid to pump the same number of organs.45
What music would have been heard in the church? Unfortumately,
the archives tell us little about repertory. The purchase of what
was probably the new Medicean Gradual in 1614 indicates that plainsong
played a part in the liturgy.46 There seems also to have been a

tradition of prima prattica music at least until 1628, since in that

7

year a number of choir-books were rebound. The acquisition of other
music is noted on a few occasions; for instance, in 1608 Bartei spent

six scudi on 'libri da cEtare',Q8 and in 1636 two books of Litanies

were purcha,sed.LL9

For more information on repertory one can turn to the published
works of the maestri, which were surely intended for performance there.
Bartei's two publications while associated with the church suggest
that there were no reservations about performing in a progressive

style. Missa octonis vocibus, liber primus of 1608 comprises some of

the earliest Roman polychoral ma.sses,50 and his Liber primus sacrarum

modulationum of the following year consists entirely of attractive

duets, the only surviving Roman publication to do so.
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Reference has already been made to Diruta's publications while
organist; these include psalm-settings for three to five voices,
progressive conceftato masses, small-scale motets, and a set of music
for large forces for feasts of Augustinian saints. Much of his music
could only have been sung by a choir of considerable ability, and this
provides evidence of the quality of the musicians at S.Agostino. His

Sacrae modulationes.....opus decimum (1630), for instance, contains

music with independent instrumental parts for Augustinian saints:

Factus ergo praesbyter 3 8, for St.Augustine, is scored for four basses,

two violins and two cornetts, while in Gaudeamus omnes 3 7 for St.

Nicholas there are sinfonie for two violins and theorbo.

Da Cavi's collections of 1641 and 1642 include settings of the
basic liturgical texts: the Mass, Sunday Vespers, and the Litany of
Our Lady. Though not on a large scale (they are for four and five
voices reépectively) da Cavi makes good use of the forces at his
command. The publication of 1642 confirms his connection with S.
Agostino, since the dedicatee is Cardinal Ruggio, titular of the
church.

Unlike the other churches with which we are dealing, the music
here was provided by the community. Nevertheless, S.Agostino was
indubitably capable of‘maintaining a good standard of performance,
and some highly regarded figures were responsible for the music. The
nature of the cappella and the consequent lack of documents means that
it is impossible to find out a great deal about the situation. It is
certain, however, that an impressive display was mounted, especially

on feasts peculiar to the Augustinian order.
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NOTES

Petrocchi, 186; his list contains statistics for every Roman
parish taken from a census of 1673.

See, for instance, the lists of outside musicians at S.Luigi on
August 25, 1608, and August 25, 1633; these will be reproduced
in Lionnet's forthcoming article about the archives, and that
from 1608 is included below, 296.

Solerti, 175.

‘Such a payment dates from September, 1608: Archives of S.

Agostino (hereafter ASA), Libro 118, Entrata e uscita della
sagrestia (1604-24), f. 36: jte si dato a frati Ambrosi da
Benevento professo p servire il Coro e le messe p tre mesi e
mezzo cioe mezzo giugno luglio Agosto e 7bTe a tre guili il
mese l1-5

In December 1610 two putti were paid sixty baiocchi for singing
soprano for a few days: ASA,Libro 118, Entrata e uscita (1604-
24), December 1, 1610, f. 58: Per doi putti ch anno servita
alcuni giorni la nostra Chiesa in catare il Soprano giuli seil

ch fu per or.ne del m.to R.do pTeé Priof - 60. Payments to
one anonymous soprano occur regularly (see ASA,Libro 118, Entrata
e uscita (1604-24), November 1606, f. 21lv; December 1606, f. 22;
April 1607, £. 23 and £. 23v; November 1607, f. 27v; March 1608,
f. 29v; May 1609, f. 43; November 1609, f. 48; April 1610, f. 51
and ASA, Libro 120, Entrata e uscita della sagrestia (1624-36)
August 1624, f. 2; September 1624, f. 3; October 1624, f. Lv;
November 1624, f. 6; January 1625, f£. 8; February 1625, f. 9;
March 1625, £. 10; May 1625, £. 1lv; June 1625, f£. 13; July 1625,
f. 13v; August 1625, f. 14; September 1625, f£. l4v; October 1625,
£. 15),

See ASA, Libro 118, Entrata e uscita (1604-24), May 1609, f. 43:
jt& p ordine del detto PTé Priore se dato ad un altro Soprano ch
aiutato la quadragesima la sera p la copieta e lettanie gli se
dato Presente il pré sotto Priore scudi doi e B dieci 2 -10

Tbid., April 21, 1614, f. 85v: A di 21 di Aprile dato al FTre
Respddente il pre Bacct® Girolimo perugo scudi cinque ch anno
servito p la musica p tutta la quadragesima e feste di pasqua
ch fu per or.ne del m.to R.do pre Priore 5 -

Tbhid., January 1607, £. 22v: jt& ho dato alla madre del putto
ch Canta il soprano per il mese di Gen.ro et Febraro 2.0.0

See, for example, ibid., April 1, 1610, f. 51: A di 7 del sopra

detto p ordine del pré Priof fu cBpro da Benedetto..... una
casacha et un paf di calzoni, maniche, e calzetti di mezza lana
ch servi p Angelo p far il soprano in Chiesa nostra.....li

vestimenti costorno 28 giuli e mezzo et un par di scarpe giuli
quattro in fatto scudi tre e B 25 3 - 25
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See references to ASA, Libro 120 in note 5.

ASA, Libro 21, Liber canorum..... e varie notizie circa la nostra
chiesa verso il 1630, f. 163.

ASA, Libro 86, Ricevute dal 1606 al 1614, April 10, 1607, f. 11.

The last payment to Tocchi is found in ASA, Libro 86, Ricevute
(1606—14), January 10, 1609, f£. 39v.

Liber primus sacrarum modulationum (Rome, 1609).

See ASA, Libro 86, Ricevute (1606-14), June 1, 1608, f. 26: e
pid ho riceuto del sopra detto [procuratore] scudi sei quali

sono p t&ti libri di cZtare p servitio del Coro cdsignati al P.

MQ di Cappella fra Girolamo d'Arezzo 6 - . Coradini, 253, notes
that Bartei was elected sottopriore on the 14th of that month,

and that he was in charge of the music at Pentecost for the
Capitolo Generale. :

In September 1610 he received six scudi (four months' salary)
for 'servitio del organo' (see ASA, Libro 86, Ricevute (1606-14),
September 12, 1610, f. 62). :

He received payment from 1610 onwards (see ASA, Libro 86, Ricevute
(1606-14), July 10, 1611, f. 78; April 18, 1612, f. 93; January
14, 1613, f. 120; May 20, 1613, f. 127v; December 3, 1613,

f..140 and Libro 88, Ricevute dal 1614 al 1622, August 12, 1614,
f. 4v; November 30, 1614, f. 13; June 24, 1615, f. 29; May 16,
1617, £. 72; September 19, 1617, £. 83; May 29, 1618, f. 92;
November 11, 1618, f. 99v; April 30, 1619, f. 106v; and Libro 90,
Riceute 1622 sino 1635, August 27, 1623, f. 20v; March 31, 1624,
f. 31v; January 26, 1628, f£. 81). His last recorded payment dates
from Nivember 29, 1628 (see ASA, Libro 90, Riceute (1622-35),

f. 87v). : .

Arch. Segr. Vat., Arm. VII.111, f. 344v.
Diruta 1630a, 1630b, 1630e, 1631la, 1631b.

For instance, when Sempliciano da Ferono signed for his salary
on May 31, 1635 (see ASA, Libro 91, Riceute dal 1635 al 1638,
f. 12v: Io Fra sempliciano da Ferono ho ricivuto.....scuti
diciotto mt@ sono il salario dell Off? di Org? & MPo di Capp?
D un anno maturato l'ultimo di Mag? in fede 18 -).

See ASA, Libro 86, Ricevute (1606-14), October 30, 1611, f. 8iv,

ASA, Libro 4, Decreti capitolari (1609-27), f. 23v: Die
vigentima quarta Januarij 1612. Pr&s decreverunt restaurare
Organum per manus Mri Armonij de Cervetro pro pregcio scutor
quinquaginta, cui etiam dederunt curam mantenendi, tergendi, et
allocandi d¥" Organum pro Salario scutorum novem singulo Anno,
de sex mensibus in sex mensis.

ASA, Libro 86, Ricevute (1606-14), September 9, 1612, £. 112v.
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2k, Ibid., March 17, 1613, f. 123v.

25. Maccione was paid on the following occasions: ASA, Libro 86,
Ricevute (1606-14), September 15, 1613, f. 135; March 22, 1614,
f. 185 and Libro 88, Ricevute (1614~22), March 29, 1615, f.22;
October 4, 1615, . 34; April 6, 1616, f. 45v; August 26, 1616,
f. 52; April 3, 1617, f. 69v; October 1, 1617, f. 81l. The final
reference relates to the restoration of the instrument.

26.  ASA, Libro 90, Riceute (1622-35), September 9, 1634, f. 172.

27. .J.Lionnet has found his name in the archives of S.Luigi.

28. He was paid on the following occasions: ASA, Libro 90, Riceute
(1622-35), October 9, 1634, £. 174; Libro 91, Riceute (1635-38),
October 3, 1635, f. 15v; September 15, 1636, f. 32; October 6,
1637, f. 43 and Libro 92, Ricevute dal 1638 al 1653, September
13, 1638, f. 2v; September 11, 1639, . 12; August 18, 1640, £. 25;
September 1, 1641, f. 34; August 31, 1642, f. 39v; August 29,

1643, f. 45; September 4, 1644, f. 51; September 8, 1645, £. 63.

29.  ASA, Libro 5, Decreti capitolari (1630-47), f. 2. Unfortunately
the books for 1628 and 1629 are not extant; these might have
helped establish a more exact date for his arrival.

30. Tbid., £. l4v contains his last signature, dated August 9, l633.

31. ASA, Libro 90, Riceute (1622-35), May 5, 1634, f. 165: Ho
" ricevuto Io Frat Agostino Diruta Perugino scudi quarantadue
quali sono p servitio da me fatto nella chiesa p organista per
Anni due e mesi quattro finito il servitio il mese d'Aprile
prossimo passato, essendo stato sodisfatto del servitio passato
come appare dico scudi 42 -

32. RISM: D 3119-26

33.' See note 20.

34 ASA, Libro 91, Riceute (1635-38), f. 14,

35.  ASA, Libro 92, Ricevute (1638-53), £. 34: Io f Filippo da Cavi
Organista di S.Agostino di Roma ho ricevuto.....scudi trenta

quali sono p la solita musica p la festa del p. S. Agostino, et
in fede sc. 30 - .

36. Vespertina psalmodia, quinque vocibus.....liber primus, opus
secundun (Rome, 1641) and Psalmi vespertini quatuor integris
vocibus..... liver II, opus tertium (Rome, 1642)

37.  ASA, Libro 5, Decreti capitolari (1630-%47), f£f. 79, 79v, 80,
80v, 81, 8lv.

38. Davidicae modulationes, et litaniae B. Virginis.....Opus
XVIIL (Rome, 1648) and Hymni pro_vesperis.....opus XIX (Rome,
18:8).
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Cardinal Gregorio de Montelparo was translated to S.Maria in
Trastevere on May 28, 1608. His successor Fabrizio Veralli was
not installed until December 10. See Hierarchia iii, 67 and
iv, 40, 46,

ASA, Libro 4, Decreti capitolari (1609-27), August 3, 1609, f. 5:
Spiritus S nomine invocato..... et Pribus Capitulis post
prandium in refectorio congregatis Adm. Rev.d Pater Prior Mag.r
Hieronimus Senensis exposuit semper celebrem in nostra Ecclesia
fuisse habitam musicam pro solemnitate S.P.N. Augustini subsidio
ab Ill.mo Card.li Montelparo titularis nTre Eccl@eé, facto, quo iam
ad alteriorem locum assumpto, et tali solito subsidio deficiente
proposuit idem P. Prior num Patres velint more solito musicam
haberi sumptibus ipsius Conventus, . quod omnes decentissimum, ad
Or.nis honorem, et S.P.N. Augustini festi celebrationem maxime
conveniens iudicarunt, proinde a Conventu debere fieri expensas,
si alice non fuerint .eleemosinae dixerunt.....

ASA, Libro 4, Decreti capitolari (1609-27), August 7, 1610,
f. 18: .+...decreverunt DI Pris August®! festu celebrandum esse
omni solemnitate in cantu musico.....

See ASA, Libro 118, Entrata (1604-24), September 1606, f. 21;-
October 1607, f. 27.

Missae octonis vocibus, liber primus (Rome, 1608)

See ASA, Libro 88, Ricevute (1614-22), September 6, 1614, f. 5v:

"To Annibale Orgas M ai Capp+® di S.Appollinare ho ricevuto dal

Rj P. f: Gioseppe della Suipa proct® di S.Agostino scudi trenta
di moneta per la musica della festa di S.Agostino 30 - . On
Orgas's activities at the German College see Culley, A study,
127-28.

ASA, Libro 118, Entrata e uscita (1606-24), August 1620, f. 132:
Jjte si e dato a cinque.....che alzissono 1li manici il giorno
della vigilia e festa del pre sto Agostino un'scudo fano cinque
organi..... 1l - '

Ibid., November 1, 1614, f. 9lv.
ASA, Libro 120, Entrata e uscita (1624-36), April 1628, f. 38v.

See note 15.

ASA, Libro 121, Entrata e uscéita della sagrestia (1636-54),
June 1636 (written 1637 in error), f. 1.

It is the earliest Roman publication of polychoral masses to fall
in our period; the only precedents are the eight-part masses of
Palestrina, Victoria and Giovanelli.
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THE _PANTHEON

The<Pantheon is one of the most historically important buildings
in Rome and the only edifice from the Imperial city to survive
structurally intact. Originally erected as a temple to all the gods,
it was given to Pope Boniface IV by the Byzantine Emperor Phocas in
608. After the bodies of many martyrs from the catacombs had been
transported there, the building was consecrated as a place of Christian
worship in honour of Our Lady and all the Martyrs - hence its other
name, S.Maria ad Martyres. A decree was made that the Pope should
 say Mass there on the Kalend of November and that this day should be
a festival to honour the Virgin and all saints. It was the first
church to 6ommemmorate the entire company of Martyrs and appears also
to have been the first pagan temple to be consecrated to the new
religion. During the fifteenth century, when the popes were in
Avignon and_there were feuds between the noble Roman families, it
was converted into a fortress. However, its fortunes changed in 1442
when Pope Eugene IV helped restore the building to a decent place of
worship by demolishing shops and hovels which had been constructed
in the entrance. Its remarkable circular structure provided a direct
model for one of the earliest examples of Renaissance architecture,
Brunelleschi's famous cupola for S.Maria del Fiore in Florence; and
"about a century later the great Renaissance artist Raphael was
interred there in accordance with his wishes.

Despite origins in antiquity, its historical position and
architectural importance, it was not a wealthy church, and accordingly
musical activity was rather restricted. Many other churches, often
of less historical importance, achieved musical recognition- through

the patronage they enjoyed on account of their status: the Cappella
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Sistina and Cappella Giulia were well endowed because of their
~pontifical associations; other cappelle, such as those of S.Maria in
Trastevere and S.Lorenzo in Damaso received financial support from
funds administered by their titular cardinals, and mother churches
of religious orders and the national churches were well maintained
by the bodies they repfesented. As an average parish church the
Pantheon had no corresponding financial security and derived its
income from donations and rents. Here, as in many churches at the
time, polyphonic music was something reserved for the greater feasts
of the church's year.

Studies in many disciplines, including musicology, have tended
to lay stress on important people and institutions. In many cases
this has obscured the general situation in a particular area or period.
My intention in writing on this church is to show what was happening
away from the major basilicas and-those institutions with special
patronage. The archives of the Pantheon, housed in the Vatican
Library,2 give a picfure which is closer to the reality of the average
Roman parish church than that preéented by the documents of larger
institutions which have dominated the interest of scholars.

The music for norﬁal ser&ices in the Pantheon seems to have been
provided by two cappellan£3who are mentioned regular;y in the pay-

lists of the Libri della sagrestia.u Their specific duties are not

detailed in the archives since they were paid a monthly salary of

three scudi, rather than being remunerated for each task they performed.
We do, however, have a useful reference to their singing at Pentecost
in 1608:°

To the deacon and subdeacon for the day of Pentecost - 20

To the two cappellani on the same day for singing the Mass and
Vespers - 30
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This state of affairs is confirmed by the report of the apostolic
visitation of the church ordered by Urban VIII in August 1625 (except_

that by then three cappellani were employed):6

..... the canonical hours are recited on greater Sundays and during
the octaves of Corpus Christi and All Saints. In the same way, Mass
is sung on Sundays and feasts of the Most Blessed Virgin as well as
those prescribed; on other days Mass is, in fact, celebrated in a
simple manner. There is a sacristan and three cappellani, employed
according to the wishes of the chapter, who celebrate Mass daily and
serve in choir; these receive three scudi a month from the chapter.

Singing was among the regular duties of a cappellano in other

institutions too; the Constitutiones of S.Girolamo della Caritd,

published in Rome in 1603, contain a liturgical prescription to this
effect:7
Each week one of the afore-mentioned cappellani, with the exception
of the sacristan, should be cantor beginning with the most senior.
On days of special solemnity there should be two cantors, that is,
the one of the present week and he who is to follow in the coming
week; but when he is alone, no-one else shall enter with the intonation,
unless the cantor for that week is not able to perform that office
decently without help.
On average eight sung Masses were held in the Pantheon each month and
on each occasion twenty baiocchi were paid to unnamed recipients.
Perhaps these amounts were paid to the cappellani for singing at the
Mass, but it is equally possible that they were intended for the
sacristan or indeed the celebrant.

Apart from the cappellani the only regular source of music at
the Pantheon seems to have been a confraternity. On March 17, 1624
(two days before the feast of their patron, St.Joseph) they left
their musicians' platforms in inconvenient places and were instructed
by the chapter to remove them. It seems likely that they had been
preparing the church for the forthcoming festival which they intended
9

to celebrate with music for more than one choir:
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And it was decreed that those of the Compagnia di S.Giuseppe should
remove the two musicians' platforms which they have leant on the
altar of the Crucifix and on the baptistry, and that they arrange
them decently.

The Compagnia referred to is clearly the Arciconfraternita di S.
Giuseppe di Terra Santa della Pontificia Accademia dei Virtuosi,
which was composed of artists, sculptors and architects, and founded
in 1542 under the direction of Desiderio d'Adjutorio, a canon at the
-church.lO Most activities of such a confraternity would pwobably
have fallen within the sphere of extra-liturgical popular devotion
rather than of the liturgy: processions and the Forty Hours'
Devotion would have served as expressions cf piety.

There appears to have beén no musical performance during the
regular liturgical functions of the church except by two cappellani V
who probably contributed in a less than expert manner. No péyments
. to organists are recorded on a permanent basis, and it is therefore
likely that the repertory did not extend beybnd plainsong, since an
organ or at least some continuo instrument was essential to the
performance of sm;ll-scale motets. The Pantheon does not even appear
to have had a fixed organ since on a number of occasions payments were
made for transporting one to the church, for example, the following
from August 161’-#:12
to the child who played the organ and for the transport of the said
organ at the time of the Forty Hours' Devotion, one scudo and twenty
baiocchi 1 - 20 :

Tt is a clear indication of the place of music in lesser churches

that the trouble was taken to fetch an organ for the Forty Hours'
Devotion since, apart from patronal fesfivals (in this case All Saints),
it was generally extra-liturgical events which aroused the most

fervour and attracted the greatest expenditure.
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On the feast of All Saints considerable amounts of money were
commonly spent on the music because of its historic link with the
Pantheon; as stated earlier, it was on account of the dedication of
the church that Boniface IV instituted the festival. In 1608, on
the occasion of the millennial celebrations of the church's dedication,
singers from St.Peter's? presumably members of the Cappella Giulia,

13 On All Souls Day in the same year a payment

14

was made for the provision of music on a more modest scale:

provided the music.

To maestro Taddeo, for the music on the day following All Saints
1- 30 :

After the visit of the musicians from St.Peter's in 1608 no
further mention of music for All Saints occurs in the archives until
1613, when musicians of a neighbouring large institution, S.Luigi dei

15

- Francesi, took part in the ceremonies:

{0 "

go the musicians frbm S.Luigl 6n the feast of All Saints, eight scudi
Employment of singers from one of the major establishment; was an
accepted means of providing music in less musically active churches.
In the early seicento, for example, while maintaining an organist

in regular employment,.the English College hired a maestro to organize
music on Trinity Sunday and on the feast of St.Thomas of Canterbury,
the full-time position of maestro having been suspended in 1588 due

to lack of funds.16 It was not only the poorer churches which

failed to maintain a cappella: the chapter of the German church,-
S.Maria dell'Anima, one of the most impoftant national churches,
discussed the matter of forming a cappella along the lines of that

of S.Luigi dei Francesi in 1584, but it appears that one was not formed

util much la.ter.17 In that year the cappella from S.Lorenzo in
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18

Damaso was hired by the Germans to'sing on Corpus Christi. The
documents of the apostolic visitation of 1625 mention that in S.Maria
dell'Anima an organist was employed on Sundays and festivals, but
they make no reference to any ca.ppella..19 Some churches did not
even have their own organist: for instance, when Giovanni Bicilli
was appointed to the Chiesa Nuova in December 1648 he was also required
to play the organ at S.Onofrio and S.Eustachio.20

From 1618 Corpus Christi ranked alongside All Saints in expenditure
on music in the Pantheon; in that year musicians were paid ten scudi
for participating in the procession.21 The proceedings of a chapter
meeting in 1625 indicate the importance attached to the provision
of music for the octave of Corpus Christi: the members of the chapter
met.two days after the feast to discuss arrangements for the procession
on the following Wednesday -~ clearly there was no outside patronage

here:22

May 31 '
The chapter being assembled C.....] they decided that on the following
Wednesday in the octave of Corpus Christi the annual procession of the
Most Holy Sacrament should take place with a retinue and a suitable
attendance of confraternities and religious. And the music and wax
was paid for by everyone except by the two who were absent.

It was in connection with Corpus Christi in 1623 that the name
of Pietro Paolo Sabbatini occurs for the first time in the Pantheon
archives, marking the beginning of an association which was to continue

right into the 1640s. Sabbatini's‘surviving sacred compositions are

collected in a volume of eight-part psalm-settings, Psalmi, Magnificat,

cum qustuor antiphonis ad vesperas, cum lettanijs B.Virginis, octonis

23

vocibus..... liber primus, opus duodecimum of 1630.° One can imagine

that an important festal Vespers, such as Sabbatini might well have

been involved in at the Pantheon, would have been well served by psalms

such as these. The first time he was hired by the Pantheon Sabbatini
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signed as follows; confirming that it was customary to hold the

Corpus Christi procession on the Wednesday following the feast:zu

I Pietro Paolo Sabbatini have received from [.....] ten scudi for the
procession which took place in the Rotonda on the Wednesday of Corpus
Christi, and in testimony to the truth [of this] I have written this
with my own hand.....

In the following year, 1624, Sabbatini received payment for the music
on All Saints Da.y,25 and in 1627 for the stational day on Friday in
Easter Week;26 by this time he must have directed some musicians who
went to sing at such events. By October 1627 he is known to have been

27

maestro at the Arciconfraternita dell'Orazione e Morte, ' the appoint-

ment mentioned on the title-page of his publication of the following
year.28 Musicians attached to confraternities may well have taken
part in events in various churches; in any case, a choir under
Sabbatini's direction visited the Pantheon with some regularity. The
. archives of S.Maria in Cosmedin record that in 1636 musicians under
Sabbatini's direction performed there too; this church was another
which maintained no regular ca.ppeila..29 The Arciconfraternita dell'
Orazione e’Morte, with which Sabbatini was connected, had a good
musical reputation and in iébo Pietro della Valle spoke of it in

30

glowing terms:

The oratori are to me a unique delight; when that 'alla Morte' sang
one never missed one performance; in the past year, however, it has
not sung, but I go nonetheless to the office every evening during all
the octaves, simply for the atmosphere of devotion which has been
built up in previous years through good music.

Archives from the 1630s contain little new information. This
decade was a trying time for the church, since in 1632 Urban VIII
(Maffeo Barberini) removed the bronze supports from the roof; these

were then melted down and turned into Bernini's famous baldacchino

for St.Peter's. This gave rise to the well-known saying, 'Quod non
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fecerunt Barberi, fecerunt Barberini' (What the Barbarians did not do,
the Barberini did.). Nevertheless, regular expenditure continued on
the feast of All Saints, but the recipients of most of the sums remain
anonymous. In 1638 payments»was made to a compagnia whose name is
unfortunately illegible;31 and in the subsequent year the music must
have been of a paiticularly grand nature, since the 'Compagnia di
tutti 14 sanfi' was paid the rather>1arge sum of twenty scudi.32
The kind of music purchased at this time confirms the idea that
performance was restricted to Gregorian chant except when outsiders
were brought in on festivals. In March 1635 a set of liturgical’
books containing the Passion for use during Holy Week was a.cquired,33
~and in 1637 a new Antiphonale.34 Both of these volumes contain chant
of the most basic nature constiuting an indispensable part.of the
liturgy.

One more cheerful point in the musical life of the decade is

represented in the ‘oratory for the singing of offices' mentioned by

Totti in his guidebook Ritratto di Roma moderna, published there in

1638.35 This oratory was almost certainly that of the previously
mentioned confraternity of S.Giuseppe which was housed in a building
ad joining the church.36 It was surely the same oratory which della

Valle had in mind when he wrote in his Discorso of 1640:37

I have willingly attended S.Girolamo, the Chiesa Nuova and the Rotonda
Rotonda during all the octaves of saint's days on account of the good
music that one hears every evening.

S.Girolamo della Carita and the Chiesa Nuova were associated with two
of the leading oratories. It is therefore in keeping with the sense
of the passage to hold that the music which della Valle heard at the

Pantheon was extra-liturgical and took place in the oratory associated
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with the church rather than in the church itself.
Sabbatini's name reappears in the archives of the church in 1641,

38 probably for the

when he was paid for providing music in June,
Corpus Christi procession, an& for All Saints in November.39 In the

- following year he received a gift for organizing the music for the
Forty Hours'.in.July.bro Sabbatini became maestro of S.Luigi dei
Francesi in February 1629,41 buf 5ppears to have maintained some
connection with the Arciconfraternita dell'Orazione e Morte since he
was present at their chapter meeting on November 11 of that year.

This, however, seems to be the last mention of his name in the archives
of the confraternity, and Antonio Cecchini was appointed as maestro

in September 163O.LP3 After leaving S.Luigi in June 1631 Sabbatini

nade a living by teaching,44 supplementing this by organizing musicians
for events such as those at the Pantheon. If, in fact, he did take

up an appointment at another church no evidence of this has yet come

to light.

The archives of the Pantheon provide an insight‘into the
functioning of a less musically active church and into the life of
Roman confraternities. It is important to realize that this church
represents the norm rather than the others we have discussed. There are
a large number of similar archives of minor churches which have yet |
to be explored and whose documents could provide us with a corrective
by lessening our reliance on studies of unrepresentative large
institutions. Contrary to a commonly held notion, not all churches
were bustling with regular musical activity, at least not the minor
ones, where the situation was probably not so far reﬁoved<§§E>the
present.state of affairs. The lesser churches in the seicento
tended to concentrate extravagance and outward display on extra-

liturgical events, such as the Corpus Christi procession, and on
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special feasts such as All Saints (in the case of the Pantheon) and
the stational day, when the church would have been visited by all

the 'best' people. The general standard of the music was low, and
one is tempted - probably rightly - to imagine that the sporadic
bursts of expenditure on occasions when the most people would hear
the music were simply a means of creating an outward impression (fare

la bella figura)in Roman ecclesiastical society.

NOTES

1. General information on the history of the church is available
in Brentano, 77-78; Young, 343-44; Gregorovius, i, 106-13;
Golzio and Zander, 97; Bartoccetti.

2. Contained in the Fondo Pantheon (hereafter FP), typewritten
catalogue by Morello.

. 3. The problems of ascertaining the duties of a cappellano are
discussed in a forthcoming article on S.Luigi by J.Lionnet. He
concludes that in this period little difference existed between
a cantore and a cappellano in church archives. Neither name
seems to have 1mp11ed any particular vocal skills.

L, These are 'cash books' which record the receipts and expenditure
of the sacristy.

5. FP, I:30a, Entrata e uscita, May 1608, f£. 18v: Al diacono et
subdiacono nel giorno delle Pentecoste..... - 20
A doi Cappellani il medesimo giorno per cantare la messa et

Vesparo - 30

6. Acta Sacrae Visitationes Apostolicae S.D.N. Urbanl VIII. Pars
P2 Continet Ecclesias Patriarchales Collegiatas & Parochiales
tam Seculares, quam Regulares., Arch. Segr. Vat., Arm. VIT ,11l,
f, 10lv: L.....] recitantur tantum horae Canonicae in hebdomada
maiori, & per Octavas Corporis Christi, et omnium Sanctorum.
Ttem Missa cantatur diebus Dominicis, & in festivitatibus B.me
Virginis et adest de praecepto, reliquis vero diebus celebrantur
missae simpliciter. Adest Sacrista cum tribus Cappellanis
ad nutum Capituli amovilibus, qui missas quotidie celebrant, et
choro inserviunt, quibus singulis soluntur a Capitulo scuta -
tria quolibet mense.

[Ac sunt etiam duo Clerici missis, et Choro inservientes,
quibus ab eodem Capltulo soluntur scuta duo per quolibet singulo

mense.

7. From the section 'Ordinationes servandas inter Sacerdotes circa
Divinum cultum, & eorum cohabitationem' in Constitutiones:
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Qualibet hebdomada unus ex praedictis Cappellanis sit Cantor, &
incipiatur ab antiquiore excepto Sacrista. In diebus verd
solemnitatum duo sint Cantores, videlicet praesens hebdomadarius,
& ille qui sequitur in hebdomada futura, sed quando solus est,
nullus alius in intonando se intromittat, si ipse hebdomadarius
hoc officium praestare rité per se potest.

For the record of Masses in May 1613 see FP, I:30c, Entrata e
uscita, £. 18: Per dieci messe cantate scudi doi [ ..... ] cantate
all p© 512 131617 19 2627 e 28 2 -

FP, I:8, Decreti Capitolari, March 17, 1624, f. 7: Et fu
decreto che 1i SSit della Compagnia di S.Gioseppe levassero 1i
due Palchi della Musica che hanno appoggiato su l'altare del
Crocifisso et su'l Batistero; et si collocassero decentemente.

A brief history of this confraternity is given in Martini, 184.

For information on the popularity of the Forty Hours' Devotion
see Weil. '

FP, I:30c, Entrata e uscita, f. 60: a quello putto che sono
1l'organo e per la portatura di d9 organo, nel tempo dell'sTomE
delle 40 hora scudi uno, baicchi 20 1 - 20. Four porters were
paid for carrying an organ to S:Maria in Cosmedin on April 6,
1632; it was to be used during the Forty Hours' Devotion (see
Archives of S.Maria in Cosmedin, Libro V-6, Entrata, et Uscita
delle Collegiata Chiesa di S.a Maria in Cosmedin, &TS Scola Greca.
Dal Anno 1618 cominciando; e finendo per tutto 1632, f. 145).

FP, I:30a, Entrata e uscita, f. 4lv: Per la musica della festa
de tutti i SPT pagt® a quelli di S. Pietro s4i nove 9 -

Ibid., f£. 4lv: A m Taddeo, per la musica del giorno seguente
a tutti i st 1 -30 -

FP, I:30b, f£. 36: Alli musici di S. Louigi p la festa di tutti
i santi dato scudi otto 8 -

See Casimiri, 'Disciplina musicae', xx (1942), 12-15, and Culley,
‘Musical activity',18-20.

See Schmidlin, 416.
See Schmidlin, 416.

See Schmidlin, 425.

Archives of S.Maria in Vallicella, C.I.7, Libro Sesto De Decreti
della Congregat® dell'Oratorio di Roma dall'anno 1635 sino all'
anno 1651, - 310 is the record of his appointment: con obligo
di servire la Chiesa alle Messe, et alli Vespri, et ogni giorno
i1 solito, per sonare l'organo &c. doppo i sermoni a S5.0nofrio,
et S.Eustachio, servir all'oratorio, cioé de giorni festivi, con
tutto quello che bisognono.

FP, I:31lc, Entrata e uscita, July 1618, f. 26v: Per la processione
del Corpus DB alla musica p supplementi delli dieci scudi 2 -
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FP, I:8, Decreti Capitolari, May 31, 1625, f. 14: Congregati
Capitola [ ..... | determinissono che Mercoledi pross.o futuro
infra octava Corporis Christi si face la Processione di ogni
anno del Santissim.o Sacram.o con seguito, et frequentia di
Compagnie et Religiose conveniente. Et la musica et cera fu
pagati da tutti fuori che dalli due assenti.

See 'Sabbatini, Pietro Paolo', New Grove.

FP, III:2, Filza di Giustificazioni 1536-1657, June 22, 1623,
unfoliated: Io Pietro Paulo Sabatino ho ricevuto dal [..... ]
scudi dieci di moneta quali sono p la processione fatta nella
ritonda il mercoledi del Corpus Domini, et in fede della verita
o fatto la pt® di mia propria mano.....

Tbid., November 2, 1624: TIo Pietro Paolo Sabatino ho ricevuto
scudi dieci [.....] P la musica fatta in d% Chiesa il giorno di
tutti i Santi, et in fede della verita & fatto la presente di
mia Propria mano questo di 2 9b¥e 1624,

FP, I:33a, Entrata e uscita, April 1627, f. 1l4: Musica per il
giorno della statione fatta dal Sr P. Paulo 8 -

Archives of the Arciconfraternita dell'Orazione e Morte (here-
after AAOM), Libro 421, Reg? de Mandati Della [ ..... 7 Compag?
Della Morte ..... 14 ..... ] 1647, October 5, 1627, f. 5: e adi
5 d° Al sigl® Pietro Paolo Sabbatini sc uno B 80 m*2 pagli sino
sotto 1i 23,6 pag® g_una messa Cantata in levar l'oratione di
ord®® 4 ssT!l Guard? 1~ 80 '

Il sesto [librd]di Pietro Paolo Sabatini.....Opera ottava
(Bracciano, 1628).

Archives of S.Maria in Cosmedin, Libro V-7, Entrata e uscita dal
1633 al 1657, January 15, 1636, f. 34: Alli 15 detto, devono
dare giulij sei dati al Sig.r Pietro paolo Sabbatini mastro di
Musica di Stefano Cierico de Nra Chiesa, pagato d'ordine del
Capilo - 60. He was also paid on March 1 (see f. 34v), and

in April (see f. 35).

Qriginal text in Solerti, 176.

FP, I:36b, Entrata e uscita, November 1638, f. 36: Alli officiali
della compagnia del [.....J p la festa delli santo dato 12 -
This could be the Compagnia dell Santissimo Sacramento, but the

writing is rather unclear.

FP, I:36c, Entrata e uscita, November 1639, f. 39v: Alla
Compagnia di tutti 1i santi p far la festa scudi venti 20 -

FP, I:35b, Entrata e uscita, March 1635, f. 1llv: Per tre
libri da cantar il Passio - 70

FP, I:36a, Entrata e uscita, without exact date, f. 42: Un'
Antifonario nuovo moderno p il Choro scudi sei et 30 6.30

See Smither, A History, i, 159-60.
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I have attempted to find information about this confraternity
but its archives are not open to scholars.

Original text in Solerti, 176.

PP, I:37b, Entrata e uscita, f. 20v: A S.r P. Paolo Sabbattini
P la musica della d.a process.e sollenne scudi otto 8 -

Ibid., f£. 38: Al S.r P. Paulo Sabattino p la musica di d.a festa
scudi dieci 10 -

FP, I:37c, Entrata e uscita, f. 21v: Regalo a S r Sabattino p
la musica fatta da esso p le 40 hore 2 =~

I am indebted to J.Lionnet for this information.

AAOM, Libro 112, lero Delli Decreti Dal 6 Aprile 1607 al 19
Marzo 1632, f. 194

Ibid., September 15, 1630, f. 203v: fu' proposto e risoluto si
pigliare p mastro di Capp? della fra Archiconf? ta R. Antonio
Cecchino con dar 1li il solito.

The title-page of his Toni Ecclesiastici colle Sue Intonationi,

all'uso Romano (Rome, 1650), describes him as 'Professore della

Musica'; it is a work of a didactic nature giving information on
the plainsong tones, playing from a figured bass and reading in

all the clefs.
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CONCLUSION OF ARCHIVAL SECTION

From this selection of five churches, which seem at least
initially to have little in common, some general points emerge about
musical activity in Rome.

‘The churches seem to share the méthod of capitular gbvernment;
even felatively minor matters, such as the appointment of new singers,
wére the subject df a members' ballot. The only church where this did
not become evident is the Gesil, where the capitular documents (if in
fact there were any) are not extant. On one. occasion at S.Maria
Rotonda the members of the chapter undertock fo finance the music for
Corpus Christi themselves - a far cry from the lavish support which
other churches received from their titular cardinals, or from the
accunulated wealth of their order.

There was a good deal of casual work which church musicians could
undertake to supplement a regular income from one of the churches.
Examples have been cited of cappelle and individual musicians being
“hired on‘festivals, and the rise of the large=scale multiple-choir
style must have created many openings for musicians looking for some
extra employment. It is notable that on great feasts an impressive
display was mounted in many churches whatever the usual standard of
the music. Such a concentration on outward spectacle, whether for
patronal festivals, Corpus Christi processions, or other similar
occasions was widespread, and the standard of music on these days
was far higher than on normal Sundays.

Clearly archives are not good sources of information on repertory,
but they do tell us something about performance practice; the size
of cappelle seems to have been about eight musicians, if we take

S.Maria in Trastevere and S.Lorenzo in Damaso as the norm. There is
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considerable evidence of instrumental participation, a fact which
casts doubt on traditional ideas about Roman church music being

unaccompanied and conservative. As we shall see this notion is far

from the truth.
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CHAPTER IV

THE MASS

INTRODUCT ION

In comparison with the number of motets, far fewer masses were
published during the period, and these by a relative handful of
composers; whereas about fifty Roman musicians published motet
collections, less than twenty produced masses.1 A distinctive
feature of the ea;ly 17th—century Roman mass is the retention of an
archaic polyphonic idiom: many masses are stylistically not so far
removed from the works of Palestrina and his generation. While in the
majority of Roman métets the few-voiced texture was adopted (with a

bias in favour of two parts and basso continug), in the masses the

traditional scoring for four or five voices generally lingered on and
less than half include organ parts. A considerable number of published
motets are polychoral, whereas few.of the masses’are. Moreover, only
five masse§ of the period can reasonably be termed concertato (four
of these come from the same publication), a fact which stands in marked
contrast with the poﬁularity of that style for motet composiﬁion.
Clearly composers approached the mass and the motet in two distinct
ways. Such a divergence of styles is remarkable since both groups
of pieces were designed for performance during the Church's liturgy.

To explain the reason for the rétrospective style of the masses,
it is helpful to consider the4appointments held by contributors to
the genre. For this purpose the repertory has been divided into

3

_ . 2
four categories: prima prattica; transitional polyphonic; concertato;
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and polychoral.

