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Lessy K~el, Simone Verovio, 16th century.Composer and 
1 

Engraver: Diletto Spirituale. Part I: Transcription, 

Part II: Analytiçal Text. Department of Music, M.M.A • 

. ' 

The collection of twenty-three canzonette, Diletto 

Spirituale, published by Simone Verovio in Rome in 1586, 
1\ 

is the first example of music engraved for commercial pur-
j. 

poses. The nine composers represented are aIl of the Roman 

" school which flourished in the second half of the sixteenth 

century. An analysis of the transcript,ion of thesc : short 

vocal pieces and their keyboard and lute intabulàtions" 
.......... 

reveals them to be harmonically and melodically simple, 1 

suitable ~or performance by amateur and professional alike. 

The notation of the vocal and keyboard versions is mensuraI, 

" 

and the lute ,arrangement is in Italian lute tabl-ature. The 

musical form of each song is sectional, and the instrumental' 

arrangements adhere closely to the vocal version; Seven 
r" .'= 

r-

carlons, each with a Latin' text, and eaoh ha";lng a 'simpl,-' 

.. 
melo~ic line treated in strict canonic imitation, .are. a1so 

included. 
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RESuME 

~ssy K~el, Simone Verovio, l6th century Composer and 
, 

Engraver: Diletto Spirituale. Part I: Transcription, 

Part II: Analytical Text. Department of Music, M.M.A. 

Le recueil de vingt-troi~ canzonettes, Diletso 

Spirituale, publié par Simone Verovio'~~ome en 1586, est 

le premier exemple de musique gravêe pour fins commerciales. 

Les neuf compositeurs qui y sont représentés sont tous de 

l'Ecole tomaine, qui prit de l'essor dans la seconde moitiê 

du seiz'ième siècle. Une analyse de la transcription de ces 

courts morceaux de musique vocale et de leurs arrangements 

spécifiques pour clavier et pour luth, rêvèle qu'ils sont 

d'une simplicité harmonieuse et mélodieuse, pouvant être 

exécutés aussi bien par un amateur ~e par un professionnel., 
, 

La notation de~ versions vocale .et pour clavier ~st m~surêe 

et l'arrangement pour luth est en tablature ,.:italienne. LJI 
,-' ~ " 

forme musicale de chaque chanson est divisée en sections et 

'les arrangements instrumentaux adharent de près à la version 

vocale. Sept canons, chacun avec un texte latin et ayant 

chacun ~e ligne simple mélodieuse, trait6e en atricte'imi-
". 

tation canonique, y sont naussi inclus • 
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INTROOOCTION 

Music played an impoJ;'tant rale in the everyciay life 

of the sixteenth century. It was used for court functions, 

religious servicés, and festivities, both for an audience 

and privately. It also served as a topic of discussion by 

1 
schalars throughout Italy. Since musicians. were constantly 

travelling, the members of the various academies and ridotti 

had the opportunity of meeting to dJ.scuss, and ~isten to 

works of COlleagues( Views and opinions were thus shar~d, 

1 and influences discerned in the resulting warks. 

Diletto Spirituale, engraved by Simone Verovio in 

Rome in 1586, is a colîecti~n of~hort de~tional' songs 

written by a group of comwsers, .all of the so-ealled Roman 

.School, active in the aecond half of the aixteenth ~entury. 

I This May be seen from the establishment of Academies 
throughout Itë;Jly where IDÙsicians, poets, artists and amateurs 
'WOuld meet reqular ly ta discuss musical, intellectual , llIld 

, artistic subjects, and: to hear each other'a works. The 
liest such academy to survive for aoy lell9'1:ft--Q~r..JJŒœ-W.AIL--I:.Ae 
Accàdemia Pi1armonica of Verona, founded in 1543. (Çf. Gustave 
'Reesë, Music in the RÊmaisjance, (!RN York, W.W. Rorton and. Co., 
'lnc e, 1954), p'. 400. 
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r Their music shows basically the same smooth contrapuntal , 

writing and strict treatmént of dissonance One finds in 

Paléstrina, the most illustriou$ member of this School. 

However, while"Palestrina retained the older style. the 

"less~rll composers of this group were, by 1600, fusing new 

elements wi th old. The music of the Roman School manifesta 

itself in numerous forma, written in a style"that ranges' 

from note-agaipst-note to very contrapuntal writing.2 Along 

wi,th the highly developed and chromatic madrigal, the secular 

music.?f this period is r~preaented by lighter forma such as 

canzonetté and spiritual madr'igals which are to be found in 
• 

Diletto and other such collections, issued by Verovio and 

other pr inters. 

Nine composera are represented in Diletto Spirituale: 
. 

Felice Anerio, Ruggiéro Giovannelli, Luca Marenzio, Rinaldo 

deI Mel, G. M. Nânino, G. P. da Palestrina, Jacopo Peetrino, 

Francesco Soriano, and Simone Verovio. Felice Anerio (b. 
~ 

Rome, 1560 - d. Rome 1614) 8ucceeded Palestrina, after the 

',. '-latter 'a death in 1594, as official papal cOIDpO$er. Be was 
, 

an excellent contr_puntiat and one of the most faithful . ' , 

2AUgust Wilhelm Amb~ •• Geaehichte der Musik: re­
print of third edition, 19ot, (Hildesheim: Georg Olma,' 1968), 
Vol. 4, p. 73. 
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adherents to the tradition of sacred polyphony in Rome. 
, 

Anerio is also import~t for his contr ibu tion to the ~vel-

opment of the oratorio, , which had its origins in the numer-
~ 

ous laude that were written and sun~ in this period, and 

for the form of the oratorio in the vernacular with the 

text composed of seven- or eleven-syllable lines. 3 He is 

represented by five songs in Diletto. 

Ruggiero Giovannelli (b. Velle~i: 1560 - d. Rome, 

1625) succeeded Palestrina in 1594 as m~estro di cappella at 

• 

St. Peter 1 s in Rome, remaining therè until 1599. Giovannelli' fi 
, 

music, as weIl as that of Anerio, combines the stile antico 
, 

with the stile nuovo. He was much esteemed by his colleagues 

and the general public, ana May be considered ope of the best 

of the Roman School. 'Ihree of bis songs are included in this 
1 

collection. 

Luca Marenij.o (b. Coccaglio, 1553 - d. Rome, 1599) 
• I~ 

is a rare example of ab Italian musician o~ his time who never 

held a cburch appointment. He summed up and eçanded the 

traditions of the Plemish and the ear1ier Italian ~adrigal 

with suPerior· craftsmanship, and exerted al 's~~;;g influence 
.i 

upon the deve10pment of the madrigal. in Er)gland. 
" l 

~iletto 
1 

Spiritua1e contains two of his canzonétte. 