Table I shows publications of prima prattica masses, with the posts

held by composers at the time of printing:

TABLE I

1609 Francesco Soriano maestro, St.Peter's

1614 Giovanni Francesco Anerio maestro, S.Maria dei Monti

1615 Arcangelo Crivelli musico, Cappella Sistina

1619 Antonio Cifra maestro, Holy House, Loreto

1621 Antonio Cifra ' maestro, Holy House, Loreto

1627 Paolo Agostini maestro, St.Peter's

1628 Stefano Landi . priest, St.Peter's; maestro, S.
Maria dei Monti; links with
Barberini family

1633 Marco Scacchi maestro to the Polish King L

—_ Giovanni Francesco Anerio Roman priest; dedicated to Paul V

A significant proportion of these composers had some connection with
the Vatican® (Soriano, Crivelli, Agostini and Landi), while Anerio's
undated mass was dedicated to Paul V, showing that it too was yritten
with the ecclesiastical establishment in mind. Cifra was in charge

of the music at an important'institution within the Roman orbit, which
may well have attempted to emulate the severe traditions of the Papal
Cha,pel,6 while Scacchi, who was responsible for music at the Polish
court, had a large cappella at his disposal and was probably out of
touch with the more progressive aspects of Roman musical life.7 This

seems to suggest that the stile antico lingered on in works by composers

whose activities centred on the Vatican, and that it was not the style
employed in most churches whére, if they could muster the forces, a
freer type of polyphonic mass could well have been sung. To complete
this picture it is necessary to analyse posts held by‘comﬁosers of

other types of masses. The three tables (II, III, and IV) follow:
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TABIE II: Transitional Polyphonic Mass

1631 Johannes Hieronymus Kapsberger No church position, but
links with Barberini family

1634 Giovanni Matteo Asola No post given [pesthumous ]

1636 Tommaso da Sant'Agata No church position; as a

monk he could have been
interested in music for
small religious houses

%22% Filippo da Cavi organist, S.Agostino

TABIE ITII: Concertato Mass

1621 Sigismondo Arsilli maestro and organist,

Frascati
1631 Agostino Diruta maestro and organist, S.
' Agostino

TABLE IV: Polychoral Mass

1608 Girolamo Bartei maestro, Augustinian
’ General Chapter, Rome
1614 Giovanni Battista Stiefanini maestro, S.Maria della
Consolazione
1622 Vincenzo Ugolini maestro, St.Peter's
1627 Antonio Maria Abbatini maestro, St.John Lateran
1631 Johannes Hieronymus Kapsberger No church position, but

links with Barberini family

It is evident that a different group of composers, mainly unattached

to the Vatican, wrote masses in more modern styles. Three of these
-figures were attached to S.Agostino which, with its medium-sized choral
establishment, was an ambience in which the newer style could flourish.
While not hidebound by the more rigid traditions of the larger basilicas,
this church had sufficient vocal resources to make the performance of
even polychoral music possible.8 The absence of masses in a more
developed, transitional polyphonic style is notable, and it suggests

that when composers abandoned the stile antico they did it in favour

of something completely new, rather than simply extending and up-

dating the old style. The concertato mass only accounts for a
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peripheral group of compositions, hardly figuring in the mainstream of
the repertory. But polychoral music was accepted on accounf of the
impression of grandeur it conveyed when performed with spatial
positioning: such music captured the new Baroque spirit well.9 It
is interesting to note that Palestrinafs 1601 posthumous volume of
polychoral ma.sseslo was published in Venice rather than Rome, a fact
which suggests that the Romans were rather reluctant to adopt the
style for masses. For this reason it was presumably considered more
commercially advantageous to publish in the North.ll None of the
composers included in Tables II-IV were connected with the Vatican
except Ugolini, whose 1622 collection belongs to the tradition of
grand ceremonial music performed at St.Peter's;l2 and even Ugolini
had nothing to do with that sanctuary of conservatism, the Cappella
Sistina.

The idea of two groups of composers furnishes a non-musical

reason for the firm adherence to the prima prattica in mass composition.

Linked with the papal establishment, and especially the Cabpella
Sistina, was a body of composers who strove, undoubtedly under
ecclesiastical pressure, to maintain a certain archaic pﬁrity in
setting the eucharistic texts. Their retention of an outmoded style
was not so much a response to an artistic impulse, but rather a
condition of employment imposed by the highest church authorities.
Even shortly after his death the style of Palestrina was regarded as
13

the ne plus ultra to which all church music should aspire, and it

must have seemed only right that the Mass, the most sacred of all texts,

should remain untainted by newér idioms.1 |
Outside the confines of the Vatican normal, unstunted musical

development ‘continued, in some measure parallel to that of the motet.

" But while there are instances of freer polyphonic writing with
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continuo, of the concertato style, and of polychoral writing, scarcely
any masses survive for the small forces which were so popular among
writers of motets. There are only two extant masses for less than
four voices (Asola, 1634 and Sant'Agata, 1636); even these display a
retrospective idiom, and Sant'Agata's has little to do with the style
of his own motets.l5 Othér factqrs had some bearing upon the almost
total lack of small-scale masses. One might attribute the paucit& of
such compositions simply to a concern for dignity: we have already
seen that musicians associated with the Vatican were anxious to compose
in a style that could neither be considered frivolous nor ephemeral.
This is probably only a partial explanation. As Viadana rema.rked,16
the main reason for the introduction of the few-voiced motet was to
help those éméll groups of singers who were incapable of performance
on a larger scale. If a choir lacked the voices to-perform a
complicated polyphonic mass, it could resort to a well-known plainsong
substitute; in tﬁefcase of the motet there was no equivalent chant
alternative. On feasts when simple chants would not have matched the
dignity of the occasion, extra singers were hired by small churches
to increase the scope of the choir (if there was one), and to obviate
the need for smali-scale mass settings. In the large basilicas
there was a»further practical reason for the relaﬁive absence of all
small-scale music; the vastness of the buildiﬁg woﬁld cause any works
for too few performers to be lost. Moreover, one of the main reasons
for the adopfion of reduced textures, the scarcity of musicians, would
not have been a problem for most major ba.silica.s.17
Two related questions still remain. Were the masses of Palestrina
and his contemporaries so admired that any church capable of performing

them would have been likely to do so, thereby excluding any newly-

composed music? Does the popularity of late 16th-century masses,
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indicated by thei:freyuent occurrence in the Sistine codices, mean
they were also performed in other Roman establishments? Surprisingly,
evidence of publication points away from the idea of the continuing
widespread acceptance of Palestrina's music in Rome: though he was
honouredeith thirty-odd posthumous publications, only three of these
appeared in the city, the majority of the rest being printed in Venice.18
This seems to indicate that, at least in Rome, Palestrinafs compositions
were not generally performed except in those institutions which
possessed manuscripts, like the Cappella Sistina. Admittédly, Venice
was a larger centre of publishing than Rome, but nevertheless the

high ratio (Venice:Rome, 7:1) appears strongly to suggest that
Palestrinafs muéic waé only performed infrequently in Rome after his
d.eath.19 Anthologies are useful in confirming this view since they

can be relied upon to provide samples of the most popular music.

Fabio Costantini's Selectae cantiones of 1614 (RISM 16143) is the only

Roman sacred anthology to conéain works by Palestrina.zo This is the
antithesis of the situation in northern Europe where printing presses,
especially in Antwerp, were producing a considerable amount of his
sacred music in collections.21 The clearest idea of how he was
regarded is perhaps found in Costantini's anthology of 1620, published
23

in Orvieto.22 This contains one item by Palestrina -~ and it describes
him as 'Padre della Musica'; the implication is that the memory of
Palestrina lingered on as an ideal to which one paid ignorant respect.
Only in the Cappella Sistina does one find a different situation; about
half of the codices apparently dating from the first half of the
seicento contain music by Palestrina, indicating a continuing

25

performance tradi‘tion.24 Adami, writing in 1711, " mentioned many works

of the composer which were still heard in the Cappella Sistina on

festivals.
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It can be argued that theie was little interest in Palestrina and
his contemporaries except in the Papal Chapel, where the musical style
was on the whole unsusceptible to outside influence. This concurs
with evidence derived from the table of posts held by composers of

prima prattica masses. Rome developed much like the rest of Italy

as a centre of mass composition, and while composers were not generally
engulfed in a shadow cast by Palestrina, the Cappella Sistina - a case

apart - was responsible for the retention of the stile antico. The

majority of compositions in this style were prodqged by musicians
connected with that Chapel, or, to a lesser extent, with its sister-

institution, the Cappella Giulia.
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THE STILE ANTICO MASS

Though this type of mass was basically limited to a definite
group of composers, their works account for the largest part of the
early l7th-century Roman mass repertory. The first publication to

fall within the period, Francesco Soriano's Missarum liber primué of

1609, represents the most conservative traits of mass composition. In
this volume dedicated to Paul V, Soriano, director of music at St.
Peter's, acknowledged his debt to Palestrina by arranging the Missa

 Papae Marcelli for eight voices.26 As the only eight-part item in

the collection it holds an important place, and symbolizes Soriano's
reverence for his illustrious mentor. The fact that Soriano added two
voices to the six-part original indicates a trend towards polychoral
writing, a médium in which Soriano further demonstrated an interest in

27

his 1616 publication. This Palestrina arrangement is no isolated

expression of homage to the composer who inspired so much devotion in
the succeeding generation: an eight-part adaptation of Palestrina's

Missa Vestiva i colli by Ruggiero Giovanelli remains in manuscript,28

and in 1619 a publication appeared which includes three Palestrina
masses with continuo, one of which is G.F. Anerio's four-part version

of Missa Papae Marcelli.29 In this field at least, composers looked

back to Palestrina to discern the roots of their own style, and it is
interesting to note that 'tampering' with a composer's works so as to
bring them into line with current styles was regarded as paying him
a compliment - none of the present-day concern for fidelity to composersf
intentions here!

Sorianofs collection was produced (as might be expected) in choir-

book format, without the increasingly popular basso continuo. It
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shows his continuing reliance on constructional and canonic techniques:

. y 3 -~ .
for example, the Missa super voces musicales a 6 is based on a hexa-

chord pattern, which is heard almost uninterruptedly.Bo The work
31

finds parallels in Palestrina's Missa Ut re mi fa sol la,” a work

certainly known to Soriano who employed a similar constructional

method, one which is foreign to the greater part of 17th~century music.
The CF generally remains distinct from the other voices, which are
unaffected by its steady rise and fall. In Kyrie I the first canto
rises in breves throughout, while the other parts are freely composed,
except at one point where the tenor goes briefly into canon with the

CF. Kyrie II is similarly constructed around an equal-note CF in longae
in the alto, while in the Christe the hexachord is treated in a more
relaxed manner in the two canto voices, using note-values similar to
those of the other parts. Such construction is evident throughout the

mass, which arrives at its contrapuntal tour de force in the Agnus Dei:

here, in line with tradition, two extra voices are added. This
movement contains a complex canon in long notes between the first tenor
and second canto; the first half of the canonic voice-part is a mirror-
image of the. second. Following the conventions of the Franco-Flemish
séhOol, the canon is notated on one stave with two clefs (modern
edition, 248).

Soriano's Missa ad canones is another example of rather ceresbral

constructional writing. Like Palestrinafs Missa ad fugém,32 the mass
is written entirely as a double-canon between the two highest and two
lowest voices. The Kyrie is a double-canon at the fourth - each canon
at a semibreve's distance. The Benedictus is a double-canon at the
unison, and this leads to an Osanna with two canons at the fifth
below. The work contains two five-part Agnus Dei, both of which
contain a canonic structure: the first is based on the hymn Iste

cénfessor, which appears in equal notes in the alto part, and the
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second on Ave maris stella which comes in the canto. There is no

apparent reason for the incorporation of these seemingly disparate
melodies.33
Not all the masses in the volume are equally constructional.

3 - 3 g » » - L3
Missa Nos autem gloriari a 4 contains no canonic writing, though a

CF is introduced in the first tenor part of the six-voiced Agnus Deil.

The parody material again shows Soriano's reverence for his teacher;

it is Palestrina's motet Nos autem gloria.ri,BLF which in turn is based

upon the plainsong of the Méss 'in coena Domini' for Holy Thursday..
The chant has been reworked to make the melodic material suitable for
contrapuntal treatment, and the usual reduced sections are found at
the 'Crﬁcifixus' and Benedictus. It is surprising to note the
inclusion of two secular:parody masses in this seemingly conservative

publication. Both are discreetly disguised: Missa sine titulo turns

35

and Missa Quando

36

out to be based on Palestrina's Vestiva i colli,

laeta sperabam parodies the Rore madrigal Quando lieta sperail.

Giovanni Francesco Anerio's 1614 contributions to the stile antico .
mass appear more forward-looking than those of Soriano.37 The format
- part-books with continuo - gives the works a more modern aspect
which partially belies their real style. For a composer with a number
of small-scale motet collections to his credit, this publication for
four to six voices may seem a retrospective step; nonetheless, it

confirms that a different style was regularly employed for masses.

Except for the Missa brevis Anerio's 1614 works obey conventions
concerning reduced sections, and head-motifs are a common means of

wnification. The Kyrie of the large six-part Missa In te Domine

speravi introduces melodic material derived from the Te Deum chant,
which. serves at the opening of all movements except for the Gloria and

Benedictus.38 A verse from the Te Deum is used as the title of the

mass, There is no CF; however, fhe long notes at the opening of the
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Sanctus, appositely based on the plainsong fSanctus Dominus Deus
Sabaoth' in the Te Deum, momentarily give the impression of one. The
Christe and 'Crucifixus' are for four voices, while the Benedictus
uses only three. In keeping with tradition, an extra voice is added in
the Agnus Dei to form a canon at the fourth. .The mass relies on tﬁe
‘interleaving of polyphonic and homophonic writing, with continually
changing vocal groupings. The voices often unite in strong chordal
sections, such as at 'laudamus te' in the Gloria, which contrasts
effectively with the contrapuntal opening of the movement. The Credo,
the most homophonic movement on account of the length of its text,
contains a pictorial element at 'descendit de caelis', where the two
lowest voices are omitted; this is followed by the entry of all voices
in a low tessitura at 'et incarnatus'.

By contrast, Anerio's Missa brevis & 4, also from 1614, is a short,

relatively simple work of a more functional nature. An unusual feature

is the tripla setting of Kyrie II; this ties in with the directness of '

the work, as do the largely homophonic Gloria and Credo. The style

of this mass is not quite as unremitting as that of Missa della

battaglia (which we shall examine later), and some respite is graﬂted

at the close of the Sanctus where imitative vocal pairs are int;oduced.
In addition to the masses of 1614, Anerio produced a Missa

Paulina Burghesia a 5 which survives in manuscript in the Biblioteca

Casanatense, Rome.39 Tt is dedicated to Paul V (Paolo Borghese) and

the title-page gives Anerio as 'sacerdote'; it is thus clear that it

0

L
dates from between Anerio's ordination in 1616, =~ and the death of that

Pope in 1621. The mass is also entitled Quem dicunt homines, and

though the manuscript contains an eight-part motet of the same name
there is no thematic connection between the Works.LP1 The text, 'Quenm

dicunt>homines' (containing the central statement 'Tu es Petrus') and

the dedication make it more than likely that the motet and the mass
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were composed for a specific pontifical occasion. The manuscript
is headed 'Ad canones Quing. Vocibus', and the mass is rich in counter-
point of a very learned kind.42 It is canonic throughout, and every

interval is used as a basis for the canons:

Section Canon at: Number of Canon Resolution
voices
Kyrie I Lth 5 T AIT
Christe unison L AI AII
Kyrie II 5th 5 B TII
'Et in terra' octave below 5 C T
'Qui tollis' octave 5 B AIT
'Patrem’ unison 5 BI BII
'Et incarnatus' 2nd 5 TII TI
'‘Crucifixus’ octave 3 c - T
'Et ascendit" octave 5 c TI
Sanctus Lth 5 T AIT
Osanna 3rd 5 T A
Benedictus 6th 5 B AII
Osanna 7th 5 T C
Agnus Dei I 5th 5 B T
6 TI/TII CI/CII

Agnus Dei IT . octave

As well as arranging the Missa Papae Marcelll and adding continuo
to some of Palestrina'%imasses, Anerio contributed a mass of his own

to the collection, Messe a quattro voci....., published by Soldi in

1619. Anerio's mass, della battaglia, though mainly in a polyphonic

style, contains a continuo part, a common enough feature of motet
Writing by this time.LI'3 Since the smoothly flowing polyphony of much
of the mass is anything but battle-like, one must ask what is meant by
the term 'della baftaglia', and why such an apparently secular title
should be applied}to a mass. In contrast with the general style of the
work, exemplified in the well-devised three-part fCanon ad unisonumf of
the Benedictus (No. 1), the Gloria and Credo are unusually direct and
have many repeated notes based around unsophisticated harmonic patterns
(Ex. 1). It seems that the title has no direct connection with
combat, and that it simply means that parts of the mass (the Gloria

and Credo) have something in common with music written to depict
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battle.ug In this brief setting, Anerio presumably adopted the style
for the sake of compression, rather than with any descriptive purpose
in mind. Santini Handschrift 8745 contains another mass attributed

to Anerio, Missa la battaglia. Though dated 1608, it is not a

contemporary manuscript. The Gloria and Credo present the atmosphere
one would expect of a battle piece, beihg simple almost to the point
of triteness, with a succession of rhythmically unimaginative chords.
More interest occurs in the other movements, where there is some basic
counterpoint, albeit of a vertical four-square nature. In fact, the
pervasive simplicity would cause one to doubt Anerio's authorship
were it not for his other similar mass, 'della battaglia'.

The other end of the stylistic spectrum is encountered in the
polished counterpoint of Arcangelo Crivelli's masées. Crivelli, though
a native of Bergamo in the North,qé was a musico in the Cappella

Sistina in 1615, when he published his Missarum liber primus. Produced

in choir-book format without bassus ad organum, the volume contains

prima prattica compositions for four to six voices (the same range of
scorings used by Anerio in the previous year) with a good deal of

constructional writing. Missa Ave maris stella 3 4 is based on the

hymn of that name47 and reaches its climax in the Agnus Dei 3 6, where
three voices are in canon (No. 2). Such addition of voices in the

Agnﬁs-Dei is common in this collection: . for instance, Missa Cantate

Domino a 4 uses two extra voices, with two two-part canons. Missa

Ave maris stella, then, is subtly constructed about the chant which

is not used as a CF; the three sections of the Kyrie are based on
successive phrases of the hymn as is shown by the incipits (Ex. 2).
The unifying factor of the mass is the opening fifth with which the
hymn opens. Reduced numbers of &oices are not found, though the

Benedictus does deviate from the usual CATB scoring in favour of the
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high CCTT combination. In that movement the voices sing in pairs,
both voices of each pair sharing the séme material: despite the fact
that the writing is never canonic, the effect is that of a double—canon.
In the Credo the loss of momentum at the falling phrase fpassus et
sepultus est' is very effective - its simple homophony stands apart
from the complex counterpoint by which it is flanked.

Another four-voiced mass from the collection is the Missa super

litanias sanctorum, which makes use of the plainsong of the Litany of

the Saints as its basis.48. A short extrgct from the Gloria shows
how compact is Crivelli's treatment of the material (Ex. 3). The
monotones of the litany chant create a problem for the composer
attempting to paraphrasg it. Crivelli solves the problem skilfully
by preserving the contour and feel of the original phrases and without
resorting to repeated notes. The Agnus Dei i 5 is perhaps the highpoint:
canonically constructed, the material used for the canon between the
alto and tenor closely follows the 'Agnus Dei' section of the Litany,
creating a remarkable unity between the mass and its model.

Antonio Cifra might seem an unlikely contributor to the prima
prattica mass, since his earlier prints ﬁresent him as a prolific

writer of small-scale motets. However, the widespread retention of the

stile antico for masses is clearly demonstrated in that even Cifra
adopted this idiom for his cﬁoir-book‘collections of 1619 and 1621.1’L9
These works betray little of his more customary style of writing and
show that the two styles were not mutually exclusive: those in the

" first book use chant as a basis, while the masses from the second employ
a larger range of source material in line with the waning austerity

of the time.

Missa Conditor alme siderum & 4 from Cifra's 1619 collection is

50

founded on the Vespers hymn of that name, whose melodic motifs

permeate the texture throughout. On only one occasion is that chant
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used as a CF, namely in Kyrie II; here the last two lines of the hymn
appear in the canto in semibreves, followed by a repeat of the last
line in breves. The growing tendency to give the most important
material to the upper voice is evident here as well as in the Missa
Lauda Sion from the same volume, where the sequence melody is
prominently placed in the upper voice at 'qui tollis' in the Gloria.
This is in line with an increasingly verticai view of texture, found
with the introduction of the figured bass, and in the consequent
fashion-for monodic writing. There is a certain degree of freedom in
the handling of plainsong in these masses: in the Osanna of both

settings mentioned above, Cifra uses a curious triple-metre transform-

ation of the chant. The example from Missa Conditor alme siderum
shows the rhythmic peculiarities which result from this treatment
(No. 3). In Agnus Dei II of the same mass three extra voices are.
added; it is constructed as a two-part canon resolved in inversion
and exhibits Cifra's skill as a contrapuntist - an area of his abilty
undisclosed in his motets.51 While this mass iﬁclﬁdes supplementary
voices, there are no reduced sections; it does not, however, lack
variety since use is made of different scorings - CAAT for the
'Crucifixus' and AATB for the Benedictus. The use of canon is also

found in Agnus Dei II of the Missa Magnum haereditatis mysterium;

here two extra voices are required, and there is a three-part canon.
Not fully written out in the part-book, the canon is notated on one
stave with the designation: 'Canon in Subdiapente [5th below], &
Subdiapason [octave below], Trinitas in Unitate'.

Cifra's Missarum liber secundus of 1621 contains masses based on

a wider and quite remarkable selection of material. There are two on

secular models, Missa S'Al1l'Hor che pid sperai (Kyrie, No. 4) and

Missa Vestiva i colli - a rare genre in Rome in the period; the former

is based on a piece from Nenna's first book of four-voiced madrigals of
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1613,52 and the latter on the well-known work by Pa.lestrina..53 It
may seem surprising that such masses were composed in thé period
following the Tridentine Council with its emphasis on liturgical
purity. However, the 1620s were a period of considerable relaxation
after the immediate post-conciliar era, and consequently some such
works found their way to print. Another ‘example which remained'in.

manuscript is Gregorio Allegri's mass on the madrigal Che fa hoggi il

S

nio sole by Marenzio. This five-part mass is not particularly
musically distinguished; its importance lies in being a late example
of a parody of one of Marenzio's most popular madrigals.- Though the
manuscript dates from 1664, the mass was certainly composed some
forty years earlier.55
As well as masses on secular models, Cifra's 1621 volume contains

two highly structured works: Missa Ut Re Mi & 4 and Missa Tribularer

a 6. The former does not use the hexachord as a structural CF, but
as a device to shape each of the phrases; it passes from part to part,
on most occasions both rising and falling, as well as generally
directing the course of the vocal lines. Cifra was not afraid to
exercise a certain amount of freedom in his handling of this
fundamental element of the work; for example, at fqui tollis' the
fourth note is sharpened, giving a different harmonic sense to the
passage - in modern terms, a modulation to the dominant. In two
movéments, namely the Benedictus and Agnus Dei, the scalic motif
assumes a CF role for a brief section, being presented in longer,
though unequal note-values in the uﬁper voice. The Agnus Dei is
nonetheless surprising in that Cifra fails to avail himself of any
of the possibilities for canonic writing offered by his material.
Elsewhere in the 1621 masses, however, this movement is written

canonically; in Missa Fuit homo & 4 a fifth voice is added in canon
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at the fourth with the tenor.

The powerful Missa Tribularer a 6 is perhaps the most unusual

work in the collection: 1its use of ostinato and polytextuality is
unparalleled in any mass of the era. Except in the four-part Christe
and fCrucifixué' the first alto repeats an almost monotoned phrase
to the words 'Miserere mei Deus' - a technique similar to that in

56 The pattern does‘not stay at the

Josquin's motet of the same name.
same pitch, but rises and falls stepwise (Credo, Ex. 4). Kyrie II
has the phrase in canon between canto and alto at the fifth below; but
elsewhere Cifra avoids canonic writing. The only biblical occurrence
of the word 'tribularer' is in Psalm 119, which opens 'Ad Dominum,
cum tribularer, clamavi et exaudivit me'; it is probable that in this
mass Cifra was seeking to capture the mood of the psalm. Performance .
during Lent, or at other penitential times, was clearly the inténtion.57
Paolo Agostini's contribution to the genre amounts to eight
printed masses, spread between seven publications, and one mass in
manuscript. In contrast with his Vespers publication of 1619 which

exhibits distinct progressive features, the masses with one exception

are consistently prima prattica, and display an almost obsessive

interest in constructional techniques, to the point of fdecorating'
the pages with little canonic ﬁieces in many cases totally unrelated
to the works ‘c.hemselves.58 Agostini's works appeared in spa;titura
(score) in six volumes in 1627,59 the year following his appointment
as maestro at St.Peter's. At least the first four contain masses
which had previously been published in choir-book format. As Agostini

explained at the back of his Spartitura delle messe del primo libro,

he wanted to republish them in score for very practical reasons,

as well as to provide those interested with the opportunity of seeing

them in that form:60
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31 conosce chiaramente, che stampar
Messe O altra cosa, che sia, se non
v'e Spartitura non si cantano
principalmente nelli paesi ch'anno
poche vocil; perche suplisca
1'Organo hd voluto mettervi in
spartitura con tutte le parti

tutte stese, per quelli, che

non vogliano sonare sul Basso
stese, come gia si sonava, & e
nolto profitto a quelli, che
voglino far professione di sonare

& anco per non far tropp'errori

nel c3tarsi, che uscendo qualche
parte per quelli che non sono
troppo sperimentali nel saper
rimettere, con dett'occasione di
vedere tutte le parte, sarj
facilissimo agiustarli.....

One who prints masses or other
things knows clearly that if
there is no score they are not
sung in places where voices are
in short supply; therefore in
providing the organ part I have
wished to print all the parts
themselves in score for those
who do not want to play on the
bass itself, as formerly one
played; and this is of great
benefit to those who wish to
learn to play, and also to avoid
errors in the singing.
issuing a portloﬁfof my work]
with the opportunity of seeing
all the parts, it will be very
easy to perform for those who are
not too inexperienced at knowing
how to realize them.....

The original prints of these books of masses (of which, astonishingly,

no surviving copies are known) are alluded to in Agostini's remark

in the preface to his Spartitura del secondo libro; here he explained

that he would not write out the entire two hundred solutions to a

canon 'as one sees in the large book...

. .for the sake of brevity'.él

After his death, a collected volume of his masses came out in choir-book

format in 1630; this edition, Missarum liber posthumus, was dedicated

by his son,‘Giovanni Maria Agostini, to Cardinal Francesco Barberini.

It is useful for giving some indication of when the masses were first

printed; it seems that they were not early works. The Missa pro

vigilijs, ac ferijs, ad canones 3 4, included in the Spartitura delle

messe del primo libro, is dated 'Ann. Iubi. 1625', enabling us to

place the first book of masses in his output.

The volume of 1630

also contains a heading 'Liber Secundus Missarum A.D. 1626f, following

which masses from the primo libro are printed.62

Out of what appears

to be an-error emerges, therefore, the essential information of the

date of Agostini's second book of masses.

The exceptional masses in Agostini's collections are those which

' are not dominated by canonic or other structural devices.

Such a work
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is Missa Gaudeamus whichisa parody of his own motet in honour of St.

Cecilia. That they are closely linked is shown in Example 5. The
mass is for five voices, but by marking the second tenor part fsi
placetf Agostini did admit the possibility of four-part performance.
A1l the movements except the Credo are united by a head-motif, the
opening passage of the motet. Further economy is achieved by repeating

Kyrie I as Kyrie II, and the use of the same Osanna section after both

Sanctus and Benedictus. Even in this straightforward prima prattica
idiom Agostini felt the need to introduce a small amowunt of canonic
writing; this he did in the Agnus Dei where the second tenor, now
obligatory, is written in canon at the fifth with the basé part. An
interesting featurelis the picturesque scoring of the 'et incarnatus',
with the three highest voices at 'de spiritu sancto' providing a foil
to four voices in a low tessitura at 'et homo factus est' - a musical

depiction of the Incarnation.

Missa Ave Regina coelorum a 4 from Spartitura del secondo libro

63

is also a parody mass. Its basis is a motet by Teofilo Gargari
(also printed in the volume), which in its turn is loosely based on

the chant Ave Regina coelorum. Despite the conventional polyphonic

style of the mass, Agostini conceals a number of canons; these are
resolved in the space left between movements on the pages. As he

explained in the preface:

Nel Basso si sono cavate, in In the bass are hidden in all the
tutti, Canoni di piu forte, & movements more canons which are
anco per obligo, che sempre vi complex and con obbligo, based

sia l'ultimo sogetto del Canto always ‘on the last motif of the

del terzo Kirie accomodato in canto part of the third Kyrie,

tutti 11 finali del Basso, di which is included in the bass part
tutta la Messa, sopra Ave throughout the mass, which is
Regina coelorum a 4. del Sig. based on Ave Regina coelorum 2 4 by
Teofilo Gargari Musico Sig. Teofilo Gargari, most excellent

Eccellentissimo di N.S. musician to the pope.
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The word canon is written in the score to indicate where the device
occurs, and the puzzles aré solved where space allows,vsuch as Example
6, 'cavato dal fine del C:edo'. On the first page'the plainsong incipit
of fAve Regina coelorum' is written out, as well as a canon on the

- soggetto cavato motif derived from the vowels of the title; the latter

is apparently susceptible of two hundred solutions. Such intricacies
hardly affect the style of the mass, which is polyphonic with occasional

passages of stilo familiare 1like 'et incarnatus' (Ex. 7), which in its

tertial relationships displays considerable harmonic awareness.
aR
Two other Agostini masses composed largely withoﬁ%‘severe canonic
: A\
devices are however built around another framework - the hexachord.

65

These are Missa Ut, Re, Mi, Fa, Sol, L3 3 5,64'and Missa sine nomine,

published in score in 1627. Both witness to Agostini's incredible

skill in constructing intricate counterpoint. In Missa Ut, Re, Mi

he makes great use of cerebral organization, while the other, sine
nomine, is fireer with the hexachord Simply pervadiing the vocal lines,

though not in a particularly learned manner. Missa Ut, Re, Mi relies

heavily on the hexachord CF: for example, it rises and falls in each
section of the Kyrie in semibreves in the canto - again an example

of a prominent role given to the highest voice. The Gloria and Credo
are less organized, but the ultimate in this kind of planning is
achieved in the Sanctus and Benedictus, which are so mathematical in
their approach as to make them worthy precursors of the Second Viennese
School. The Sanctus, headed '0bligo di tutti i motivi di ut, re, mi,
fa, sol, la d'un istesso valore' finds Agostini rearranging the
degrees of the scale in ﬁarious orders, with ever-increasing intervals
between the notes, ending with a plain sixth in the canto (GEG)

(Ex. 8a). Similarly the Benedictus, headed 'Obligo, di far tutti i
gradi di ut, re, mi, fa, sol, la' (Bx. 8b) presents the hexachord in

the tenor, starting with the first two notes, then the first_three,
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and thus moves in stages towards the présentation of the entire
hexachord at the central point of the movenent; from then on the
opening half is repeated in inversion. The arrangement of the hexa-
chord in the Osanna is a retrograde of that in the Benedictus. But
there is still more: the constructional focal point of the piece is
reached in Agnus Dei II for eight voices; in this the hexachord,
canonically treated in the two highest parts, lays the foundation for

66

two further canons, both for three voices:

Clefs

Gg Canon: hexachord

c Resolution, at the 5th
Cg Canon

G2 Resolution, at the 7th
c Resolution, at the 3rd

Canon
Resolution, at the 5th
Resolution, at the unison

UL

Missa sine nomine contains an Agnus Dei canon with an identical

structure, but with an optional free voice. It is clearly a re-working
of the canon shown above, and the thematic material is closely related.
Elsewhere in the sine nomine mass, however, the scale pattern is not
used structurally; there are some imitative points with canonic
implications, such as the opening of Kyrie I, but no CF appears. The
most remérkable piece of organization in the mass is the fet resurrexitf,
a double-canon, in which the two upper and two lower parts share the
same material. Ingeniously, the interval of the canon is decreased
by one step each phrase, beginning at the octave and ending at the
unison (Ex. 9).

The third group of Agostini's masses are the totally canonic ones.

Two of these are intended for non-festal occasions: Missa pro vigilijs,

ac ferijs, from the primo libro, and Missa pro feriis, ad canones.
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Neither contains Gloria or Credo.67 Some features are common to both
masses: each movement is a four-part canon, apart from the Benedictus
which in both masses is for three voices. These include some remarkable
devices: the Benedictus from the primo libro presents the possibility
of invertible counterpoint at the twelfth. The alternative methods

of performance are outlined in the score:

Questo Benedictus a 3. il Tenore This Benedictus & 3 has the tenor
fa Canon con 1'Alto & Soprano, & in canon with the alto and
havedo riguardo al contrapunto soprano, and having regard for
alla 12. il Soprano tacera & si counterpoint at the twelfth the
potra cantare in Basso 12. piu soprano may keep quiet and its
basso. part may be sung by the bass a

twelfth lower.

The other Benedictus contains an equally remarkable contrivance,
whereby the tenor is allowed the alternative of coming in a semibreve.
late and a tone higher (No. 5); amazingly, it works.

While of_ rather greater proportions, the parody mass Missa

Benedicam Dominum is also canonic throughout, like the mctet on which

it is based; naturally, the motet is also by Agostini. It is a double-~
canon: four voices are arranged in two canonic pairs, except in the
Benedictus which is a three-part canon. Here, and in the Missa Si

bona suscepimus, an insight is given into the continuo practice of the

period. The organ part is headed 'basso continuo of the motet and mass

Benedicam Dominum (totally in‘canon) for those who do not wish to play
in four partsﬂés This suggests that there must have been a sizeable
school of musicians who scored works and then doubled the voices,
instead of playing a more chordal continuo part from the bass line.69
Agostini, more than many composers, adhered strictly to the prima
prattica in these masses; this, combined with rather studied polyphonic
contrivaﬁces, invests his music with a particularly archaic feel. This

is all the more‘surprising since he freely used small forces, with

solos and an indispensable continuo part, in his Vespers publication
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of 1619. The Agostini masses reprinted in 1627 may well represent the
style expected of a composer closely associated with the papacy. He
capitalized on his recently gained fame as maestro of St.Peter's to
publish such an extended series of masses and contrapuntal puzzlés,
and in doing so surveyed his past career through dedications to people
for whom he had worked previously and to his home town of Vallerano.7o
One further mass by Agostini remains: its inscription states
that it was composed in 1628 expressly for St.John Lateran, and at
the request of Virgilio Mazzocchi, the maestro at that éhurch.7l
Stylistically, this four-part mass is far more modern thén the others
we have discussed: there are none of the contrapuntal devices, but
rather a mére relaxed, less complex transitional-polyphonic style.. The
texture is vertically rather than contrapuntally conceived over a
figured bass part, and there is some solo writing in fhe Gloria, while
the 'Crucifixus’' is a CA duet. -Harmonically, the fEt incarnatusf
stands out for its descending chromatic lines, and there are short
tuneful fughettas. It might be difficult to credit Agostini's
authorship; yet such diversity within the work of one figure is
understandable in a period of stylistic flux. |

Another composer closely linked with the Vatican was Stefano Landi

who, as 'Clerico beneficiato' at St.Peter's, published a stile antico

mass in 1628, This work, dedicated to Urban VIII, is entitled 'In
benedictione nuptiarum' - an inscription for which no explanation is
given. One can reasonably assume that it was compose@ for the wedding
of the Pope's brother, Taddeo Barberini, who married Anna Colonna at
Castel Gandolfo on October 24, 1627. Since the dowry alone was
180,000 scudi, one can imagine that magnificent celebrations attended
the ceremony, including this publication as a memento of the occa.sion.72

Tts musical style is hardly what one would expect from the composer of

Il Sant'Alessio, or from one whose Responsories were not welcomed by
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73

the Cappella Sistina. Published in choir-book form, it uses a severe

prima prattica idiom and is written for six voices, except for the

Christe, 'Crucifixusf and Benedictus, where.the two lowest voices are
not required. Agnus Dei II contains two canons at the fifth and at
the octave above, and two extra voices are added. A section of the
Kyrie illustrates the retrospective style; it appears not to be based
on any pre-existent material-(No. 6).

Landi also composed a book of masses, Missarum liber primus,

which is no longer extant; it is mentioned in an inventory compiled in

Innsbruck during the 17th ce’n1:ury.7LP This could. well be the lost
5

77
collection of 1639 discussed by Hucke.' In his preface, Landi

acknowledged his debt to Palestrina, his example and unsurpaésed master:

A propria, et inveterata huius Following the ancient tradition of
basilicae germana disciplina, et this basilica'[St.Peter's], I have
apto ad canendum scribendi style personally taken great care not to
nihil discedere impensino curavi, deviate from the style which is fit
praceunte me invicto duce Petro for singing, the unsurpassed
Aloysio Prenestino, hujus nostri exponent of which, Palestrina,

Odei quondam moderatore digniss- once the judge of these our odes,
imus; a quo qui descriverunt, in being my example; he who separates
lagueos saepe garrulitatis et himself from this style often falls
scurrilitatis incidisse non without a doubt into the snare of
dubitandum. babbling and buffoonery.

That such-a statement could have been made towards the end of the 1630s
is a convincing testimony not only to the preservation of the Palestrina
style, but also of a certain attitude. Significantly, the preface
heralded a publication of masses, not psalms or motets - Landi's
contributions to these genres are far more progressive. It could well
be that in writing such a manifesto Landi was trying to re-establish
or at least to emphasize his respectability as a church composer, after
the storm created by his Responsories at the beginning of the decade.
Though not active in Rome, Marco Scacchi was of Roman extraction
and chose to have his four-part masses of 1633 published there, despite

the fact that Venice and the German centres were more accessible to
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Poland.76

These four works, produced in the service of the Polish
King, are composed in an archaic idiom, though certain more progressive

ideas can be noted. In Missa Quando sperai, based on the canzonette

of the same name,77 he showed less concern for flowing polyphony than
for producing a well«defihed rhythmic structure. The metrical pattern
of Kyrie I, for instance, is very regular: each voice enters two
breves after the previous one, and the three repeated notes of the
opening serve as a strong anacrusis (No. 7). Its rather four-square
nature was noticed even in previous centuries since, in the copy
belonging to the Biblioteca Casanatense, Rome, iﬁk bar-lines have been
added to emphasize the rhythmic aspect of the work. Though his approach
to rhythm tended to be rather forward-looking, at least for the stile

antico, Scacchi adhered to some conventions of traditional mass

composition. Missa Sancta Maria has reduced sections at the Christe,
'Crucifixus®, 'Pleni sunt' and Benedictus, and he added two voices in
Agnus Dei IT, a double-canon. Perhaps the most remarkable piece of

construction is the four-part Osanna of Missa sine nomine, where

Scacchi shows an appreciation of early Renaissance techniques. Each
voice is notated with a different mensural time-signature, but all
78

share melodic material in a guasi-canonic way. It is not particularly

complex#hythmically, the obscure notational aspect being employed
simply as aﬁ exercise in mensuration (No. 8). The academic aspect of
this mass is also evident in the eight-part Agnus Dei in which each
chdir sings its own canon. Here Scacchi shows himself to be akin to
Agosfini in his use of highly cerebral scheme;, a feature of their

music which ties in with the vogue for canonic writing as an end in

itself. It seems that, with the passing of the prima prattica as a
general musical idiom, some composers aimed to keep alive the acadenmic
aspect of the style; but by conceﬁtrating on the ﬁurely technical side

of composition, the effect was often contrived and stilted. This led
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some musicians into an artistic impasse, exemplified in the canonic
publications of Romano Micheli and Pier Francesco Va,len.’t',ini,?9 which
‘are not so much music for performance as exercises in contrapuntal
ingenuity. The preoccupation with technical aspects of composition

combined with the novelty of the basso continuo to hasten the demise

of the stile antico. Scacchi's publication is among the last of a

fading tradition. Despite some continuing performances of masses in
this style, and the fact that the idiom had persisted longer with the
mass than with any other genre, no later publications in a similar

vein survive.
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SECONDA PRATTICA

Excluding polychoral pieces which were accepted in Rome quite
readily on account of their extrovert grandeur, there were no

publications of seconda prattica masses until 1621. In that year the

maestro at Frascati published a volume of concertato music which
included a ma.ss.80 Tt stands almost alone in the 1620s as a mass

which is neither strictly stile antico nor polychoral. The otherwise

umknown composer, Sigismondo Arsilli, was a native of Senigallia, a
small coastal town north of Fano, in an area of the country which

would have been open to Northern influénce. This is significant since
Northern composers were, at this time, inclined to demonstrate less
reserve in their settings of the Mass than those in Rome.81 It is

even possible that Arsilli fell under the influence of Viadana who,

at least in 1612, was active in nearby Fano.82 Arsilli;é‘mass is
designated fconcertato 3 4' and, while little solo writing occurs, the
title is certainly justified. It contains much homophony of the kind
that stems from a vertical conception of texture rather than from the
merging éf vocal lines. An example of this is the fet resurrexitf,
where the combination of chordal writing and strong rhythmsAproduces

a powerful effect. This section follows the equally homophonic three- °
part 'Crucifixus' which achieves its poignancy through the use of
tertial relationships. Sporadically placed bar-lines in the score

draw attention to the rhythmic aspect of the work, and to the importance
of its regular metre. The Sanctus, more contrapuntal than many of the
movements, shows the general style (No. 9). Particularly notable are
‘the short bass solé (followed by thé sudden homophonic combination of
voiceslat 'Domine Deus'), the rather sprawling melisma at 'plenif,

and the word-painting at 'caeli et terra'; the last leads to a bold
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concluding section which, deviating from tradition, repeats the word
'Gloria ',

It was some ten years before another composer went into print
with éoncertato masses: Agostino Diruta, maestro at S.Agostino,

3 They are named

| published four settings for five voices in 1631.8
abcording to their tones since there is no pre-existent material to
distinguish them. Stylistically they are also alike and each contains
much syllabic writing dictated by the natural stress of the words.
Often the effect is striking: +the repetition of the word 'resurrexitf

to dotted rhythms contributes greatly to the 'Et resurrexit' of Missa

3% ottavo tono (Ex. 10). Little solo writing occurs, but differing

vocal groupings are used for various phrases, alwayé returning to a

tutti refrain. This is demonstrated in the Gloria of the Missa seconda

(No. 10), where the pfeferred reduced scoring is for three voices;

many of the phrases are short and rhythmically pointed, but greater
reflectiveness is shown when flat tonality is introduced at 'miserere
nobié'. It ends with strocng, fﬁlliwriting, and one is left in-no doubt
as to the vertical conception of the music: this is particularly
exemplified in the 'Domine fili' section, a homorhythmic trio
constructed as a duet over the basé, the two upper veices moving in
parallel thirds. The work is, in fact, a negation of the contrapuntal

technique of the prima prattica mass; semblances of imitation occur

only momentarily, and then always within a firm harmonic outline.
There are no other Roman publications in our period to contain real
concertato masses. The next mass possibly to warrant the termAis
Francesco Foggia's Missa 3 5 of 1650, but here the nomenclature is not
applied.84 '

The year 1629 saw the issue of a mass which, though not

concertato, stands on the borderline between prima and seconda prattica.

Missa brevis & 4 is Abundio's contribution to a collection of music by
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the three Antonelli brother§.85 It is difficult to categorize, since
its simple four-part writiﬁg is often vertically rather than contrapunt-~
ally formed. The style of the vocal lines belongs to the prima
prattica, aé does the formal scheme, reduced forces for the Benedictus
and a six-part Agnus Dei. Despite this the mass was published in
part-books, and almost certainly with continuo, though this last book

is not extant. The harmonic style tends away from modality, and

there is a developed sense of modulation and tonality. It employs a
head-motif as a means of unification, and is apparently not based on
any pre-existent material. A via media style is used, interesting

for partial retention of stile antico conventions, but with chordal

harmonies and a forward-looking sense of tonality.
In the same year as Diruta's masses were published, Kapsberger
dedicated a volume of three masses to the reigning Pope under the

title Missa Urbanae. If anything, these works for four, five and

eight voices are rathef dull. Kapsberger seems to have been reluctant
to employ a concertato idiom and b& this st#ge had reacted against
the more fanciful style of his youth.86 Caught between these two
poles, his writing is subject to a rather tedious lack of rhythmic
fléxibilit&, and the music.continues in one relentless tutti. He is
not at his best here, since his forte lay in small-scale music with
colourful texts: the dryness and the size of the mass ordinary
caused him to adopt an idiom which he was unable to exploit to good
advantage. |

Sant'Agata was almost alone in publishing a mass for less than
four voices in Rome during the period. His three-part work, which
appeared in a 1636 motet collection,87 stands in c§ntrast with the rest
of the volume on account of its flowing, though simple, polyphony.88

It is a missa brevis in conception; there is no inessential elaboration,

and the voices often unite in a homophonic section. As a monk, Sant'
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Agata may have been interested in producing something suitable for

8 The Sanctus illustrates the simplicity

-small religious houses.
of the texture (No. 11).

Like Diruta,>Filippo da Cavi was concerned with music at S.
Agostino. Two masses by him, one incomplete, survive; these are

found in collections mainly of Vespers music dating from 1641 and 1642.90

In these masses da Cavi neither turned back to the prima prattica

nor adopted a concertato style. Instead there is a more unified
deployment of wvocal forces. Unlike Kapsberger, da Cavi managed to
produce a workable musical style in this vein. The fully extant mass
of 1642 for four voices is basically in a G minor tonality, and
contaiﬁs some thoughtful writing; for instance, the words fJesu
Christe' in the Gloria are set to long notes in homophony and marked
'piano’'. The Credo contains a succession of falling sixths at
fdescendit de coelisf,'an effective device which leads to a clearly
defined modulation to C major at 'et homo factus estf;' The latter
device could be interpreted as symbolizing the change of state of
the Incarnation, an idea borne out by the presence of a similar
modulation at the 'et incarnatus' of the 1641 mass. Reduced forces
are used in the 'Crucifixus' which is followed by a triple-time fet
in spiritum' in which all the voices combine. The culmination of the
mass is the Agnus Dei which, unlike earlier settings, is not
constructed around a canon for augmented vocal forces (No. 12).
Using no more than the standard four voices, da Cavi created a moving
setting by skilful handling of tonality. After a contrapuntal
opening, the texture fragments to introduce a succession of phrases
with falling diminished fourths at 'miserere nobis', encapsulating
the pleading nature of the text and introducing a curious feeling of.
weakness through the restless alternation of major and minor thirds.

The survey of non-polychoral masses in the seconda prattica
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is of necessity brief as there is little material. In comparison
the polychoral mass was populaf, and it is the genre which we shall

now consider.
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THE TOUBLE-CHOIR MASS

Even before the end of the cinquecento, Roman composers had
begun to employ this style, which had been characteristic of the

91 Palestrina himself

North of Italy since at least thé 1550s.
produced four double~choir masses, parodies of his own motets, which
were published in Venice in 1601.92 He wrote in a style acceptable
in the Veneto, and in his time probably less favoured in Rome{
nevertheless these works are evidence that even Palestrina - a Roman
through and through - was prepared to experiment with double choirs
in writing masses. He was not alone in this since Victoria composed
93

three masses for eight voices, and one each for nine and twelve,

and Giovanelli arranged Palestrina's Missa Vestiva i colli for eight

voicés.94 The trend towards eight-part mass writing in Rome can

95

also be witnessed in Soriano's arrangement of the Missa Papae Marcelli.

Archives confirm this tendency, and it is clear that services

accompanied by music for multiple choirs took place with increasing

frequency during the first half of the 17th century.”®
The first collection of polychoral -masses to fall within our -

eriod is Girolamo Bartei's Missae octonis vocibus, liber primus of
P

1608, which antedates all -Roman concertato masses and even motets.
Tt contains four eight-part masses, one of which is a requiem.

Though its movements have plainsong incipits, the Missa pro defunctis

is not plainsong-based in the strict manner of Heredia's prima
prattica setting, published in Rome in 1646.97 The Dies irae opens
with phrases related to the chant, but this melody‘is soon left behind
in the brisk alternation between choirs. For reasons of brevity

Bartei gives a line of the sequence text to each choir in turn,

producing a cerfain degree of textual overlap. Missa Laetentur caeli
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employs simple triple-metre writing in Kyrie II and at 'et resurrexit'’
in the Credo, both of which sections consist of unembellished rhythmic
patterns used canonically between the choirs. The introduction of
such a device at 'et resurrexitf is particularly effective, since it
follows the only example of a reduced texture in an& of the masses,
the 'Crucifixus' for the first choir alone. Much direct writing
occurs in this mass which, despite its title, fails to suggést a
parody or paraphrase source. No use is made of constructional devices,
but interest is maintained by exploiting the rhythmic potential of the
text: for instance, both choirs combine in animated dotted rhythms
at 'et expecto resurrectionem mortuorum'. .

In Bartei's Missa brevis, which contains more tutti writing than

the other masses, the movements open contrapuntally: in Kyrie I, the
Christe and Agnus Dei, the first choir develops a point of imitation
before the second enters to initiate the polychoral dialogue. Such
openings indicate that, whatever the general style of the mass, Bartei
felt compelled to pay lip-service to accepted norms of mass writing,

exemplified in the prima prattica. Messa sopra la battaglia, in

common with Anerio's masses of the same name, is based on simple
harmonic patterns, such as the bold ténic—dominant alternation at the
beginning of the Gloria (Ex. 11). Counterpoint is, however, in
evidence at the fanfare-like motif which introduces both Kyrie I and
the Credo (Credo, Ex, 12) - clearly a call to érms. Both choirs are
generally given a series of simple cadential passages, each over=-
lapping with the previous one; occasionally the.voices combine in a
tutti section. The technique of producing a stream of continuous
sound by 'ddvetailing the phrases is so pervasive'that when a rest
occurs in all voices simultaneously it has great effect: at the end
of the phrase 'sépultus est' this device is‘used before the first

choir enters triumphantly with 'et resurrexit'. The rarity of
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similar publications shows that such polychoral settings of the
ordinary were far from common, at least until the 1620s. Perhaps
Bartei's progressive approach stemmed from a knowledge of what was
performed on the North, an awareness which he could have acquired in
Arezzo at the turn of the century.98
Giovanni Battista Stefanini must also have come under the

jnfluenceof Northern trends in mass composition; he had been active

in Modena, Turin and Milan before 1614, when he published a collection
99

in Rome comprising motets, psalms and a mass. This was his only
publication in the city during his short period as maestro of S.Maria

della Consolazione there. His Missa Laetare Jerusalem is typical of

the polychoral style; often the movements open with some imitative
work before proceeding to alternation of choral blocks, this being
the principle on which most of the piece is based. The mass contrasts
with the concertato motets in the same volume, in which the rigid
dialogue of choirs is never so prolonged.

Frescobaldi's double-chcir masses hold a special place in the
repertory because they are based on secular ma.terial.lo0 Messa _sopra

1'aria della Monica and the Messa sopra l'aria di Fiorenza are both
101

contained in a manuscript in the Lateran basilica, and the fa;t of
their authorship can be convincingly argued. The latter is constrycted
over a bass pattern which was used commonly from the time of its
inclusion in a Florentine intermedio in 1589. The association of

this bass figuration with Florence suggests that the massés'were
produced during Frescobaldi's time in the city, that is, from December
1628 td April 1634. A modern repfint of the works provides an
extensive bibliography to illustrate the use of the two models, as well
as a detailed analysis of their structural function in the two masses;

it is not necessary to add to the thorough work of that publication,

and therefore some brief comments on musical style will suffice.
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In both masses the forces are handled in a fundamentally homophonic
manner, alternation between the choirs being the essence of the
pieces. On occasion, generally at the opening of a section, the
texture is more cohtrapuntally organized, frequently in an imitative

manner. The mass on the aria della Monica contains greater rhythmic

variety, serving to relieve the four-square ostinato pattern; the
other mass, however, adheres more strictly to a homophonic style with
fewer inessential notes, and admits less irregularity of rhythm.
Standard reduced sections occur, in which one choir is responsible for
the presentation of a portion of text. Moreover, the 'et iterum' in

the mass on the aria di Fiorenza is set for two canti and two tenors,

and differs from the remainder of the wbrk in that it presents a less
vertical style. This passage includes an independent continuo part,
confirming the indispensable nature of the organ in performaﬁce.

- Triple metre is found in both masses; in the mass on the aria di.
Fiorenza it makes for a direct approach, lacking the refinement of

similar sections in the other mass, where some counterpoint is

employed. Harmonically, the mass on the aria della Monica contains
some intéresting moments: for example, the words 'miserere nobisf
in the Gloria are set to a rising chromatic phrase, which stands out
effectively from the pervasive G Dorian tonality.

Despite the necessity to treat such lengthy texts, Frescobaldi
avoided the pitfall of monotony, and produced two masses which, though
differing in character, effectively exploit the medium. "It is
interesting to observe this composer bringing his senéitivity to
" musical style and form to a genre with which he was presumably

relatively unfamiliar.
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NOTES

12.

13.

14,

15.

It is interesting to note that this is the reverse of the
position in Palestrina's output, where the mass is the most
important genre. '

This term is applied to masses which use an up-dated polyphonic
style; published with continuo, they have more flexibility in
the vocal lines.

These are masses in which there is some textural interest (see
above, ix ): various vocal scorings are used for setting

different portions of the text.

An undated printed title-page precedes the only surviving
manuscript copy of this work (I-Rc, Mus. 286). It is impossible
to decide whether the mass was printed and a manuscript copy
substituted, or if it never reached publication.

This term will be used collectively to denote the Cappella
Sistina and Cappella Giulia.

See Tebaldini, 96-98, which mentions Cifra's activity at Loreto.
Tt is clear from the manuscript collection there (Tebaldini, 27-
39) that a good deal of stile antico music was sung.

See Feicht, 243-89.
See the section on S.Agostino.
See especially the sections on the Cesu and the 'colossal Baroque'.

Missae quatuor octonis vocibus concinendae (Venice, 1601)

This situation is also reflected in the publishing activities of
other Roman composers: though dedicated to Clement VIII, Felice
Anerio's Sacri hymni for eight voices was published in Venice

in 1596 and, as late as 1616, Francesco Soriano issued his large
polychoral Psalmi et mottecta.....liber secundus there. All the
other works of these composers were published in the city where
they were active.

The motet Exultate omnes a 12 was written for the occasion of
the installation of Cardinal Borghese as Archpriest of St.
Peter's; my edition of this piece is forthcoming.

Agazzari, as early as 1607, was talking in these terms (see
Strunk, 430); other readings expressing similar opinions are
found in Lockwood, Pope Marcellus Mass, 30-36.

Palestrina's influence on mass composition is discussed in
Hucke, 255-56. '

See the section on the solo motet,218. Asola's mass is a reprint
of one first published in Venice in 1588.
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21.

22,

23.
24.

25.
26.
27.
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Strunk, 419-20.

S.Paolo fuori le mura was an exceptional case among the major
basilicas (see 34, note 6).

Posthumous publications of his sacred works are RISM: P672, 699
740, The Venetian ones are: P 659, 661, 662, 663, 665, 666, 675,
675a, 677, 679, 680, 681, 682, 683, 684, 685, 686, 687, 688, 697,
698, 704, 721, 722, 723, 725, 726, 727, 731, 732, 734, 735, 736,
744, and 750. These lists, of course, exclude anthologies.

The purchase and rebinding of copies of masses by Palestrina and
his contemporaries have been noted in archives, but instances

of this are not common. See section on S.Lorenzo in Damaso, 84;
Archives of S.Maria Maggiore, quoted in Raeli,

21: June 24, 1600, ' cudi] 2:30 a M. Nicold Mutij sta[m]patore
per 2 libro di Messe composte dal Palestrina', and 22: March 1641,
'E piu scudi uno e baiocchi quaranta per la compra del primo
libro de le messe del Palestrina in libro grosso'; Archives of
S.Maria in Vallicella, C.I.6, Libro Quinto de Decreti della
Congregazione dell'Oratorio di Roma dall'anno 1614 fino al 1635,
January 8, 1627, p.144: si diano al P. Ger? Rosini dieci scudi
per comprare alcune Messe del Pelestrina, et per copiare altre
Musiche del P. Franc?® Martini buo. me.

Sub tuum praesidium, Fratres ego enim accepi, Caro mea, Hic est
panis a 8. : '

Anthologies: RISM 15982 (Nuremberg) ; 1599l ( Antwerp); 16002
(Nurgmberg); 16012 (NureTberg); 1607° (Nuremberg); 1609+~ (Antwerp);
1612° (Strasbourg); 16I3* (Nuremberg); 16132 (Strasbourg); 16171
(Strasbourg); 1621~ (Antwerp). Publications of Palestrina's
works: P 724 (Antwerp); 741 (Antwerp). The lists are complete
until 1630.

RISM 16207,

Litaniae della Beata Virgine a 8, Opere compleﬁe, xx, 106.

Llorens, Capellae Sixtinae Codices.

"Adami; Osservazioni.....

Published in Busch.

Psalmi et mottecta.....liber secundus (Venice, 1616) contains
music for up to four choirs.

'I-Bsf, Ms. PALESTRINA VI-1 contains 'Missa detta Vestiva i Colli

composta a 5 Voci da Gio. Pierluigi da Palestrina e ridotta a 8
da Rugiero Giovanelli da Velletri'. Also in I-Rvat, cappella
giulia, codex 122.

Published in Busch.
The complete works of Soriano are to be published in an edition

by Kniseley. So far only the first volume has appeared
(Motectorun quae octo vocibus concimmtur, 1597); my review of
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this is to appear in ML, Missa super voces musicales is
reprinted in Proske, Selectus novus missarum, Volume I, ii, 205,
and discussed in Roche, 'Monteverdi and the Prima Prattica’',
170-74. '

Opere complete, vi, 216.

Opere complete, iv, 74.

Kniseley's suggestion (The Masses (1967), 15) that the work may have
been intended for a now obsolete feast-day is surely unfounded:
the mixture of Marian texts with those of a Confessor is too
strange to allow this. Could it not be that they were simply
alternatives?

Opere complete, 1ii, 82. Soriano's mass is reprinted in Proske,
Selectus novus missarum,Volume II, ii, 461.

RISM 15663; Opere complete, ix, 117.

Musica.....sopra le stanze del Petrarcha.....Libro terzo (Venice,
1548), RISM 15481Y; Opera omnia, iii, 34.

They have been transcribed in Williams.
Ly, 1832.
See note 4. It is included among printed music in RISM.

An account of Anerio's first Mass as a priest is given in Gigli,
37 and quoted below, 301,

It has not been possible to find a model for the mass. The
biblical passage which provides the text of the motet is Matthew,
16. 13, the Gospel for St.Peter's day.

Here Anerio could well have been influenced by the canonic masses
of Palestrina. Agostini's canonic masses, while smaller in
seale, are even more severe,

Twenty-six Roman publications of liturgical music have survived
from the first decade of the 17th century; of these nineteen
were printed with organ parts. Only three out of seventy-five
publications of the second decade of the seicento lack organ
parts- each of these is in a severe archaic style and appeared
in choir-book format. Anerio's publication was clearly popular
since it ran to the remarkable number of seven edltloni the
last, produced as late,as 1689 (RISM 16192; 16261; 1635 ; 1639%;
16461 1662 and 16891 ).

‘For a short account of battle mu51c see MGG entry on 'Battaglla "

i, cols. 1405-11.

In D_-Mﬂs .

- See 'Crivelli, Arcangelo', New Grove. His masses are transcribed
" in Johnson. . '



L7,

48.

50.

52..

53.

55.

56.

59.
60.

61.

62.

63.

65.

66.
67.

(153)

LU, 1259. The inclusion of a mass on this chant could well _
relate to the dedication of the volume to the Consorzio della

_misericordia maggiore in Bergamo.

Lg’ 2'*_5*.

Missarum liber primus (Rome, 1619) and Missarum liber secundus
(Rome, 1621). '

LU, 324,

See below,229. Agnus Dei a 5 of Missa Lauda Sion is similarly
constructed and marked ‘'resolutio per oppositum’.

I1 primo libro de madiigali a quattro voci (Naples, 1613).

RISM 15663; Opere complete, ix, 117.

The mass is found in I-Rvat, cappella sistina, codex 53, and
Marenzio's madrigal in Tl primo libro de madrigali a cinque voci
(Venice, 1580).

Allegri died in 1652, so the manuscript is posthumous; on
stylistic grounds it is safe to assert that it dates from the
1620s.

Werken, Motetten, ii, 21. Josquin's music enjoyed some popularity
in Rome in the early 17th century; I-Bc, Q.34, written in Rome
in 1613, contains a number of his works.

The text is the Gradual for the Saturday after the second
Sunday in Lent.

Similar canonic pieces are found in Ugollnl s Motecta et missae..
...liber secundus (Rome, 1622).

See Appendix V.

Agazzari mentions the practice of playing from score in his
1607 treatise (see Strunk, 431).

'come nel libro grande si vede.....che per brevitd non si
spartiscono’.

RISM makes the error of listing this as a separate publication,
on the assumption that the one volume was two volumes bound
together.

On Gargari see Eitner, iv, 157.

From the Spartitura delle messe del primo libro (Rome, 1627).

From the Partitura del terzo libro della messa sine nomine (Rome,

1627).

Part of this canon is printed (transposed) in Testi, ii, 245.

In keeping with the liturgical requirements for ferial days.
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'"basso continuo, del Motetto, & Messa Benedicam Dominum, tutta
in canone per quelli, che nonvorranno sonare nelle quattro parte’.

This technique was described by Agazzari in his 1607 treatise
(see Strunk, 424-31).

See table of publications, Appendix V.

D-Mis, Sant. Hs. 16, f£.1l: Messa a quattro voci di Paolo
Agostini Maestro in S.Pietro in Vaticano 1'anno 1628, composta
espressamente per S.Giovanni Laterano, ad instanza del Maestro
di detta Chiesa Virgilio Mazzocchi.

DBDI, vi, 180-82.

MGG, xi, cols. 713-1k4.

Waldner, 134.

Hucke, 255.

This book of masses is discussed in Perz.

I have not as yet been able to identify the parody source of

this mass, but in my search have eliminated settings of the text
contained in Claudio Monteverdi, Canzonette.....libro primo
(Venice, 1584), Gasparo Costa, Canzonette.....primo libro (Venice,
1580%, Alfonso Ferrari, Canzonette.....libro secondo (Venice,
1600).,. Guglielmo Lipparino, Il primo libro delle canzonette
Venice, 1600), and Flaminio Tresti, Il primo libro delle
canzonette (Venice, 1594). Lucrezio Quintiani's Le vaghe
canzonette..... libro primo (Venice 1589) also contained a setting;
the sol@)copy in DDR-Bds was destroyed.

Heinrich Isaac, De radice Jesse, Choralis Constantinus
(Nuremberg, 1550): DU, xxviii, 194 is a remarkable example of
mixed mensural signatures.

One of the most complex is discussed in Smither, 'Romano
Micheli's Dialogus Annuntiationis'.

Messa, e vespri della Madonna (Rome, 1621).

See Roche, North Italian liturgical Music, 155-64, 233-49.

The title-page of his Falsi bordoni a quattro voci..... Opera
XXVIII (Rome, 1612) gives him as 'Maestro di capella nel Domo

di Fano'. _ :

Messe concertate.....libro secondo, opera decimaterza (Rome,

1631).

Missa, et sacrae cantiones.....opus terium (Rome, 1650).

Missa, ac Sacrarum cantionum binis, ternis, et quaternis
vocibus. A trino fratrum germanorum Abundii, Francisci, et
Angeli Antonelliorum ingenio compositarum, Liber quartus.
(Rome, 1629), RISM 1629°
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Compare the style of his 1612 publication, 215-17.

Motecta..... gquibus etiam accessit missa trium vocum.....liber

primus (Rome, 1636).

Compare his solo motets, 218-19.

It is similar in scale to the mass in Grandi's Messa e salmi
concertati, a tre voci (Venice, 1630) (see Roche, North Italian
Liturgical Music, 124).

Vespertina psalmodia.....liber primus, opus secundum (Rome, 1641)
and Psalmi vespertini.....liber II, opus tertium (Rome, 1642).

See Carver.

Missae quatuor octonis vocibus concinendae (Venice, 1601).

See QOpera omnia, iv, 72, 99; vi, 1, 26, 59.
I-Bsf, Ms PALESTRINA VI-l; see above note 28.
Edited in Busch.

See chapter on the 'colossal Baroque', where masses for more than
two choirs will be discussed. ’

RISM 1646%
On his activity in Arezzo see Coradini, xv (1938), 251-55.

Concerti ecclesiastici a otto voci.....lilro terzo (Rome, 1614).

The masses are discussed in Casimiri, 'Girolamo Frescobaldi',
and are published in Frescobaldi, Qpere complete, i. They are
to be dealt with, along with his other vocal works, in an Oxford
D.Phil. by Christopher Stembridge.

Archives of S.John Lateran, Mazzo XI, 8.
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CHAPTER _V

MUSIC FOR THE OFFICE

VESPERS

Introduction

The largest proportion of published music for the divine office
consists of settings of Vespers psalms.1 Vespers was second in
importance only to the Mass, and accordingly was often celebrated with
considefable solemnity.2 In the 17th-century Roman rite vespers
comprised five psalms, the chapter, a hymn, a versicle and response,
the Magnificat and concluding prayer. The only unchanging part was
the Magnificat -»the central point of the office. The selection of
psalms dengtes, therefére, the occasions for which Vespers music was
intended. As one would expect, printed collections tend to concentrate
on psalms appropriate for Sundays and major feasts, a fact which
accounts for the large canvas and impressive nature oé much of the
repertofy; on other occasions the office would have been sung to
chant. A sizeable portion of Vespers music is polychoral; composers
did notseem to show somuch reserve in this field as whén seﬁting
the words of the Mass.

It ié important to examine the liturgical function of Vespers
publications; the following table shows the content of all Roman
Vespers collections and the requirements for greater festivals. This
indicates that the range of psalms was rather narrow (only 13 out of
150), and that those used frequently on Sundays and festivals are

found in many musical settings. It could not have been common to
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sing the entire service to measured music; one of the psalms, In
exitu (113) was rarely set on account of its extended text, and it

must therefore have been sung to falsobordone or chanted. While most

books are suitable for Sundays, some contain additional psalms for
feasts of Apostles. This material would also have been useful for
male saints, first Vespers of Christmas, Epipheny, Asceﬁsion and
Pentecost.

.There are few hymn-settings, but when they do occur they define
the primary liturgical orientation of a collection. Though it bears
no statement of suitability for particular feasts, Massenzio's Psalmi..

...LiPer primus (1618) includes the 'hymno confessoris'; it is not

surprising to find that all the psalms for both Vespers of a Confessor

are set. Lucis creator, the Sunday office hymn, appears in the same

composer's Quinto libro de salmi of 1635 alongside most of the Sunday

Vesper psalms.

Occasionally the core of a volume fulfils usual requirements for
Sundays and some feetivals, and a less frequently used psalm is |
introduced to make the book suitable for a particular feast.B' Two
psalms, however, were included with a frequency vastly out of
proportion with the regularity of the occurrence in the liturgy: Nisi

Dominus (126) and Laetatus sum (121). This is because they constitute

part of Vespers for feasts of the Virgin.LP Their numerous appearances
indicate the popularity of Marian feasts, which must often have been
ceiebrated with special music. Many publications are entitled 'della‘
Madonna' or something similar;5 and some which have no specific
designation are also clearly intended for feasts of Our Lady since

they contain Marian psalms, and omit those for Sundays and other

festivals. Examples of these are Cifra's Salmi septem.....0pus

decimum (1611) and Diruta's Salmi intieri..... opera duodecima (1630).

Agostini's 1619 Salmi della Madonna concentrates on Marian Vespers,




(158)

and includes settings of antiphons, the hymn Ave maris stella ard a

number of appropriate motets.

Polyphonic settings of Vespers antiphons were not confined to

those publications where psalms predominate; some were published in

separate collections and others as motets.

A comprehensive collection

of Cifrafs motets, published in41638,7 confirms the tradition of

singing antiphons to measured music.

entirely of motets from earlier prints,8

This publication, consisting

contains an index which

catalogues the two hundred-odd motets according to the temporal and

sanctoral cycles, indicating the liturgical use of each antiphon by

the numbers one to five (for the psalms) and 'Magn'. This indexing

system is clarified in the preface:

Et affinche il Musico ne possa
godere piu agiatamente, e con
naggior prestezza servirsene

si sono tutte in una sola muta
unite, e raccolte con benefitig

di due Tavoli generali, l'una e
su'l principio dell"opera, ove

per ordine d'dlfabeto si notano

i motetti 3 quante, e quali voci
'sI siano, 1'altra & nel fine, ove
- ciascuno di essi & riposto 3 suoi
luoghi coll'ordine de Mesi, & pure
3 1 Communi ® alle Feste Mobili, 0o
3 tempi altri indifferenti, essen-
dosi parimente 1'Antifone proprie
de Vesperi co'i numeri notate, e
distinte.

And in order that the musician
may benefit from it more fully,
and use it with greater speed,
they.are all united in one print,.
and collected with the addition of
two general indexes; one, the
first in the work, consists of
the motets in alphabetical order
with an indication of how many of
which voices are required; the
other is at the end, where each of
them is placed in its position in
the year, whether for the Common
or the moveable feasts, or for use
at other miscellaneous times,
including also the Vespers
antiphons with their nunbers
indicated distinctly.

An analysis of Cifra's four 1609 motet collections shows the frequency

with which antiphon texts were set as motets:
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Analysis of texts in Cifra's four collections of 1609
Liber I Liber II Liber IITI Liber IV  Average

Vespers antiphons 40% 67% 62% 57% 57%
Other antiphons 15% 5% - 5% &%
Hymns 10% 56 b % 7%
Biblical 5% - - : - 1%
Responsories 15% 9% 28% 9% 16%
Graduals 10% - b7 15% 7%
Introit 5% 9% - 5% 5%
Unidentified - . 5% - - ‘ 1%

Cifra was not unique in his choice of texts, and publications by other

9

composers produce similar pattefns. Some composers wrote sets of
antiphons for the entire liturgical cycle or for a particular festival,
rather than simply including a number of antiphons in a motet
colleotion.lo Giovanni Francesco Anerio's three volumes of Antiphonae
of 1613 are specifically arranged to provide music for Vespers through-
out the year.11 His antiphons take the form of miniature motets for

two to four voices; anything more extended would prolong Vespers too

greatly (No. 13). Five two-part settings of Marian Vespers antiphons

are included in Agostinifs Salmi della Madonna of 1619.12 Similar

provision of motets to replace plainsong antiphons on specific

occasions is found in Diruta's Sacrae modulationes.....opus decimum
(1630) which comprises music for feasts of major Augustinian saints,

also including some hymn-settings. O sanctissime Gulielme is

designated 'Al Magnificat 1 Vesp.', while St.Monica fares better with

four antiphons and a setting of the hymn Te ferant linguae. S.Chiara
da Montefeltro is represented by a two-part hymn-setting, and St.
Augustine has an almost complete set of antiphons for both Vespers.

The Magnificat antiphons for his feast, Adest nobis and Hodie gloriosus,

are large-scale polychoral pieces; their size denotes the importiance

which Diruta attached to the feast of the founder of his order.
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Psalm 109, Dixit Dominus, opens all festal Vespers, and is often

distinguished from the other psalms by its particularly grand scale.

. 1
Some composers, such as Pietro Pace

and Paolo Quaglia.ti,l4 went so

far as to include a Dixit Dominus in their motet collections, as if

to ensure that the office had an impressive beginning, even if the rest

of the psalms were sung to plainsong or falsobordone. The length of

psalm-texts was partially responsible for the retention.of falsobordone

in the 17th century; it relieved composers of the necessity of setting

entire texts polyphonically.l5

Plainsong and falsobordone must have

been employed for thelengthy In exitu, which was rarely set to

measured music (it has twenty-nine verses); for performing psalms in

churches with limited resources, or in larger churches on lesser

occasions; and for supplying alternate verses which were not set in

a substantial number of collections.

Indication of this practice is

found in the preface to Agazzari's Psalmi sex.....opus duodecimum (1609)

which, though published in Venice, followed (in Agazzari's words) the

'uso di Roma'. Here he admits the possibility of using falsobordone

and other means to secure variety:

di pu se ne deve cantare uno solo
per Vesparo, per dar luogo a gl'
altri che si cantano a 8, overo a
L, in falso bordone,- potendosi tal
volta lassar qualcuno di detti
versetti, per farlo cantare a
qualche bella voce sola in

falso bordone

- Moreover, if one must sing only

one [ psalm] for Vespers, in order
to give place to others which one
sings in eight or four partdg in
falsobordone, one can each time
leave some of the said versets in
order to sing them in falso-
bordone with some beautiful solo
voice, :

Massenzio's motet collection, Motecta.....liber secundus (1614),

contains a De profundis (129) setting, in which alternate verses are

set polyphonically. The performance direction reflects what was

probably the norm for alternatim psalms: fOne sings a verse

Specific directions

polyphonically, and the other in falsobordonef.16
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are not usually found since in Vespers publications thié mode of
performance would have been taken for granted; in a motet collection,
however, Massenzio presumably felt'that further explanation was
necessary.

There are printed collections of falsobordone harmonizations of

the psalm-tones; these were certainly used for supplying alternate
verses, as well as for singing complete psalms. One set by Viadana

17

appeared in Rome in 1612; ' .the composer, at that time maestro at Fano,
harmqﬁized the eight psalm-tones in seven different ways for each of
two choirs. The fact that he employed two choral groups suggests that
alternatim performance lay at the root of the style. The two choirs
are required to unite for the 'Sicut erat' which,though based on the
psalm-tone, is more fhan.a simple harmonization, and is written in
.4eigﬁt real parts (Ex. 13). Severi's publication of 1615,18 though
containing much florid writing, is simply one possible way bf treating

psalm-tones. The versets are mainly for solo voice with accompaniment,

and the voice has elaborate Egssgggi.based on the falsobordone.

Sabbatini produced a volume on 1650 with a section devoted to
harmonizations of psalm-tones.19 BEach tone is provided with a numﬁer
of examples 'all'uso Romano' in four parts, showing that this manner
of psalm singing persisted until at least the middle of the century

(Ex. 14). In Psalmi.....liber primus, opus duodecimum (1630), Sabbatini

included three verses of four-part falsobordone in the psalm Confitebor.

The simplicity of the writing acts as an effective foil to the
contrapuntal versets. Other composers were similarly attracted by
simple harmonizations and included them as an element in larger works.
Soriano wrote a number of such verses in the Magnificats of'his 1619

publica.tion,20 for instance, in the Septimi toni (Ex. 15). Agostini's

Salmi della Madonna of the same year includes a verse headed 'd 3 in

Falso Bordone' in Magnificat Ottavo Tono which is simply a harmonization
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of the psalm-tone.

Composers were doubtless influenced by this to include short
passages of choral recitation in psalm-settings.21 Diruta wrote some
verses where the opening words are placed under a longa; this portion
was presumably sung in speech rhythm before the introduction of a

metrical pulse for the rest of the verse. The technique was sporadically

used by Filippo da Cavi in his Vespertina psalmodia.....liber primus,

opus secundum (1641).
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Non-Polychoral Vespers Mu51022

'The main difficulty confronting the composer of psalm-settings is
the length of the texts since, while the motet usually treats only
one or two verses, the servicé of Vespers requires entire psalms to be
set. It has already been noted that, following ancient traditions
of antiphony, composers overcame the probiem by providing music only
for alternate verses, with the remainder being left to plainsoné and

falsobordone. A further way of coping with the length of the texts,

whether or not they were set in their entirety, was to adopt a concise
musical style with much syllabic writing. Despite the problems, many

. composers managed to invest their music with some interesting features,
causing it to rise above a pedestrian subservience to the words. In
the hands of a less skilled composer Vespers music can lack character,
since the overriding concern was to cover the text briskly.

Though not published in Rome, Agazzari's three-voiced psalms,
Psalmi sex of 1609, are close enough to his activity there to be of
relevance.23 It is reasonable to assume in the light of a preface
outlining the Roman ﬁsage, that the-music represents what Agazzari
considered to be the Roman style; as such it is immaterial whether he
composed the psalms in Rome, or after he had left for his native
Siena. The freedom of performance which Agazzari encouraged within
one service of Vespers has already been discussed; his other methods

of securing variety are equally nota.ble:2

Per la qual cosa. essendo questa Since this is my 1little work, one
mia Operetta, uno fra diversi of the many ways of treating the
modi di variare i Salmi, per la psalms, on account of the charm
vaghessa che apportano fra di loro produced by the interplay of the
le parte estreme dei Soprani e outer parts, the soprano and bass,
Basso, hd voluto per mezzo delle - I have wanted to tell everyone
‘stampe communicarle a tutti; by means of this print that the
dichiarandomi che detti Salmi si said psalms must be sung with
debbono cantare con 1l'Organo, organ, or with the accompaniment

overo con accompagnatura d'altri of other instruments such as the
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stromenti come Leuto, Tiorba, &c. lute and theorbo etc., because
perche altrimenti 1l'armonia the harmony otherwise will be too
sarebbe troppo povera..... thin.....

Such clear indication of a progressive attitude towards pefformance,
the uso di‘Roma, allows us to discount frequently held notions of
Roman conserva.tism.25 The same acceptance of instrumental music is
- found in the part—béoks themselves, where it is stated before the

Laudate Dominum (116), 'Before this verse one plays an instrumental

piece'26. No music is provided and neither do the psalms contain
instrumental parts. One is left to wonder what music would have been
played - perhaps part of the ‘psalm itself, or more likely an independent
instrumental composition. In some respects the last question is
peripheral, since the importance of this publication lies in providing
evidence that music in Rome was not treated in such a monochrome

manner as later historians have led us to believe. Agazzari showed
himself to be progressive in othef ways, such as in the use of a solo

voice for two sections of the same'psalm, Laudate Dominum.. However,

he seems to have been aware that such writing would not be accepted
by everyone, and therefore included alternative settings for more
voices of solo verses in the Magnificat, a good example of his general
style (No. 14).

Cifrafs collection of four-part psalms of the same year,'ggg;gi

septem.....opus septimum, was published in Rome. Stylistically this

work is somewhat neutral, consisting of functional polyphony with
little change between verses or use of pictorial  techniques. When
these occur, such as the angular descending phrasé on frespicit in

caelo et in terra' in Laudate pueri (112), they stand out as note-

worthy features of the music. All the psalms in this volume are
alternatim, and the first half of the initial verse is included as an

intonation in either the canto or tenor part. The psalm—tone'often
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permeates the whole of the first verse, and in Dixit Dominus, where

the canto intones, this voice continues to sing the chant in a metrical
manner during the second half of the verse. In Credidi (115),

however, the tenor intones but the canto sings the psalm-tone in the
second half of the verse. Though invariably found in the 'Gloria
Patri', triple time is not often-used: a few isolated bars sometimes
occur as an interpolation in the'prevailing quadruple metre, usually

for particularly important words such as 'nomen Domini’ (No. 15).

Cifra followed substantially the same style in his Salmi septem..

...opus decimum (1611) both in the use of triple metre and in the

continuation of the psalm-tone in the second half of initial verses.
A slight relaxation with regaxd to triple time can be detected, and

passages of rather greater length are found. In Magnificat T he used

this metre to good effect in the second half of the verse 'deposuit
potentes', where it symbolizes the contrast between 'potentesf and
the 'humiles'. Certain subtleties of scoring add to the interest:

Laudate pueri (112) is written, appropriately enough, for three canti

and bass, while Magnificat II uses two canti, a bright and attractive
deviation from the CATB norm. In the same Magnificat, Cifra based
the first verse on the psalm-tone, ana then brought it back at the
end of the 'Gloria Patri' (Ex. 16). Though the chant is only stated
on these two occasions, the entire piece is firmly rooted in that
tonality.

Like Agazzari, Romano Micheli included a lengthy 'Ad lectorum'

in the preface to his three-part Psalmi ad officium vesperarum.....

liber primus (1610). Here Micheli describes performance possibilities

in what is a characteristically verbose manner. His purpose in writing

was to point out the adaptability of the compositions:
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Musicis Cantoribus rem gratam me
facturum spero Amice lector, si
quid in nostris hisce Motectis,
cum iis uti voluerint, osservare
& custodire conveniat, paucis
monuero.

Animadvertat doctus Organicus
posse nostram Psalmodiam pluribus
ac variis modis decantari, Nam
quanvis moduli ternis vocibus
" sint attributi, apte tamen & cum
incunditate accomodari possunt,
ut suos numeros retineant, si
unica voce, vel binis vocibus,
sicut si ternis concinantur.
Quando quis voce Tenoris illos
canere velit, vocem in Cantu
effundet Octava inferiori:
contra vero Altus in Bassu,
Octava alta.

Si binis wvocibus proferantur,
simul canere possunt Bassus &
Cantus, Bassus & Tenor, Duo
Tenores, Tenor & Cantus, Altus
. & Cantus, & duo Cantus.