3pi~o Damilano" ·Oratorium, H !!!! X (1962), pp. 12'2-123. 
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R~aldO del- Mel (b. Mechlin, c. 1554 - d. Mechlih, 
, ' 

~597) is one of two Flemish Composers represented in this 
, 

cOl~ction. It contains two of bis songs, each for three 

voices. 

Giovanni Maria Nanino, (b. Tivoli,,' c. 1545 ... d. Rom~, 

1607) was one of the last of the well-known representatives 

of the Roman-Palestrinian School. Together with his brother, 

Giovanni Bernardino, and Palestrina (later, Francesco 

Soriano, as weIl), Giovanni Maria Nanino supposedly opened 

the first public music school in Rome ever founded by an 

, ' 4 
Italian, c. 1571., The school, named the Association of 

Roman Musicians,prospered gre~t1y, and produced many learned 

musicians. Nanino is represented by three songs i.n Diletto. 

" Giovanni pierluigi da Palestrina (b. palestrina, c. 

1524 - d. Rome, 1594) is the most celebrated composer of the 

Roman School. He was a ~olifi~ composer; of his 56 

madriga1;i.. spir'itua1i, three 'are in Diletto. 

Jacopo pe,etrino (b. Mechltn, 1:-553 - d. Rome, 1591) i8 
, 

the second F1emi~h composer representèd in Di1ettà. On1y one 

song, for three voices, is included. Verovio pub~ished his 

,. -----~-~ ....... ~--
wever'4- Giovanni 'd'Alessi, in his article on Banina .- t' \ 1 

(~ IX [ 961] pp., 1256-1258), saya that this bas not beau 
proven. ,./ "'\ " 

• 1" 

• 
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Melpdie spirituale in 1586, but very little else-appears to 
'" 

be known about peet.rino. 

F-rancesco Soriano (b. Viterbo, 1549 - d. Rome, 1621) 
l' 

J .' 

was an excellent contrapuntist, 'showing his great talent in 

pne of his greatest studies for the art of counterpoint, his 
.. " 

Canoni et Oblighi-di 110 sorte, sopra L'A~e maris stêl~a di 
! 

F.S. Romano ~estro di cappella della Sacra Basilfca di S. 
j 

Pietro in Vaticano, a 3, 4, 5, 6, 7 et 8 voces (1610).5 Two 
) 

of his songs are contain,ed in Dilett6. 

The ninth, and last, composer rep~esented in Diletto 

fis Simone Verdvio Whose life and works, wil~ be dealt with in 
r 

greater detail in Chapter l. lt is of interest to note that, 
~ 

while being held' in great esteem by the public at la;rge, and 

known for their larger and more complex worka, the composers 

represented in Diletto ~oQk,the time 'to compose these short 
'" 

pieces, for inclusion in the services at the Oratorio, Wh~e 

the practice of singing laude was he Id in particular esteem. 

The composers of Djj.letto also belongedO to the ~ 
# o. \ 

\ 

Compagni,fl dei Musici di Roma" founded in 1566,' and approved 

by Pope Gregory XIII' in 1583. This organization was the 

5Cf. F. Haberl~ "Lebensgahq und Werke des "r.cesco 
Soriano, Il Kir,chenmus~kalische8 Jahrbuch ~j (1895), p: 99. 

" , 
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forerunner of the present Accademia di S. Cecilia of Rome. 
, 

Though it e~joyed the patronage of ~e Pope, it was, at first, 

opposed by. the Papal Choir which forbade its members to join , 

·it. However, the Choir later gave its approval. This is of 
t ~ 

considerable impoz:,tance since m0st of its nineteen members 

were also members of the Choir, among them Palestrina, G.M. 

Nanino, G.B. Nanino, Felice Anerio, Annibale Zoilo, Francesco 

Soriano, Ruggiero Giovannelli, Oratio Griffi, and Annibale 
",. 

Stabile. Felice Anerio was given the oxficial position of 

choir director in 1589, but the leadership also included 

Pales tr ina and G.M. Nanino. In the sqme year (1589), Le Gioie, 

a.çollection of madrigals,written by aIl nineteen members of the 

Compagnia, appeared. 

'!he present collèction was dedicated to Antonio 
1 

". 
Boccapadule, a sixteenth-century priest~and musical director 

'of the Papal Choir c. 1590; be was a true friend and patron of , 

music,f, and Verovio IS henefactor ,fr,om the- t1me ot. the latter • Et' • 

arrivaI in Rome in 1?75. '!he dedication to Boccapadule SR01Ùd' 

not, therefore, be taken as a request by Verovio for an' appoint--
, J 

cr 

ment to the Calleqio dei Cantori pontifiei (the official posi;" 

tion beld by Boccapadule involved suèb nominations), but lIl8fely , , 

as : tol<en o~ ~ra~i,j;ude in appreciat,iOll o~ the warm feelinq~~_.->< 
Bocsapadule.had for h~. 

r 

t;.. ~~.:} 
.~ 

.... , _ ".·",:':.:'i' 
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The Congregazione dell'oratofio was founded in,lS64 by 

/ ------, 

Saint Philip Neri (b. Florence, 1515 - d. Rome, 1595) for the 

purpose of 'furthering the goals of the Counter Reformation in 
...... _..,..,..,.,-,...~ 

Rome. In 1564 Heri'lerected the Chiesa NÙ'Ova"on the site of 
\ 

'the old chur ch of Santa Maria in vall1.cella to meet the needs 

of his followers. With the authorization of Pope Gregory XIII 
. #~ 

he founded there, in 1575, the co~gregation of secu1ar priests 

ca1led the Congregazione dei Preti dell'Oratori. 