Quod si ternis vocibus accomod-
entur, suavior modulatio orietur,
si Bassus & duo Cantus simul
iungantur, vel Bassus & duo
Tenores, aut Bassus, Cantus &
Tenor, vel tandem Altus et duo
Cantus ad usum Sanctimonialium.
Est tamen annotandum quod quando
concinnuntur vocibus Tenoris,
Bassus, & Cantus, Qui Tenoris
vocem profert, debet in Cantu
quem primo inchoabit consistere.
Decantari possunt singuli Psalmi
ternis vocibus, praedictis modis,
etiam sine Organo & alio musico
instrumento. "
Postremo in locis quibuidam
ambiguis partis Organicae
apposita est Dises# ad signifi-

candam Tertiam maiorem, & Bemollis

b pro Tertia minori. Vale.

I hope, dear reader, that musicians
and singer will grant me a favour,
if, singing these our compositions,
those who wish to use them will be
pleased to observe and attend to
some advise which I shall give.
The learnéd organist can notice

in our psalmody many varied
manners of singing; for example,
though three voices are indicated,
they can, however, be rightly and

" agreeably adjusted in order to

retain their metre with only one
voice or two voices just as if
three voices were singing
together.

When anyone with a tenor voice
wishes to sing, he may sing the
canto part an octave lower: on the
other hand, an alto can sing the
bass an octave higher. If it is
performed by two voices, bass and
canto may sing together, bass and
tenor, two tenors, tenor.and canto,
alto and canto, or two canti.

But if three voices are employed,
a sweeter melody will result if
bass and two.canti join together,
or bass and two tenors, bass canto
and tenor, or finally alto and two
canti, according to the custom of
the church.

It is noted finally that when it
is sung by tenor, bass and canto,
he who sings tenor must take the
voice part which enters first.
Each psalm can be sung with three
voices, in the above manners, even
without organ or other musical
instruments.

Lastly, in fact, at places in both
organ parts, a sharp is added to
signify a major third and a flat to
signify a minor one. Farewell.

In common with those of Cifra, Micheli's psalm-settings consist of

a series of short veréets based on alternate verses. Each psalm is

intoned by the canto, except Laudate pueri which begins without an

intonation. Micheli's music is however more progressive than Cifra's

in its extended triple-metre sections, for example 'Gloria Patrif of
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Laudate Dominum; here Micheli uses lengthy phrases of lively dotted

rhyihms followed by closely argued counterpoint in quadruple metre
(No. 16). His rather clever, eccentric style of writing gives each
verset a distinctive character, a feature all too often lacking in
psalm éomposition.

A new means of securing variety is encountered in G.F. Anerio's

Psalmi vesperarum (1614) where, for the first time in a Roman psalm

publication, the term 'concertato’ is applied, namely to the two
Magnificat settings for four voices. Unlike Anerio's alternatim -
psalms the Magnificats are through-composed, and the entire text is
set. In his motet collections, Anerio had shown himself to be well-
equipped to manage the new style, and here the Magnificats demonstrate

the same skill. The Magnificat octavi toni has a constantly changing

texture, with sections for many vocal scorings leading neatly from one
to the next (No. 17). The 'Gloria Patri' exemplifies its progressive
nature: after the initial word declaimed.by the whole choir over a
tonic-chord, tﬁe names of the three persons of the Trinity are given
in turn to the bass, canto and tenor, the tutti entering at 'Sicut
egat'. Extendea triple-metre sections also lend variety to the music:
for instance, the tutti 'suscepit' employs this metre. The remainder
of the volume, containing psalms for threé and four voices, is more
traditional in style, and there is no concertato writing. The vocal
lines are generally what one would expect in a conservative polyphonic
style, though someAcontrast is introduced, for example at fPace super
Israel' (Ex. 17) in the four-voiced Beati omnes (127) - a psalm in
which the highest voice very often preserves the outline of the fifth
psalm-tone. Different scorings are also found in a number of psalms
'a voci pari' for CCAT, but once the forces are established there is
generally little variation within the piece. |

The Vespers music of Alessandro Capece was published in Rome in
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1615 and the following year in two complementary prints; the first
comprises a selection of psalms, and the second Magnificats on each
of the eight’tpnes. Capece took the opposite approach to Anerio
since his Magnificats are considerably more retrospective than his
psalms. Here we see two schools of thought emerging, the one
preserving the old style out of reverence to the words, and the other
bringing in all the latest ideas to make a striking setting of the
_climax of the office. Capece's Magnificats, though produced in part-
books, lack an organ part, one of the few publications of the period

to do so. In one setting only, the Magnificat octavi toni, he adopts

a more advanced style with shorter note-values and regular rhythmic

patterns. More typical of the collection is the Magnificat primi toni

in which the alternatim versets rely on the chant of the first tone.
Two are for three voices, while in the 'Gloria Patri' Capece added
an extra tenor part in canon ﬁith the canto; the canonic voices
closely follow the psalm-tone (No. 18). All the Magnificats in the
volume are alternatim; the first four set alternate verses from

'Quia respexit', while the others use 'Et exultavit' as the starting

point. Though more progressive in using bassus ad organum, Capece's

Davidis Cithara Psalmorum (1615) contains no concertato music and

makes only limited use of triple time, mainly at 'Gloria PatrifJ He
set éach psalm in alternatim and adopted a basically syllabic style,
folloﬁing the tradition of Cifra's 1609 and 1611 collections. One
is astonished to see how Capece eventually emerged as one of the
more progreSsive figures of his age; but a study of this facel of his
output must wait until we deal with his motets and music for Matins.
The practice of Writing retrospective Magnificats is continued

in Massenzio's Psalmi..... liber primus of 1618. With three progressive

motet collections to his credit, Massenzio is not a composer who

would seem likely to choose a more old-fashioned idiom. One can only
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suggest that, as with the Mass, some composers felt a reverence for
the monumentality of the text and therefore set it in an archaic way
to avoid corrupting the sacred words with the ephemera of the age.
Massenzio's second 1618 Magnificat is entitled 'sine organof - an
almost unique indication; it consists of six versets, three for five
voices, two for four, and the 'Gloria Patri' for six. Four versets
employ a CF, and the 'Gloria Patri' is constructed around a canon in
the two canti. Another unusual item in the collection is a setting

27

of the hymn Iste Confessor for feasts of Confessors; ' the style used

here differs vastly from that of Magnificat II. It contains two tutti

and three duet versets, the continuo being obligatory. The psalms,
however, maintain a full texture throughout, with some relief provided
by occasional sections of-triple metre, especially at the 'Gloria
Patri'. Only passing attention is given to the musical.depiction of
the text, such as at the verse 'dispersit' in Beatus vir (111), whére
a number of semiquavers ére introducéd and there is a more definite

rhythmic orientation. The same tradition of keeping the Magnificats

retrospective is continued in Soriano's Passio D.N. Tesu Christi.....

Magnificat sexdecim (1619). While laid out in choir-book format,

these four-part settings are similar to those of Massenzio both in
their archaic constructionalism, and in their use of psalm-tone
CFs. In Soriano's output, however, such works do not stand out as

exceptional; the Passiohs in the same volume are equally stile antico,

and Soriano can justifiably be considered among the most reactionary

composers of his generation.

Though his Psalmi vespertini of 1620 were issued in part-books

with bassus ad organum, G.B. Nanino did- admit an alternative manner of

performance since he directed 'Con il basso per 1l'organo se piace'.
This was not his only concession to tradition, since he followed the

accepted manner of constructing the 'Gloria Patri' about a canon at
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the fif’ch.“9 As in Soriano's collection of the previous year, an

example of falsobordone was included, namely the 'Sicut erat' of

Lauda Jerusalem (147). There is no concertato writing (impractical

without continuo), the only deviations from the standard four-voice

scoring being a five-part Nisi Dominus and the three-part 'Et

misericordia' from the Magnificat. .
In complete contrast with those settings which hark back to the

prima prattica, Pietro‘Pace included a Dixit Dominus and a Magnificat

among the motets in his L'ottavo libro de motetti.....opera decimanona

(1619). One might see Pace as representing the other school of
Magnificat writing, one which was evident in the work of Anerio in
1614. Recognizing the canticle as the focal point of the office,
Pace set it with all the latest concertato devices. - The six-part

Magnificat and the Dixit Dominus freely employ solo and duet sections;

also notable in the former is an instance of choral recitation at
'Et misericordia'. The titlé—page of this print describes the
content as 'il tutto concértato', an epithet which applies to the
psalms as well as to the motets.

Agostinifs publication of the same year (1619) is one of the most
comprehensive collections of Vespers music. Though written for only

three voices, Salmi della Madonna resembles Monteverdifs publication

of 1610°° - the famous Marian Vespers - in its layout, and in its
provision of antiphons, hymn-settings and other Marian texts suitable
for performance as motets. There is a great deal of variety in the
collection, and all the psalms and the Magnificat are set at least
twice. Often the alternatim versets of the psalms contain solo
writing, but this feature is more marked in the motets, where the
length provides increased scope for changes of texture. The title-page
raises some problems which it is impossible to solve with certainty

since the necessary material no longer appears to be extant. The
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words 'divisa in due parti' occur in the title, but since the volume
has an abundance of music for the entire service it is difficult to
imagine a companion set of volumes simply providing further settings.
Thatthe other pggjg_musf coﬁplement the present publication (rather
than being an internal division) is made clear by the headings of
some of the psalms, for instance 'Questo Dixit corrisponde con la 2.
parte'. This would make sense of the designation of the first psalm,

Dixit Dominus,'a versi spezzati'. In common with every piece in the

collection, only alternate verses are set, but the description suggests
that the rest of the verses were not intended for plainsong or falso-
bordone treatment, but rather to be sung to polyphony, by a further

group of musicians using the books of the seconda parte. This seems

the only interpretation, and it must mean that only. half of the
publication is extant. As for the psalms ﬁhere no correspondence
with another book is indicated, one can suppose that they were sung

in alternatim in‘the>usual manner. The theory of spezzato performance

is further substantiated by the heading of the second Ave maris stella:

'Ave Maris Stella. Tacet. Lo cantano ne}la seconda parte'. Since
the piece opens with the second verse, 'Sumens illud ave' (plainsong-
based, Ex. 18), headed 'Secondo verso rispostef, spezzato performance
was the intentioq at least here. Despite its evident.incompleteness,
this publication illustrates the Roman use of another, the spezzato

method of psalm composition, one which became popular in Venetian

publications of the mid-cinquecento.

A smaller collection, Arsilli's Messa, e vespri della Madonna

(1621), also includes the Marian psalms and Magnificat, but no related
pieces. The psalms are concertato and the complete texts are set in
a continuous manner. These four-voiced psalms contain few solo
passages, but their concertato nature consists in constantly altering

vocal groupings, the parts often coming together in a section of
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triple metre. Though this is a forward-looking publication, Arsilli
seems to have been conversant with psalm-tones (like any maestro), and
so when a movement is not intoned, such as the Magnificat, the chanﬁ

is included in the opening phrase. Some freedom of invention (the
composer rather than the liturgy taking the upper hand) is demonstrated
at the conclusion of the Magnificat, where curious echoes occur in

the 'Gloria Patri' (Ex. 19).

Landi's Psalmi integri quattuor vocibus of 1624 are composed in

a similar vein. Unlike Arsilli, he does not advertise his work as
*concertato' (probably indiscreet for oﬁe so closely associated with
the Vatican) but, if anything, Landi seems more frequently to use
reduced sections than Arsilli. In common with the entire collection,

In convertendo (125) is through-composed and it makes a good example

of his style (No. 19). Interest is maintained by a pictorial approach
to Word-settihg: there are lengthy melismas at 'torrens in austrof;
the 'in lacrimis' section introduces some bold chromaticism which
contrasfs with the subsequent triple-metre passage; and the triple-
time fGloria Patri' is spirited in style. Landi appended some
instructions in the bass part-book which aré worth detailing; the
fact that he felt it necessary to include them tells us something

about the level of performances

1. A chi cantera questi Salmi 1. To those who will sing these
Li raccorda contar le Pause psalms
) One must remember to count
the rests
2. Chi 1i sonara 2, To those who will play
Che le Chiavi, che sono piu That one should not play .
alte della Chiave del Basso, an octave lower when a clef
non le suoni all'ottava bassa higher than the bass clef is
used.
3. A chi 1li fara cantare - 3. To those who will sing
Che legge cantanti securi, & Trustworthy singers,with
di buonissima voce, & ciod il good voices, who study in
tutto possa riuscire conforme this way may all succeed to
al decoro della Chiesa, & a conform to the dignity of

lode del Signore. Iddio, cui " the Church and of the Lord
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honor, & gloria in saecula God, to whom be honour and

saeculorum, &c. glory for ever and ever, etc.
The first two instructions relate to the nature of concertato music;
with reduced sections, the rests inAan individual part would be more
extended, and it would be easy for an inexperienced singer to lose
his place. It would have been very rare in the non-concertato style
for the organist to have extended passages in anything but the bass
clef, and therefore the second instruction is of relevance. The
advice would hawve proved a valuable introduction to the pitfalls of -

performing concertato music, an idiom still in its infancy.

The 1624 Salmi vespertini of Girolamo Gibellini is his attempt
. :

to produce a setting of the utmost simpliéity, presumably for churches
with limited resources., It could well have been composed with his
own situation at Norcia (a small town between Spoleto and Ascoli) in
mind. Unlike the publications we haVe-just examined, Gibellini's for
two and three voices comprises only alternatim pieces. The small
scale of this collection is noteworthy and it contains the only
extant example of duet psalms -~ a surprising fact considering the
popularity of this scoring for motets. "It could well be that minor
churches turned to plainsong, an easily available substitute, when a
cappella was not able to sing polyphonic music at the office; as
alr eady observed in connection with the Mass, there was no chant to
resort to if a choir could not manage to sing a motet - hence the
small-scale motet. The style of Gibellini's two-part Magnificat
(No. 20) is similar to that ef a contemporary motet; the parts move

fluently with some regularity of rhythm, and there is no thought of

prima prattica retrospection, despite the canticle text.

The publications of Massenzio and Diruta from the beginning of
the 1630s initiated a new era in psalm-setting. Both these composers

take the idea of through-composition which appeared during the early
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years of the century, and develop it using an idiom less hidebound

by stile antico conventions. Though this is true for the greater part

of Diruta's output, in the Salmi intieri (1630) he still gives the

option: 'Con il basso per 1'Organo, se piacefJ As one would imagine
from this direction there is no concertato writing and the four-part
texture is fairly consistent. Much of the writing is syllabic and
homophonic, but some descriptive moments occur, such as fvelociter

currit' in Lauda Jerusalem (Ex. 20); in this passage the dotted

rhythms are followed by an extended triple-metre section - the anti-
thesis.of the cautious use of ﬁhis metre one finds at the beginning
of the century. The 'qui dat nivem' passage can be considered as a
section in its own right as.opposed to a mere interpolation; such
use of triple metre is increasingly common throughout the decade. In

his Dixit Dominus, however, Diruta still felt the need to return to

quadruple metre for a few beats at the 'Amen', almost as if the piece
would not otherwise have been complé%e. In contrast with Lauda

Jerusalem, the setting of Laudate Dominum (No. 21) is conservative;

there is little contrapuntal writing, and a homophonic texture is
maintained with 1ittlé ornamentation - no need for a éﬁpporting
instrument here. Also retrospective is his need to establish the
psalm-tone in the Mgggificat; fhis Diruta does by introducing falso-
bordone choral recitation followed by writing closely based on the

contour of the tone. :

If Diruta's 1630 collection can be regarded as his fshort

service', his Psalmi vespertini.....liber secundus, opus sextunm

décimum of 1633 is, in some ways, his 'great servicef. Though written
for only three voices in alternatim versets, he employs an immensely
florid voeal style with virtuoso runs and repeated semiquavers, as well
as prolonged passages of dotted rhythms. Sadly this work is not

fully extant, though one can gather that it makes thg same use of
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.triple metre and occasional choral recitation as his 1630 print. It
differs, however, from that publication in the occurrence of reduced
sections, including a canto solo at stque ad occasumf in Laudate
pueri (Quarto tono); aﬁ organ accompaniment is obviously indispensable
in this collection.

Some useful terminology for dealing with psalm-settings can be

. derived from Massenzio's Salmi vespertini.....libro terzo, opera

undecima (1632). In this volume the psalms are categorized as

'concertati' and 'seguiti', with the exception of Lauda Jerusalem for

CCCA which is '3 versi spezzati', and in which only alternate verses
are set. Both the concertato and seguito psalms set the entire text;
the former employ changes in scoring while the latter maintain a
reasonably continuéus*texture, with no voices attaining prominence

at any stage in the piece. Extendedpassages of triple metre occur

in this volume, and Beatus vir is in this measure throughout; elsewhere,

such as in the Laudate Dominum, it is used for lengthy passages.

Also included in this Marian collection is a setting of Ave maris
stella designated concertato; this is not, however, through-composed
but divided into versets. Different scorings are used for each section:
it opens with a canto solo, and there are two duets in addition to
the tuttis. This piece by Massenzio is an example of what Diruta
called 'goncertato alla romana' in his Venetian Compline publication
of 1623,31 where he included a Miserere which, though sectionalized,
contains a variety of voice groupings. Dirutafs print is known only
from the second tenor part, from which‘it can be deduced fhat the
piece contained duets and trios as well as tutti sections for all
five voices. It is this use of different scoringé in verset-like
sections that appears to have been typically Roman and to have

constituted for Diruta the style 'a versetti concertato alla romanaf.
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In his Quinto libro de salmi vespertini.....opera quintadecima

(1633) Massenzio included a setting of the hymn Lucis creator, but

no In exitu is found despite the clear orientation of the print
towards Sunday Vespers. There are very few publications of any

kind exclusively for five voices in the period; and because of the
thick texture the style is iargely syllabic with a notable absence
of florid ornamentation. Much of the wvocal writing harks back to the

stile antico, though the general conception is vertical. Each psalm

sets the entire text without sectionalization and there is little
concertato writing. The Confitebor makes considerably more use of
varying vocal groupings than do the other psalms: it siarts with
three voices, then reduces to two canti, and the tutti is not
introduced until the tripla at the words 'magna opera'. Though in
its vocal deployment the volume is rather conservative, there is a

progressive approach to triple time: --Laudate pueri is entirely in -

that metre, and dispenses with the intonation. By contrast, Dixit
Dominus is retrospective in using that metre only for short
interpolations; this piece is firmly based on the psalm-tone which,
after the intonation, occurs in the first canto in long notes -

another instance of the Dixit Dominus being single outbfor special

treatment. The Lucis creator is not through-composed but divided

into verse sections; two are set as duets, one as a trio and the
remaining two for five voices. As is often the case with hymn-
settings, considerable use of triple time is made; in fact, only the
third verse is in quadruple metre.

The dearth of hymn-settings has already been mentioned in
discussing the content of Vespers pulications, and one is led to the
conclusion that hymns were generally sung to plainsong. A handful of
hymn -collections did appear; these were no new fhing in the 17th

century, and even Palestrina had made an important contribution to the
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genre in 1589.32 They were however produced infrequently, and the

. first Roman publication to concern us here dates from 1636, when the
EIEEE?B of Filippo Vitali, a member of the papal chapel, were printed
in choir-book format; The collection contains thirty~four office
hymns in a polyphonic style for four voices. The settings, for the
sanctoral and temporal cycles, are for the most part based on ﬁlainsong
‘and demand alternatim performance with different music being supplied

for each polyphonic verse. The use of a CF is rare though it does

occur, for example, in the 'Tantum ergo' verse of Pange lingua

gloriosi (Ex. 21). The only-other hymn collection which relates to

our period is Diruta's Hymni pfo vesperis, published in Rome in 1646.

It contain fifty-nine office hymnsAfor four and five voices with
continuo. Many of the texts are set more than once on account of

their importance within the liturgy; for instance Ave maris stella

appears six times, and Deus tuorum militum for feasts of martyrs,

four times. 1In all respects this publication is far more advanced
than Vitali's§ there are verses for reduced forces including solos,

as at the opening of Vexilla regis; plainsong no longer rigidly controls

the vocal lines; the continuo is essential; and the vocal style is

far from the prima prattica. The opening of Exultet orbis a5 is

notable for light two-part writing based on a semiquaver motif which
gives way to a section of simﬁle triple metre. One of the Ave maris
stella a4 is akin to the 'aria' style found in Mazzocchi's motet
Adsunt dies,34 where a strong rhythm is reiterated. within the
structure of a well-established quadruple meﬁre. This is the only
hymn-setting in the volume to be through-composed - an unusual way of
setting a hymn as the natural division into verses was usually
respected.

Massenzio's second collection of four-part Vespers psalms

appeared in 163635 and was reprinted within the same year. It
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contains psalms described as 'intieri', a term which indicates thaf
the whole text has been set, and which seems to replace the word
fseguitof used in the 1632 collection. .One psalm and one Magnificat
are concertato; however, the other Magnificat is inscribed fintieri'.

The Magnificat concertata makes effective use of a variety of wvocal

groupings: there is no intonation, and instead the canticle is
introduced by a duet for tenor and alto which is separated from the
rest of the movement by a double bar. Solo writing and duets are
plentiful, and the full choir enters periodically as a refrain. The
psalm Credidi (No. 22) is more typical of this collection for feasts
of Qur Lady and the Apostles. Its harmonic aspect is governed by the
first psalm-tone, and the words are.set in a brisk manner, concluding
with a simple triple-time 'Gloria Patri'. Interest is maintained by
constantly changing scofings, but there is still not a sufficient
sense of sectionalization to merit the designation 'concertatof.

The same year, 1636, saw the publication of four-part psalms by
Tullio Cima; all of these, unlike Massenzio's, consist of short
alternatim versets, with the exception of the second Magnificat
marked ‘'Magnificat Concertata'. The latter piece is through-composed
and includes some solo writing: for instance, the 'quia ;espexitf
is written for canto and the 'deposuit' for bass solo, while the
latter section contains the uéual rising melismas at fet exultavitf.

The rest of Cima's Salmi per il Vespero e dui Magnificat.....opera

quinta representsthe style, based on the interplay of homophony and
counterpoint, which characterizes psalm writing of the era; the short,
generally syllabic phrases help to keep the text moving. Little

use is made of triple metre save in the doxologies, and in this
respect Cima fails to accept the more advanced approach to the metre

of some of his contemporaries.

Massenzio's final contribution to the Vespers repertory was his
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Davidica psalmodia vespertina.....liber septimus, opus XVII of 16A43.

‘Though written for four voices, like Cima's, the psalms are
‘continuously set. The collection is described on the title-page as
'Integra, & Bipartita'; 'integraf clearly means through-composed and
non-concertato, and 'bipartita' refers inexplicably to those which
are concertato, about half the content. The Mggnificét is described
as 'Concertato due canti' and is scored for CCAB. The two canti
frequently sing together, and the first versé is a duet, the other

voices entering at 'et exultavit' in triple metre. Laetatus sum

shows some originality: it begins with an extended triple-time
melisma, leading to a quadruple-metre section, which starts with a
repeat of the opening words (Ex. 22). The motifs employed in this
section are highiy rhythmic and regular giving the music a great sense
of momentum.

.Sucﬁ a strong Baroque sense of rhythm was foreign ﬁo Filippo

Vitali, whose Psalmi ad vesperas (l6ﬁl) is a testimony to the

continuation of the stile antico in psalm-setting. Vitali, whose

work is inscribed fCum Basso ad Organum si placetf, was a singer in
the Cappella»Sistina at the time of the publication. The option of
omitting the organ reveals what for the 1640s was a conserﬁative
attitude, but it is in keepihg with performance traditions of the
papal éhapel and with his own hymn-settings. All the psalms except
one set theventire text, and there are no concertato-style reduced
passages, much of the writing being homophonic. Though triple metre
occurs, it is stunted in comparison with the developed passages of
such writing constructed by his contemporaries. The one psalm that
is not continuously set (for obvious reasons) is the alternatim In
gzizg_fér Sunday Vespers. This piece is in no sense concertato;

though the bass is omitted in two verses, a standard contrapuntal

‘style is employed throughout.
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In 1641 and 1642 Filippo da Cavi published sets of Vespers music
for four and five voicgs respectively. Da Cavi, maestro at S.Agostino,
set the complete texts in a fseguitof, continuous manner with a
unified deployment of voices as opposed to a concertato idiom. The
interest of the music comes from the animated rhythms secured by
declamatory repeated notes and from the striking tonalities. Dixit

Dominus from the Psalmi vespertini.....liber II, opus tertium of 1642

is written throughout in what in present-day terms could be described
as F minor (No. 23). Tt is an exciting setting; there is much
animated rhythmic writing and the vocal lines are supported by a

regularly moving bassus ad organum part. Despite what is in many

ways an advanced style da Cavi's music still refers back to its plain-
sbng roots. Where intonations occur they are not printed in plainsong
notation instead they are given in metrical form to the canto with
érgan accompaniment; the intonation is therefore not rhythmically
divorced from the music which follows. Sometimes, as in the 1642-
Beatus vir, the other voices enter contrapuntally during the intonation
which then flows without a break into the rest of the psalm. It is
notable that, even with the decline of modality, composers still
often based their work onAthe traditional tones. The liturgical
antiphon chants surely restrained composers from exercising complete
freedom in this respect and frém experimenting with more ad&enturous
tonalities.

The psalms of Francesco Rivaldini,36 published in 1648, help
clarify the trends we have noted since after 1645 some of the more
salient features remarked upon had crystallized into a more easily

definable style. His Vespro.....a guattro voci concertati.....opera

prima comprises Vespers psalms and a Magnificat, all of which lack
. intonations. The solo passages in these works have become more

clearly marked out as short movements in their own right, for instance,

-
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in the 'Gloria Patfi' of Laudate Dominum (Ex. 23), which also shows

a growing melodic sense in the triple-metre sections. The rhythmic
aspect has gained even more importance than in da Cavi; quite lengthy
sections rely for their interest solely wupon rhythmic devices, such
as the remarkable opening passage of Credidi (Ex. 24). In keeping

with the growing rhythmic preoccupation the basso continuo parts are

more regular, providing a strong basis for the work and often moving
in note-values not so far removed from those€ of the other parts.

This collection by Rivaldini indicates the .direction in which
the period was developing. Psalm composition, with the problem of
lengthy texts, played its part in fostering an idiom which was both
homophonic and syllabic and, in these respects, in line with the
general develofment-of Baroque style. A vertical conception of texture
is even more apparent in those psalms which were composed for more

than one choir with festive oceasions in mind.
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Double-Choir Vespers Psalms

The popularity of this genre has already been mentioned in the
introduction to Vespers music. Unfortunately the scale of much of
this repertory, and the consequent performance problems means that a
large proportion of the music never reached publication. A good deal
muét have remained in manuscripts ﬁhich Have since been lost. The
available music represents only a fraction of what was composed

37

during the early 17th century. Since an exhaustive study is not
possible, it is important to view the few remaining examples as
indicators of a larger repertory.

Antonio Cifra has the distinction of publishing the first 17th-

century Roman polychoral psalms; his Vesperae, et motecta.....opus
nonum (1610) contains six eight-part psalms suitable for Vespefs

and a Magnificat. These pieces were certainly performed at S.Luigi
dei Francesi since the part-books in the British Library are all
marked fSancti Ludovicif..38 Archival evidence shows that large-scale
music for multiple choirs was very popular there on festivals.39
As in his motets, Cifra shunned the concertato style in Vespers

psalms and favoured an antiphonal use of forces, each choir functioning
as a unit. The psalms are ali through-composed, the text being

shared between the choirs. On occasion, a special musical style is

used in response to the text: ‘'confregit' in Dixit Dominus elicits

short three-note phrases, rapidly exchanged between the choirs, while

'qui in altis habitat' in Laudate pueri calls for a prolonged high G

in the canto part. The joyful words 'propterea exaltabit caput' in

the Dixit Dominus give rise to a short triple-time interpolation - a

rare metre in this publication; it is employed on three occasions

at the 'Gloria Patri' and even then a return is made to quadruple

time for the 'Sicut erat'.
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During the second decade of the céntury Soriano, maestro at St.
Peter's, wrote music for up to four choirs,40 following on the
tradition established by Quagliati when he published a three-choir

.. . . 4 .
Dixit Dominus in 1612. 1 Soriano's successor at St.Peter's, Vincenzo

Ugolini, also published large-scale psalm-settings in Venice. In

1628, after leaving the Cappella Giulia, Ugolini issued a collection

of eight-voiced psalms, some of which are marked 'cum Organo Concertati',
and the rest simply 'cum Organo et sine Organo' =~ the latter are
strictly polychqral, and therefore no organ is required. In each

ﬁsalm the complete text is set. The Beatus vir is important since it
foreshadows developments of the 1630s being in triple time throughout.
Occasionally some pictorial element is introduced such as in the first

verse of De profundis which, in the concertato setting, is sung by

two basses. In 1630 a similar volume, also by Ugolini, appeared in

Venice; in his Psalmi ad Vesperas, et motecta duodenis vocibus.....liber

primus he wroté psalms for three choirs.

Not seeking to create its effect by sheer size of forées, Paolo

Tarditifs Psalmi, Magnif. cum quatuor éntiphonis.....liber secundus
of 1620 demands only two choirs. However, the work stands out as one
,°f the most remarkable of the centﬁry since it requires instruments
to play independent parts in nine of the psalms.. The unusual nature
of the publication encouraged Tarditi himself to provide some

explanation; this he did in an 'Alli lettori' section:

Ho giudicato necessario, per ovviare I have judged it necessary,

il concetto, che potrebbbe [sic] farsl to avoid the idea which could
di queste mie comp051t10n1, scoprire evolve about these my compos-
il fine, al quale ho hauto riguardo itions, to disclose ‘the

nel comporle. E' perche questo non intention which has guided me
e stato sempre un'istesso, ma in ., in composing them. And
diverse occasioni diverso, quindi because this object has not

e che diverse sono anco l'opere always been the same, but
conforme all'occasioni. Non si different at different times,
maraviglino dunque se nella the works vary to suit various
medesima muta hd radoppiato 1li occasions. You must not marvel

salmi, perche havendo fatto questa if in the same collection I have
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poca fatica a commun'servitio,
volsi che a tutti potesse servire
si a quelli, che hanno commoditd di
organo come a quelli che non 1'
hanno con dichiarare che se bene 1i
primi sel salmi si possono Cantaxr'
ancor senza organo gli altri perd
che seguono sono all'organo
appropriati. Quanto poi al modo
di concertare e maniera di cantare
sappino, che per lo piu e stato
mestieri conformami al gusto di
chi 1i richiedeva e' dispositione
di chi haveva a cantare. Et
essendo i gusti diversi e'
straordinarij tal volta & stato
bisogno con qualche Ecco.e
somigligti scerzl scotarsi
dall'ordinario. L'istesso

mi ha indotto & porui 1'
istrumenti, quali alle volte
sonano la lor' parte, & altre
volte servono per ripieno. Per
fine essendo stato il mio fine in
questa opera servir' tutti 1i
vertuosi non ho dubbio che tutti
accettaranno questa opera con
quello affettc, col'quale io 1'ho
fatta, nell' occorrenze con puro
affetto la difendino.

The publication comprises two sectionms.

duplicated the psalms. Because,
having taken this little trouble
for the common good, I desire
that they will be useful to
everyone, those who have the use

of an organ and those who have

not. I declare that although
one can sing the first six
psalms without organ, the others,
however, which follow are
composed with organ. Regarding
the manner of playing and
singing you should know that for
the most part it has been
necessary that I conform with
the taste of those who requested
them and the inclination of those
who had to sing them. Since
there are various different
tastes, sometimes it has been
necessary to introduce some
echoes and similar unusual
tricks. The same has induced me
to employ instruments, which
sometimes play independent parts,
and sometimes serve as ripieno.
Finally, since my purpose in this
work is to provide for virtuosi,

I have no doubt that everyone

will accept it in the way which
I have composed it, [but] if
necessary I would defend it
with a clear conscience.

The first has eight-part

polychoral psalms in which the organ is dispensable and no instruments

are added; neither is there any sectionalization. These are not

remarkable: the standard alternation and combination of blocks of

voices occur, with occasional moments of triple metre.

The second

section of the print is quite unique, however, since there are parts

in four supplementary books for lute, fheorbo, violin and cornett, as

well as the continuo. The entire text is set, but each verse is

conceived as a distinct section with its own style and scoring.

Tarditi was skilful in his handling of the medium, music for which

was doubtless more often performed than published.

His technique

is shown clearly in Beatus vir a 8, with instruments (No. 24):



Beatus vir:

Potens in terra:
- Bt justitia eius:
Exortum est:
Jucundus homo:

In memorias
Paratum cor eius:

Dispersit dedit:

Peccator videbit:
Gloria Patri:

Sicut erat:
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TI solo, incorporated into opening sinfonia for
instruments. Voice part based on eighth psalm-
tone. .

Tutti section for all forces, except violin and
lute. '

CI, CIT and BI with organ accompaniment in triple
metre.

TI, TII and BII with all instruments.

Tutti in triple metre.

BII with organ.

CI solo with all instruments; introduction of
triple metre at 'non commovebitur'.

TI, TII and BII with organ; leads to triple-metre
section. .o

AI and AIT with violin and cornett.

CI and CII with organ; entitled 'A 2 canti in ecco’',

uses florid wvocal style CII echoing CI.
Tutti.

At the time of the publication Tarditi was maestro at the Spanish

Part-books in the Civico

church in Rome, S.Giacomo degli Spagnoli.42
Museo, Bolognan.,["'3 are marked 'Coll. Germco', which provides an
interesting link with an archival record of that institution; in 1621

the college paid one scudo 20 for a theorbo and violin on Easter Day,

when it could well have been these psalms which were performed.

While maestro of the Cappella Sistina, de Grandis published a

collection of Vespers music, Psalmi ad vesperas.....liber primus

" (1624). The psalms are all through-composed, and about half are

concertato.” The Magnificat is divided into versets which are scored

differently, following the tradition of ‘concertato alla romanaf.

It is fair to say fhat the collection contains nothing particularly

distinguished, but it gave rise to a strange and petty publication

in Venice in the following year:

in spartitura da Filippo Kesperle.

Alcuni salmi et motetti.....posti

Kesperle, who seems to have bheen

a particularly pedantic charaéter, scored the psalms in order to show

what he considered the ineptitude of the harmony. He explained this

in his preface:
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..... non ho potuto far di meno di

publicare ancora con la stampa.....

che le persone intelligenti di
questa professione faccino
giudicio, che in cotesta Cappella
Pontificia sia in tutto estinta

la vera maniera del comporre opere

di musica.....

I have not been able to do less
than publish them again in print..
...in order that intelligent
persons may Jjudge whether in

that Cappella Pontificia the

true manner of composing musical
works is totally extinct.....

He was obviously a second Artusi, and the remarks which appear at

the foot of the pages have the air of a returned harmony exercise.

In order to illustrate the tone of the publication two of his comments

are reproduced below - it is fairly simple to imagine the instances

which inspired them:

A. TFra 1li doi Contralti ci sono due

seconde quale non accorderanno
mai fra loro, ne meno si vede in
nessuno buon Authore; ne si puo
dire errore di Stampa perche le
due parte cantano con intentione

d'accordasi con la parte piﬁ grave,

ma a volete che accordino bisogna
rifare una della due discordanti
fra loro.

B. Settima sciolta quale non &
troppo laudabile.

Between the two alto parts
there are two seconds which
intérvals. never agree between
themselves, neither are they
found in any good author; one
could say that they are printing
errors because two parts sing
with the intention of agreeing
with the lowest part, but one
who wishes them to agree must
rewrite one of the two
dissonances.

Unprepared seventh, which is
not too praiseworthy.

This is an interesting publication for it shows that there was still

a concern for writing harmony in accordance with closely defined

rules; one is, however, led to wonder whether Kesperle held some

personal grudge against the composer.

Pietro Paolo Sabbatini included eight-part works in his Psalmi,

Magnificat.....liber primus; these are rather more interesting than

those of de Grandis. Sabbatini's music is not concertato in the

sense of using varying textures, but most of the psalms are divided

into versets, each with their own scoring. Only two psalms are strictly

polychoral. The Magnificat is set in the same way as the majority of

the psalms and is designated 'concertato'. In Confitebor, also set in



(187)

this manner, Sabbatini follows the intonation with a setting of the
first verse for the four highest voices (Ex. 25); 'sanctum et terribile’
is a bass duet, and the work builds up towards the polychoral 'Gloria

Patrif, It is also notable for the four-part falsibordoni in which

both choirs combine for three verses.
The polychoral portion of Massenzio's prolific contribution to

the Vespers repertory is contained in two volumes dating from his

most productive period, the early 1630s. His Psalmodia vespertina...

...opus nonum (1631) demonstrates the distinction (also present in

Sabbatini's publication) between the polychoral and concertato styles.
Unlike those of Sabbatini, Massenzio's concertato psalms are gener;lly
through-composed; changes of scoring occur within a continuous

- texture. The exception is his Confitebor, where each verse has a
separate brief section: 1t is a succession of duets, interspefsed

with a number of tuttis. Magnificat I contains some noteworthy

features: the opening verse is set for only four voices and is based
on the plainsong,'the first tutti entry occurring at 'Et exultavit';
'fecit potentiam' is a bass duet, while a particularly sensitive
moment is found at 'humiles' where all the choir is given the direction
'piano’. As in Massenzio's other works a growing freedom with regard

to triple time is evident: Laudate Dominum, In convemrtendo and Beatus

vir are exclusively in that metre. In Laudate Dominum he makes

prominent use of the two canti, who sing alternately at the opening

before the tutti enters appropriately enough at 'omnes populif.

Massenzio's 1635 publication,Libro quarto defsalﬂi.....opera duodecima,
contains psalms for feasts of the Virgin. In addition to the Marian

office hymn a setting of the hymn Jesu corona virginum is included

because- Marian Vespers psalms can also be used for the common of
Virgins.45 This volume uses the same terminology as his 1632

publication for four voices: each psalm is described as fseguitof or
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'concertato'. All of the psalms set the entire text; those which are
designated 'concertato' are divided into versets, wﬁile the rest are
through-composed in a polychoral manner. As in Massenziofs previous
polychoral Vespers publication (1631) the Magnificats are the exception
to the rule, using concertato variation of texture within a continuous

setting. Magnificat I again shows the growing independence of triple

metre since, apart from the first verse, it is used throughout.

A considerable number of years elapsed between Massenzio's
publications and the issue of any other contribution to the genre.
This is hardly indicative of any decline in the popularity of such
music; in fact church archives record the increasing use of multiple

46 It was rather the result of a general

choirs during the late 1630s.
lull in publishing activity during these years, and also of the further
multiplication of vocal forces - it was pointless to print music which
required large numbers of choirs because of the expense involved and
the scarcity of churcbes to perform it. Very few manuscripts remain
from this period: a Magnificat by Stefano Fabri is found in the
Civico Museo,‘_Bologna..L1L7 This is a large-scale festal composition for
eight voices sectionalized in a concertato manner.

Much in the same way as Rivaldini's publication helped sum up non-

polychoral psalm-setting, Virgilio Mazzocchi's Psalmi vespertini binis

choris concinendi (1648) provides a convenient point from which to

view the preceding years. Like many contributors to the -genre,
Mazzocchi wrote his polychoral music while he was maestro at St.Peter's.
The print comprises two sets of psalms; the first, for six to eight
voices, is entitled fVesperae fominif, and the other for eight to ten
voices fVesperae de B, Maria, et Sanctisf. It is interesting that
pieces for saints' days should be of greater proportions than those

for Sundays; this relates to archival findings about the lavish

celebration of special festivals. Though the title-page states 'binis
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choris', many of the psalms show a developed use of concertato

techniques. As is often the case, the Dixit Dominus proves to be an

exception: both settings are through-composed and relatively free of
sectionalization. The ten-voiced setting is.structurally identical to
any double-choir psalm in a polychoral idiom, except that here each
choir contains an extra voice, resulting in a richer texture. With the

exception of Laudate Dominum a 6, the remainder of the volume is

concertato, with division into versets and a variety of scoring.

Laudate Dominum 'con ripieno' is, in fact, an interesting piece since

it is constructed as a dialogue between the two canti and the tutti -
an extension of the technique used by Masseﬁéio for the same psalm in
1631. The main substance of the work liés in the canti, and the tutti
writing consists of block chords markiné the close of each section.
Triple time is employed throughout except for the 'Gloria Patri' and
'Amen' sections, the latter being a quick succession of imitative CC
duets in thirds,‘and homophonic tuttis. More characteri;tic of the
collection, however, is'the eight-part Magnificat which is 'concertato

alla romana':uS

Magnificat: First word tutti, followed by a canto duet

Et exultavit: Tutti

Quia respexit: CI, CII and A

Féecit potentiams Tutti; canti have CF, tone VIII
Deposuit: ‘ CI and CII; tutti; CI and CII; tutti
Suscepit: AT and AII

Sicut locutus: Tutti

Gloria Patri: al

Sicut erat: - Tutti

It can be seen that verses are no longer treated individually; instead,
more extended movements are formed to give more scope for musical

development. The'Mgggificat a 9 also illustrates this in its prolonged

'fecit potentiam' for three voices, as well as in a drawn out musical

response to the text by fragmentation of texture at 'dispersitf.

Also word-oriented is the use of tonality in Nisi Dominus & 8, where
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a modulétion is made to the strange key of E minor at the words 'qui
manducatis panem doloris' (Ex. 26). The volume is more advanced in
its use of tonality than its precursors of the 1630s, and modality has

receded: Lauda Jerusalem a 10 has a key signature of two sharps and

employs a bright tuneful line in triple metre with occasional

modulations to A major (Ex. 27). The Dixit Dominus a 10 makes similar

use of a rather more adventurous tonality; it is in present-day C
minor, notated with two flats. In Magzzocchi's publication, then,
certain tendencies which started to become apparent some twenty years

earlier came to fruition.
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MATINS

Judging by the rarity of musical settings of this office, Matins
was rarely sung in a solemn manner except during the last three days
of Holy Week and at Ch:c‘iS'l:ma,s.LL9 With one exception, all Matins
publications by Roman musicians tackle the provision of music for
these seasons, setting the Responsories which conclude the Nocturns.
The exception to this is G.B. Nanino's Venite (94) with Invitatories

which appeared at Assisi in 1620.2° As well as exhibiting the usual

interest in Christmas by setting the Invitatory Christus natus est
nobis, Nanino included the invitatory for the feast of St.Francis,

Regi quae fecit opera Christi which was clearly intended for performance

in the town of its publicatién, Unlike psalm-settings for other
.offices, the Venite is divided into two-verse sections; this is in
accordance with the 1}turgical requirement that the Invitatory be
repeated after every two verses - the same scheme is followed in

Cifra's Venite in Motecta.....liber sextus of 1613. Such an inclusion

of the Venite in a motet collection is unique as far as I am aware.

Matins for the triduum sacrum is given the special name of

Tenebrae, and its celebration has long been regarded as holding a
special place in the observance of this solemn period of the church's
year. The Responsory settings of the early 17th century find their
roots in those of Victoria and generally adopt a somewhat archaic
ﬁstyle to reflect the solemnity of the occasion, and because the organ
was banned during Holy Week. This further supports the idea that
progressive styles were avoided for certain texts beéause they were

considered too lighthearted. Felice Anerio's Responsoria, in which

there is no organ part, comprises four-part prima prattica writing

with a number of reduced sections for three voices, and an occasional
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duo as at 'Collegerunt pontifices'. Though the setting is mainly
smoothly flowing homophony or simple counterpoint, the dramatic
‘words of the text sometimes elicit a few moments of triple metre:

the sudden and abrupt nature of 'velum templum scissum éstf and fet
omnes terra tremuit' is well portrayed, yet Anerio fails fully to
capitalize on the drama of the narrative. Black notation is
introduced as 'eye musicf at the opening of the second Responsory of
the second Nocturn of feria sexta, where the text is 'tenebrae factae
sunt’ (No. 25).

Continuing the retrospective tradition, Bartei emerges in his
Responsoria of the following year as the exponent of a style very
different from that of his other works. This conventional prima
Erattica‘setting was published in Venice‘while Bartei was maestro at
Volterra, and it contains music in a basically homophonic idiom for
four voices in a low tessitura described as 'paribus vocibus' on the
fitle-page. Reduced sections occur, but these are more.like 16th-
century bicinia than the Baroque duet (Ex. 28). The'tonality through-
out is basically ‘'minor', and Bartei skilfully exploits this with the
use of suspensions to create an anguished mood. In addition to the
Responsories Bartei set the Benedictus (for Laucls),j1 the Miserere

(50)2 in alternatin, and the antiphon Christus factus est; the

last provides an example of the affective but traditional feel of the
collection (No. 26).

Tt was not until 1622 that another Tenebrae publication was issued
in Rome; this dearth of settings is probably explained by the popularity
-of cinquecento contributions to the repertory.54, Though the»Neapolitan
composer Pomponio Nenna did use continuo, his style is fundamentally
conervative, except for occasional 'expressionisticf sections. It

is in the field of harmony that Nenna overturned the conventions of

the stile antico while his music preserves a traditional contrapuntal



(193)

appearance. The harmonic idiom of Accingite vos sacerdotes looks as

if it owes something to Gesualdo in its abrupt and adventurous

chromaticism; incidentally, Gesualdo is said to have taught Nenna

(No. 27). The ?xpressionism' emerges at the opening of Videte omnes
(Né. 28) where syncopated homophonic writing, heightened by the
tertial relationship, expresses the imperative in the text. The use
of silence in this section also captures the grief in a rather
unorthodox manner.

Another Neapolitan composer, this time publishing in his home

city, finally broke the hold of the prima prattica in setting these

texts. Alessandro Capece's Responsorii di Natale e di Settimana

santa.....opera 2555 features solos, dynaﬁic markings and a considerable

amount of chromaticism. This uninhibited approach, common to the

Neapolitans, is shown in the Responsory Ecce vidimus (No. 29). Such

writing from composers.living around Naples seems to have had little
immediate impact on the Romans themselves, but it(ﬁaé)probably

/
contributed to the introduction of a more daring style in Rome in the

1640s.

G.F. Anerio's Responsoria Nativitatis Domini of 1614 was a popular

5

and useful publication which achieved a second edition in 1629.
contains Responsories for Matins of the Nativity, a service held prior
to Midnight Mass; it was-therefore ofteﬁ wriften with sizeable forces
in mind, making use of musicians who were assembled in readiness for

the Mass. Pietro della Valle described the service at the German

College in 1639, evoking the solemnity of the night of Christma.s:57

La notte di questo Natale mi trovai This Christmas night I found

a tutto 1'Uffizio e alla messa myself at the entire office and
nella Chiesa di Santo Apollinare, at the Mass at S.Apollinare
dove si canto ogni cosa conforme where they sung everything in
richiedeva la solennita di accordance with the solemnity
quella gran festaj;..... Nel prin- of the said feast;.....At the

cipio in particolare il Venite beginning in particular the
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exultemus fu di tanto buona grazia Venite was of such great charm
che io non saprei dir piu; ..... that I do not know how to say
MOYe; +ssss

Anerio's Venite for three voices is divided into versets of two
verses in order that the eight-voiced Invitatory may be inserted at
the necessary places. It is strange that no alternative Invitatory
for fewer voices is provided, since when Responsories are for eight
voices Anerio also gives an alternative four-part setting. The volume
ends with a Te Deum & 4, of which only alternate verses are -set; it
contains occasional triple-metre passages, and the verse 'Tu devicto'
is for three voices.,58 Stylistically it is uncomplicated, and Anerio
employed homophony and syllabic word-setting to cope with the length
of the text. In this respect it resembles the remainaer of the
volume, which is similarly vertically conceived with the flowing

movement characteristic of the stile antico.

Alessandro Capocci published his Responsoria.....opus secundum

" while maestro at the Seminario Romano. Like Anerio's publication of
1614,% this setting of 1623 can be placed in some historical context
by reference to the archives of the Gesu which speak of the solemn
performance of Christmas Matins.éo Capocci, as maestro at the'
seminary, was also responsible for music in the Chiesa de} Gesu. The
Venite is set in four parts, and the two halves of the Invitatory for
eight and four voices. A good deal of variety is achieved by changing
the music of the Invitatory each time it is repeated. Much of the
word-setting is syllabic and considerable use is made of high voices.

The appended motet Q0 vere beata nox is for four canti used in a

concertato manner with frequent solos: the bright sound of high
voices was surely intended to convey the joy of the festival -
perhaps one is meant to hear angels. Often in the Responsories

Capocci employed reduced textures to emphasize the liturgical structure;
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the first Responsory of the first Nocturn is arranged thus:

Hodie nobis caelorum: Tutti a 8
Gaudet exercitus: Tutti a 8
Gloria in excelsis: "~ CCAA :
Gaudet exercitus: Tutti 3 8
Gloria Patri: Choir I
Hodie nobis caelorum: Tutti a 8
Gaudet exercitus Tutti a 8

In common with much joyful writing thé '‘Gaudet exercitus'refrain is
in triple metre.

Capece's previously mentioned Responsorii of 1636 contains
coﬁcertato settings of Christmas Matins too. These are more stylistically
advanced than in any Roman publication; for instance, the text of
the third Responsory of the third Nocturn is arranged so as to bring :
out its dialogue elements. The question 'quem vidistis' is posed by
canto solo, and is answered by ATB in a highly animated manner with
all the voices uniting at the 'Gloria Patri' for a harmonically
unsophisticated section of lively triple metre (No. 30). The whole
céilection exhibits a ;itality and freedom rarely approached byA

native Roman composers during the 1630s.
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COMPLINE

Unlike Vespers, Compline was only sung rarely; there remains
no Roman publication from before 1630 to contain measured music for
the office, despite the fact that it was a popular Lenten devotion.
Its use during this penitential‘season of the liturgical year is
mentioned in the archives of a number of churches,61 and in the two

extant Roman publications of Compline music. Massenzio's Completorium

integrum of 1630 is inscribed, 'quae in Quadragesima decantari solent',
and it includes two motets appropriate to the season. Similarly,

Cristoforo Rossi stated in his dedica.tion:é2

<+« voluptate nuper tractavi, ut «es0.With pleasure I attended
in Completorio, quod singulis to this recently so that Compline
Quadragesimalibus diebus in ) should be solemnly celebrated in
insigni vestra Ecclesia solenne your important church on the

habetur. special days of Lent.

I
{ie

Evidently his Completorium octo vocibus (1635) was produced with

Lenten exercises in mind. During Lent the office of Compline could .
well have been used in connection with the stational visits; this
would account for the large scale of musical settings.63 In 1586
Sixtus V made an attempt to revive the custom of stational visits of
the Roman churches'in his constitution Eggegia;64 though his plan was
not initially successful, records exist of the observance of those
days during the early 17th century.

While Compline music is relatively scarce, the two publications
mentioned are not entirely without antecedents. A few composers of
Roman extraction, or who were active in Rome are represented in
Venetian prints. Agazzari included a set of Compline music in his

Psalmi sex.....opus duodecimum of 1609, issued in Venice soon after

he had left Rome. The content of this section of the publication
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shows the parts of the office usually set to music:

Psalm 4 Cum invocarem <
Psalm 30 In te Domine

Psalm 90 Qui habitat

Psalm 133 Ecce nunc

Hymn Te lucis

Canticle of Simeon Nunc dimittis

Unlike the relatively 1arge selection of Vespers psalms, the above
psalms were used every day for Compline, so would have been appropriate
for weekday stations as well as for Sundays.65 Agazzari set the service
in four parts, a notable indication of its importance, since the
Vespers music in the same print requires only three voices, Stylist-

ically it is very much like the Vespers psalms: sporadic falsobordone

passages and sectionalized verset writing are found here too. Though
primarily directed towards the provision of music for Vespers, G.F.

Anerio's Antiphonae, seu sacrae cantiones.....secunda pars (1613)

contains settings of the Compline antiphons (No. 31); this is the
first example of truly Roman music (written By a Roman and published
there) for Compline in the early Baroque.

Soriano's Psalmi et mottecta.....liber secundus, published in

Venice in 1616, dates from the composer's time as maestro at St.
Peterfs. It must have been performed in Rome, but being large-scale
music was published in Venice to secure a wider market. By no means
all the.contents are intended for performance at Compline, and the

Cum invocarem and Nunc dimittis are included among a larger selection

of psalms and motets. The fact that the music is written on such a
grand scale despite its non-festal cha:acter seems to lend weight to
the idea of its performance in comnection with Lenten stations. On
these days, not only the relics and other precious possessions of the
churches were on display, but also the splendour of its liturgical

worship. It is possible that Soriano composed these settings for the
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stational days at St.Peter's, where music on such a scale could
easily have been managed. He employed a straightforward polychoral
idiom in eight parts with no reduced sections, except that the opening
verse of each piece is for four voices. |
Another composer, Romano Micheli, published a Compline setting
in 1616.66 Though a Roman he was active in the North in Concordia
at the timé, and therefore publication in nearby Venice was inevitable.
The collection is notable in two respects: the fact that the Easter-
tide Marian antiphon is included shows that Compline could be used
outside Lent; and it is one of the few publications to set the
opening blessing, short lesson and Confiteor. It is also an early
example of concertato writing by a Roman composer, and Micheli
explained how it should be performed in a paragraph at the close of

the second basso continuo part:

La presente Compieta si dovra One will have to perform the present
concertare nell'Organo, cioé Compline setting with organ, with

il Basso, Quinto & Canto da the bass, quinto and canto on one
una parte, Tenor, Sesto, & Alto side, and the tenor, sesto and alto
dall'altra avvertendo, che il on the other; pointing out that the
Quinto e Sesto cantano pin Quinto and Sesto sing more frequently
frequente e distinto dell'altre and distinctly than the other voices
parti, & cosi si potra anche and thus one can sing it with two
concertare a due Chori divisi, divided choirs, a violone playing
sonando nell'altrc Choro un the basso particolare in the other
Violone sopra il Basso choir accompanied by some other
particolare accompagnato con instruments. :

qualche altro instrumento.

A1l the psalms except Cum invocarem are divided into versets for
different vocal éombinations, including solos. Throughout the volume,
the entire text is set rather than alternate verses. The application
of the term 'concertato' to thié compositional style follows thg

idea of 'concertato alla romana'. Micheli was clearly therefore
either adhering to a style which he had encountered in Rome or to

one which later came to be regarded as characteristic of the city.

As already mentioned, Massenzio's 1630 publication was directed
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at Lenten performance. Like Soriano's it was by no means small-scale
and reflective, since it needs eight voices ;nd continuo. Its use |

of terminology is interesting, as those psalms which are marked
fconcertatof are all divided into separate versets with various scorings.,

The Nunc dimittis and the two motets are similarly constructed; the

former uses a succession of solos, culminating in a tutti 'Sicut eratf
(No. 325. Massenzio set only the psalms, hymn and canticle, and the
stylé is closely allied to that of his Vespers publications, with the
same sensitivity to the text. For instance, when the words 'in
noctibus' occur in the Ecce nunc they are marked 'piano', while the
following wﬁrd 'éxtollite'_receives a 'forte' indication.

Growing freedom with regard to triple metre, noted in coﬁnection

with Vespers music, is found in the hymn Te lucis ante terminum by

Rossi (1635). Rossi set all three verses to indentical music, and
~each line is introducéd by.the two canti, before being taken up by

the four other parts (Ex. 29). The psalm Ecce nunc is also written
entirely in triple time. Considerable uée is made of the sectionalized
concertato idiom in the pieces for eight voices. The outline of the

Nunc dimittis shows how Rossi used varying vocal groupings:

Nunc dimittis: CAAA
Quia viderunt: CATB
Quod parasti: BBB
Lumen ad revelationem: CCTT
Gloria Patri: CAA
Sicut erat: a8

It shows remarkable variety in its use of high voices alone, contrasting
with low voices, and culminating in a tutti section. The psalm-tone
appears in the first verse, where the canto is based on tone eight,
around which the altos weave a contrapuntal texture. The vocal idiom

is basically direct and syllabic with little ornamental writing; it is

apparent that stylistic progression was somewhat restricted in the field
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of psalm composition, owing to problems presented by extended texts.

NOTES

10.

11.

12.

13.
14.

15.

This repertory has been discussed inan analytical manner by
Fischer. J. Kurtzman is at present engaged in cataloguing 17th-
century psalm collections. On the first occasion each psalm is
mentioned its number, according to the Vulgate, is given in
brackets.

See the liturgical regulations of the Gesu above, 38.

For instance, when De profundis (129) was included, the intention
was to provide music for second Vespers of Christmas. Likewise,
In convertendo (125) and the rarely set Domine probasti me (138)
indicate a specific interest in the second Vespers of Apostles.

They also form part of the liturgy on feasts of other female
saints and the Circumcision.

For instance, Agostini (1619) and Arsilli (1621).
Motets are included on the Marian texts Sub tuum praesidium,

Virgo prudentissima, Beata es, Veni in hortum meum, Gaudeamus omnes,
Virgo singularis, Ego dormivi, Ab initio and Veni da Libano.

Sacrae cantiones (Rome, 1638).

RISM: 1609a, 1609b, 1609c, 1609d, 1612a, 1613a, 16l4a, 1615a.

J.Roche is engaged in analysing the texts of Grandi's motets in
a similar way for an article. It seems that the Venetians were
more adventurous in their choice of texts than the Romans, who
followed the liturgical prescriptions more closely.

The content of G.F. Anerio's 1613 publication, Antiphonae, seu
sacrae cantiones has been discussed at length in Armstrong.
Giuseppe Giamberti's Antiphonae et motecta festis omnibus propria,
et communia, juxta formam Breviarij Romani; una cum plurimis,

quae dominicis per annum aptari possunt, binis, ternis, quaternisque
vocibus concinenda (Rome, 1650) is a work of similar proportions.

There is nothing that I wish to add to Armstrong s exhaustive
discussion.

Dum esset rex (CC); Laeva eius (CT); Nigra sum (TT) Iam hiems
transiit (CB) and Speciosa facta es (CT§.

L'ottavo libro de motetti.....opera decimanona (Rome, 1619).

Motecta octonis et psalmus Dixit dominus duodenis vocibus (Rome,
1612).

Falsobordone collections were published in Rome by Viadana (1612),
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17.
18.

19.

20.

21.

22,

23.
2k,

25.

26.
27.
28.

29.

30.
31.

32.
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Severi (1615) and Sabbatini (1650). On the use of falsobordone
in Northern Italy see Bettley.

'Si canta un verso figurato & 1l'altro in falso bordone.'

Falsi bordoni a quattro voci.....opera XXVIII (Rome; 1612).

Salmi passaggiati.....libro primo (Rome, 1615); this publication
is discussed in Timms.

Toni ecclesiastici colle sue intonationi all'uso Romano (Rome,

1650) .

Passio D.N. Jesu Christi secundum quatuor evangelistas, Magnificat
sexdecim..... (Rome, 1619).

For example, in Agostino Diruta's Salmi intieri.....opera duo-
decima (Rome, 1630) and Psalmi vespertini.....liber secundus,
opus sextum decimum (Rome, 1633).

This section includes Magnificats, which pose similar problems
to psalms, but excludes any pieces for more than one choir.

He left Rome for his native Siena in 1607 (see Barblan, 36-38).

On the use of instruments in this repertory see Dixon, 'Roman
Church Music' '

See letters dated February 20 and May 14, 1616 from Bernardino

Castorio, rector of the German College, to Nicolo de Morenberg

(quoted Culley, A Study, 165) and an undated document from 1611
also written by Castorio (quoted Culley, A Study, 100).

'Avanti questo verso si fa una sinfonia di stromenti.'

LU, 1177. )

Even if this was the publishené additién (Nanino had died in 1618,
see above, 80), the fact remains that they could be performed in
this manner. : .

A similar tradition to adding an extra voice for the Agnus Dei
at the conclusion of a mass.

See Kurtzman, 'Some Historical Perspectivesf, 35-37.

Compieta concertata, con l'antifone della Beata Vergine, e con
un Miserere a versetti concertato alla Romana a cingue voci, con
il basso continuo..... opera quinta (Venice, 1623). For a
diagram showing the various scorings, see below, 266.

Hymni totius anni secundum Sanctae Romanae Ecclesiae consuetudinem..

..necnon hymni religionum (Rome, 1589).

Hymni, Urbani VIII Pont. Max. iussu editu in musicos modos ad
templorum usum digesti (Rome, 1636).
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Contained in RISM 16437, reprinted in 16477,

Libro sesto de salmi Davidici..... opera, decimaseéta (Rome, 1636).

Vespro.....a quattro voci concertato..... opera prima (Rome, 1648).

Church archives make it clear that a flourishing musical tradition
carried on during the 1630s, a decade when very little was
published; clearly new compositions were produced, but few
manuscripts of double-choir music have survived. One only has

to examine the opus numbers of extant publications to gain some
idea of how much music from this period has been lost: for
instance, only two volumes of motets by A. Capece Tremain, his
fourth and his sixth. A detailed stylistic analysis of Roman
double-choir psalm composition is found in Fischer, 'Einige
satztechnische'.

Benevoli, in whose hand this is written, was responsible for the
purchase of a large quantity of books for S.Luigi on May 31,
1631; these part-books of psalms by Cifra are included on the
receipt which was discovered by J.Lionnet. On the same occasion
sets of part-books for eight-part psalms by Massenzio and Tarditi
were also acquired. See Chapter VI, note 118.

See J. Lionnet's forthcoming article on S.Luigi, énd below,
296-97.

Psalmi et mottecta quae octo, duodecim & sexdecim vocibus
concinuntur.....liber secundus (Venice 1616).

Motecta octonis et psalmus Dixit dominus duodenis vocibus (Rome,
1612). : ’ ’

The title-page gives him as 'In Ecclesia SS.Iacobi & Illefonsi
Hispanicae Nationis, Musices Moderatore'.

I-Bec, BB 378.

Casimiri, 'Disciplina musicae', 125. Culley, A Study, 161-66
also discusses the use of instruments in the college. '

The psalms for the Common of Virgins are Dixit Dominus, Laudate

pueri, Laetatus sum, Nisi Dominus and Lauda Jerusalem.

See below, 307.
I-Bc, Z.84.

The term itself is not used in the print; since the method of
composition was now standard, the designation fell into disuse.

See the liturgical prescriptions of the Gesu, 38.

Venite exultemus. Psalmus Davidicus ad matutinum in celeberrimis
solennijs, tribus vocibus, & organo decantandus (Assisi, 1620).

The Canticle of the office, just as the Magnificat is for Vespers.
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Used at Lauds during the triduum sacrum.

Benedictus antiphon for Lauds of Holy Thursday.

See the record of the copying of Zoilo's Responsories above,

84.

See note to list of maestri of the Church of Gesu.

Responsorii della nativitd di nostro Signore Giesu Christo.....
(Rome, 1629)
Solerti, 174.

Reprinted in Corolla musica missarum XXXVII, pro vivis ac
defunctis, iuncto mortuali lesso etc. selectissimarum: T. II. .
III. IV. et V. vocibus..... Operum musicorum collectorum, volumen
V. Studio ac opera. Joamnis Donfridi (Trier, 1628), RISM 1628<.

Responsoria Nativitatis Domini..... (Rome, 1614).

See above, 38, 40.
See above, 39, 65-66, 90.

Completorium octo vocibus..... (Rome, 1635).

This was the situation in S.Maria in Trastevere,

Text in Constitutio.....

See Breviarum Romanum, 56-58.

Compieta a sei voci..... opera qﬁinta_(Venice, 1616).
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CHAPTER VI

THE MOTET

PRIMA PRATTICA

An analysis of motet publications gives a good idea of the
relative popularity of different styles. It seems to have been the case

that the prima prattica was the least practised manner of motet writing

in Rome during the early 17th century - a situation very different

from the Mass. While larger institutions preserve sizeable manuscript
collections of motets in a cbnventional style,1 little of this

repertory seems to have reached a wider market through printed editions.
This suggests that music in the average church was progressive except
on a few occasions, like feast-days, when smaller churches enjoyed a
visit from an outside cappella. Only eleven surviving motet publications
by Roman composers employ a traditional polyphonic style, whose flowing
:lines and contrapuntal texture stand alone without continuo support. |

As the table shows, these mainly date from the first quarter of the

century: -
TABLE (publications including motets, but with no use of the seconda

prattica)

1600-04  1605-09  1610-14 1615-19 1620-24  1625-30
6 2 2 0 0 1

Leaving aside a.nthologies,2 Palestrina was only represented in one

Roman publication of motets during the seicento, Motecta..... quaternis

3

vocibus.....liber primus (1622), a reprint of his 1564 collection.

This militates against the view of Palestrina as the great mentor,
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and there is no substantial evidence of interest in his work outside
the Vatican except for a few pieces in an‘l;hologies.t1L Curiously,
Veretian publishers produced no less than eight prints of Palestrina's
music between 1600 ahd 1613.5 His influence over the Romans was
limited, though his memory lived on because of the legend that he
saved church music from the Council of Trent.6 ..

In 1600 the Chapter of St.John Lateran honoured the recently
deceased maestro, Andrea Dragoﬁi, by publishing three books of his
motets; each of these contains five-part pieces for a third of the

5

liturgical year. Printed without basso seguente,the music is

conventional, and though the word-setting is basicaliy syllabic there
are occasional melismas. Dragoni appears to have been reluctant to
water down the severit& of his style by introducing the triple-time
sections used by many of his contemporaries: one instance of his
restricted employment of this technique occurs in the joyful 'gaude

corona' section of Felix Thomas doctor ecclesiae for St. Thomas Aquinas.

The prima pars contains the motet Petre amas me for the feast of St.

Peter's Chair, the text of which is a Matins Responsory for fhe festival.
An excerpt (Ex. 30) demonstrates the retrospective style: it opens

with a smoothly curving line following the shape of the Respoﬁsory
chant. In addition to works by Dragoni, the volume contains one motet

by Arcangelo Crivelli, Q0 felix dies et jucunda, for the feast of St.

Francis of Paula. This motet, which seems almost progressive in
comparison with Dragoni's pieces, also employs a traditional five-part
texture without continuo. However, it does have a freer, wide-ranging
vocal line, with more melismas and greater rhythmic animation; there
are some crisp dotted rhythms and a lengthy concluding triple-time

passage.

Giovanni Pietro Gallo of Bari published a volume of stile antico

motets in five and eight parts in 1600; only the bass part-book
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survives.8 Gallo describes the circumstances leading to the composition
of these motets in his preface; his comment attests the importance of

sacred music in Rome:

Et percid essendomi io fermato in And because I was staying in
Roma, dove fioriscono particolarmente Rome, where the composition of
le compositioni spirituali di musica...., sacred music flourishes partic-
ni sono impiegato nella compositione ularly.....l engaged myself in

di alcuni Motetti. the composition of some motets.

 Though it is not known why he had occasion to be in Rome, or whether he
held any post in the city, his motets follow traditional Roman poly- |
phonic conventions. The followiﬁg year, 1601, saw the publication of

| Pietro Paolo Paciottds Motecta, which contains thirty-four motets for
major festivals, again using the traditional five voices without
organ. Unfortunately only the first canto of the publication survives,
but it is possible to see that Paciotto had a conventional approach fo

polyphony. In the Vatican Library 9 Paciotto's volume is bound together

with the 1608 edition of Giovanelli's Sacrarum modula.tionum,10 a

work which must have enjoyed considerable popularity for, after its
initial publication in 1593, it was reprinted twice in Venice, once in
Rome and finally in Frankfurt in 1608. This suggests at least some
continuing interést in works from the late cinguecenfo. Giovanellifs
- publication includes twenty-eight méfets 34 5 and eleven a 8, a ratio
which concurs with Gallo's publication of 1600. The five-part pieces

are firmly stile antico, but they contain some lively triple~time

interpolations when the mood is Joyful.

Agazzari who, as we shall see, was important in the development
of progressive styles in Rome, issued three motet collections there
immediately after the turn of £he_cenfury. Each contains music in
a traditional style for up to eight voices, and their populqrity is
attested by the fact that they were brought together in one volume

and republished at Frankfurt in 1607.11 The most important of these is
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Sacrae laudes..... liber secundus (1603), which is inscribed 'cum basso

ad organum & musica instrumenta' - the first known continuo part

in a Roman liturgical colj.ection.12

The part does not add anything

to the texture and is dispensable, as the editor of the Frankfurt

collection realized when he omitted it entirely, retaining the

indication '& instrumentis apprimé adplicuntur'. Agazzari must have

felt it necessary to explain the novelty, and accordingly included a

. lengthy ‘'Avvertimento del Autore' which includes the following:

Secondo voglio avvertire quel che
suono, che per mancanza della
stampa non havendo potuto segnare
11 #. et 11 Y. cioé le terze
maggiore, & minori, & i numeri
sopra le note conforme al

bisogno loro, vogli porger
1l'orecchio a i cantanti, &
secondar la tessitura, se

gia non volesse segnarli con

la penna revendendoli prima.

Secondly, I wish to inform the
player that because of the lack of
typeface it has not been possible
to indicate the % and the v , that
is the major and minor thirds, and
the numbers above the notes A
according_to your needs. I wish
that [ you] would listen carefully
to the singers and follow the
tessitura, if it has not been
already possible to indicate them
wit per prier T; Wﬁrwmce. '

Given that no parts are included, the instruments are clearly intended

to be used colla voce. The use of a bass instrument to double the

organ is implied by the inscription 'et: mus. ins.' in the organ book,

but this could also indicate a tradition of improvisation over the

bass by instruments of higher pitch, a possibility which has been

13

considered elsewhere.

Agazzari achieved interest within a conventional polyphonic

approach by sensitive attention to the text. Anima mea liquefacta est

3 5 exemplifies the poignancy with which he could infuse his writing:

the closing passage 'quia amore langueo' is notable for the indecisive

fluctuation between major and minor thirds, and for its expressive

»'employment of the falling diminished fifth (Ex. 31). Gaude virgo

gloriosa a 5 from the first book of 160214 uses a triple-time refrain

'ty es illa dulcis rosa' as a means of unification. Further concern
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for form is evident in Quem vidistis pastores a 6 from the same volume

which mirrors the AB/CB Responsory layout - the B section is repeated

unaltered, except for the interchange of canto and quinto parts. In

5

Ave rex noster a 5l structure is again controlled by the text: the

first section, which refers to Christ led to crucifixion, is in a som-
bre quadruple metre, while the second 'tibi gloria osanna, tibi
triumphans' embraces a complete chang¢ of mood and is set to a lengthy
triple-metre passage. A cry for God's intervention, Ego clamavi & 516
‘aptly employs a rising angular melodic line; this motet must have been
regarded highly by Agazzari since it appeared in his 1607 collection
reworked for two voices.

Agazzari's notion of the centrality of the text is enunciated in

the preface of his Sacrae laudes (1603):

I0 nuovo stile, ch'io, se non m'
inganno, ho tenuto in comporre il
‘mottetto, seguendo il maggior'
affetto, che per me si & potuto,
del cantare, ed isprimer
vivamente le parole (cosa propria
del concerto) hami spinto a
dichiarar la mia mente intorno al
concertare questo mio componimento
novello parto di quest'anno. Et
primieramente desidero, che
chiunque virtuoso si degnerd di
cantar'simil'opra, sappi, che
questo stile, oltre 1li cantanti
sicuri richiede la misura molto
larga, massime nelle esclamationi,
& parole affetuose potendo tal

The new style, which I, if I

do not deceive myself, employ

in the composition of the motet
follows the general mood Cof

the text]; in order that one is
enabled to sing and expound
ardently the words (the true
purpose of the concerto) I have
dared to declare my mind
concerning the performance of
this my new work, the fruit of
this year's labours. Firstly

I desire that any virtuous person
who deigns to sing similar works
should know that this style
requires experienced singers and
a slow beat, especially in the

esclamazioni and in words full
of sentiment; on occasion one
can tighten the beat, as in some
metres or a fuga with a change
of time, returning them to the
initial beat. Thus one gives
more sentiment to the singing
and force to the words without

volta nel mezzo ristrengerla, com'in
qualche proportione, o fuga ribattuta
ritornando poi alla primiera, sendo
che cosi si da piu affetto al canto,
& forza alle parole non perdendo la
gravita dovuta nella Chiesa.

losing the seriousness necessary

in Church.

Agazzari's works stand apart from those of his contemporaries since

by following these principles he succeeded in injecting the prima
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prattica with a new vitality. While underlining the seriousness of
church music, his was not an uninventive application of the old style.
for the sake of conservatism. These books do also manifest certaiﬁ
forward~-looking characteristics which will be discussed in detail later.

Francesco Martini's Motecta.....liber primus of 1607 contains

forty-one motets for four voices, one for five and one for seven all
without continuo; this is in keeping with a general trend away from the
old five-part norm. The index indicates pieces suitable for festivals,
including that of the reéently beatified Franées of Roﬁe,.to_whom the
volume is dedicated and who is honoured in the only seven-voiced motet,

Veniens a libano. The incipit of this piece (Ex. 32) illustrates the

strict stile antico style of the volume. Little is known about

Martini: he is described as 'Congreg. Oratorij Presbytero.' on the
- title-page, and was a member of the order in Rome.17 Curzio Mancini,
maestro at Loreto, also demonstrated a partiality for lighter four-part

textures in his Lider primus motectorum of the following year. The

conservative style suggests that it too was directed at the
ecclesiastical establishment; this is borne out by the dedication to
Paul V, in whose honour the volume opens with a seven-part Tu es

' Petrus.18 Velum templum s¢issum est a 5, like many of Mancinifs motets,

is in two partes; it sets a Good Friday Responéory text. Liturgical
considerations dictate the AB(CB form, and the section 'et omnes
terra tremuit' concludes both halves. His Ascensiontide motet,

Ascendens Deus 3 &4, opens with a strict rhythmic point, using the

rising lines commonly associated with the text (Ex. 33). The arrange-
ment of entries gives it a regularity somewhat lacking in‘subtlety.
Given Mancinifs post at the time of publication it was natural 1o
include the Litany.of Loreto; this text was in frequent use at the
place of pilgfimage.

0 popule meus 3 4 is distinguished from other motets in G.F.
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Anerio's Motectorum..... liber secundus (1611) by its adoption of a less

fiexible style; the long note-values and absence of ornamentation
create a static feeling in response to this desolate text from the
Reproaches. The piecelis basically chordal, but it does include one
imitative ﬁoint at 'nimis amaraf. Though there is a figured bass (in
common with the rest of fbe volume) it is dispensable since-it mainly
doubles the voices. It is significant-that Anerio chose to adjust his
style for-this Holy Week text, yet it is not the only example of his

ability to write a more traditional motet. Anerio's Sacri concentus..

...liber primus of 1613, also issued with continuo, is his one

publication to consist entirely of stile antico motets. In some he -

makes slight concessions to progressive trends by including solo
opening sections which, however, soon give way to more conventional

textures. Improperium expectavit a 4 is typical; it contains long

melodic lines with little animation, pﬁnctuated with homophonic
sections. It is a sensitive piece, and the falling suspensions at
‘contristaretur' capture the grief of the text (Ex. 34). An awareness

of constructional techniques is shown in-Tu es Petrus & 5 where the

quinto voice sings a chant ostinato to the initial words. In the
part-book the ostinato is written out only once; it is headed 'Ter
quater, en Cantor vocem germinare decebit' (No. 33).

Similar contrivances are found in Abundio Antonellifs one prima

prattica publication, Sacrarum cantionum.....liber primus of 1614,

That he regarded such devices as anachronistic, however, is strongly

implied in one of the most formal pieces, Cogitavi dies antiquos & 6;

it is surely not coincidental that the mention of 'ancient days' is
coupled with a strictly ascending and descending hexachord CF in the

second canto part (No. 34). Dextera tua Domine 4 4 is a canon

'Quatuor in unum', and in Quis similis tui & 6 the canto, baritone

and bass sing a three-part canon. The collection also offers some
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indication of performance practice: many of the motets are designated

'Cum instrumento', but no parts are provided, neither are any specific

directions given. This suggests that Antonelii wished to recommend the
use of instruments colla voce, probably the practice at Benevento where
he was maestro at the time of publication. The motet collection is

the last (known to me) exclusively in the stile antico; subsequently

(following the tradition of Anerio's 1611 collection) the old-
fashioned contrapuntal motet made only sporadic appearances in response

to expressive demands of certain texts.

Anerio's Sacri concentus.....liber quartus of 1617 includes a

six-part Jesu dulcissime which, though vertically conceived, lacks the

ornamentation and melodic eﬁphasis of the other pieces. The organ

part merely doubles the lowest voice and could be omitted. More

contrapuntal is Ave verum corpus 2 3 in his Sacrarum cantionum.....liber
quintus of the following yeax. . This motét, despite its scoring, is
structured on successive pointsof imitation; here Anerio rejects the
florid idiom characteristic of the period and, indeed,‘of the
publication and recalls the few-voiced style of the 16th century. The
organ is again dispensable and plays a simplified version of the

lowest part. Both these motets by Anerio are on eucharistic texts,
suggesting that composers reserved a disﬁinctive style for communion

19

at Mass or for extra-liturgical devotions.

Domenico Campisi's 1627 Lilia campi.....liber guintus contains a

five-part Salve Regina, the style of which differs markedly from the

rest of the volume. Using the chant of the Marian antiphon as a basis,

Campisi sets alternate verses in a somewhat updated stile antico

(No.35). The plainsong sections encourage a modal tonality and a
retrospective idiom. While the first verse and 'O clemens' are
traditional, the others show some concessions to modernity: the

opening phrase of 'Ad te clamamus' leads rapidly to a prominent
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syncopation, and lacks the poise associated with the prima prattica;

and the first section of 'Eia ergo' demonstrates a flexible, imitative
use of triple time, leading into a declamatory section at 'illos tuos
misericordes oculos'. While thus deviating from cinquecento contrapuntal

models, this Salve Regina is important for it reflects an often

undisclosed reverence for the old style.
Though better known for his masses, Paolo Agostini wrote a

number of motets: one, Gaudeamus omnes in Domino & 5 in honour of

St.Cecilia,Zo forms the basis of a parody mass. Characteristically,
Agostini uses an unaccompanied contrapuntal style devoid of pﬁogressive
features. Similar works are occasionally found in manuscripts dating
from this part df the century: for instance, Pieﬁro Eredia is

represented by a rather undistinguished Contristatus et dolens a5 in

Civico Museo, Bologna, R. 28l.

It is evident that, at least for_motet writing, the stile antico

was in rapid decline during the-first decade of the century, and that
by the mid-century it had fallen into virtual disuse in most places.
The most important exception was in the Cappella Sistina, where the
performance of traditional polyphonic music lingered on. As we shéll
see the greatest Roman wealth of the period lies.in the motets for
few voices, whose popularity is attested by the large number of

publications.
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THE SOLO MOTET

In Rome the solo motet was overshadowed by other genres:21 while
composers showed some interest in the medium by including a few pieces
in larger anthologies, there exist very few publications entirely or
even predominantly of solo motets. Three collections exclusively of
solo motets were published in Rome during the early 17th century.
These are distinguished from the main stream of sacred music since
their composers were not maestri.22 Ottavio Durantes Arie devote

(1608), Kapsberger's Libro primo di mottetti passeggiati (1612) and

his Modulatus sacri diminutis voculis concinnati (1630) are the

publications in question. Their content differs -from solo motets in
other ccllections in that a monodic, declamatory style with a static
bass line is employed.

Monody was by no means a new development in Rome when Durante, a
. dilettante from the region of Viterbo, issued his collection of Arie
devote in 1608.23 Audiences in Rome had already heard the monodies of’

Giulio Caccini and the famous Rappresentatione di anima et di corpo,

through which Florentine monody had been introduced there as early
N

as 1600.2 Thoﬁgh the monodic style was accepted for secular and even
spiritual use, it never won a real foothold in liturgical works.

As the full éitle suggests,z5 Durante's publication employs an
idiom designed to reflect the meaning of the words, and graced by a
considerable amount of ornamentation. His style is not so very unlike
that of Caccini yet, as Matejka has remarked, the basic principles
were somewhat different:26
While Caccini enunciated the primacy of declamation ard put this theory

extensively, if not completely into practice in his compositions,
Durante gave priority to the theory of expressive ornamentation.
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Writing in 1628, Giustiniani mentioned Durante as among the great

v

singers of Rome - masters of the art of embellishment:2

And in addition to these many other sopranos, such as Gio. Luca,
Ottavio Durante, Simoncino, Ludovico, who sang in a falsetto voice....
That Durante was a virtuoso singer 'trying his handf.at composition
was evident, for he shows himself to be preoccupied with the creation
of impressive vocal effects. For instance, at the conclusion of the
bass motet Voce mea he wrote an impressive cadenza for the repeat of
the already profusely ornamented second section (No. 36). By way of

contrast, Gaudent in caelis (No. 37) has simple four-square melodic

writing with little emphasis on virtuosity. The flowing voice paft
. would appeal to a singet wishing to show off his clear vocal timbre.
The unusual rhythm on the word 'suum' in that piece was described as

being particularly expressive by Caccini in his Le Nuove Musiche of

8

1601.2 In the lighf of this and of the general compositiogal style,
one can postulate the direct influence of the Florentines on at least
a few Roman musicians. Bearing in mind Durante's unorthodox approach
when compared with that of the maestri who wrote solo motets, one
must inquire whether the pieces are liturgical or directed at
performance in the chamberss of princes like parts of Monteverdi's 1610
Vespers.29 The volume opéné and closes with monodic settings of
vefnacular texts suggesting that it was not designed as a liturgical
publication.Bo This, coupled with a dedication to Durantefs patron
Cardinal Montalto,31 points to its being conceived as a replacement to
the waning spiritual madrigal in the field of cultural recreation.’
The vocal ranges of all but one of the pieces make them suitable for
performance by a falsettist like Durante who probably sang them
himself at the houses of ecclesiastical patrons. The only piece which
conflicts with this view of the collection is an alternatim Magnificat

on the third tone; it is hard to imagine its being performed out of
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the liturgical context with the necessary plainsong.