The short pieces contained in Dilet~o, were composed 

for the services at the Chiesa Nuova. Saint Philip Herits dis-

eussions were preceded by a short sermon and fqllowed by the 

ainging of esercizi dell'Oratorio or laudi sPirituali written 

by leading composera of t.Jie time such as Animuccia and 

palestrina. The musical and dramatic presentations of laud. 

by the Compagnie de Laudesi (or Laudisti) led to the develop- ~ 
jy 

ment, through the madrigale spirituale,' of the formaI oratorio. 
\.. ' 

The death, of Animuccia in 1571 left the position of , 

director of the music of the Oratorio vacant: this wu then 

offered ta Palestrina by his friend and confessor, Saint Philip 

Neri. For the service at the oratory Palestrina, as director, , 

composed motets, psalms, and spiritual canticles simi~ar to the 

tbree found in Diletto. '!he three songs by Rugglero Giovannelli 

which are included in thia colléCtion were aiso writ.ten for thla 
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6 group. Quite ~ssibly, then, the rest of this collection, as 

weIl as Verovio' s other 1 anthplogiee.. were used for t.'l)J;! sarne 

purpose • Arnold Scher ing, however, dis tinguishes between 

those with Italian and thos~ with Latin texts. 7 He refera to 

the former a,s Itltalian laude," but says that those with Latin 
, 

texts, among them one by Palestrina, appear to have been meant 

for Jesuit meetings.~ Laudè in the vernacular were sung at the 

Churches of S. Maria in Vallicella (Saint Philip Neri's congre­

gation) and S. Girolamo' della Carità on Sunday evenings.9 On 

the other hand, laudè with Latin texts were sung at the oratory 

of th~ Brotherhood of S. Crocifisso, also in Rome, but on 

10 
Fridays. Like those at Saint Philip'. Oratory, the Latin 

laudt were, sung following the sermon. 

'Saint Philip Heri's chief aim was to induce qreater 

particiPation in reliqious services. By presenting simple 

fiKarl Gustav Fellerer, "Ruqgiero Giovannelli," ~ 
V (1956), pp. 150-153. 

-.i
r 

7Arnol d Schering. Geschichte des Oratoriums, reprint 
of Leipzig editio~. 1911 (Hi1~esheim: Georg Olma, .1966) • 

8Ihid ., p.. 34, footnote 1. 

~ 9piero Damilano, ·OratorilJlll,·!!!! X (1962), .p_ 121. ,r-..... . , 
IOlbid., p. 123 .. 

" .,' 
"1.. ! • t .. 

;, -~~ :/,:~;,~ .. 
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.. 

melodic lines the music could be .enjoyed not only by profes-

sionals but also by the public at large, and the presence of 

keyboard and lute arrangements enabled a wider segment of 

society to enjoy it. This music was also performed outside, 

the churchi Saint Philip, together with his followers, used 

to visi t the seven holy churches of Rome. At midday, there 

would be a break, at which time such short pieces woul~in 
be sung, with or without accompaniment, or per~aps performed 

in their insurumental version. Diletto Spirituale i~ludes 
only a small number of the large quantity of such pieces \0 

be found in the archives o'f thE) O~atory. 

/~ 0 Printipg and engraving developed'rapidly throughout 

the sixteenth century. This enabled the publishers to 

satisfy the increased demand for music. The p~sent collec-

tion, although containing only wor~s of small dimensions, 

nevertheless fulfilled an important function in the lives of 

a not inconsequential group of both composers and performers • 

Diletto Spirituale ia also important because it is the firet 
, 

collection of music in three versions: vocal, keyboard and 

lute, to be enqraved forocommercial, purposes, with subsequent -, 
copies made tram the origina~·~te •• , 

1, ~ l 
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Since this cfuection has never been transcrihed in its 

entirety, 1 decided that such a transcription would be a use-

. fuI con tr ibu tion to mus ical res earch, and i t is wi th this in .. 
, . 

mind that the present thesis was undertaken. The aim and 
. 

'scope of this thesis is to illustrate the historical signif-

c 

icance of the collection entitled Diletto Spirituale, as weIl 

as ta make a detailed analysis of its contents. Chapter 1 

will'be dev~ted ta the life and wo~ of S~ne Verovio. 

analysis of the mûsic in this collection will follow in Cha~ 

ters II and III • 

• 

# ~} , 
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C~TER l 

THE WORK OF SIMONE VEROVIO 

The end of the sixteenth century brought with it an 

increased use of smaller note-values and more varied rhythms, 
, 

thus requiring an ever-increasing var iety of type. Movable 
, l 

type in one impression was sufficiently adaptable, but the 
, ÎI, 

technical limitations of the process becarne more and more 

obvious ~ What was needed was a more flexible process. This 

was found by gradually adapting engraved copper plates to the 

specia,l requirernents of music. Prints or pictures from en-

g~aved copper plates are said to have been made as early as 

c. 1450. The method rapidly progressed as a means for print-

ing pictures and text, and by 1500 was extensively used, l 

reaching a hiqh level of excellence within a short period of 

time. '. 

" lEngraving is not ta be confus~ with the method USed' 

, by type foundera of cutting lettera on steel punches and then 
stampinq them ,into coppar. This method 90es back to 1525, when 
the Frenchman pierre Baul tin eut punches for lozeng'e-shaped 
musical notes. combining both note and stave, and then used 
these punches for stampinq onta IINsical,. plates. 

\ 
\ Il 

,~" 
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A1though engraving'had reached a high point of deve1-

opment, it took a long time before it was adap~ed to'music 

pri'nting on a conmercial ~asi;. The first such pri ing 

2 
was done by Simone Verovio in Rome, in 1586, in co labora-

b 
tion with a Netherlands engraver, Martin van Buyte , of 

whom nothing seems to be known except tbat he'was 

in Rome at the time. 
~ 
\ 

The main initiative for adopting a new method of 
o ~ 

mu1tip1ying cop~s of music came from the desire to 
J • 

, Q 

possess and perform vocal wo~ks of sma11 dimensions with 

arrangements for the favourite chamber instruments, (i.e., 

clavie~, lute), either for açcompaniment or solo. The best 

means for achieving this aim was by copperp1ate engraving, 
• 1 1_-

which had,been greatly improvea in the sixtee~th ce~tury, 
f ~ , 

and was widely used. These small-scale warks were included 

in anthologies of works by one or several composers. The two 

• 

( ~ 
earlieat books of engraved music,both of which were pUblished 

2Howerer, Desmond Flower ("On Music Printing: 1473-
1701," The Book Collector' s QU8J'terly, IV (1931), pp. 86-87), 
~sumea that had this been the first music to be engraved, 
Verovio would probably have mentioned the fact in hi. 
pre:face. Tha t he does not do so i8 perhaps ,an indication 
that one or two other warka, nov lost, had already been 
issued. • 

.... . ' 

, ' 
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by Simone Verovio in Rome, in 1586, were just auch colle~-. 

tions. One was the pr:mo libro delle \elodi~ Spirituale by 
<.J 

Jacopo Peetrino, and the other, the subject of this thesis, \ 

Diletto Spirituale, canzonette a tre et a guattro voci, which 

short pieces by various compo~ers. The latter also 
Î 

appeared in a second edition in the sarne year, with the 

originally vocal pieces also presented in keyboard and lut~ 

arrangements. No part books were ever published. By 1608 

Verovio had published'about a dôzen engraved books, mostly 

anthologies, in a very distinctive stYle.
3 

They constitute 

an important contribution ~ .. e history 'of instrumental and t:o~. ~ 
, ........ 

vocal music in Italy in the stXteentb century. 

The city of Rome ia as (important to the history'o~ 

music engraving as Venice was to th~ h~story of printing with 

movable type, and Verovio may be considered the petrucci of 

copperplate engravinjt. .4 bo . th' th Ve~ov~o was rn ~n e s~teen 
,> \ 

century in 's-Hertogenposch (or Bois-le-Duc as it is known in 

French), in the Netherlands. He came to ,Rome in 1575 and 

lpoor Çl list of these refer to Appendix A, pp. 9 a-: 105 ~ 

4ais real name may have been Simon Werrevick. Cf • 
Gustave Reese, Music in the Renaissance (New York: W.W. 
Borton and Co. Inc., 1954), p. 447. Also see Emil Vogel, 
Bibliôthek der gedruckten weltlichen Vocalmusik Italiens aua 
den Jahren 1500-1700 (Hildesheim: Georg Olms, 1962), p. 718. 
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remained there for the rest of his life. While in Rome he 

,opened a printing establishment near othe Col~egio ~ardino, 

r 

not far from St. Philip Neri's Chiesa Nuova, pUblishlng 
", . 

musical wor~s fr~m 1586 until 1608. 
ft'; 

He was the f1rst to cut 

notes into cop~er plates, thus showing by his methods the way 

to modern music printing. verovio was -a composer5 as well as 

an editor, printer, engraver '. and publisher of music, but for 

the music history student, he is perhaps most important be-
, 

cause of the latter f'\Ulcbions. He appears to have published 

... 
his various edit ions himself, the texts and notes of his very 

elegant and clear style being his personal work, though he 

sometimes einployed van B\!Yten, wllose name appears in the title 

6 
pages of ~everal of Verovio's pUblications, as engraver. 

Bowever, we do not know how much van Buyten engr aved • It is 

interesting to note that the handwriting of the words 

,RRaccolte ,da Simone Verovio, Intagliate et stampate dal 
Q 

medesimo, Il and that of the text of the cànon, both of which 

appear on the title page, differ from the handwriting used .. 
for the m~jor portion ,.of the texts in the remainder of the 

j 

Sae -i.a represented in the collection--Diletto 
Spirituale by one sonq, Gieau SODIDO conforte. 

6rn the publications ~ 1595 et seq., Veroviè himself 
appears as the engraver, thougb it is not kno-\. Why van Buyttm 
(or a replacement) was no· lonqer uaed. ~ . 

. 
< '\ 

-- t; . - ~ 

- , 

~" 
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collection, the làtter being far more ornate. This may mean 

that two people were involved in the engraving of the texte 

As for the music, there 8eems tp be no significant differ-

ence in the printing style of the various~pieces, indicating 

that it was the work of only one man. From tli'is -one mi,ght 

deduce that van Buyten was responsible for the engraving of 
". ( 

the more ornately-written texts, Whi1e Verovio used type for 

the printing of the music and the simpler texts, or engraved 

the notes himse1f. 
~ 

Verovio was married and had several ch!1dren of Whom 

litt1e is known. A son, Felice, was bOJ:'n in .1600, ana another 

Giacomo, was a singer in the Oratorio dei Filippini in ~ome in" 

1607. Nothing is known of Verovio after 1608, but a tbir:d 

son, Giovanni, was a singer in Rome in 1614, While a fourth, 
~ . ~. -

Miohelangelo, known as "deI Violino:. was known for ~is vir-
<' . 

tuosityon thè violine Verovio's only daughter, verovia, 

was a nun in the Convent of the Spiritu Santo iri Rome, and~ an 

'"' accomplished singer of w.hom it is said that .he "for Many 

y~ars astonished the wor Id" ("ha fatto piu ann! stupire il 

mondo") •7 

7" ••• 
R. CUl.lIll.rl., ·Simone Verovio da Bertogenboec:h,· 

.ote d'atçhivio X (1933)~ p.·192 • 
... 

• • f \. , ~ •• 

\ 

. .' 
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, . , 
with Verovi9, copperplate enqravÏDg came into fashion. 

He ~itated the oval-shaped notes found in manuscripts, and 

~s keyboard intabulation~'are printed on two sta9es of seven 
, 

lines each, ~ereby avoidihg the use of ledqer lines. He 

uses six clefs: the treble (G), two~ F clefs (on the third 

~\ and fourth lines), and three C clefs (on the first, the" 

third, and the fourth line). NÇ>tes sounding together are 

engr aved one above the other, but each wi th a stem of i ta 

own. Notes 'of the same time value and pitch are joinad 

togetber by horizo~tal Iines, i.e., tied. The resta used 

by V7rovio are mensuraI. 'nle printed format of hi~, anthal-

ogies does not vary greatly.~n detail. ~e voicè ~arts are 

either printed.on the left side of the page only,one above 

the other, or spread over both sides,~in Which case the 
\ 

soprano and tenor, the two high·voices, appeai on the left, 

while the alto and bass, the two Iow voices, appear on 'the 
.. , 

right •. The Jteyboard intabulafionS appear on the riqbt band 

side of the page, above the lUIte tablature, when the vOices 

1 are aIl on the laft (as in Diletto). When the voices are dis-

" tributed on bath sides, th~-'keyboard version appears on the 

1e,ft under the two high ,voices, .i1e that of thè lute is 

beneath the two lov voiees, on the ri,ght. 1 

'" '\ " 
J 

. , 

/J;. 

\ 
, " 

" , 
1 .... ~ ~,. .. 

", ~!.01 
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Verovio's first collection, Diletto Spirituale, 

canzonette a tr~ et a quattro voci, appeared in 1586 in two 

editions, both of Which were produced by means of copper-

plate engraving, with Martin van Buyten named as the engraver. 

The first edition was purely vocal. The second edition con-

tained, along with the vocal parts, keyboard and lute intahula-

'- tions, presumably arranged by Verovio himself, as weIl as seven 
( 

canons Which appear below the lute version, and Which were used 

to fill the remaining ·space on the page.8 It is this second ... 
" 

edition that forms the musical portion of this thesis. A 
", 

collation of subseque~t reprints of~is COllecti~»~.p~inted ,. . 
./ " 

during the years that Verovio was active; shows thaû nd difl-' 
) () ' .. ~ ):.,~ , 

~ . 
ferences occur. The var ~,<;>~s ed). tions differ only ,in their •. 

-'s 
respective dates of publication ."h, It is import.ant to naùe" 

! , ..... 