Another question which must be raised concerns performance
practice: were the arie intended for solo voice as opposed to the
duet medium? The proposal that more than one voice may have been
intended is made on the strength of sporadic text-uﬁderlay in the

continuo line, for example, at the opening of Q.rex gloriae and the

conclusion of Angelus ad pastores where the music is notated on three
étaves, the continué being written separately from the bass voice. At
no point in the collection is a second voice essential since the
continuo is never more than an accompaniment to the melodic line
where most of the interest is concentrated. There are soﬁe places,
however, where a voice singing with the continuo would enhance the
music, as at 'tibi solo peccavi' in the Miserere (Ex. 35). Here the
imitation would sound strange if played by the organ alone, and the
additional voice makes more musical sense. The basic structure of
the motets is that of solo with accompaniment; for this reason they
are included here, regardless of whether Durante intended a voice to
form part of that accompaniment..

Kapsberger's works, like those of Durante, are not known to havé
ariseﬁ out of any connection with a Roman religious institution for,
though he had contacts with the Oratorians and the Barberini family,
33 In his Libro primo

di mottetti passeggiati a una voce (1612) Kapsberger used a monodic

he seems never to have held a church appointment.

style with some exceptionally florid passaggi. These embellishments
(characteristic of the composer) are exceptionally prolix and
mechanical; they have little to do with expressiveness and appeér to

be an end in themselves. In their sheer complexity, they are
reminiscent of the unreasonable style of improvised ornamentation

found in treatises from the end of the cinguecento.Bu The melodic lines

are poorly constructed with little inventivenessand are often awkwardly
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harmonized, lacking a firm sense of chordal progression. Whereas
Durante frequently used ABB form, Kapsberger avoided both formal
structures and imitation between the continuo part and the voice. His
motets, again mainly for soprano, resemble one another in their

surfeit of embellishment: typical is Exurgat Deus (No. 38). Ego

dormio is the only motet for bass solo and in common with most of that

genre it is a tour de force fully exploiting the singer's tecmmique.

The vocal part extends over the best part of two and a half octaves in
a very ornate style (Ex. 36). Occasionally the continuo breaks into
a type of passaggio, for instance in Nigra sum, where the voice
sustains a long note over such a flourish.

One can assume that the passaggi found in these works reflect a
continuing practice of improvised embellishment. Writing in 1628,

35

Giustiniani provided evidence of this:

Even all the Maestri di Cappella undertook to instruct certain
castrati and boys to sing in florid style and in the new sentimental
style. Among these Giovanni Bernardino Nanino, Maestro di Cappella in
San Luigi, and Ruggiero Giovanelli developed pupils who had great
SUCCESS. ...

and in 1639 Maugars implied that the tradition was on the wane when

he described the Italian style as he experienced it in Rome:36

Pour leur fagon de chanter, elle About this manner of singing,

est bien plus animée que la nostre: it is much more animated than

ils ont certaines flexions de voix ours; they have certain

que nous n'avons Point; il est vray inflexions of the voice that we

qu'ils font leurs passages avec bien completely lack; it is true

plus de rudesse, mais aujord'huy ils that they sing their passaggi

commencent a s'en corriger. with much harshness, but today
they are beginning to correct
this,

The technique was certainly common among falsettists, and della Valle

mentions it in connection with his note on Giovamni Luca ( probably

Conforti):37
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mi ricordo di Gio. Luca falsetto, I remember Giovanni Luca, the
gran cantore di gorge e di passaggi, falsettist, the great singer of
che andava alto alle stelle. gorgie and passaggi which went

as high as the stars.

This is significant since most Sf Kapsberger's motets would suit the.

falsetto voice.

By the time Kapsberger published his Modulatus sacri in 1630, he

had acquired a more secure grasp of basic compositional procedure.
Though there is still a considerable amount of embellishment, it seems
less aimless than in the previous volume, and it is constructed over

a more harmonically satisfactory continuo line. The unornamented parts
of the %ocal lines have a more tuneful quality and do not appear
simply as transitional passages leading to the next melisma. Alma

redemptoris mater for soprano is a well-written plece; not weighed

down with excessive ornamentation it preserves a good melodic line.
In 1628 Kapsberger included six solo motets within a larger collection

of Cantiones sacrae.....volumen primum for one to four voices. These

pieces are'truly monodic and not jusf a'pairing down of a fuller
texture; no prolonged melismas occur and ornamentation is confined to
a few notes within a continuing melodic line or used cadentially.
0 vos omnes for canto solo is a short motet; it has much.depth of'
feeling and shows Kapsberger could be a sensitive composer when he
chose to write in a simpler style.

Apart from the prints of Durante and Kapsberger, the solo motet
predominates in only two collections. The earlier of these, Gemma

musicale.....Con alcuni motetti (1618),38 provides a ready comparison

between the solo motet and secular monody. While the motets are by
G.F. Anerio, the bulk of the volume comprises monodies with secular
texts by Domenico Puliaschi, a canon at S.Maria in Cosmedin and singer
in the papal cha.pel.39 All Anerio's motets are for bass except Felix

: Lo .
namque es, which is for alternating bass and baritone. There is a
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distinct.difference in style betwéen the. two sections of the volume,
for Puliaschi used a monodic style with a static bass and freely
declamatory vocal line. On the other hand Anerio's voice parts could
well have been extracted from a larger polyphonic motet: they
maintain flowing lines and slavishly follow the continuo. A short
excerpt from each section will illustrate the difference . in idiom
(Ex. 37).

The other publication which concentrates on the solo motet
distinguishes itself from the great corpus of Roman music by its

imaginative approach to the medium. This is Sant'Agata's Motecta.....

liber primus of 1636; while not a composer of genius, Sant'Agata, a

Franciscan friar,41 shows refreshing originality in his.chérmingly
tuneful melodic lines, as well as in his adventurous use of chromat-
icism. His style closely resembles that of the Neapolitan Alessandro
Capece and on this dccount it is possible thaf Santhgata hailed from
the small village of that name near Sorrento. Though his rather
unrestrained approach must have influencéd other composers, af at
least aroused theirAcuriosity, Sant'Agata is best regarded as an
individualist rather than a potent force in musical history. His

setting of Lamentabatur Jacob (No. 39) for canto or tenor shows his

extreme chromaticism: there are augmented fifth and diminished
seventh chords as well as remarkable enharmonic cha.nges.42 Central
to the motet is a short organ ritornello, a common feature which also

occurs in Veni dilecte mi. That motet (No. 40) is notable for its

L3

simple tunefulness combined with echo techniques; - it is a light,

almost playful setting of words from the Song of Songs, contrasting

sharply with the anguished style of Lamentabatur Jacob. It makes
great play on the repetitions of the words fveni' and ffuge','and closes
with 'fuge' repeated briskly ten times, coming to an abrupt ending.

The inclusion of eight motets by Sant'Agata in a Venetian collection
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of the same year, Applausi ecclesia.S'l‘,J'.ci,LPLL suggests that his music

was also popular in the North of the country; the publication was even
reprinted in the following year.

More conventional solo motets are generally found in prints which
contain only a few examples. Here the style usually owes little to
monody, and is closer to Viadana's reduction of the polyphonic motet,
though often with more vocal figuration. Continuo parts have a
rhythmic orientation which causes the music to move forward in a
metrical fashion rather than in the freer monodic style. The first
general Roman publication to contain_solo motets was G.F. Anerio's
Motecta of 16095 In the items for bass and 'baritono' the voice
follows the continuo part; this is in contrast to Viadanafs use of the
fbaritono' where the part is independent of the organ.45 These motets
do not cultivate aApartiéularly idiomatic vocal line and while there
are scalic passages, the freedom offered by the medium has not been
realized. When the veolume was reprinted in 1620 the solo motets
appeared in revised versions; this suggests that Anerio had recognized
his initial failure to exploit the genre effectively. A comparison

of the two versions of Cantabo Domino (No. 41) illustrates the develop-

ment in musical style during the decade; the vocal parts in the 1620
volume are more florid and animated, no longer resembling lines from
polyphonic motets. The continuo part has been altered too: it is
now more four-square and decisive rhythmically_— an aspect emphasized
by the inclusion of regular barring in the now-figured organ part
of the revised version. '

Anerio included solo motets in his collections of 1611, 1613,
1617 and 1618; these show a steady trend towards the type of vocal

writing of the 1620 reprint. Hymnum cantemus for canto (1617) opens

with a lively triple-metre section, and preserves a certain life .

throughout with conside;able freedom in the vocal lines. This
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publication contains eleven solo motets - five for canto, and three
each Tor tenor and bass. As in most similar publications, the solo
material is more evenly distributed between the voices than in the
groups of monodic pieces. The fact that maestri produced music which
demanded less virtuoso skill and catered for a greater variety of
singers indicates that their collections were more geared to the needs
of an average cappella. |

G.B. Nanino also composed solo motets: while there is no example
in his first collection of 1610, each of his subsequent motet books do

contain some. The bass motet, Audi Domine, from the Motecta.....liber

secundus (1611) shows his grasp of the sfyle (No. 42); he succeeded
in injecting considerable variety into the vocal linef Though there
is much doubiing,there are short interjections in tfiple time,
expansive runs and a florid final cadenza. Naninofs understanding
of the genre allowed him to maintain interest without stooping to
the banality of excessive virtuosity, and avoiding a pedestrian and
uinaginative vocal line. |

Alessandro Costantini included two solo motets in his Motecta.....

liber -primus of 1616. His setting for tenor of the_Pauline-text

recalling the institution of the Eucharist, Fratres ego enim, is rather
dull and the repeated slow-moving notes create a static effect.
Doubling with the continuo gives rise to a sparse texture. The
central section fquod et tradidi vobisf_is slightly more ornamented
(albeit in a stock manner) and accordingly more interesting; however,
the style is far from monodic. Alessandro's brother Fabio did not
include any examples of solo writing in his motet anthologies, and
neither did any other Roman compiler of such publications. The

demand for the genre was clearly not great; perhaps the single voice
was considered too individualistic and subjective and therefore at odds

with the objective spirit of the liturgy.



(221)

A wealth of invention is displayed in Ugdlini's writing for the

46

medium; each of his nineteen solo motets, spread between four volumes,

has a definite character. Deus canticum novum for canto solo (1617)

contains virtuoso florid writing, but without resorting to stock
figuration. The constantly moving continuo part saves the musical
phrases from sounding structureless, and the piece is organized in

ABCB form. Also virtuoso is the bass solo Vidi Dominum (1619) (No. 43),

which employs a vast vocal range. Typical of such writing is the low
C at 'terra', and the rising and falling scalic passages to depict
the idea of 'replebant templum'} it is worth comparing this with
Monteverdi's Ab a.eterno.LL7

Uf to about 1620 solo pieces were included in other collections:
Paolo Agostini (1619), Domenico Massenzio (1618), and a sizeable
number in Gregorio Veneri's publication of 1621. Agostini's Cant#bo
Domino frém his Vespers collection of 1619 is a lively contribution
to the genre in ABA form (No. 44); the A sections comprise tuneful
triple-time writing (the material being transposed and repeated to
create greater internal unity), while the B section also has a central
triple-metre passage. After this the pfoduction of solo motets
declined rapidly in Rome. The table below represents the number of
extant pieces issued in each five-year period (to avoid distortion
those publications which we have classified as standing apart from

liturgical music are omitted):48

1600-04 16059  1610-14 1615-19 1620-24 1625-29  1630-34
0 Vi 30 by 19 13 0

1635-40
23

(The period 1635-40 includes 18 from Sant'Agata's collection of 1636)
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Solo motets were rarely written after 1625. Their production
seems to have been prompted only by a certain type of text which
expressed in a highly subjective manner an almost erotic affection
for the sec@nd person of the Trinity: the intimate nature of the
sentiments was obviously considered to be well suited for a single
voice. It could well be that even these motets were written to
satisfy an extra-liturgical demand. The Forty Hours' Devotion, when
the Host was exposed for adoration, was gaining in popularity at this

4o

time. It took place in each church in turn throughout the year,

50

and music was required to match the visual splendour of the events.
Such Christ-directed texts as those found in solo motets after 1620
5

would have fitted these occasions of eucharistic adoration perfectly.

Frescobaldi's 0 Jesu mi dulcissime, one of the four solo motets

in his collection of 1627,52 is a well-written example for tenor

based on a widely-set text. Using a style which owes a significant
amount to monody in its deciamatory approach, its slow-moving bass line,
‘and its embellishment, Frescobaldi created an affective and rather
passionate setting of the text. Lorenzo Ratti adopted a very florid
monodic style in his oﬁe extant solo composition, a piece which

appears rather out of character with the rest of his output. Jesu

dulcedo (No. 45) for canto solo was issued in the Sacrae modulationes..

...pars tertia of 1628; the text is similar, at least in sentiment, to

that set by Frescobaldi. It also has lengthy passaggi rivalling those
of Kapsberger, which are declaimed over a static organ part.

Stamegna included one solo motet in his Sacrarum modulationum.....

liber primus of 1637; again its text, Dulcis amor Jesu, is of an

affective nature. It has a monodic feel in the slow passages (No. 46);
these serve as a foil to more animated sections at the words fsagittis
tuis' which are marked 'presto'. The phrases freduently fall in a

sighing manner, such as at the word 'langueo' which is prolonged with
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falling diminished fourths. The fast passages are rhythmically
orientated with a regular pulse, but the idiom retains the highly
mannered style common in Jesus motets. In the four solo pieces of

his Musicum encomium of 1640, Agazzari adopted a more florid, soloistic

idiom than elsewhere in the collection. The style is not as sensuous

as Stamegna's or even Frescobaldi's: his Laudabo nomen Domini for

canto solo has a rhythmically controlled melodic line in which the
passaggl play an ornamental rather than a deliberately expressive role.
ABB form is used frequéntly; this is another point of departure from
fhe traditional monodic style.

Agazzari's solo motets are the last extant Roman examples of
the genre in the period. None are féund in the considerable nﬁmber
of motet anthologies of the 1640s, and it can therefore be argued that
it never achieved a strong position among composers who were working
in the field of liturgical music. While in several collections the
genre features prominently, it only plays a minor role (if indeed it
appears at all) in the majority of publications. Interest in the
medium peaked just before 1620, but after that it declined rapidly
reaching almost total extinction by 1630 - there was no Roman

equivalent to the Venetian Ghirlanda sacra (RISM 16252). It is almost

as if composers felt bound to experiment with the new possibilities

it offered and promptly abandoned it having produced results which
were at variance with the detachment of the liturgy. The genre,
however, lingered on until the end of the 1630s as a vehicle for
setting perspnalized texts which were perhaps intended for spiritual
“recreation or extra-liturgical contexts. When we considei the function
of the solo voice in the contemporary Roman spiritual opera it

becomes clear that composers did not reject the style except in

writing music designed for the liturgy.
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THE SMALL-SCALE MOTET

The Early Years: Agazzari, Cifra, G.F. Anerio and G.B. Nanino

Viadana is generally considered to have exercised a seminal
influence on the development of the small-scale motet in northern
Italy, but his importance with regard to Roman music must nd be under-

estimated. Though published in Venice in 1602 his Cento concerti

ecclesiastici53 was not a collection whose influence was confined to

the Veneto; indeed, the preface indicates that Viadana's few-voiced
motets first appeared in Rome in about 1596. . The preface explains his
reasons for hurrying the publication to print in 1602 and makes clear

SH

the Roﬁan provenance of the motets:

The other less important reason (in comparison with the one aforesaid)
which also made me hasten to publish this my invention is the following:
I saw that some of these concerti, which I composed five or six years
ago when in Rome (happening then to bethink myself of the new fashion),
found such favor with many singers and musicians that they were not
only found worthy to be sung again and again in many of the leading
places of worship, but that some persons actually took occasion to
imitate them very cleverly and to print some of these imitations;
wherefore, both for the above reason and also to satisfy my friends.....
I have made up my mind.....to print them.

This passage indicates the popularity of Viadana's scaling-down of
traditional polyphonic textures in Rome, the city commonly regarded

as the stronghold of conservatism. Whether or not they were opposed

to fundamental change, many Roman churches suffered from the same lack
of resources as those in the North, and therefore needed music which
could be effectively performed by a small group of singers. The medium,
especially in Rome, was not connected with any philosophical or
aesthetic considerations like the music of the Florentines: the small

forces were purely functional. The relativé ease of performance

accounts for the immense number of examples of the genre published
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throughout the Italian peninsula during the early seicento; these
relieved churches of the problem to which Viadana referred in his

55

preface:

I saw that the singers.....were sometimes forced by the lack of
compositions suitable to the purpose to take one, two or three parts
from motets with five, six, seven or even eight.....

Also significant in Viadana's preface is the mention of other

works seeking to imitate the Cento concerti; unfortunately none of

these seems to have survived.56 Viadana proved the viability of the
small ~scale mediuﬁ in Rome but it fell to Agazzari, maestro of the

German College, to supply Roman printers with similar motets during
the following years. Pitoni suggested that Agazzari learnt the new

style of compostion from the author of the Cento concerti himself:57

««...he was maestro di cappella of the German College of S.Apollinare
- from March 1, 1602 until October 13, 1603 where he introduced the
concerto manner which he had learnt through brief contact with Fr.
Ludovico Viadana.

As early as 1603 Agazzari was preparing his first collection of

motets for two and three voices with bassus ad organum, and he made an

© announcement té'that effect in the preface of his Sacrae laudes of that

year:

Et accettino queste mie note quali And receive these which are my
esse siano, & paghinsi d'un buon' compositions aud be sfighied wik @ good
animo, aspettando in brieve..... ssul oweiling seme- samples of my
qualche saggio de'miel concertini concertini for two and three

a due, & tre voci..... voices to follow shortly.....

The concertini were eventually printed in Rome in 1606 by Aloysio

Zannetti as Sacrae cantiones.....liber quartus. One of the earliest

publications of few-voiced motets in Rome, and certainly the first by
a highly-regarded composer, it opened the floodgates for a succession

of similar works by other authors. It appears to have been a parting
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gift to Rome since it was dedicated to the students of the Seminario
Romano in the year before Agazzari left the city to reside in his
native Siena. The collection must have enjoyed immediate acclaim since
in the year of its initial publication it was reissued in Venice and
Milan. It continued to be printed until 1633, achieving five Roman
and six Venetian prints. The publication contains twenty-four motets
for two and eleven for three voiées; the proportion of two-part pieces
indicates the popularity of this scoring in Rome, a preference which
was to last until the 16408.58 The motets of AgazzariArepresent a

considerable stylistic advance on those of Viadana; the vocal lines

are less stifled by a rigid adherence to the prima prattica and more
advantage is taken of the lighter texture and the supporting role of

the organ.

Apparuerunt apostolis (No. 47) for soprano and bass is typical of

the volume: in common with many eafly small-scale motets it opens
with a melodic line which in its length, smoothness and slowness of
movement owes much to polyphdnic antecedents. After the initial
phrase the voices proceed with a new freedom: the angular line at
'‘dispertitae’ represents a musical response to the text,. each note
being separated by the interval of a third, and the short rhythmic
phrases at ftamquam ignis' and 'supra singulos eorum' reflect a new
interest in melody. The motet conélﬁdes with a triﬁle-metre 'Alleluia’
section with lively, well-shaped phrases. The repetition of easily
recognizable material in this motet distinguishes it from its prima
prattica precursors, and provides a sense of structural unity in the
wake of the pervading polyphony which had previousiy supplied the
cohesive element. The organ part is indispensable for filling in

what would otherwise have been a rather sparse texture, for accompanying
the solo‘passages, and forproviding a sense of unity.

Agazzari's main concern in this volume was the musical depiction
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of the text, a preoccupation which he mentioned in the preface of his

Sacrae laudes (1603). Despite his success{with'five and more voices,

Agazzari stated in Del sonare sopra'l basso of 1607 that he considered
<t

the émall-scale medium the ideal for such a response to the te

I shall say that, since the discovery of the true style of expressing
the words.....something which succeeds best with a single voice or

with a few voices, as in the modern airs of certain able men and as is
now much practised in Rome in concerted music, it is no longer necessary
to make a score or tablature.....

Two examples illustrate the practical working-out of this concern: the
suspensions in the concluding passage of the grief-laden Q_vos omnes

for two tenors , introduced by the declamation of 'Attendite' over a

sustained organ note; and some passages in the bass duet Estote fortes
in bello, which include pictorial musical responses to the words'
'bello' and 'pugnante'. Low voices were common for setting warlike
texts; the vocal range creates an atmosphere appropriate to the words. -
Thus the oratione is mistress of the armonia in a general sénse,
rather than by obeying strict Florentine principles of verbal
declamation.

There are few formal structures in the collection: no refrains
occﬁr and while there are occasional triple-metre sections these
~ are rarely extended enough to give any sense of overall form. Quam
pulchra es 3 2 is one of the few structurally organized pieces: it
exhibits ABB form, an incipit indicating the repeat of the final
section 'et desiderant'. Only one solo piece occurs, a setting of

'Mihi autem' for bass which appears to lead into the motet Ut annuntiem

omnes & 3; the exact relationship of these two pieces is ambiguous
in the part-books. The solo is not monodic and the voice follows the
organ, except for slight ornamentation towards the end.

Agazzari published further volumes of such music in 1607 and 1611

after he had left Rome. It is appropriate that the first of these
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should have been published in conjunction with Del sonare sopra'l basso

since this associates the treatise with liturgical rather than
secular music.6O The 1607 publicat_ion61 is an extension of the
previous yearfs and was clearly issued in response to its popularity.
The only difference in content between the two volumes is the

inclusion of two four-part motets in the later one. The same absence

of formal structure is evident, though the motet Amen dico vobis a 2

(No. 48) derives a certain sense of form from reflecting the contrasts
within the text. After a conventional opening, Agazzari demonstrates
the expressive aspect of his style with a series of suspensions at
‘quia plorabitis', and with strange chromatic writing at 'vos vero
contristabimini'; these sections act as a foil to light triple-metre
passages which depict the turning of sadness into joy. The 1607

collection also contains the scaling-down of Ego clamavi, a five-part

piece from the third book»of Sacrarum cantionum (1603). The two-part
arrangement opens with a curious rising melodic line whose angularity
depicts the soul's cry to God, while»another angular phrase, this time
falling, sets 'Deus inclina aurem tuam'. As in the 1606 book Agazzari
was concerned to create momentum through compact melodic lines;

typical of this is the light motet Assumpta est Maria a 2 which, after

an initial phrase conforming to the shape of the antiphon, presents
a series of direct, tunefui motifs.
The 1606 collection was Agazzari's last publication before he
left the city for his home town of Siena; affer that all his publications
appeared initially in Venice until 1625, when he again issued some
small-scale motets in Rome. During this twenty-year period he must
be regarded as belonging to the Venetian rather than the Roman sphere
of activity. It is surprising, though indicative of the rift between

North and South, that he achieved few reprints of his numerous
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Venetian works in Rome. Agazzari's influence remained: his 1606
volume must have had a considerable impact since a number of composers
of differing stature soon contributed to the genre in a style much
influenced by his achievement.

The year 1609 saw a remarkable burst of activity from Agazzari's
successor at the German College, Antonio Cifra. That he published four |
volumes of motets for two to four voices in that year suggests that
such music was in great demand. Cifra must have been only too willing
to involve himself in what was clearly an attractive financial
proposition. The popularity of his often mediocre:music is indicated
by the nineteen extant reprints of the four books of 1609, a number of
which appeared in Venice. The first small-scale motet collection, his

liber primus, was completed by the end of 1608, and the preface was

sighed from the German College on December 20 of that year. Since the
books. .were compiled within so short. a time no stylistic distinctions
can be drawn and they can be examined together.

The copy of his Motecta.....liber tertius in the Venetian edition

of 1612 contained in the Civico Museo, Bologna gives an indication of
one type of church in which these pieces were performed. The first
canto book is marked 'della Libr. di S.Fran.co a Ripa' showing that in
this Trastevere church, as in others where no permanent cappella‘was
maintained, the possibilitylof performing motets was welcomed. Like
Agazzari's,the volumes are weighted in favour of two-part writing,
though a certain number of three- and four-part motets are found in
each. Cifra did not follow the avenue of monody to find means of
expressing the text; he preferred rather to encapsulate the general
atmosphere of the words while.maintaining melodic lines in imitation,
or running parallel over a mobile organ part. An example of this is

the Song of Songs setting, Introduxit me rex (No. 49), from the liber

tertius which, like most of the collection, is for two voices. It
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starts conventionally with a slow-moving melodic line, but soon
abandons counterpoint in favour of the>homophonic sonority of parallel
tenths at 'in cellam vinarium'. The word 'floribus' calls for a
flurry of decorative quavers, while in the closing passage the
momentum is lost in an imaginative response to the words fquia amore
langueo', with falling diminished fourths ~ a common device for this
type of text. Since this is not an equal-voiced duet Cifra allowé the
tenor to double the organ, often an octave above; this makes for a
certain emﬁtiness not encountered in motets for two equal voices,
where the norm is a duet over the bass.

It was frequently the sensuous texts of the Song of Songs which
moved Cifra to write in a mannered, expressive style, a further

‘example of which is Anima mea liquefacta est & 2 from the liber primus.

Here there is a more agitated approach at 'quia amore langueo' which
has rapid descending scalic passages in a florid style. Not so openly
expressive - and therefore more typical - is Beatus vir for two voices

from the liber secundus: it opens with a slow-moving motif but the use

of two equal voices means that the lower part is released from following
the organ. The voices frequently unite in thirds over the bass showing
that Cifra was prepared to sacrifice counterpoint for sonority. A

florid example from the liber secundus is Maria virgo, a setting of

the second antiphon for Vespers of the Assumption for canto and bass.
Its final passage uses ever-quickening note-values in tenths, the canto
concluding with a run of semiquavers which centres about the leading-
note of the scale in response to the words 'stellato sedet solio'.

. 62 . . - -
Non est inventus a 2 is evidence of a continuing awareness of

chant; the opening passage consists of the initial phrase of the plain-
song passed between the voices like a CF. Against this a more
animated motif to the words 'similis illis' is introduced, and from

'qui conservaret' the parts engage in a more equal interplay. Its
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brevity suggests that it could have been used liturgically as an
antiphon.

Though Cifra generally chose standard duet and trio combinations,
his desire for apt musical expression of the text sometimes led him to
employ other scorings. The most overt use of pictorial scorings are

three basses for Magi videntes steilam, the Magnificat antiphon for

63

first Vespers of the Epiphany, and four sopranos for Ex ore infantium.

Following Agazzari's practice, Cifra made little use of structural forms:
the already mentioned Beatus vir is an exception since it suggests ABB
form by economical reworking of material in the final section. The
second volume also contains a stricter example of the form: Misit
Dominus for canto and bass has an embellished repeat of the B section
in line with contemporary improvisational practice (Ex. 38).

While most of his motets have homogeneous textures with close

vocal groupings, Ecce terra mota est from the liber secundus contains

‘sections of contrasting tessitura for two sopranos and two basses;
this reflects thé contrast of 'terra' and 'caeli' in the text. After
presenting the two independent duets the parts unite to repeat the
same material. The antiphonal use of vocal groups is also the basis

of Quem vidistis pastores 3 4, the Christmas Responsory; here the

dialogue is between the two sopranos and the alto and tenor with the
two groups singing in thirds and sixths to emphasize their unity.

In 1610 Cifra moved to Lofeto to direct the music at the Santa
Casa but the stream of motet pubiications confinued unabated. They
were issued in Rome with a number of Venetian reprints. Unlike
_Agazzari Cifra continued to function within the Roman orbit after
leaving the city, and his only real entry into the Venetian publishing
scene was in 1629. Since Cifra exhibited little stylistic development
in the second decade his other publications will be examined here;

the four books of 1612 to 1615 are in every way a continuation of
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his 1609 series. Doubtless an excellent businessman, Cifra continued
to supply the Roman market with motets similar to those which had

A already found acceptance. His success lay in the production of music
which was commercially viable and relatively easy to perform.

Dum esset summus pontifex from the liber gquintus (1612) is a

setting of this antiphon text for two canti. It seems remarkable that,
after an opening phraselwhich would not appear out of place in h
Palestrina, Cifra launches into an expansive run of semiquavers,
particulaily on the word 'migravit'. Generally four-voiced motets
adopt a more syllabic style than those for fewer voices, thus avoiding
a muadled texture. Lengthy melismas are replaced by simpler phrases
and this tends toward a more definite organization of the rhythmic

o4

structure - Jesus omnes agnoscite a 4 is an example of this.

Gloriosi principes terrae a 465 contains so many sustained notes that

it is almost in stile antico if we leave aside the metrical squareness,

some repeated notes and the greater feel for the natural rhythm of

each word.

Ornamentation comes to the fore in Beatus Laurentius for two

tenors from the 1613 liber sextus: at the word 'orabat' Cifra uses

a succession of four-note phrases, the second note of each is marked

't! - trillo. This is a thoughtful sensitive touch, one which reflects
a progressive awareness of vocal technique, and it is certain that for
each written ornament many more were improvised. Concern for sonority,

as opposed to the cerebral intricacy of contrapuntal lines, is reflected

in the opening of Audite caeli & 3 (1612) where voices move for

extended passages in thirds.

The year 1619 saw the publication of Cifra's Motecta ex sacris

cantionibus which, like Palestrina's l584.cpllection,66 set words
from the Song of Songs. This volume was clearly meant to stand apart

from his others since it does not continue their numeration. Like
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Palestrina's collection it would have been conceived as a bridge
between the liturgy and spiritual madrigal. Cifra was certainly
familiar with the texts through his position at the Marian shrine at
Loreto. Stylistically these motets differ 1little from his other
works and, while bringing out the more florid aspect of his technique,
the highly perfumed air and eroticism of the Veneto is absent - in
short, there is a certain detachment. The reserved approach is
reflected in the lack of dialogue and personification as well as in

the absence of solo motets. Introduxit me rex a 3 (SSB) is one of

his most elaﬁorate pieces: semiquaver runs at 'floribus’ gradually
increase in frequency and momentum. The rests in the closing passage,
combined with the syncopated rhythms of 'langueo', add to the
expressive madrigalian air and a mannerist feel is initiated through

abrupt changes of style. Dilectus meus & 2 (SB) is simpler and lacks

the intensity of Introduxit me rex; the vocal line plunges down at

'‘descendit in hortum meum' (Ex. 39) and though'the parts are rather
ornate the prevailing tonality is 'major' and a sense of lightness is

preserved.

In 1620 another book was issued by Cifra, the Motecta quaternis

vocibus. This derives its singularity from containing only four-part
motets - not one of the preferred scorings. The content is not

archaic in the prima prattica sense, and there is no real concertato

writing. BEgo sum vitis vera includes a short recitative-like portion

at 'sicut dilexit me' for canto, but the textures are basically
traditional. Cifra was no enthusiast for the textural concertato
style: before 1629, when he produced his three Venetian Motecta, et
psalmi, one scarcely sees any indication of an awareness of the idiom.
Throughout his publications the relative importance of various
scorings remained the same: the duet was the most favoured medium,

but it never excluded three- or four-part motets. In his series of
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small-scale pieces Cifra displayed little interest in the solo voice
and there is only the occasional hint of concertato writing. His
music 1s firmly rooted in the contrapuntal tradition and he always
strove to maintain a balance between the voices, a feature which
would have been lost had he used more progressive compositional means.
67

A collected volume of his motets was printed in Rome in 1638;

its preface testifies to the esteem in which he was held:

Le spesse richieste, che si sono The frequent requests which have
fatte, di vedersi con l'opera been made to preserve the memory
rinovata la memoria di cosl’ of such an illustrious composer
illustre Compositore mostrano a through the reprinted work shows
bastanza, quanta gloria egli per sufficiently how much fame he
1'addietro sl habbia acquistato, acquired in the past, and how

e quanta se ne prometta per ~much fame he secured for the
1l'avvenire. future. '

In order to make this vast collectioﬁ of about two hundred motets
manageable the publisher, Grignani, supplied a‘comprehensive index
divided into two parts - one for the temporal and the other for the
sanctoral cycle. In addition to this antiphon texts are noted when
these occur, and twelve motets are designated for the elevation.
Also at the forefront of the introduction of the small-scale
motet in Rome was G.F. Anerio, who published his first collection in

1609. A pupil of Palestrina ahd writer of prima prattica masses, he

has gained a reputation as a conservative composer. His Motecta of

1609 contradict this however, since they exhibit a whole-heartedadoption
of the new scaled-down medium with its expressive possibilities.

Thdugh it is again weighted in favour of the duet it is the first

Roman publication to include solc motets among other music. The -
outstandingly progressive idiom of the collection may partly be
attributed to Aneriofs time in Verona. There he possibly encountered
Steffano Bernardi, a native of the town who was well-versed in the

expressive style of the North,and published a volume of motets for
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two to five voices in Rome in 1610. Dulcis amor Jesu for canto and

' bass (No. 50), though not representative of the collection, shows a
very advanced response to an affective text. In setting this series
of Christ-directed sentiments Anerio uses abrupt and mannered changes
of mood. While the opening phrase is expansive with long note-values,
that at 'sagittis tuis' moves forward by means of rising quaver runs;
'Ah mi Jesu', a protracted sigh, is expressed by poignant diminished
fourths. This motet demonstrates Anerio's refusal to be enslaved by
convention, and repfesents his entry into a new sphere of musical
expression. More typical of the volume, but nevertheless progressive
in its use of ABB form, is Tres pueri for three canti (Ex..ho) - an
obvious piece of imagery. The vocal lines are closer to those of the
polyphonic motet but a more vertical conception of texture is emerging.
Though two-part motets predominate, Anerio's next publication,

Motectorum.....liber secundus (1611), contains music for a wider

variety of scorings and includes solos and pieces for as many as six

voices. Some of these like Dies sanctificatus & 2 (CT) recall the

bicinia of Viadana, but the occasional embellishments and strong
‘simultaneous cadences establish a more progressive style. In keeping
with the retrospective nature of this motet the organ contents itself
with following the tenor line. In 1613 Anerio published a cycle of
antiphons for the entire liturgical year; contained in three volumes,

his Antiphonae, seu sacrae cantiones consist of miniature motets for

a few voices, the brevity of which can be explained by their role in

the 1iturgy.69

Anerio followed this comprehensive collection with two further
publications of small-scale motets in 1617 and 1618, by which time the
genre had become firmly estaﬁlished in Rome. The first of these
demonstrates Aneriofs concern for liturgical relevance, ana its

informative index shows which motets are suitable for feasts of the
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Virgin, Apostles and Martyrs, Confessors, Virgins and the Guardian
Angels, as well as designating some for eucharistic use. Isti sunt

triumphatores a 370 is in ABCB form with the B section in triple metre

to the text fmodo cornaturf; here Anerio exploits the structure of the

Responsory text. In Laudem dicite 3 371 Anerio employs short triple-

time sections with some regularity to create a formal structure. The
increasiné interest in formal arrangement is also found in the liber
quintus (1618) where for the first time Anerio employs regular barring
in the continuo part. While it is arguable that this is an innovation
on the part of the printer rather than of Anerio himself, it nonetheless
indicates a more regular concept of rhythm. |
As a poétscript to the consideration bf Anerio and the small-scale
motet it should be remembered that he was a highly respected priest,
72

well-connected with both the Jesuits and the'Oratorians. His

acceptance of the medium shows that it was not only the stile antico
which was ecclesiastically respectable; the clarity of Aneriofs word -
setting and his musical response to the text were well within fhe
spirit of the Council of Trent.

The same year as Anerio's first pﬁblication,léO% saw the production
of similar volumes by Bartei and Pietro Paolo da Cavi. Both of these

were members of the Augustinian order and associated with its main

church in ‘Rome.73 Bartei's volume, Liber primus sacrarum modulationum,
consists entirely of duets - further evidence of the popularity of this
medium over the others. He was an adaptable composer and had previously

published a set of prima prattica Responsories and four double-choir

ma.sses.74 When turning his hand to the duet medium he wrote in a
progressive style, though not as affective as that of Anerio, and made
frequent use of lively and extended triple-metre passages, such as the

quasi-canonic opening of Laetentur caeli (No. 51) for two sopranos.

The content of Bartei's volume can be evenly divided into two groups:
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those written for equal voices, and those for unequal ones. Sometimes

the vocal style is old-fashioned, as in Audite caeli & 2 (Ex. 41);

but even the opening phrase of that motet contains an octave leap at
‘caell' symbolizing the appeal being made to heaven.
Da Cavi was more retrospective and employed vocal lines which

are closer to the spirit of the prima prattica. His collection is

atypical since three-part motets predominate. Beatam me dicent 3 3

(CCB), a parody of the Magnificat verse in honour of St.Monica, has
a lengthy opening section in which the three voices interweave in
melodic lines taken from the style of the previous century. At the
words fquia fecit' this texture disintegrates and the voices form
pairs, often singing.in thirds; the momentunm also increases with
smaller note-values, and the bass becomes more of a harmonic support
(Ex. 42). Veni Domine 3 3 (CAB) has a slow-moving contrapuntal
.tekture throughout, but 1ike many of his motets it is progressive in
its formal structure, in this case ABB.

Nanino emerges in.his(Motecta of 1610 as a composer of singular
ability. This publication and the three which followed it date from
his time as maestro at S.Lorenzo in Damaso. The 1610 collection
demonstrates that the new genre had already firmly established itself
for church use since each motet is printed with an indication of its
place within the liturgical cycle. This volume represents a rather
tentative first approach to the medium and, while exhibiting a sound
command of the style, Nanino does not emerge as the adventurous

composer that the later collections with their solo motets and

concertato writing prove him to be. Amor Jesu dulcissime a U4 for the
elevation shows his use of harmonic devices to add sonority to the
opening phrase: particularly notable is the chord of the flattened
sixth which must have sounded very avant-garde to the generation of

Artusi. It is vertically conceived throughout, and at ‘'cibum nostrum'
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one voice sings against homophony in thé other three. Estote forte in
bello for the common of Apostles is for soprano and bass and contains
the 'stock' melismas for 'bello' and 'pugnate', while the organ
follows the bass part with some modifications. Naninofs later volumes
make use of a freer, more idiomatic melodic line, and solo passages
are found inserted in sections of a fuller texture. Even the three-

part Ecce quod concupivi (1612) is interrupted by a short solo for the

third tenor, while Exaudi nos Domine (1611) moves towards the adoption
of a concertato idiom with, among other features, a bass solo at 'et
secundum! followed by a much embellished canto duet far removed from

the conventions of the stile antico (No. 52). An extension of this

jdea is found in Aruit cor meum a 4 from the same book; this is
divided into four short sections, each with a change of scoring.

Similar deployment of voices is found in Agazzari's Sertum roseum

of 1611 in which two three-part pieces are labelled 'Dialogo'. These
are distinguished from the remainder of the content by their solo

and duet passages: Gaude virgo gloriosa (No. 53) opens with a solo

for each of the voices and then proceeds to a consistent three-part
texture of the type normal for a small-scale motet. Agazzarifs 1611

publication also contains a Stabat mater a 4 which resembles a prima

prattica motet in its long note-values. It is almost totally
homophonic with rising chromatic figures and suspensions combining‘to
achieve the doleful atmosphere. These devices together with tertial
relationships relate to Agazzari's notion of musical imagery.