• t 'f 

however, that one song, ." Scalda Signor by Jacopo Peetr,ino 
- . 

appears only in the vocal edition cif 1586. The keyboard and 

lute intabulation~ of this son~ appeared in a later edition 
" . 

of 1590, a copy of which survived in Poland at the 
g 

\ 

Rittersakade.mie, until it was ç1estroyed during the SecoI;ld 

~obert Eitner, Bibliographie' der Musik S&lnelwerke 
des XVI und XVII. Jahrhunderts," Berlin, 1877. (Hildesheim:. 

iieorg Olma, 1963), p. 200. 

9This W8a made possible through th~ personal acquisi­
tion of microfilm cop;Les of the various reprints. .~ "list of 
thèse ia found in AppEPldix A. 

,~, 
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Wor Id War. This qCO)lèction wa~ subsequently published in 

one final edition in 1592, a copy of which is now in the 

Civico Museo Bibliografico Musicale, in Bologna, I~ly. This 

edition à-Iso con tains the lute and keyboard intabulations for 

Sc aIda Signor.ll 

From the time of Verovio copper plates were used 

increasingly and the engravin9_~as done entirely with en-
\' 

graving tools such as the graver, a tool resembling a short 

knife, which was used for stems, ties, slurs, and barlines, 

or the scorer, a five-pronged metal tool, which was used for 

the lines of the staff. Punches were used for all regùlar 

shapes such as clefs, acci,dentals, ·and rests, but not as 

extensivelyas they were toi be a little later on. Verovio's 
, 

activity covered a period of almost twenty-five years, yet it 

seems that he was unrivalled for a large part of it, at least 
1 

, 
until 1598 When his e~ition of Merulo~s first book of TOccate 

1 
d'intavolatura dforgano opened the way for craftsmen aIl over 

' ... 

" 

, , 
Europe. Engraving was soon adopted in England where a patent 

was granted in 1598 to Thoma~ Mof1ey Who issued, in 1609-1610, 

Director 
wroclaw, 

/ 

• . 
\ 

10This information was given in a letter ta me by the 
of the Music DiVIlsion of the University Library o~ 
,Poland. 

llThe transcription o~ the keyboard and lute int~ 
ulations of the 1592 Bologna eâition, Which are included -in

o 

the musical portion of this thesis, W8S made fro~ a xerox copy. ," sen1: ta me oy Dr., Giuseppe Vacchi of the un\iversity of BoI09D&. _, .", 
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Gibbons's Fantasias for Viols, a set of nine fantasias ~, 

Which is the earliest music to be engrqved'on copper in Eng-

land. The Romans long kept their superiority irt the art, and 

brought out copper-engraved vocal pieces at the beginning of 

the seventeenth century. Verovio himself issued three more . 
collections at that tim~. I~_160l he printed a set ~f madri-

gals by Luzzasco Luzzaschii in 1604 we find a second book of 

toccatas by Claudio Meruloi and in 1608, hii final edition, 

a set of devotional songs by Ottavio DUrante Romano. Verovio's , 

tradition was carried on in Rome by Nicolo Borbone, Who issued 

some magnificent volumes of Frescobaldi's keyboard music from 

1615 on, likewise~employing a northerner, Christ?phorus 
-, 

Blancus, a native of Lorraine, as his énqraver. From these and 

.... a few othex: outstandillg Italian publications the en~aving of 

music slowly spread throughout Europe during the seventeenth ' , , 
1 

century, at which time the printing of music from movable type' 

-
also flourished as 1\~r before. By about 1700, how.er, en-

graving (on pewter) had gained the ascendancy and predominated 

~tl.,· 1 the 1.870's. Engraving on copper continued ib many 
~ (1,"\17j{') tif c' ~ 

pl~ces, especially for illustrated books of music or elegant . ~ 
editions. The two processes èontinued side by side·until the 

,invention and' application of ,li thQ9raphy in' the nineteenth 

l. cent~y. 

" ... 
l ,~~ ~ 

~ ,~I~ l: 
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CHAPTÈR II 'Il 

THE ANALYSIS OF THE VOCAL PIECES 

1. Music .. 

On the title page of Diletto 'Spirituale the contents 

are descr ibed as "Canzonette a tre et a quattro voce:' Def-

= ini tions of the canzonetta ~n ear ly terminolog,ical sources 

all refer to it as ... ·a 
1 • , • 

little song. ... /"'TRUs, we find, for 
. II ' 

example r in Brossard, the following descript:ion: "diminutif 
" 

de Canzone, veut dire Chansonette ou' Petite Chanson .. III 

Johann Gottfried Walther describes the canzonetta as Il (ital.) 

Chansonette ,oder'petite chanson (gall~), ein Lied~n oder 

2 
Kurzer Gesang." Illing, in a more recent work, 4"lso tells 

~ 

us that the,éanzonetta is a little song, but he goes,on to say 
'\ 

that "the nam~ was adopted by Mo~l~y for' his 'Canzoneta or 
'l 

. \ 1 ( 

~ , lSébël8tien d,e Brossard, ·Dictionnaire de MusiC]!.le. , . ---
Paris, chez ChristoPhe Ballar~, 1703, Seconde Edition, 1705 
(Hilversum: Frits Knuf, 1965), p. 10. '!I)~utive of 

, Canzone, i.e., Chansonette or SlDall Song. ... 
., CI '. 

c' 

; .. 'II 
20 L1 

f' 
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3 
litt1e short songs' in thé madrigal style." 'l11is is ~nter-

r 
esting "for it not only defines the type of piece the 

canzonetta is, but also links it with another type, one that 

was most popular in the sixteenth century, the madr i9al . ... 
-41 11ling is also the only one to connect the canzonetta to 

Morley, who himself speaks of the canzonets, saying, 

th., second degree of gravit y in this fight 
music is given to Canzonets, that ia, little, 
short songs, wherein little art can be showed, 
being made in strains (the beginning of which 
is sorne point lightly touched. and, every 
strain repeated eJ,tcept the Middle) which is, 
in composition ôf the music, a counterfeit 
of the Madr i9al ~ 

\ 

This' is reinforced by thE! fact that in the complete editions 

'. 
'of Palestrina's works, thê three pieces by'him that are 

found in DilettoS are included in the volume containing his 

dr ' 1 . 't l 6 ma 1.9a e ppl.rl. ua e. Recemt writers such as Gustave 
~ 

3Robert Zlling 1 A Dictionary of Music (Barmondsworth, 
Middlesex: penguin Bqoks, 1950), p. 54. .., 

4Thomas Morley, A P1.aine and Basi.e Introduction to 
Practical MUsic (1597). Bdited by Alec Barman. Second 1 

edition (New york: W.W. Borton and Co., Xnc. , 1.963)', p. 295'. 
~so in Oliver Strunk, Source Readings in Musi.c Bistory' (Rew 
York: W.W. Norton and Co., :Inc. , 1950), p. 275. 

SIesu Rex admirabilis,,f'Ua leàu dilecti.o, and.!!!!! 
,flos matris virginis. ' t" 

6Spiritual (devotionaI) madrigala. . . 

~ ~ ~ .. ~ . 
• \~\ ~;:.(~ ~~~ ;'Jt:~1t 'i.:'". ~.~ l'~_~;~ ~ .. 
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Reese 7 refer to the c'anzonetta as an~, but say that, in 

effect, the canzonetta was a compromise between the villanella 

and the madrigal. 'Edith Gerson-Kiwi classifies the canzonetta 

as a type derived from the madrigal and the motet. 8 As will 

be seen later, the canzonetta is also related to the lauda. 

The canzonetta flowered in the last quarter of the 

sixteenth century, and many were written and printed at that 

time. Composers suçh as Vecchi and Monteverdi wrote· in this 
#. 

medium. Verovio's various editions form a p'art of this large 

litervature. The canzonette written at the end of th, six­
N 

teenth century are the last, and artistically the most mature, 

in a long line of related forma such as the villotta, the 

villanella, the instrumental canzona, the frottola, and the 

.. 
early madrigal. They contain certain characteristies talten. , 
from these other genres, at the s~e time becoming a separate 

form in this per iod. 

The canzonetta 9f the 1ate sixteenj eentury ia a 

sho.tt strophie vocal piece, performed eithe by soloista or a 

-
choir, usually wi th an instrumentaL, accompanillient. Like the 

7Gustave Rè~se, Music in the Renaissance (New York: 
w.w •• or~n and Co., Inc., 1954), p. 446. 

'~ith Gerson-Kiwi, -XanzOllette,· JGG VII (1958) 1 -, 
pp. 655-657. .. 

" ~~ . ')~~ 
~ ;' 1 
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earlier types, it ïs characterized by a homophonie texture, 

though sorne ùse is ~ade of simple imitation of short 

motives. It is sectionai in construction, with the ~usic l 
divided into.relatively short phrases often of four measures 

in length, though sorne of three measures are also to be 

,found. The voices are aIl written ih the sarne time signature 

and the phrases end simultaneously, thus resulting in rhythmie 

and formal clarity. Conunon structures are AABB (a two-

section repetition pattern) or AABCC (a three-sectlion pat-

tetn in Which the middle section is small). The latter is 

the form referred to by Morley. 9 An example of the former . 
type is Iaeomo ~eetrino's Scalda signor, ~, 10 while that 9f 

the latter i8 Felice Aneriols Iesu mi dulcissime, also for 

th 
. Il 

ree VOl.ces. The music ~s written in a simple rhythm, 

predominantly in quarter and. eighth notes reinforced rhyth-

mically by regular harmonie changes. '!!le simple harmonie 

idiom fluetuates. between the modal and the tonal, though 

with a tendeney towardff the latter. The music i8 written 

_~. a simple melodie style marked by step-wise motion and 

, 9Cf • footnote 4. . 
l°1'ranacription,' p. 6S. 

, 
• • 1 

t, 

llIbid., p. 4. , , 
'. 
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with no extreme chromati~ism. The melody is often in the 

topmost voice, with a bass foundation and harmonically 

supporting inner parts. Voices usually begin together, 

often employing, the repeated not\ figure (d ).' ) 80 typical 

of the chanson and the instrumental canzona. An example of 

such -art opening May bé found in Rinaldo deI Mells Se questa 

12 valle, JL.l. 

\eve? canons are included in Di1etto Spiritua1e~ 

These are simple me1odies, with religious texts, treated 

in strict canon at the unison. ThelonlyeXception is 

the four-voiced In Domino laet~f~rl~ which fa a strict 
,\ 

canon at ~e fourth. These canpna are meant for \ cappella 

style of singing, ~or three, four, or five voices, and 

were probably intended for soloista rather than a choir. 

The nota~ion fs mensuraI vith the occasionai appearance 

of a ligature, and the time signature is either C or t. 

\ 

12 Transcription, p. 15. 

13 
~ .. , p. 29 • 

-. 'JI ~ 1 • l-
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!"> 

"'Many canzonette of this period were secular in 

character, bu~ sprne wer~ of a religious nature. The texts 
'. , 

used in Diletto Spirituale are of Che latter type. They are 

religious songs of devotion· and praise, rnostly written in 

. b t '. It l' 15 Th h' f 1 . Latl..n, u sorne are ~n a ~an. e c o~ce 0 anguage ~s 

- ~ 

usually determined by the content. Those canzonette which 
f\ 

are addressed to, Jesus are in Latin. Those that are of a 

more philosophical nature, though still rèligious, are in 

Italian. The exèeption to this is Verovio's Giesu sommo 

conforto16 Which; ~though it speaks oe Jesus, is nevertheless 

in l:talian. The teXts used in this collection are aIl of a 

very personal nature. Whether in Italian or in Latin they are 

.very sentimental, and Jésus is always presented as the *i.ng 

of Peace, kind and' gentle, and/or as the Saviour of the world. 

Though the origins of the texts used ~ Diletto 

Spiritùale are not known, an investigation of the contents of 

.. 
l4A translation of the dedication and the texts in 

Diletto may ,be found in Appendix C, pp. "109-120. 

l5~~)iieen are in Latin, and Baven ar., in Italian. 
The dedicAtion 18 in l:talian. 

" 

1~an8cription, p. 33 • 
.;t • 

$, 

< L 
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Laude collections pri9ted in the sixteenth century revea1ed 

that certain texts are the saroa as those used in Di1etto.17 

For examp1a, Jesu sommo conforto was set by Paolo Scotto·in 

Petrucci's Laude Libro Secondo of 1507.
18 This text was also 

" 

included in a collection of Laudi Spirituali printed in 

19 
Florence in 1563, and attributed to one Fra Girolamo 

Savonarola da Ferrara. In the first collection of Laudi 

Spirituali, for three voices, printe~ in 1583 by members of 

the Congregazione dell'OJ;atorio, one finds the text Se questa 

valle, Whi1e in a second collection, for three and four 

.' 
voices, also printed in 1583, one finds the text 0 donna 

gloriosa
20 

(though it appears as 0 gloriosa donna in \ , , 

\ 

/ 
Diletto). J:t is interesting to note that these 1ast two 

texts are also inc1uded in a collection of Lodi et Canzonette 

Spirituali printed at Naples,. in 16d8.
21 

The conneétion with 

welt:lichen 17Cf. Vogel, Bih1iothek der gedruckten 
Voca~sik J:taliens aus den Jahren 1500-1700. 
enluged by A. Einstein, 2 vols. (Hi.ldesheim: 
verlagsbuChbandlung, 1962). 