Nanino's Motecta.....liber quartus of 1618 contain motets for

various liturgical occasions: many of the two-part pieces are for

commons of saints, including Amavit eum Dominus for two altos. This

motet demonstrates a less complex aspect of Nanino's style, and there
are few rhythmic or harmonic intricacies., Throughout the texture

is that of a duet over an independent bass, and each phrase is
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repeated in imitation between the two voices.

As in Venice the small-scalé motet emerged in Rome in the first
decade of the 17th century under the influence of Viadana., The
popularity of the style enables us to dispense with the m&th that the
Romans continued to be tied down to the style of Palestrina. It is
clear that the new idiom satisfied the need for small-scale,

- uncomplicated music in the lesser churches.
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The Small-Scale Motet 1611-25: A period of little stylistic advance

By 1610 the small-scale motet was established as a viable genre
for liturgical use and many composers began to compile collections in
which it featured prominently. Production reached its peak between
1615 and 1620, after which, probably due to fading novelty and the
saturation of the market, the few-voiced motet fell into a steady
deéline.76 Though this was the quantitative highpoint, the artistic
merit of much of the music is debatable,as some composers brought
liftle originality to their works which often lack freshness and
vitality. Composers all too often contented themsel&es with the fact
of writing for the new medium and had little concern for whether the
music had any value except its noveltj. Tt must of course be admitted

that the new style was easier for composers to handle than the

contrapuntal devices of the prima;p;atéica. Stylistically therefofe
the period emerges as one of stagnation; much of the music is a string
of stock phrases, and there is often little in one motet to distinguish
it from another.

It is important to note the sheer quantity in which these pieces
were issued by a large number of composers. Anthologies indicate the
demand for few-voiced motets: Fabio Costantini's collections of 1616
and 1618,77 G.B. Robletti's publication of'162178 and Francesco
Sammaruco's of 162579 contain pieces with continuo by many composers

for up to five voices. Even some figures generally associated with

the previous generation and the prima prattica are represented;SO none

of these was ever responsible for a complete volume of forward-looking
motetgé)however their contributions to anthologies show that they did

not regard the seconda as a rejection of the prima prattica, but

simply its natural extension.
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Soriano, maestro at St.Peter's, appears to have remained the sole

staunch proponent of the étile antico. While he was prepared to

introduce extra choirs in the 'colossal Baroque' manner he showed no

inclination to write small-scale pieces. His motet Ingrediente Domino

4 4 appears out of place in the anthology Lilia campi (1621) since it
is in an archaic contrapuntal style without continuo.81 Soriano's
aloofness was exceptional, and the small-scale motet became so popular
that, in 1621, the acting maéstro of the Cappella Sistina, Vincenzo

de Grandis, issued a book of Sacrae cantiones, the content of which

was well in line with contemporary taste. By no means retrospective,

de Grandis's Sancta et immaculata for alto and tenor has an accompani-

mental continuo line and the many well-controlled melismas use
lombardic rhythms - only in the long~ndtes of the opening phrase is

there any consciousness of the past. His De ore prudentis & 4 (Ex. 43)

is alsb progressive; it opens with a canto solo and continues by
making use of various vocal scorings, deriving its form from two triple-
metre sections (ABCB, where B is the tripla).

Like de Grandis most composers adopted a modern style though

they still retained an awareness of its prima prattica origins. Many

works exhibit a stylistic ambivalence, the result of composers’-lack
of security during the pericd of transition. In his 1616 collection82
A. Costantini opened his Voce mea (Ex. 44) for canto and bass with
four semibreves in bpth parts. These provide a respectable polyphonic-
sounding opening before he launches into'vocalrwriting of great
freedom, with Caccini-like lombardic rhythms at 'clamavi' and animated
descending sequences at 'pfonuncio'. Costantini combined the latest
vocal devices with their historical antecedents ~ a blend which
characterized music of this decade. Another traditional side of the
small-scale motet is the frequent use of plainsong to supply the

melodic material. Ugolini set four Vespers antiphons for the feast of
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St.Lucy in his 1619 collection;83 in one of these, Orante sancta Lucia,

the chant appears in an ornamented version at the beginning. The
subsequent motifs are, however, strongly rhythmic and the word-setting
syllabic. The conciseness of the piece can be attributed to the need
for a brief sefting in the liturgical context.

Quagliati's motets often represent the other end of the stylistic
spectrum since this composer showed little concern for.maintaining

any connection with the prima prattica. Though Quagliati was well-

established in Rome as organist at S.Maria Maggiore at the time he

published his Mottettis et dialogis in 1620, his origins were in north

Ttaly (probably Chioggia near Venice).84 One of his family, perhaps
his father, was Girolamo Diruta's predecessor as cathe&ral organist
there. He was raised therefore in an area where the latest Venetian
dévelopments were coﬁmonplace}:this is apparent from the affectiﬁe
chromatic style frequently adopted in the publication, as well as from
the echo effects and the use of texts from the Song of Songs.85

Certain of his motets, such as Vulnerasti cor meum for two sopranos,

are in a recitative idiom. In Quae est ista 'a 2 Soprani in Ecco'

the second soprano repeats the last two syllables of the other part
at the end of each phrase; this is done regardless of the sense, and
shows how a meaningful text coﬁid be sacrificed for the sake of musical

effect.86 Stefano Landi's Ego flos campi (1621) for soprano and bass

(No. 54) also adopts a florid style with a certain amount of

chromaticism.87 In this motet Landi - also a writer of stile antico

masses - provided an optional coda section 'finis si placet' which
was presumably intended for those who still had some energy after
singing the main part of the piece! After an animated opening, thé
coda section slows down to depict the words famore langueof; here the
full bass range is exploited, and the falling diminished fourths sound

static in comparison with the preceding passage.
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With the passing of the polyphonic idiom and its successive
points of imitation, composers were anxious to find new ways of
organizing material in order to preserve a sense of cohesion. Form,
texture and rhythm commanded the composersf attention and, as the
century progressed, these aspects of composition became more closely
controlied. Motets accordingly. assumed a greater sense of overall

structure. As early as 1611 Angelo Paoletti used refrain form in

setting Quam pulchra es & 6.88 This, the final tour de force of the

publication; has a triple-metre refrain which appears six times, giving
the movement some shape. Refrain form seems to have been more common
in the North, while the Romans, following Agazzari's example, preferred
ABB structure.89 Another composer, Pietro Pace, employed some

interesting forms in his L'ottavo libro de motetti of 1619: many of

the pieces are in ABB form and there is a Confitebor tibi9o for two

voices in echo. Similarly Pace's L'undecimo libro de motetti,

published posthumously by his son in 1625, contains motets for ‘two to
six voices in which the ABB structure also appears regularly. Peccata
mea. Domine 3 3 shows his writing atits most affective; the two canti
sing in thirds against the alto in this ABB setting of a penitential
text. Notéble in Pace's writing is the almost total absence of triple
metre: presumably he was content with the ABB form as a means of
organiZation.

Domenico Campisi displays a predilection for structured writing

in his Floridus concentus.....liber tertius of 1622. 0 virgo gloriosa
a 3 is in ABA form; the B section, a short quadruple passage, is
‘flanked by triplé—metre A sections., The only adjustment at the

repeat of the A section is that the two upper voices exchange parts.

Campisi's other collection also has a fanciful title: Lilia campi..

...liber guintus (1627). This volume provides evidence. of his

continuing interest in form: Gaude fili Hiacinthe for two canti can
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be represented as ABACA, where A is a triple-metre refrain in a

lively melodic style. Comedi favum has the sign il at the central

point of the motet,.indicating the repeat of the second section to
create ABB form.
Not all structures are so clearly defined: Capece's Domine

guingue talenta for two cantiglis notable for the alternation between

triple and quadruple metre, though no actual refrain is employed. The
sections of triple metre are not overshadowed as they were at the
beginning of~£he century and are sufficiently extended to mark out

the form of the piece; Some composers, such as Tullio Cima, were not

so interested in overall formal schemes. Cima's Gaudent in caelis

(1621)92 does however have a certain sense of organization. This motet,
a bass duet, is well constructed; the concise opening section consists
of a phrase followed by its trénsPOSition up a fourth. The neatly
plannedscheme of so short a section shows how composers were concerned
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for formai cohesion. In his Motecta.....liber secundus of 1625,

Cima demonstrated no more interest in overall form than in his 1621
collection: instead the works often derive a sense of unity from
economy of melodic material.

Composers also attempted to arrange their small-scale pieces by

organizing the texture.gu While in Assumpta est Maria for two

sopranos (Ex. 45) from his Concertini.....libro secondo (1619) Allegri

wrote two equally important vocal lines, this was not the only way of
deploying the voices. For instance, Antonelli included a good deal

of solo writing in the context of the duet Quae est ista of 1615;95

the lengthy solos are in an embellished vocal style and it is not until
the end that the voices unite. These motets are far removed from those

of Antonelli's conservative prima prattica publication of the previous

year;96 he doubtless issued the former with the intention of gaining

respect for his sound knowledge of the old style. In three volumes
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of progressive Diversarum modulationum97 he demonstrated equal.facility

with the few-voiced medium; this emphasizes the fact that the two

styles were not incompatible. In Catalani's Jesu dulcis memoria
(1616)98 there is a hint of concertato writing within a three-part
texture (No. 55). This motet includes solo passages which are
symptomatic_of a move away from continuous polyphony. A graphical

representation of vocal entries will clarify this point:

c
C - . s anh GED s S G S b e
B

~ (each dash is equivalent to four minims)

Pietro Pace's Duo seraphim (No. 56) is a good example of how
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texture could be.used to tie in with the words. Though organist at
Loreto, he seems to have been aware of the needs of small churches and
designated this motet 'A 2. & & 3 se piace'. Like Viadana, Pace
intfoduced the third voice at the appropriate moment, but he extended
Viadana's idea so that the piece ends with a solitary voice singing .
'unum sunt'.lOO Cima appears to have little intérest in this type of
structure, and his 1621 publication has no similar changes of scoring.
The three- and four-part pieces are in a looée contrapuntal idiom,

with occasional homophonic writing, such as the triple-time section -

‘pulchra ut luna' in Virgo prudentissima & 4. It differs from

earlier contrapuntal styles only in the greater freedom and movement
of individual lines, not in matters of texture.

Rhythm too took on a more regular appearance during the period,
.and this is reflected in some continuo parts by the use of bar-lines.
Anerio's employment of bar-lines has already been noted, but he was not
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alone in this: Boschetti's publication of 1620 is carefully

rhythmically organized with bar-lines in the continuo part. Much of

the organ line of Vox dilecti mei for two canti (No. 57) proceeds in



(246)

regular minims, providing the root of the chord suggested by the voice
parts. Despite the plain rhythms the motet is not without its
Pleasing qualities: there is a well-shaped opening phrase whose
simplicity and self-contained nature give it a certain charm. The
same could be said of the lightly ascending dotted notes on the word
fsaliens' - an example of word-painting. Bar-lines are also found in

Gregorio Veneri's Sacrarum cantionum.....liber tertius (1621), which

is unusua; for its bias towards solo rather than duet writing.
Capece's Vidi turbam 3 2 (No. 58) of 1624107 looks forward to the
1640s with regard to rhythm: the continuo line consists almost
entirely of crotchets which fall easily into groups of four and mark
out the regularly spaced cadences. This 'walking' bass foreshadows
those of the 1640s and represents a move to a more symmetrical
rhythmic organiza.tion.lo3 The year 1621 saw the publication of the
anthology Lilia campi in which a good selection of major composers is
represented.(“Only the works of G.F. Anerio and Boschetti have bar-
lines in the continuo parts: it was another twenty years before they
became a standard feature of Roman music printing.

Two bassus ad organum parfs, both by Quagliati, stand out from

the rest and cast some light on performance practice. In his
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contribution to Costantini's collection of 1618,l a setting of

Cantabo Domino (No. 59) for two canti, the continuo part is hotated

on two staves with treble and bass clefs; the bass stave presents a
normal continuo line, while noﬁes on the treble stave basically
follow the second canto part. The two staves are marked fChitarraf,

jindicating that the organ was not the sine qua non of liturgical music.

Other instruments were certainly used for variety and when an organ
was not available, but directions which reflect this tradition are

exceedingly rare.105 Quagliati's Bassus ad organum pro mottectis et

dialogis of 1620 survives as an isolated part-book. Unlike most
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continuo parts, it is not simply a figured bass, but rather provides
a reduced score of the motets - generally one voice part and'tﬁe bass.lo6
This would have been of help to a player accompanying the recitative-
like writing as well as for instructional purposes. Quagliati was

an organist rather than a maestro, a fact which may explain his
sensitivity to players' needs. Another instance of the rare provision

of instrumental parts occurs in Paolo Agostini's motet Preparate

corda vestra..lo7 Scored for canto, bass, violin and lute, the

instruments play a more independent role than in Quagliati's example
of 1618 and some antiphony occurs between the instrumental and the
vocal pairs (No. 60). | |

Certain motets risé above stock formulae by repsonding in an
interesting way to the meaning of the text. The Augustinian Paoletti

included much pedestrian writing in his Sacrae cantiones of 1611,

but in Ego dormio for two tenors (Ex. 46) he shows that composers
occasionally took up the qhallenge of introducing mcre adventurous
elemeﬁts for dramatically potent sections of text. The opening
phrases, which drop a sixth and then a ninth, are a rather clumsy
method of depicting the initial words, but they constitute a refreshiﬁg
change from his less imaginative writing.lo8 Also in a reflective

mood, Campisi included a setting of the lament of David for Jonathan

in his 1622 collection.'®? Doleo super te (No. 61) for two sopranos

achieves its moving effect by means of close vocal parts and
suspensions, especially in the opening passage. The movement of the

vocal lines then increases with stylish rising phrases on the word

'amabilis'. Ugolini's Roman Motecta.....liber guartus (1619) was
preceded by three similar publications in Venice. Produced while
Ugolini was maestro at S.Luigi, it contains a greater number of
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concertato and sectionalized pieces than do his earlier collections.

Even here the duet maintained its popularity: it did not require
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expert singers and the composer was not forced into the linear

restrictions of three-part writing, which tend to mould the lines

into a more retrospective style. Veni et coronaberis for three canti
for the common of Virgins is closely imitative; the initiél word is
set to a long ncte followed by a flurry of semiquavers in imitation.
Another well-defined motif is used at fcoronaberisf, where the material

is a descending sequential figure ornamented with trilli. Florete
111

flores for St.Philip Neri from Allegri's 1621 collection™ — also uses
three canti on account of the text, and four sopranos (notated in G2
clefs) are used for the 'feminine' text Nigra sum set by Antonelli in-
his second book of progréssive motets.112 These high scorings capture
the mood of the texts as does the use of low voices, for example, in

Catalani's setting of Populus qui ambulabant for two basses - the

contrasts in the text between 'tenebras' and 'lux' are reflected in

pitch contra.sts.113

114 is further evidence of

Antonelli's Lapidabant Stephanum a2
this composer's originality;»he abandons a flowing melédié line when
setting the words 'impetum fecerunt' (Ex. 47) to represent the manner
of Stephen's martyrdom. The fact that the stoning took place outside
the city is depicted by scalic passages extending to the limits of
the singers' ranges. Attention is drawn to the text ih a different
way by Capece who, setfing the text Ave Maria for three canti, used a
prominent tertial relationship for the name 'Maria' (Ex. 48). Another
response to the text - characterization - is found in Allegri's Magi

videntes stellam of 1619115 for three tenors - one for each Magi.

Remarkably the one work for which Allegri is now remembered is
completely atypical of his output.

By way of a postscript, Angelo Bonettiﬂs two collections of small-
scalé motets deserve a mention, not on account of any great musical

merit,‘but because they indicate something of the popularity of the
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genre.ll6 Nothing is known of Bonetti, who could well have been an

amateur dilettante, but the fact that someone of so little importance
contributed to the genre (albeit in an undistinguished manner) suggests
that it was not Just accepted and appreciated by a professional musical

elite.
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The Small-Scale Motet 1625-40

Francesco Sammaruco's Sacri affetti of 1625 comprises works by

composers at the forefront of musical activity in the 1620s. The
inclusion of motets by the two composers who dominated Venetian
liturgical music, Claudio Monteverdi and Alessandro Grandi, raises the
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question of Northern influence in Rome. The appearance of Northern

composers of the first rank in a Roman anthology is . important since,

apart from Giovanni Battista Stefanini's Motetti concertati.....libro
primo of 1626, no extant Roman liturgical publication contains ﬁusic

by composers active in the Veneto.118 One can discount the idea that
all new developments in style origiﬁated in Venice and filtered_thrbugh
. to Rome, for it seems that Romans were either oblivious of, or chose

to ignore thé works of composers outside their immediate circle.

Sammaruco's collection includes Stefano Bernardi's Dilectus meus

for two canti or two tenors, a good examplé of thé 1620s motet (No. 62).
It contains in embryo many features which developed as the century
progressed. Not even the opening phrase is influenced by polyphonic
models, instead it is rhythmically oriented in the samé style as the
rest of the piece. In some passages a solo voice 1s given an ornate
part to sing; this lack of dependence on counterpéint developed in the
1640s into the frequent use of independent solo passages in the course
of two- or three-part motets. Also notable is the accompanimental
bass line which bears little resemblance to a polyphonic vocal part;
it is angular with frequent leaps of fourths and fifths, and tends to
supply the harmonic root of the vocal parts. The rhythmic aspect of
the music is also well-defined, for instance, where the bass moves in
crotchets at 'et declinentur umbre'. Such movement, emphasizing the

pulse of the music, became increasingly characteristic in the following



(251)

decades. Also forward-looking is thelengthy triple-metre section,
'dilectus meus descendit'; the extendedAnature.df the passage, compared
with the snippets of triple time at the beginning of the century, is
indicative of a trend towards using this metre for entire sections,
rather than simply as a foil for more substantial portions of quad-
ruple metre. The use of voices in thirds found in this motet became
increasingly common, and demonstrates that interest in counterpoint
was giving way to a concern for sonority.

In 1625 Agazzari issued his Eucharisticum melos.....opus vigesimunm,

his first Roman publication (excluding reprints) since the monumental
motet collection of 1606. His style does not seem to have developed
much in twenty years and it now appears rather unexciting. Considerable
use of ABB form is still found, for instance in Bone pastor a2, and
though there are pieces for one to five voices,duets predominate.
Another Sienese composer, Annibale Gregori, also published in Rome in
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1625, 119 his Sacrarum cantionum.....liber secundus. -The achievement

of a rather average composer, it was obviously produced, and perhaps
published under the influence of Agazzari, whose presence in Siena
must have exercised a considerable effect on music there. There is
much use éf Agazzari's favoured ABB form, and while Gregori shows some
inventiveness the motets could have been produced in Rome some twenty
years previously.

The proportion'of concertato motets, even ones for few voices,
rose considerably during the 1620s. Stefanini, thoﬁgh maestro of
the cathedral in Modena, published a collection called Motetti
concertati in Rome in 1626. It is interesting that it was not
published in Venice, a larger centre of printing and far nearer to
Modena than Rome.. The Roman provenance suggests that concertato motets
were in great demand there at the time. The growing importance of

the concertato style had an effect on other music, so that even
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smaller pieces began to include solo sections. It is increasingly
difficult to draw the line between those motets which are concertato
and those which are not; the division between the two styles must now
be made in a more arbitrary fashion, for it is impossible objectively
to define a point at which the use of different vocal groupings
attains structural significance. Some composers such as Cifra,
however, generally avoided the concertato idiom in their motets, always
preserving a certain balance between the voice parts and néver allowing
one to attain prominence. /
Giuseppe Giamberti,121 though mainly interested in concertato

writing, included some pieces which could not be classed as such in

his Sacrae modulationes.....liber primus of 1627. The rather mannered

opening to Montes et colles a 4 (Ex. 49) demonstrates his inaginative

approach: the setting of the initial word is fragmented, but a sense
of unity is established at the homophonic™ triple section 'cantabunt

coram'. His Virgini magnae 3 5 is conceived as a two-part motet with

a'superimposed ostinato rather than as a standard five-part motet

(Ex. 50). The two bass parts sing in close imitation, over which three
cantli sing é CF-like ostinato in virtual canon on 'Sancta Maria ora
pro nobis'. The treatment of melodic material is similar to that in
the Sonata a 8 from Monteverdi's 1610 Vespers - perhaps Giamberti was
familiar with that work. Giamberti is at his most subjective in the

emotional Anima mea angelorum pane saturata est 3 4 (No. 63); a florid

canto duet at 'angelorum pane' ends 'piano' and precedes a contrasting
TB duet in long note-values, 'languet et liquefiat'. The drooping
-phrases add to the sense of longing and dynamic markings, uncommon

at this date, show a concern for exploiting in performance the
expressive potential of the music.’

The second book of Frescobaldi's Diversarum modulationum of 1627

has survived incomplete;122 it contains his only remaining contributions
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to the genre. The duet O mors illa (No. 64) for canto and bass shows
him at his most affective, with descending tetrachords at the opening
and prominent diminished fourths at fquam amaraf and elsewhere;
harmonically it is no less intgresting than his organ works. Some of
it is rhythmically controlled as at the triple-time section, but the
phrase fte mordens' sounds almost improviséd, and chromatic alterations
at 'propter mortem' stand out in the midst of the diatonic writing.
Frescobaldi's thoughtful use of such devices to meet affective ends

is also evident in Civitas Jerusalem (Ex. 51); here we find the

peculiar CCTT scoring, the falling diminished fourth in the opening
phrase, a succession of drawn-out melismas in 'flere' and monotones on
'doluit Dominus'. Frescobaldi clearly appreciated the expressive
potential of harmonic schemes, a idea which did not become .commonplace
until Stamegna, and which was later developed in the more subjective
pieces of Foggia.lz3 While he used the structures and textures of his
time, Frescobaldi shows himself to be ahead of his contemporaries in
the matter of expression, and in the imaginative use of chromaticism,
line and scoring. |

Kapsberger's Cantiones sacrae.....volumen primum (1628) shows

another feature of musical style in its extreme simplicity coupled
with metrical regularity: Though in Kapsbergerfs writing thié is
taken to an extreme, it also appears in the works of other composers.
Stylistically this volume is the antithesis of his early highly

' embellished writing, and nothing that detracts from the steady

continuity of the rhythm is permitted. Tria sunt munera is an example

of such writing: curiously it is set for two canti, unlike most
Epiphany texts which use three low voices depicting the Magi. The
rhythmic control is evident in the regularity of the voice entries;
the parts are often paired in thirds, another factor which contributes

to the direct approach. A slightly later example of organized metre
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occurs in Surge amica mea 3 2 from Massenzio's Sacri mottetti of 1631.

Here the opening phrase leaps upward in dotted rhythms, closely
imitated by the other voice (Ex. 52a), the use of a broken chord giving
a sense of momentum and urgency. The triple-time section at fostende
mihif represents an unsophisticated approach to melody, whilé the

'vox enim tua dulcis' passage (Ex. 52b) has a certain rhythmic
simplicity further highlighted by echo effects. The motifs often rely
on the momentum created by an anacrusis - evidence>of the growing use
of regular metrical schemes. Unlike Kapsberger, Massenzio incorporated
a charming example of pérsonification in his three-part motet for the

Epiphany, Magi videntes stellam: each of the voices announces its own

gift.

The 1630s saw a marked decrease in the publication of liturgical
music. While this was the period of the Venetian plague, it is
clear that this had little effect on the situation in Rome. It is
almost as if, after the particularly fruitful 1620s, the market had
reached a point of saturation which diminished the commercial viability
of further collections. This is the most probable explanation, since
there seems to be no historical event which relates to the decline.
Thg drop in the numberjofpublications was not paralleled by a fall in
quality. Composers now often tended to exhibit the originality of
thought-noted in Giamberti's 1627 collection. This more interesting
phase was brought on by the fact that composers no longer felt obliged
to imitate polyphonic models. Thus a rather unconventional opening
such as that of Media nocte & 3 by Nicolo Stamegna (No. 65) became

perfectly acceptable. In this motet, from Sacrarum modulationum.....

liber primus (1637), Stamegna used a dramatic change from 'piano' to

‘forte' to illustrate the first words, 'Media nocte clamor factus estf.
After the stillness of 'media noctef.with its long notes, the sudden

'Forte' with a rush of semiquavers is an unexpected but effective
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device. An increased interest in the manner of performance is shown
by the use of the terms 'piano', 'forte', ‘'allegro', 'presto' and
fadagiof in the publication, which is the first known to me to make
extensive use of such markings;

There is considerable rhythmic regularity in Cristoforo Piochi's

Sacrae cantiones.....liber secundus of the same year; frequent use

is made of repeated notes and the phrases are brief enough .to have a

motivic quality. The opening of Impetum inimicorum a 2 (Ex. 53)

has four quavers on the same note - a far cry from the self-consciously

polyphonic initial phrases of twenty years previously. Similarly

the sequences of Deus miserere nostri use a marked rhythm: y11.

Piochi's music features clear formal structures too: Gaudeamus omnes

and Cantabant sancti are both strictly ABA, where A is a triple-meﬁre

section, and Panis angelicus prescribes the repeat of the final

'0 res mirabilis' passsage to produce ABB form. Abbatini's Il quinto

libro de sacre canzoni of 1638 also emphasizes strucfure; for

instance, Justitiae Domini a 3 is in ABB form. Abbatini's most

innovatory feature is the predominance of three-voiced pieces for two
canti and bass, foreshadowing the general preference of the 1640s.
Also progressive are the adventurous tonalities used for more affective

texts: the eucharistic Panis angelicus & 3 is in what can be called

G minor. The increasing tonal variety is reflected in Abbatini's
use of natural signs - no earlier example of their employment occurs
in music examined for this study.

In 1640 the elderly Agazzari still allowed the duet medium pride

of place in his motet collection Musicum encomium. All the pieces

are in honour of the Holy Name, and each text contains the word

‘nomen'. The style is largely syllabic, and the verbal clarity is
8.124 His
/

preference for ABB form still “lingered on as, for example, in Sit

in keeping with ideas expressed in his treatise of 163
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nomen Domini for two tenors. - Though Agazzari had once been at the

forefront of progressive.tendencies in Rome his final volume shows
that he had failed to keep up with more recent trends. Had he
continued to live in Rome rather than move to Siena this perhaps

would not have been the case,
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THE CONCERTATO MOTET 15

In Rome the term 'concertato’ was applied to two distinct
categories of motets: those in which the texture changed freely
throughout, and those divided into short sections each with its own
scoring. Neither group relied on large numbers of voices, and motets
of both types are found in as few as three parts. It seemed appropriate
here to preserve the contemporary categorization, one which is based
on an assessment of the use of texture, rather than the number of
voices. Therefore the ensuing sections will consider motets for as
few as two voices and for as many as eight. The first type of
concertato motet is the kind which Roche described in the Venetian
context as the ftexturalf.motet,lzé where the interést is not so much
in the melodic line as in the constantly varying 'terraced' texture.
Thg second, sectional type is not generally(;gpresented'in the works
of Venetian composers; in fact, the style wés known in the North as
fconcertata alla romana' and appears to have been peculiar to Rome

and its environs.
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The Textural Concertato Motet

The earliest Roman examples of writing in this style are found
in the works of G.F. Anerio; these also contain the first instances
of the word 'concertatof in Rome. One of the eight-part motets in

his Litaniae of 1611, Jubilemus in arca Domini Dei & 8 (No. 66), is

designated 'mottetto concertato'. This historically important motet
contains sections for various scorings and then adopts a standard
polychoral idiom for the concluding passage 'Ave sancta virgo'. The

bassus ad organum part provides a firm foundation for the reduced

sections, the majority of which are for two equal voices. The opening
of the motet is striking: the first line of the text is announced in
the two canti, after which the tutti enters with the same words in
triple metre. This collection was certainl& highly-regarded since it
was reprinted in Rome in 1626.127 Though not using the word fconcerpatof

Anerio's Motectorum.....liber secundus, also of 1611, uses similar

techniques of vocal deployment, generally for purposes of personification.

Impletis diebus purgationes a 5 for the feast of the Purification

contains the text of the Nunc dimittis; these words, originally

proclaimed by Simeon,128 aré sung by a solo voice. Similarly the

Epiphany motet Magi ab oriente venerunt 3 6, which tells of the Magi

visiting Herod and then finding Christ, sets the words of the Magi
for three voices, for instance, 'ubl est qui natus est rex Judeorum?f.

Dixerunt discipuli 3 5 (No. 67) takes the form of a dialogue in which

the tutti acts as narrator; it describes the appearance of Christ to
Thomas - the words of the former are set aé a canto duet,129 and
those of thé latter as a tenor solo. The voices unite in a concluding

passage, 'beati qui non viderunt et crediderunt. Alleluia'. This

representation of characters creates a form not far from that of the
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early oratorio, though without the division into short movements
characteristic of the 'concertato alla romana' style., Anerio
maintained an interest in the concertato idiom, and in his

Ghirlanda di sacre rose (1619) he introduced some textural features

in a number of the motets. Laudemus Deum nostrum & 5 opens with a

tenor solo and there are a number of solos and duets interleaved with
the tutti.

~Anerio's usé of the concertato style however represents the
coming to fruition of some trends evident in the music of Agazzari at
the turn of the century. Agazzari's interest in texture at that

stage is apparent in Omnes gentes plaudite & 7 which appears in the

third book of Sacrarum cantionum of 1603. This piece is entitled

'dialogus' not because it has a dialogue text but since the CA and
sesto singinalternation with the TB and quinto. After a homophonic
opening in the first group, triple metre is introduced at the word
'plauditef and the exchange between choirs begins. The voices finally
unite'at fpsallife nostrof at which point the strict dialogue ends and

freer deployment of the voices commences. During the following ten

years Agazzari's style developed, and his Venetian Dialogici concentus
(1613) is very similar to Anerio's publication of two years previously.
The similarity is not only in the dialogues but also in the other

motets where textural aspects come to the fore. In In illo tempore

3 6 Agazzari set the section of St.John's Gospel which culminates in
'Ego sum panis vivus':131 the words of Christ are given to the tenor,

while various combinations of other voices represent the crowd.

Though the text is not a dialogue the~settipg of Domine Dominus noster
3 6 (No. 68) contains a number of different scorings: various
groupings of one to three voices provide a foil to the tutti refrain
sections which declaim fDomihe Dominus noster quam admi?abile est

nomen tuum in universa terra'. It exhibits what in the North would

130
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have been réferied to as the cantilena style. The structural role
of the refrain is given extra prominence since on the first and last
occasions the text is set to the samé music.
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One of the concertato items from Capece's sixth book of 1624,

Hodie Christus natus est, also adopts this cantilena form; there is a

triple-metre tutti 'Noe' refrain juxtaposed with sections for various
combinations of voices. On a smaller scale, but'also using the form,

Anerio's O amoris victoria a 2134 for St.Laurencé contains solos and

duets in between repetitions of the refrain. It is designated 'Canto,
Basso, & Tenor insieme', and one part is shared by the tenor and bass
voices with the change of voice being indicated by a change of clef.
Another example is Domenico Campisi's Laudes ergo 3 4 in ABACADA form;
A is a simple triple-metre refrain; B and C are reduced sections and
D is a tutti passage in quadruple metre (No. 69).135 Campisi, a
Dominican, included this motet to St.Dominic at the end of-his 1622

volume,

Agazzari also applied his interest in texture to small-scale

motets which he labelled 'dialogo'; in his Sertum roseum of 1611 two
of the three-part pieces are so named. One of these, Gaude virgo
gloriosa, opens with a solo for each voice in turn before proceeding

to a consistently full texture (No. 53). In his Motecta.....liber

secundus of the same year G.B. Nanino also experimented with the
possibilities of introducing textural interest into the few-voiced

motet. Exaudi nos Domine (No. 52) uses three voices in a variety

of combinations: +there is quite an extended passage for the bass at
‘et secundum' followed by a canto solo in an ornate style - an

idiomatic use of the voice far removed from the prima prattica. In

Motecta.....liber quartus (1618) Nanino included a Benedicam Dominum

3 4 which comprises lengthy canto and tenor solos, a CB duet and: tutti
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. writing. The solobsections are not recitative-like but rather thej
continue the transitional polyphonic idiom of the rest of the piece,
The section 'et laetentur' (Ex. 54) is based on an interesting
rhythmic phrase which falls sequentially; ﬁhis is a refreshing change
from the triple metre usually found in connection with these or
similar words.

With the small-scale ée#tural motet came the idea of using it as
a vehicle for personification. Massenzio made considerable use of the

term 'concertato' in his Sacrarum modulationum,.....liber quartus of

136

1618, a collection of small-scale music. With one exception all
the motets for three to five voices are so designated, and two of these

seven pleces are divided into versets in the 'concertato alla romana'

manner. Ardens est cor meum 3 3 is typiqal of the publication: this
Easter motet has a prominent part for canto which enunciates the
feelings of St. Mary Magdalene in alternation and occasionally in
combination with the other voices. Vincenzo Pacefs coliection of 1617

also contains a dramatic motet, Unde ememus panem 3 3, which describes

the feediﬁg of the five thousand; the three.voices take the parts of

Christ, James and Philip and unite for a final passage of comment and

137

praise.

Francesco Martini's Sacrae laudes.....liber secundus (1617) is

a notable testimony to the early popularity of the concertato idiom

in Rome. His Motecta.....liber primus of ten years earlier shows him

as a strict adherent to the stile antico, the type of composer

wnlikely to write anything but rather reactionary music. However,

by 1617 the situation had altered and Martini had been converted to

a more progressive style. Whereas his 1607 collection had been

issued without continuo, in this publication he went as far as to
include organ parts for the three Marian motets in his first collection.

But Martini's change of idiom affected more than his attitude to the
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continuo; in addition to a more relaxed style with greater freedom of
'rhythmic movement, he adopted a concertato approach in seven- and

eight-part writing. In Qualis est diebus tuis & 7 (No. 70), designated

fcondertato' in the part-books, he makes regular use of canto solos
alongside polychoral and antiphonal writing. The solos are rather
florid and contrast well with the more rhythmically animated style
of the other sections. In some places Martini marked the canto part
fCantus sblo, si placet', indicating that it was not necessary for
these sections to be sung by a number of voices - clearly a more
personalized form of expression was being admitted.138

Catalani was one of the most original contributors to the

concertato motet; his setting of the dramatic text Percussit Saul

3 6 (No. 71), contained in RISM 16183, includes a number of solos and
duets within a continuous texture. More noteworthy, however, are the

stile concitato passages of repeated notes which, in providing a

misical response to the text, constitute a stylistic antecedent to

the battle scenes of Carissimi.139 Even in the provinces the concertato
style had achieved a measure of popularity by the middle of this

decade; Abundio Antonelli, maestro at Benevento, had adopted the

idiom in Dies sanctificatus & 5 in 1616.140 This motet does not rely

on an alternation of reduced and tutti sections since the texture is
formed of a succession of different combinafions,and the voices do
not all come together until the final passage.

One of Agazzari's successors at the German College, Annibale
Orgas, also addressed himself to the problem of developing the

concertato style. His Sacrarum cantionum.....liber primus (1619)

contains a number of motets for full textures but which are introduced
by a single.voice;lql others exploit more fully the potential of the

medium. Jesu dulcis memoria a 6 (Ex. 55) begins with a tenor solo, then

proceeds to a brief duet for the canti and, after a full passage on the
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name ‘'Jesu', a short bass solo commences. The remainder of the motet
is basically tutti except for 'eius dulcis' where a motif is exchanged

‘between different groups of voices. The concertato idea also influenced

the structure of Campisi's full motets. Erit in novissimus a 4 from
his 1627 collection is introduced by a bass solo which leads to a CA
duet, and finally to the four-part writing which constitutes the

remainder of the piece.142 Similarly Jesu mi rex bone & 4 for the

feast of St. Catherine opens with a canto solo which is followed by
an AB duet and a return to the canto before the remainder of the motet
proceeds in feur parts.

Further evidence of the popularity of the concertato motet is
the inclusion of a number of examp;es in collections ptherwise biased
in favour of non-concertato small-scale music. Two composers,

publishing in 1620, issued concertato pieces for eight voices in their

motet collections: Quagliati composed a Venite exultemus Domino marked

'"Concertati, a soli, & A 8', while Boschetti set Ecce iste venit, a

téxt from the Song of Songs.

The last substantial contribution to the genre of the textural

concertato motet is Quagliati's Motetti, e dialoghi.....libro secondo

(1627) for eight voices 'concertati con voci sole'. Of particular

~interest is the format of the publication which affords some insight

into performance practice in its inclusion of two bassus ad organum

143 The thirty motets shed some light on

parts, one for each choir,
terminology and especially on the terms 'concertato' and 'dialogo’.
Fourteen of the items are marked ‘dialogo' for a variety of reasons.

Motets such as Adjuro vos filiae Jerusalem and Ductus est Jesus

could not be other than dialogues since various persons are
represented. The former is a series of solos and tutti passages
treating questions such as 'Qualis est dilectus meus?f.from the Song

of Songs, and the latter records the wilderness temptations of
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Christ. Here the devil ié pérsonified and, after the presentation of
the three temptations, the choir responds 'Vade satana'. In addition
to the group of dramatiq pleces, there are some motets like Ecce
sacerdos which, while not setting a dialogue text, are labelled
fdialogo', This term appears to refer to musical construction since
there is continuous antiphony between the tutti énd a secondary group
of three voices; this is not concertafo in Quagliatifs use of the
word for it lacks the variety of constantly changing vocal textures.
Ego dormio is also a 'dialogo'; this example demonstrates that any
characterization is sufficient to warrant the use of the term because
here the text only presents the feelings of one character.

A number of different combinations of voices must be introduced

for a motet to merit the term 'concertato': Jubilate Deo, therefore,

. 1s a dialogo despite the two bass solos and a short duet section

within the eight-part texture. Accordingly, both Laetentur omnes and

Laudate Deum receive no designation at all since their reduced sections
afe of only minor importance within the polychoral idiom. Laudate

Dominum de caelis is, however, truly concertato, for the music

constantly moves between different vocal scorings, culminating in a
final tutti: it is inscribed 'concertato' in the part-béoks.

The style of Quagliati's notets is 6riginal and interesting:
the dialogue Ego dormio (No. 72) contains a remarkable chromatic
opening whose descending phrases give an impression of weariness
contrasting well with the tutti declamation at 'aperi soror meaiJ The
texture disintegrates into a type of monody at 'anima mea liquefacta
estf, where solo- voices present the text in a recitative-like manner.
This is soon followed by a brief chordal tutti at fvocavi' leading
to a sensitive conclusion which preserves the feeling of grief.

After Quagliati only Giamberti and Kapsberger contributed to the

genre. The 1630s saw the decline in the printing of large-scale works
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and those compositions‘for four or fewer voices became the unchallenged
holders of first place in the published repertory. The continuing
development of the polychoral idiom is well documented in church
archives, and it would seem that interest in the concertato idiom was
suppressed in an overriding concern to employ as many parts as
possible. This 'colossal Baroque',musiclmust wait until another

section for consideration.



(266)

The Motet 'Concertato Alla Romana'

Agostino Dirutafs Compieta concertata.....opera quinta, published

in Venice in 1623, is known only from the tenor part-book which survives

1M 1 addition to a Compline setting and a

in .the British Library.
Marian antiphon, it contains a Miserere which is described on the
title-page aé 'a versetti concertato alla romanaf, The tenor part

of this psalm-setting defines what the Venetians meant by 'concertato
alla romana', a style of writing rarely encountered in the North.lb{5
From this part it is evident that the text is divided into verses,

and the the texture changes form one to the next.