Re'{ised and 
Georg Olma 

18Dbid ., Vol. 2, p. 610. 

19Zbid., Vol. 2, p. 659 • 

. 20Dbid., Vol. 2, pp_ 704-705. 

( 

... 
" 

2llbid _, Vol. 2, pp. 791-797. Cf. fn. 2, p. 795--a 
three-part settinq ia to be found in the Appendix ta t:he 
collection. 4 

-.---" 

. , .. " 

~ ',. ~ 
" ~.~ 

__ ~_ ~ __ ..:u.. 
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the Congregazione dell'Oratorio is intere~ting and important, 

but so is the possible relationship between the canzonetta 

and the lauda, which was a hymn of praise and devotion sung 

~n Italian, and set in a simple chordal style. The three 

texts found both in Diletto and in these collections of 

laude are in Italian, and it is most probable that they, as 

weIl as the rest of the contents of Diletto, were used by St. 

Philip Neri and the members of the congregation. 
1 

The major i ty of the songs have two stanzas, some but 

one. The stanzas are four linés in length, with eight or 

_ eleven syllables in each line. ,Each stanza has but one rhyme 

\ 

pattern. The saa~ler number of syllables are found in lines 
, 

of Latin texts, while the larger number applies te the 

I:talian ones. Most of the songs have no refrain: there is 

only one exception--VeroviC?' s Giesu sommo conforto. '!!le text 
1 

in ~ case consists of two verses and a refrain. Verovio 

sets the complete verse to the first section of the music, 

leaving the second se~tion for the refrain. 

The remaining texts ---àr&~-siven different settings. 
" . ~ . 

One type is to be found in a t\lll'O-sec,~ repetition pattern 

in which the four lines of each verse ar\ divided evenly, 
'\ 

i.e., two lines for each section, which is 

An example of this type May be seen in Felice 

en repeated. 

erid's IeBu - , 
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decus ange11cum or in RU99iero ,GiovanQelli's Iesu sole 

serenior .23 Deviations from this symmetrical 1;Ieatment, how-
j 

ever, do occur. Such an example m~ be seen in Palestrina 's 

Zesu Rex admirabi~is, 24 in Which the first section contains 

the first two lines of the verse; while the second- section 
~! ~ 

is exte'nded to inciude a repeti tion of the Iast line. A 

similar deviation, but this time an extension of the tirst 

k 
r 

. '" . 25.. sect1on, occurs ~n Fel~ce Aner1o' s R~y !tutum, ~n w)ll.ch 
'--' 

the second line is repeated at the end of the first section • .. 
A different type of textual distr ibùtion occurs in Rinaldo 

- 26 27 
deI ~l' s Se gues ta valle and Dell lasciam dunque, and 

r fi 
. ..... . ' d' 29. -_.&.. h th ..:1 
Ul Fel~ce Anerl.o·s 0 Beatum l.ncen l.um,. l.D w1l1C e secon", 

section is qreatly extended by the numeroui'repeti~ions'o~ the 

,; 

,\ 

-. , 
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\ 

\ \ , 
ReJ! admirabilis, though the extension there was not as great. 

A final difference in textual distribution May be se~ in 

Palestrina's Iesu flo~ matris virqini:,29 in Which both sec~ 

tions are ~xtended due to the repetition of lines. 
-1 

SLmilar differences in the distribution of lines 

occur in three-section settings. In teliee Anerio's Iesu mi 

d ' , 30 th f' t' f th ' t' th ulc~ss~e e 1rst sec 10n 0 e'mUS1C con a1ns e 
; 

first two lines of the text: the second section has the 

third line, and the third section has the fourth, anp .. last, 

line repeated. Ruggiero Giovannelli, on the other hand, has 

a different arrangement rÏ-n Iesu summa b.enignitas. 31 'lbe 

. ~irst section con tains the first line, th,e second section has 

~ the~ second line, and the last two lines of the verse are in ~~ , ~ 
/ the third section. 

In conclusion, a few words should be said about the ... 
texts used for the sever canons that are to be found in the 

collection. The texts, ~~', which only the incipit ia given, 

are all in Latin: aIl are religious and DlU4!lt have been taken 
1 

from liturgical sources of the time. In modern editiona, 
. \ • 

29 
: Transcription, pp. 38-39. 

30lbid., p. 4. 

31Ihid., p. 8. l 
~ " ... ..-, 

.,..' ... _ J 

. , 

.. 'f~4~; 
• ' " : 0 ";': ,-~ ,,' " '", '".-.t.~~\{:,: "', >~ ... ~d~'i',Y· ;;$:(~~~~.~rL).) <~~.\h ~;{~.\t;~~_k:l:~ ~ ,~ ,-, L·, _~'J 
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these tegts appear in various forma such as introits, 

tracts, antiphons, alleluias and graduals. 32 

3. Textual Treatment. 

One of the most impor~ant features of sixteenth 

century composition, especially in the field of sacred and 

Italian'secular music, was the great concern of musicians 

and theorists of the time over textual treatment. In Book 
C' 

IV, Chapter 32, of his Istitutioni Harmoniche (1558), 

Zarlino stresseJ the importance of expresainq the mood of 

the words. 33 In Chapter 33 he cites ten rules for the 

composer and performer for unper1ayinq words to polyphon4c 

music. For exampIe, he saya that long and short syIlab1es 

should be combined with notes or figures of correspondinq 

value. The lack of barlines in music of this ~riod forces _ 

the transcriber who inserte them in modern editions to be 

very carefui so that a false empha~is of the text does not . 
result, i.e., weak sy1Iablès set ta important notes • 

. 
32A 1iat of the canon texte and where they l may he 

found appeara in Appendix D. pp. 121-126. 

33Cf. Ree •• , Bln.i.sance. p. 377. 