Miserere Tacet Cor mundum a3
Et secundum a2 Ne projicias Tacet
Amplius lava me Tacet Redde mihi Tacet
Quoniam iniquitatem a 2 Docebo iniquos Tacet -
Tibi solo peccavi as Libera me Tacet
Ecce enim Tacet Domine labia Tacet
Ecce enim a2 Quoniam si Tacet
Asperges me Tacet Sacrificium Deo a3
Auditui meo a2 Benigne fac a2
Averte faciem Tacét Tunc acceptabilis R
Gloria Patri a5

The style can be viewed as a natural development from the works

of late 16th—century contrapuntists who tended to omit a voice part,

or occasionally to add one in versets. As in the case of the small-
scale and textural motets, it was Agazzari who seems to have formulated

the style in Rome. Laudate Dominum & 6 (No. 73), from the third book

of Sacrarum cantionum of 1603, is notable both for its sectionalization

and for the use of a variety of vocal scorings, namely two high-voice
trios and a CB duet. These reduced sections are interleaved with‘a
six-part refrain or ‘riposta', 'Laudemus et canemus', and the motet
concludes with the tutti passage 'Omnis spiritus laudet'. In his

Sacrae laudeS..... liber secundus of 1603, Agazzari included two

office hymns set in this manner. The verse division of hymns made
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them particularly suitable for this type of writing; for example,

- Aeterna Christi munera a4 8 is scored thus:

v. 1 Choir I
v. 2 Choir II
v. 3 Tutti

v. 4 SSA

v. 5 Tutti

In time the style became regarded as a suitable medium for
dialogues and for setting dramatic texts. Abundio Antonelli included
146

a dialogue-motet in honour of St.Francis in his 1616 collection;

 this setting of Cum in medio & 5 consists of two bass solos and a tutti

passage. The first solo introduces the prayer of the saint, the
second is the text of the prayer itself, and the concluding section

a commentary upon it. In the hands of Catalani thé tendency to break
motets into short sections developed, and on occasion the result
resembles a miniature oratorio. Catalani's only publication, Sacrarum

cantionum.....liber primus of 1616, contains a Christmas motet,

Angelus ad pastores & 8,which shows the potential of the genre, both

as a medium for characterization, and for maintaining the interest

when setting a lengthy text. Its structure is reproduced below:

Angelus ad pastores A TI
Annuncio vobis ~ CI
Noe CCaA
Pastores autem S
Transeamus usque Bethlem AI, TI
Invenietis infantem CI
Transeamus et videamus AATT
Et venerunt _ TI

0 magnum mysterium 3 4/8
Et subito TT

Gloria in excelsis a8

The joyous triple-metre 'noe' section gives the motet a pastoral air,
and much of the solo writing in this 'Dialogo pastorale per il
Natale' tends towards recitative, for example, the solo fAnnuncio vobis'

(Ex. 56). Not all his dialogue motets are on this scale: the Song of
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Songs setting En dilectus meus is a two-part piece for canto and

tenor, in which the voices unite in a concluding section 'egrediamur
in agram'. A two-part dialogue also occurs in Stefanini's Motetti
concertati (1626) which was composed, as the preface states, while

he was active as maestro in Turin. A unique example of a Northern

collection published in Rome,147 the volume opens with Heu me misera,
a dialogue between Christ and Mary recalling the scene following the
Resurrection. A similar Annunciation dialogue for Mary and the Angel,
148

Ave Maria 3 2, is found in Campisi's collection of 1622,

Anerio's Sacrarum cantionum.....liber quintus (1618) contains one

piece which signals the beginning of his interest in the style, a

setting of Venite gentes 4 4 in three short sections. Nanino had

included an Aruit cor meum a 4 in four contrasting sections in his

1611 motet collection,149 but it was Anerio who' further developed

150

the style after Nanino's death in 1618. The progression can be

seen in his Ghirlanda di sacre rose of 1619. This collection, a cycle

of motets for the liturgical year, contains many sectionalized items.
Some have as many as six verset-like sections, a good proportion of

which are solos. Hostes Herodes a 5 for the feast of the Epiphany

is one of the more extended pieces:

Hostes Herodes c
Thant magi B
Lavacra puri al
Novum genus TB
Gloria tibi Domine - as

The canto solo adopts an idiomatic vocal style, while the bass section
is more reserved, slavishly following the continuo part in the same
manner as in the motets of the previous year.151 Evep- when the
notets of this volume are through-composed a certain amount of textural
interest ié introducéd. The rhythms are regular throughout the

volume; this is reflected in the division of the continuo part into
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regular bars.
A number of psalm-texts, some with an element of dialogue, proved

suitable for motet treatment in this manner. Vincenzo Pace included a

i52

setting of Domini est terra 3 3 in his 1617 publication; while not

a dialogue, it is divided into ten short sections and designated

'Concertato in diversi modi'. Domine quis habitabit 4 4 from the same

collection approaches a dramatic dialogue on account of the question-
and-answer nature of the text, taken from psalm 14, Pace responds to
this feature of the text in the musical setting, where the questions
to which the bass replies are posed by the three upper voices. In
Piochi's 1637 setting of the same text for four voices153 the same
principle is applied (No. 74): the question is posed by the canto and
the other voices reply in turn with verses from the psalm. The motet
ends with the parts uniting confidently in the verse fqui facit haec

non movebitur'. A similar piece is included in Pietro Pace's motet

collection of 1625;154 Quis est iste & 4 is a dialogue based on psalm
23 in which the first tenor puts the questibns and the other voices

respond.

Ugolini's first Roman publication of 1619, Motecta.....liber

quartus, differs from his earlier Venetian prints in a numbér of
respects and confirms the essentialiy Roman nature of the style

termed 'concertato alla romana'. The marked increase in the proportion
of four-part pieces does not appear to arise out of an interest in
four-part writing pgz;ggJ but from a deéire to exploit the varied
possibilities of vocal groupings offered by that number of voices. A
table of the incidence of concertato motets is included below; it

shows the number of voices employed in each piece:
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Non-conc. Concertato a1 a2 a3 3l
Liber I Venice 1616 26 - 5 9 8 4
Liber II  Venice 1617 24 1 4 8 9 L
Liber III Venice 1618 2L 3 6 8 8 5
Liber IV  Rome 1619 16 11 4 11 2 10

Some of the eleven concertato motets from the 1619 collection are

divided into small movements; in fact, Caecilia famula Dei a 4 is

oratorio-like. Franciscus pauper a 4 is an exceptionally long motet

in eight sections, each of which has its distinct scoring. Most of

the sections are long enough to stand as independent movements:

Franciscus pauper SAT
Alleluia SAT
Absit mihi B
Lex Deus eius SATB
De caetero nemo B
Alleluia hymnis caelestis SATB
Potens in terra T

Alleluia hymnis honoratur -~  SATB

Interest is maintained by varying the scoring, and there are some
idiomatic solo passages, and moments of triple metre at the Alleluia

sections.

Unlike the previous piece, Allegri's Gustate et videte & 6

(No. 75) does not have a dramatic text; the words constitute a
eucharistic commentary of a devotional nature. This motet, from his
Motecta for two to six voices of 1621, stands out in a.collection of
otherwise continuously composed motets for its refrain form and its

division into nine parts:

Gustate et videte a6
Surges lac gentium CCT
Gustate et videte a6
Pinguis est TT
Gustate et videte a6
Panem de caelo SS
Gustate et videte a6
Cibavit nos Domine CB

Venite et comedite ab
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The verbal refrain is set to the same music each time it occurs, and
the final tutti section provides a weighty conclusion. Also devotional

in character is the Advent piece Rorate caeli & 5 from Kapsberger's

Cantiones sacrae..... volumen primum (1628): while most of the pieces
in the volume are notable for their extreme brevity and simplicity,
the two five-part motets employ a somewhat lérger canvas. This piece

is constructed in the concertato manner:

Rorate caeli as
Ad te Domine T
Ego autem C
Veni Domine TT
Rorate caeli as

Bbth Tullio Cima's and Lorenzo Ratti's contributions to the
genre are settings of narrative texts; the former's Hoﬁo quidam a 5155
is a dialogue which tells the parable of the man who prepared a feast.156
Three solo voices represent the people invited and each in turn
presents an excuse for being unable to attend. These solos are
rhythmic in style rather than declamatory, and the motet concludes

with a section of four-part writing, 'Dico autem', which recounts

the moral of the story. Ratti's Sacrae modulationes of 1628 provides

large-scale settings of the gradual, offertory and elevation for the

whdle liturgical year.157 Videntes stellam a 9 for the feast of the

Epiphany'is structured so as to include a variety of textures:

Videntes stellam a9
Et intrantes AA

Et procidentes a9
Stellam quem viderant CCA
Videntes autem eam a9

That this type of concertato writing also appears to have declined
in the 1630s is perhaps a false conclusion based on the scarcity of
all motet publications. Isolated examples of the 'concertato alla

romana' style do appear during the decade - for instance, two pieces
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in Massenzio's Compline setting of 1630,158 and a hymn setting, Jesu

159

corona virginum & 3, in Stamegna's 1637 collection.

In the 1640s the principle of sectionalization became so
assimilated into the general motet style that the word fconcertato'
fell out of use. Many motets dating from that decade are composed
in several movements in the manner that would previously have been
described Aas 'concertato alla romana', but as this was now the norm,

the term itself no longer appeared.
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THE DOUBLE-CHOIR MOTET

At the beginning of the 17th century the polychoral motet had
already achieved a cbnsiderable foothold in Rome. Palestrina, Victoria,
Giovanelli, Felice Anerio and Francesco Soriano among others had
contributed to the polychoral repertory in the late éinguecento.160
The popularity of the genre was not, however, capable of withstanding
the introduction of the concertato or 'colossal Baroque' styles with
their greater range of possibilities, and therefore the strict double-
choir style, based on the alternation of blocks of sound, fell into
a decline in about 1620. Around this time there was a marked increase
in the number of composers who augmented the possibilities 9f the

polychoral medium by introducing extra choirs.

Giovanelli's Sacrarum modulationum.....liber primus of 1593

reflects late-cinquecento taste; it was a popular collection and

reached five editions in Rome, Venice and even Frankfurt.161 In

62

common with those in Gallo's publication of 1600,l the motets are

for five and eight voices in a ratio of about 5:2. The polychoral
pieces are fundamentally homophonic, with the dialogue between the two
groups of voices relieved by occasional passages of tutti writing.
Vocal lines flow smoothly with few melodic leaps, and some triple-
metre sections are included, mainly in conjunction with joyous portions
of text. By its publication in three cities and its dedication to

the Duke of Bavaria, the volume demonstrates that Roman composers

were not cut off from the rest of Europe; rather they were accepted
beyond the Roman orbit to a greater extent than they were themselves
prepared to accept outsiders.163

While Agazzari derives his main historical impoftance from

fostering the small-scale motet with continuo in Rome, he also
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published three volumes of more traditional motets for four to eight

voices which follow the pattern established by Giova.nelli.léLP The

most notable features are the inclusion of bassus ad organum from the

second volume onwards and Agazzari's intention musically to illuminate
the text.165 A good example of the latter point is the polychoral

Stabat mater from the second book; Agazzari employs a homophonic

idiom with affective descending lines at 'dum pendebat' and the
striking entry of the tutti at the exclamation 'O quanm tristis'

(Ex.57). In the same vein, Super flumina 3 8 from the first book

opens with a tertial relétionship, a G-G§ chromatic alteration in
the upper voice; this expresses the sense of desolation in the psalm-
text.166

Agazzari's first publications, unlike his small-scale motets,
seem to have attracted few imitators in the following decade. There
was no furthér publication of polychoral motets by a Roman composer

until Agazzari's successor at the German College, Antonio Cifra, went

into print in 1610. Cifra's Vesperae, et motecta.....opus nonum, which

includes eight double-choir motets, is faithful to traditional

polychoral principles. In the Easter motet, Angelus Domini (No. 76),

Cifra set the opening passage polyphonically for the first choir, but
with the entry of the second choir at 'et accedensf the music becomes
homophonic and antiphonal. Elementary word-painting is found in the
first phrase which falls at 'descendit', and immediately rises again
for 'de caelo', a device which rather contradicts the sense of the
words. A lively festive conclusion is reached at 'Iam surrexit
Alleluia' with ﬁhe use of triple metre over a repeated harmonic
pattern (I-V). |

That Cifra continued to avoid the concertato idiom is shown in

his publication of psalms, Psalmi sacrique concentus octo vocibus, et

organo concinendi (1620),167 which also includes twelve eight-part
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motets; the writing is strictly polychoral and he shows no marked
change from the style of his 1610 print. The Christmas motet,

Nativitas tua a 8, opens, like Angelus Domini, with contrapuntal

writing, and the same contrasts between the vocal groupings and

enthusiastic use of triple time are present. It was not until a

68

Venetian publication of 1629,-%° that Cifra first tried his hand at

fully developed concertato writing; in other motets of the same year,

however, he still used a full texture, for instance, in Vidi turbam

nagnan 3 6.1%

Quagliati's Motecta.....octonis vocibus..... of 1612 was published

with continuo, and shows that he, like Agazzari, was concerned to
provide a sensitive interpretation of the text. It differs from his
1627 print, 0 in that here Quagliati adhered firmly to the polychoral
idiom, using the choirs as distinct blocks of sound in alternation '

and combination. Exaudi Domine & 8 (No. 77) is typical; beginning

with staggered entries in the first choir, the texture soon comes to
rely on the homophonic alternation of choirs. The setting shows
great thought for the text: the falling sixths of the opening are
expressive, as are the unusual chromatic alterationsat fmiserere mei'
and the sequentially rising tertial relationships between the choirs
at 'sed tu Domini'; these seem to réflect the rising optimism of the

words at that point. Laudate Dominum de caelis & 8, by contrast,

expresses uninhibited joy in setting the entire text of psalm 150. TIts
rhythms are dynamic and vital with lively passages sung to a monotone
emphasizing the pulse, and exuberant triple metre. Madrigalian word-
painting also finds a place at 'in sono tubae' (Ex. 58) with its lively
arpeggiated writing.

Though Quagliati called his Motetti, e dialoghi.....libro secondo

of 1627 ‘'concertati' on the title page, not all the contents can lay

claim to that description. About a third are in the same polychoral
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style as those of the 1612 publication, while the remainder are

designated 'dialogo' or 'concertato'. A motet such as Laudate Deum -

strictly double-choir - would not have looked out of place in the

1612 print. The inclusion of two identical bassus ad organum parts

is noteworthy, and conforms with the standard performance practice for
polychoral music.

Stefanini's Concerti ecclesiastici a otto voci.....libro terzo of

. 1614 is fundamentally a polychoral publication, but it still includes

a number of concertato items; this shows how the increasingly popular
style was making inrbads into publications of traditional double-choir
pieces. Soriano, the maestro of St.Peter's,remained unaffected by

such developments and in his one Venetian publication made no concessions

to the textural style. His Psalmiet mottecta.....liber secundus (1616)

contains motets for eight and twelve voices; the individual choirs are
used homophonically, and there is a good deal of rather thick tuttl -
writing. Even the conservative Soriano was inclined to introduce

short triple-metre passages to relieve the complex contrapuntal writing.

This occurs in his weighty Ecce sacerdos, whose performance one could
envisage as part of some impressive paﬁal ceremony in the basilica
where he was maestro (EX. 5§). The-fact that Soriano, who normally
used Roman publishing houses, should choose to have this published in
Venice suggésts that there was greater demand for such music in the
North.

Continuing in the tradition of Agazzari at the German College,
Annibale Orgas published a volume of Sacrarum cantionum fcum basso ad
organum & musica instrumenﬁa' for four to eight voices in 1619. No
instrumental parts are included, and there are only traces of
concertato influence, though in a few cases a solo section introduces

an otherwise standard polychoral composition. Omnes gentes & 8 is

representative of the volume (Ex. 60); it opens appropriately enough
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with a tutti on the first two words which leads to a section of triple
metre on 'plaudite' where the word is exchanged between the choirs in

a characteristically forceful manner. The indication 'musica instrumenta’
ties in with what is known of the musical forces employed at the

College.

Diruta's partially extant publication of 1630, Sacrae modulationes..

...opus decimum, is included here since there are no indications of

concertato writing in the surviving parts.17l Among 5 broad selection
of scorings there are a number of polychoral motets, and the two
Magnificat antiphons for the feast of St.Augustine are set for eight
voices.172 The instrumental indications are remarkably thorough,
parts being provided forzviolins, cornetts and theorbo. Polychoral in

effect is the motet for St.Augustine, Factus ergo presbyter for four

basses, two violins and two cornetts;l73 the use of one high and one
low choir was rare in Rome where choirs of equal pitch were the norm.

Diruta's setting of Gaudeamus omnes 3 7 is for SSAT, two violins and

theorbo; it is clear from what remains of this motet for the feast of
S.Nicola that instruments alternate with the voices providing sinfonief
The two groups finali& unite in a triple-time sectionat 'Gaudeamus omnes'
It is sad that no more of such an unusual and important publication

has survived.

The series of extant published polychoral music comes to an end
with Dirutafs rather idiosyncratic collection. The continuing
popularity of motets for more than one choir is evident from archives,
but few pieces remain. With the general cut-back in publication at
the beginning of the 1630s, the printing of large=-scale motets decreased
markedly on account of the limited number of churches where performance
was possible. Churches which maintained a polychoral tradition would
have had a maestro capable of composing appropriate music; clearly,

there was little commercial sense in publishing for a handful of
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churches with exceptional musical traditions. Publication of music
in the large-scale concertato style suffered a similar fate at the.same
time, making it impossible to know much about either genre after about
1630. The manuscripts which could fill this gap have yet to come to

light, or have perished through constant use in performance.
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THE MOTET IN THE 16408

The decade was heralded by a publication by the maestro at St.
Peter's which sums up the trends of the 1630s. The motets in Virgilio

Mazzocchi's Sacri flores.....opus primum (1640) demonstrate remarkable

economy of material and employ a concentrated and unified style. At~

the opening of Spiritus Domini both voices sing the.same material in
imitation (Ex. 61); the following’phrase"replevit orbemf is derived
from the second half of the opening phrase, and is almost treated
canonically. A similar closely argued construction is evident in the
extended triple-metre passage which follows the first section. The
motet comprises two contrasting sections, a common enough structure

in the collection and one which finds a parallel in the growing use of

recitative followed by aria in contemporary opera. Ecce radix Jesse

a 3 (No. 78) from the same volume is also bipartite: its triple-metre
'section is notable for thé highly organized bass.line. Though the
lengthly bass péttern is only repeated once, tﬁe effect of three minims

on each degree of the scale is ostinato;iike - again we note considerable
'economy of material. There is much writing in thirds and the melismas
on fglpriosum' are constructed sequentially. Unlike a considerable
number in the collection, this motet is not sectionalized in a

‘concertato' way, but flows continuously, the only contrasts being

introduced by the arrangement of vocal entries. Salve nos Christe

for two altos, however, contains some solos for both voices: this move
away from full textures, combined with a tendency towards sectional-
ization gave birth to the typical motet of the 1640s. This is
divided into small movements for contrasting voices in the manner
previously referred to as 'concertato alla romana'.

In this decade the elements of musical composition underwent an
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expansion: short phrases took on more melodic significance and

the verset sections of earlier motéts were developed into short, but
independent movements. This resulted in motets of greater proportions
: requirihg more vocal skill than those pieces designed to meet the needs
of minor churches. Even when motets are not sectionalized, passages
of a particular scoring last longer, and the melodic material is

given more room to develop. By the 1640s, then, the introduction of
solos and reduced passages in the motet was the norm and the term
‘concertato' fell into disuse. Moreover, it now.became unthinkable
that music would be composed withloptional continuo parts: the
instrumental support was regarded as an integral part of musical
texture. This ideaof maintaining interest by varying vocal scorings
was aléo responsible for the increased popularity of the trio medium,

174 The growth

since three voices offer far more flexibility than two.
of three-part writing is illustrated in the following table which shows

the content of motet anthologies published in the decade:

Motets

az2 8 6 10 7 10 5 2 L b
a3 12 14 9 11 6 9 10 8 8
ab 6 3 3 L L 7 L b L
a5 [ 2 2 - L - - - -

Anthologies rather than one-coﬁposef publications are the source
of most of the surviving music of the 1640s; few composers went into
print with volumes of their own motets.175 Domenico Bianchi, Florido
de Silvestri, Filippo Berretti and‘Giovanni Poggioli were the compilers
of anthologies, and the main composers represented were Orazio
Benevoli, Giacomo Carissimi, StefanoFabri, Antonio Maria Abbatini and
Virgilio Ma.zzocchi.176 A quite different gfoup of composers featured
77

in the previous extant anthology of Roman sacred music of 1625;l

the only common factor is Mazzocchi, who clearly remained popular for
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longer than most. As we shall see, the change in composers mirrors
a distinct change in musical style.

Virgilio Mazgzocchi's Filiae Jerusalem a 4 from RISM 16452

(No. 79) is characteristic of the decade: it is a sectionalized piece,
and most of its components are of sufficient length to make the term

'movement' seem appropriate:

Filiae Jerusalem
Quo abiit
Quaesivi illum
Formosum vidimus
Ad juro vos

Vox dilecti mei
Surge propera

e =l v s s - - >
3§ °

The opening solé is in the style of a recitative, and while the other
alto solos begin in much the samé manner they both proceed to a short
tuneful passage of triple metre - a scheme common in operafic writing.
Counterpoint is abandoned in favour of sonority in fhe tenor duet
where the voices sing in parallel thirds throughout. The final tutti
is an extended triple-metre paésage which moves into a quadruple-time -
section; the simple rhythms of the first part of this tutti constitute

a musical response to the word ‘surge'. Graziani's Ad mensam dulcissimi

178

of 1650 is also a series of solcs and duets concluding with a
tutti section. Recitative in this publication is more advanced and
declamatory than that found in piecés from the early'1640s and the
triple-metre solos are of greater dimensions and contain more tuneful,
flowing melodies (Ex. 62). Writing in thirds is a feature of the duet
section in this motet, as.it was In Mazzocchi. Except for the canto

solo which leads directly into the first main section, Tullio Cima's

Gaudete gentes a 4 of 1614-8179 uses an imitative texture in the outer

sections. In contrast, the middle passage is a lengthy tenor
recitative (Ex. 63), 'Haec dies quam fecit Dominus', which announces

the reason for the joy expressed in the motet - the Resurrection.
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Repeated notes and anacruses are used to give a strong rhythmic momentum
to the triple-metre sections.

Virgilio Mazzocchi's Ecce in terra nostra of RISM 1642l also

contains an amount of recitative: the first canto declaims the

opening over a static bass, and this too is followed by a triple-metre
passage. Towards the close of the motet the continuo part shows some
regular movement, over which florid vocal partsAare constructed
sequentially. A similar moving bass (in this case composed of crotchets)

occurs in Repleatur os meum & 2 (Ex. 64) by Foggia from RISM 16431.

These sections with their extreme rhythmic regularity provide a foil
to freer recitative writing. An example of the latter is found in
Foggia's Q_vos omnes & 5 (Ex. 65) which opens with a solo to the words
'0 vos omnes qui ambulantes in tenebris et umbra mortis'; the style

is recitative-like, and Foggia effectively exploits the range of the

bass voice in a musical response to the text.

Silvestro Durapte's Mirabile nomen of RISM 16452 for two altos

' and tenor moves into an extended rhythmic section after a freer
introductory passage for each of the three voices in turn. This
section makes use of verbal declamation, emphasized by writing.in
thirds, and thé economy of material typical of the period is exhibited.
Bipartite in structure, the section in quadruple metre is followed by
one in triple time; the last of these contains cadential hemiolas
which serve to heighten the strong sense of metre. Carissimi's

Militia est vita hominis 3 3 (No. 80) from RISM 16@32 contains rapid

repeated rhythms which are not unlike those in the famous battle
scenes from Jepthe.lSo The warlike text is depicted by means of
reiterated motifs, some of which are based on triads and seem to
imitate trumpet calls. In the central section, 'State ergo dilectissime’

a solo bass voice is used, but the rhythmic drive is maintained ready

for the re-entry of the other voices in a forceful concluding section.
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As usual, there is considerable economy of material: sequential
patterns move from voice to voice, ideas are developed, and there is
no steady flow of new motifs,

Use of conirasting scorings in the course of one piece is common
even where there is no division into short movements. Stefano Fabri,

in Anima Christi & 5, scored each of the initial phrases for &

different voice (Ex. 66); some of these monodic passages contain some
very affective chromatic alteration, for example at 'passio Christi’.
At 'O bone Jesu' the fpll choir enters, and a lengthy tutti section
follows, into which a bass solo is inserted and a passagé aptly written
for the three highest voices ;t 'cum angelis et sanctis tuis'.
Vincenzo Giovannoni's affective Amore Jesu d 5 (No. 81) also contains
interesting combinations of voices: it opens with a duet section
for the two canti, and proceeds through a number of imaginative passages,
punctuated occasionally by brief tuttis. The expressive vocal lines
combine with the imaginative scoring and 'minor' tonality to make an
original setting of the text.18l With this piece we have come a long
way from the functional music of the first decade of the century, and
singers of a high level of competence are required.

Adsunt dies & 5 (No. 82) by Virgilio Mazzocchi is a piece of
remarkable symmetry, fhe opposite of the rather fanciful approach
of Giovannoni's Amore Jesu. It relies for its form on the alternation
of vocal groupings and is designated 'aria' in the part-books.
Built over two ostinato patterns, the structure of the motet can be

represented ABAAABAAABAA.182 Metrically, the scheme is highly

controlled, and the rhythmic pattern established at the opening
persists throughout. Sections of duet and trio writing in a marginally
more elaborate idiom - introducing quaver passing-notes -‘alternate
with chordal passages for four and five voices. There .is no counter-‘

point as such; the tuttis are entirely homophonic, and the duets move
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in consecutive thirds with the bass sometimes doubling the continuo

part.

Foggia's two volumes of Concentus ecclesiastici of 1645 are the

last collections to come directly within our period., While most of
his pontemporaries were content to contribute to anthologies, Foggia
Aproduced a number of collections of his own music. The most strik;ng
_feature of many of his motets is their length: it is almost as if
each section of a motet written in the previous decade had been
expanded into a whole movement to stand by itself. Hié duet Jubilate
cantate from the first volume is song-like in its opening triple-metre
section, where the two canti sing in thirds and sixths (Ex. 67a);

this -is followed by a freer quadruple passage, where both voices have
solos culminating in a duet at '0 dulcissime amor Jesu': after a
rising phrase on fOf, the parts fall in diminished fourths and similar
intervals in a languishing manner (Ex. 67b). The concluding passage
of the motet, ;quia tu lux, tu spes', is in a clear G major tonality,
and there is an amount of imitation alongside writing in thirds. At
this point the continuo line is very mobile, and the controlled
rhythmic style of the section is emphasized by the use of regular bar-
lines in all parts. Another motet from this collection, Panis
angelicus (No. 83) for two canti and bass, shows a different side of
Foggia's output in the use of an obscure tonality to draw attention
to a text of special poignancy - an increasingly common device. This
motet, for the popular trio scoring of the period, is written in what
can be called C minor. The first phrase, which occurs in imitation
throughout the parts, is characterized by a falling fifth, and.Foggia
makes use of advanced harmonic practices with many suspensions, even
introducing a DY towards the end. Perhaps intended for the Forty
Hours' Devotion, the text is eucharistic, like many which proved the

inspiration for affective and subjectively oriented writing.

F
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These volumes were ciearly_considered to be important contributions
to the motet and serious works of somé distinction - a far cry from
practical music'for inadequate choirs which began this account of
the Roman small-scale motet. The format of the first volume is a
measure of the position which the genre had achieved: it is dedicated
to the Archbishop of Cologne, and it includes a eulogy by a Bavarian

monk in praise of the composer.
NOTES

1. For the richest collection see Llorens, Capellae Sixtinae Codices,
The Lateran has a large musical archive, but no catalogue has
been published.

2, Motets by Palestrina appeared in RISM 16143. Fabio Costantini
included one motet by him in RISM 16201, published in Orvieto.

3. Motecta festorum totius anni cum Communi sanctorum.....liber
primus (Rome, 1504) according to RISM; (Rome 1563) and now lost
according to New Grove.- .

See introduction to the mass, above, 120.

I
5. See Chapter III, note 18.
6. See Chapter IV, note 13.
7

Motectorum.....quae quinque vocibus concinuntur, super omnia fere
festa sanctorum, tres in partes divisa, quarum quaelibet continet
festa quatuor mensium, liber primus (Rome, 1600).

8. GB-Lbl, C. 9
9. I-Rvat, cappella sistina, codex 490.
10. Giovanelli's works are thoroughly discussed in Winter.

11. Cantiones, motectae vulgo appellatae, quae IV. V. VI. VII. &
VIII. vocibus concinuntur, & instrumentis apprime adplicantur;
nunc primum in Germania excusae & publicatae (Frankfurt, 1607).
A very small number of the contents of the original books is
omitted.

12. The first Roman continuo part seems to have been Cavalieri's
Rappresentatione di anima et di corpo.....per recitar cantando
(Rome, 1600).

13. In Agézzari's treatise, see Strunk, 424-29. The content of the
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treatise has been discussed in Rose, and in Dixon, 'Roman Church
Music'.

Sacrarum cantionum..... liber primus (Rome, 1602).

Sacrarum cantionum...,.liber primus (Rome, 1602),

Sacrarum cantionum.....liber tertius (Rome, 1603).

He had died by January 8, 1627 since on that day a payment was
nade for copying music by 'P. Pranc® Martini buo. me.' (see
Archives of S.Maria in Vallicella, C. I,6, Libro Quinto De
Decreti della congregazione dell'Oratorio di Rome dall'anno 1614
fino al 1635, p. 144). His name appears as maestro of the church
in the same archive from May 9, 1605 until May 7, 1620 (see
Archives of S.Maria in Vallicella, C. I.4, Libro terzo De
Decretl della congregazione dell'Oratorio di Roma dall' anno

1592 al 1599 de gl'ufficiali della medesima, pp. 113-28).

It is possible that the attraction of seven voices was due to a
desire to use as many parts as possible while avoiding the
progressive double-choir style.

See section on the solo motet, 222,
See Appendix VII, Ex. 5.

On the position of the solo motet in northern Italy see Arnold,
'The Solo Motet'.

About 35% of Roman liturgical publicaticns do not contain
'maestro' on the title-page; it must be noted that reprints
frequently omit composers' posts, so the real proportion of non-
maestri is far lower.

It is one of the few Roman sacred publications to be engraved
rather than set in moveable type; Kapsberger's 1612 print is
another example of this.

Agazzari soon followed suit with a 'dramma pastorale' Eumelio
(Venice, 1606); this was an entertainment for the students of the
Roman Seminary, similar in style to Cavalieri's 1600 production.

Arie devote le quali contengono in se la maniera di cantar con
gratia 1'imitation delle parole, et il modo di scriver passaggi
et altri affetti (Rome, 1608).

Matejka, 445,

Giustiniani, 71.

See musical example in Strunk, 383.

Sanctissimae Virgini missa senis vocibus ad ecclesiarum choros

ac vesperae pluribus decantandae ~ cum nonullis sacris concentibus
ad sacella sive principium cubicula accommodata (Venice, 1610).

Scorga Sienor la gratia tua spirando and Signor che del peccato.
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This distinguished cardinal, the first created by his uncle
Sixtus V in 1585, was titular of S.Lorenzo in Damaso and vice-
cancellario until his death in 1623 (See Hierarchia, iv, 5
and Cardella, v, 224-28).

See Roche, Madrigal, 100-O4.

On Kapsberger's style see Kast, 'Tracce monteverdiaﬁe'.

For example, see Bovicelli's ornamentation treatise: Regole,
passaggi di musica, madrigali et motetti passeggiati (Venice,

1594). This is discussed along with other contemporary treatises
in Brown.

Giustiniani, 71.
Maugars, 35.

Solerti, 162: Conforti published a volume of falsobordone
psalms which are full of the most elaborate embellishments,
Passagi sopra tutti 1i salmi.....libro primo (Venice, 1607).

RISM 161850, Republished in t&e same year as Musiche varie.....
con alcuni motetti (RISM 16181%) on account of the extensive
printing errors in the first editionm.

Puliaschi was a canon of S.Maria in Cosmedin from September 1614
until his death in June 1622 (see Archives of S.Maria in Cosmedin

Libro - V-4, Uscita dal 1 al 1617, f. 109 and IV-2,
Decreti Capitolarilib.o II il%18-515 f. 18).

On Puliaschi's vocal skills see 'Pullaschi, Giovanni- Domenlco g
New Grove. :

On hiscareer see New Grove.

For information on a Northern figure with similar harmonic
propensities see Kurtzman, 'Giovanni Francesco Capello’.

Not an uncommon device in the period; an echo motet is found in
RISM 16183. For a more general discussion of echo see Sternfeld.

RISM 1636°, reprinted as 1637°.

See Viadana, 0 altitudo divitiarum, Opere, i, 72.

Dating from 1616 to 1619; the books of 1616, 1617, and 1618
were printed in Venice.

Monteverdi, Tutte le opere, xv, 189.

These are Durante (1608), Kapsberger (1612) and (1630).

The binding of Arch. Cap. S. Petri. in Vat., cappella giulia
168 is a list of churches in Rome with the dates on which they
were expected to hold the Forty Hours' Devotion in 1621 It is
entitled Chiese, nelle quali.....
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See Weil and de Santis.

The libretti of two vernacular dialoghi for the Forty Hours'
Devotion published in Messina in 1638 and 1639 contain
sentiments remarkably similar to those of the motets we have
discussed. See Trionfo d'amor and Dialogo d'angioli.

Liber secundus diversarum modulationum (Rome, 1627).

The solo motets from this publication are published in Viadana,
Opere, i.

Strunk, 421,
Strunk, 419.

A reference to a publication which could be one of those to which
Viadana's preface refers occurs in the fifth edition of Grove's
Dictionary of Music and Musicians, ii, 461 where a book of
motets for two to four voices by Fabio Costantini is mentioned.
But this seems simply to perpetuate an apparent error in Fétis,
Biographie, and the book referred to-could well be Costantini's
Selectae cantiones.....liber primus. Opus tertium of 1616

(RISM 1616").

Quoted in Culley, A Study, 285, Doc. 26. The original is found
in Pitoni, Notizia, 610.

See below, 280.
Strunk, 430.
See Dixon, 'Roman Church Music', 51.

Sacrarum cantionum.....liber II, opus V. (Milan, 1607).

From Motecta.....liber secundus (Rome, 1609).

From Motecta.....liber tertius (Rome, 1609) and Motecta.....liber
secundus (Rome, 1609) respectively.

From Motecta.....opus undecimumliber guintus (Rome, 1612).

From Motecta.....liber sextus, opus decimum tertium (Rome, 1613).

Motettorum liber quartus ex Canticis canticorum (Rome, 1584).

Sacrae cantiones (Rome, 1638).

Motecta binis, ternis, quaternis, et quinis vocibus concinenda
(Rome, 1610). '

See Armstrong.

Sacri concentus.....liber quartus (Rome, 1617).

Sacri concentus.....liber quartus (Rome, 1617).

His first Mass was celebrated at the Gesli and he was maestro at
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the Jesuit church of S.Maria dei Monti. On his connections
with the Oratorians see Ponnelle and Bordet, 154, 188-89, 265-66.

See above, 91 on Bartei.

Responsoria omnia.....paribus vocibus..... (Venice, 1607) and
Missae octonis vocibus, liber primus (Rome, 1608).

Much material that falls chronologically into this section has
been considered in the previous one; the absence of dramatic

stylistic development means that it is easier to consider the
early output of the initial composers as a whole, rather than
creating unnatural and inconvenient divisions between their works.

Small-scale motet publications in Rome (including anthologies):

1610 (2); 1611 (3); 1612 (4); 1613 (3); 1614 (2); 1615 (2);
1616 (5); 1617 (4); 1618 (4%; 1619 (6); 1620 (2); 1621 (5);
1622 (1); 1623 (1); 1624 (4); 1625 (5); 1626 (1); 1627 (3);
1628 (1); 1629 (2;; 1630 (23; 1631 (1); 1632 (0); 1633 (0);
1634 (0); 1635 (0); 1636 (1);

Selectae cantiones.....Liber primus. Opus tertium (Rome, 1616)

and Scelta di motetti.....Libro secondo. Opera quarta (Rome, 1618).

Lilia campi (Rome, 1621).
Sacri affetti (Rome, 1625).

RISM 1616%: F. Anerio, A. Crivelli and R. Giovanelli.
RISM 16187: F. Anerio, R. Giovanelli and E. Pasquini.
RISM 1621°: R. Giovanelli and F. Soriano.

It is a setting of a Responsory text for Palm Sunday, sung as
the procession entered the Church. _ :

‘Motecta.....liber primus (Rome, 1616).

Motecta sive sacrae cantiones.....liber quartus (Rome, 1619).

See Tiozzo, 289.

-See Roche, North Italian Liturgical Music, 82.

Another echo motet is G.F. Anerio's Ave verum corpus from RISM
1618-.

' From Lilia campi (Rome, 1621).

From Sacrae cantiones..... (Rome 1611).

A. Gregori, another Sienese composer, was certainly much
influenced by Agazzari; his use of ABB form is discussed below,
227. On refrain form in the North, see Roche, North Italian
Liturgical Music, 98, 133-34.

A setting of the psalm-text Confitebor tibi (110).
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Il sesto libro de motetti concertati.....opera duodecima (Rome,
1624 ),

Sacrae cantiones.....liber primus (Rome, 1621).

He is described as a pupil of Abundio Antonelli on the title-~
page of this collection.

See below, 258-78, on the arrangement of texture in works for
more voices.

Liber primus diversarum modulationum (Rome, 1615).

Sacrarum cantionum.....liber primus (Rome, 1614).

1615 and two in 1616.

Sacrarum cantionum.....liber primus (Rome, 1616).

L'ottavo libro de motetti.....opera decimanona (Rome, 1619).
Compare Viadana's setting of the same text in Cento concerti
ecclesiastici (Venice, 1602).

Recordare mei is also for two or three voices, Kurtzman,
'Some Historical Perspectlves' 65 states that Anerio's Duo
seraphim (Motecta, 1609) is the only one to reduce to a single
voice at the end.

Sacrae cantiones.....liber tertius (Rome, 1620).

Il sesto libro de motetti concertati,....opera duodecima (Rome,
1624 ), ‘

See Foggia's setting of Repleatur os meum below, 282.

Scelta di motetti.....Libro secondo, opera guarta (Rome, 1618).

For a fuller description of the role of instruments in this
repertory see Dixon, 'Roman Church Music'.

This arrangement became more common with the increase of ,
recitative writing in the 1640s; see, for example, Bonifazio
Graziani's Aperuit portas & 3 from RISM 16501,

Sacri affetti (Rome, 1625), RISM 1625

His reference to 'Questi concerti musicali' in the preface
shows an up-to-date use of terminology.

Floridus concentus..... liber tertius (Rome, 1622),

See below, 270.

Motecta binis, ternis, quaternis, quinis, senisque vocibus
(Rome, 1621). :

Liber secundus diversarum modulationum (Rome, 1616).

A similar device is found in Cifra's Terra mota est from
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Motecta.....liber secundus (Rome, 1609), discussed above, 231,

Liber secundus diversarum modulationum (Rome, 1616).

Concertini.....libro secondo (Rome, 1619).

Motecta.....liber secundus (Rome, 1624) and Motecta.....liber

- tertius (Rome, 162%); only the second canto parts survive.

Monteverdi's Ego dormio 3 2 and Alessandro Grandi's O bone
Jesu 3 2.

It is notable that when Benevoli purchased music for S.Luigi
in 1631, he chose works by Roman composers. A list discovered
by J.Lionnet contains music acquired by Benevoli on May 31,
1631, and the following composers are represented: Agazzari,
G.F. Anerio, Catalani, Cifra, Massenzio, G.B. Nanino, Ratti,
P. Tarditi and Ugolini. Anthologies by Fabio Costantini and
Zaccaria Zanetti also appear.

On Gregori see New Grove.
Only the second canto and organ parts survive.

For my biographical discoveries about this figure see Appendix
IT. ‘

The second canto part is lost; this will however be reconstructed
in a forthcoming Oxford D.Phil thesis by Christopher Stembridge
on Frescobaldi's vocal music, :

For instance, Panis angelicus & 3 (No. 83) from Concentus
ecclesiastici duarum, trium, quatuor et quinque vocum (Rome,

1645). -
See Appendix I, Doc. 1.

Composers were not concerned to provide strict definitions of
the style of their works, and neither were the publishers who
saw them into print. This raises a problem of terminology

for the scholar wishing to categorize works in a systematic
manner since some composers, in issuing a work which was
clearly concertato in the manner of their contemporaries,

would omit the designation in their collections. Decisions
concerning 'concertato alla romana' are generally unproblematic,
since no element of personal judgement is involved in
determining whether a piece is in this style or not. The
textural motet is rather more difficult to define, and the
boundary must necessarily be arbitrary. What I have presented
here is one solution to the problem, but I am willing to accept
that opinions may differ on borderline cases.

See Roche, North Italian Liturgical Music, 131-33, 142,

Litaniae deiparae virginis, maiores de ea antiphonae temporales,
% motecta septem, octonisg vocibus, una cum aliis sacris
cantionibus varie modulatis (Rome, 1626).

Luke 2. 29-32.
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