.... 
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'.' 
The vocal pieces of Diletto Spirituale are presented 

in clloir-book fashion but on one 'page, and without bar.lines ~4 
, 

Barlines do occur, however /- in the instrumental intabulations, 

and these are maintained in the present transcription. The 

textual treatment is, on the whole, syllabic, with s9me. excep- .. 

tions. perhaps its roots lie in the new note~against-note 

~ 
style found in Italy at the end of the fifteenth ~entur~, 

primarily in the frottola, the lauda, and in the simple iitur-

gical psalm settings called falsObordone. This style is c~lled 

Kantionalsatz (chordal ,song style) by Kurt von Fischer Who 
, 

defin~s it a~a fo~-part, note-against-note ~YllabiC set-

ting of s~ongs wi th the melody ,in the' hig~est voïce or 

. 35 
in the t;.enor." " This chordal song style beeame very impor-, 

tant in the' ..course of the sixteenth century, and i8 ~'p.ressed 
{ .. , 

.' in s~ple settings, wi ~ the aim of serving the èomprehen-

sibili ty of the text. Since the canzonetta is connected in 

style and content with the frottola and lauda, the foreqoing 

description May very appro~iately ~e applied to the pieces 
" 

-il 
. 34In the 'present transcription barlines appear between 

the staffs in the vocal piaces. 

35:Kurt von P iacher, '\()~ 1 and Chordal style in 
Renaissance Sacred Music: New d itt1e-Known Sources, Il in 

l , ' 
,As ts of Med1eva1 and Rena' aance Music. A Birthda Offerin 

to Gustave .Reas., edited by. Jan L e (R. York: tf.w. IIorton 
and Co., Inc., 1966), p. 173, fn. 2 • 

.", 

" 
"' , .. ..... , 

~ ,-,1 

a' . ,,:~~,~ 
\ r~ • • _ ..• ~ftJ. \~ 
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in Diletto. Thus, it is not surprising that these pieces 

should be wr i tten in the simple, syllabi~ and homophonie 
~ . 

setting typica,l: of ,the Kant.igna 1 Silet: • 
',:: ~ 

/ 

Since the maJority of the vocal pieees are strophie, 

? 
only a 1imited 'amount of ward-painting is to be found, and 

this of a. very simple sort. ,An example of this may be 

f d · l' . • Jd " l' 36 t 5 9' oun ~n Fe ~ee Aner.1o s Iesu ecus ange ~cum. 0 a mm. _ • 

" 
The text here speaks of the "sweet song' of the ear," . while 

the voiees sjJlg a melisma on the WQrd "sonq." ,Since this is 
" 

the only melisma in this piace, it is very strikin<I • 

• 

Ex .l.mm .5-9. Vocal. 

1., - .- f""I-.... j .-."1 
1 1 • 1 1 _1 r ~ 1 1 _~ 1 1 ... _ r JIlL -'PI' 

1 - - .......... _- 1 . -'-
o.", - r~ ~ .. \_ ,~ , .... - -.- l,", ... c_, 

'. : 

t c, • .- .-.- --• • - • --p 
1 ...1. 1 -..... 

!L..\-cAt CIr.f\- -- ..... "-k. w... .... ,- \ -l1P' .,. !-fat_ .... .kir - .. .-
lAI. 1 1 1 • 1 

__ r 
." 1 

~ 

- j-Ctt 

j 

(f 
1 

36Tranacx:lption, p. 2. 
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A more specifie instance of 'WOrd-:painting may be found in 

37 Rinaldo deI Mells Se gue,ta valle, 

voices drop at the ward "valley.", 

Ex .2 .mm·,. 1- 3 . Vocal. 

" 

~ 
\ - --.. 1 • 1 1 1 • •• •• ~ T 

l'· Sr ,.01&' ~ --"'\-
J M' .l; 

-. 
1 Q 

.. T .. 1 
.~ ~ 

, -.;;z ... ~ - --.se ,"". " .,.\. 
/ . ... ~.".. ~ JI 

• 
~. ""'-- "T .- • .... - --

, 0 loi, 

37 
TJ.'anacriptio.q;' p. 15. 

at mm .?:~~.;i~re the 
1 ( ,-:".. 1 

t 
, 

~ . ,e 

0 

, • 
1 1 

0 

. .... Sc-
, 

..... 
1 1 

-k ~ 
, 

• 
, -
• 

1. 

/ 

, 
J J 

1 

• 1 

( • 1 • . ; , 
• 1 :. j. ,< " • 

" 



.\ 
! 

34 

A{)other exa'lnple of ward-painting is to be found in Franceseo , 

. . l L:. d 38 wh 4-7 th th Sor1.ano 's 0 9 or1osa orma ere, at non. , e ree 

. 
upper voices have a r,ising scale passage for the words "hiqh , 

above the stars 1" while the Ioweat voic~ remains at the peak 

---levei oY its melodic line. 
~ " 

r, 

~ .3 .tom. -4..J • Vocal. 

\ 
.. ft - '- - 0 

..-. - -. 
~ ----1 - -11 1 1 _...- • fT -1\ 

1 .., ... 
1-' AI- .... Ie,- f6. le o a\. I~ al· e... s.t~ ,. " ".t- 'Il 

, 

l, . • "~ Ca 1 - - •• -z. - P' , - 1 -- ~ • 1 .' .' , ' - "111" ~ ~t- ~ Set- r .. la sb\-

li ' . ,- 1 . , • . 1 1 .- 1 .... 1 -.-1 

'" . , Al- 4. ~ ... k s'-l- k " 

~ • l' JJ:' .,- lA lF 
1""''''. T .- 1 • Il 
[ .. _. L . . " \ te " t\l- ft. 

'-'-
ho. ...., .. , . 

,'" 

'. ,. 
. 3&rrari8Crip~. p. 41. 

" ... ,\ 

"'-
., . 
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Such atraightforward word-pàinting xs to be found throughout 

, the contents of Di1etto but ia used with discretion in each 
7 

piece • In addi tiQn to this, one a1so finds the mood and gen-
f_ 

..; 
er al meaning of the text expressed in the pj.ecp as a whole. 

" A very good example of this May he seen in palestrina'a ~ 

Rex admirabilis. 39 1be text here spe~s of Jesus as the 

wonderful King and noble victor 1 deaired by aIl. Th~ ~~9: 

setting for this is syllabic and ptocession~l: aIl voices 

mo~e homophonically, in quarter and eighth note figures, 

depicting the splendour and nobility of 'a King. In qontrast 

to this, the third line of the first verse (mm.6-8) refers 

. to Jesus as being "sweet beyond expression!' 'lhe setting 
,~v 

l}ere is slightly different; still homophonie, the ward 

~'"sweetll is rendered in ha1f notes! showing the contrast he-, 

tween the noble and .the sweet. A sim.j.1ar treatment ia found 

40 in Ruggiero Giovannelli's Tu mantis delectatio, Where the 

-
first section of the music, depicting a mood of love and 

adoration sis more imitative and contrapunta1. ftae..œ,ci 

section, on the other hand, depictinq ql~y aQd t:be •• _ o'f 
the wor1d, ia in a new tilDe' signature, ~iDCJ .0114 aItoI •• 

39Tr anser ipti~n. p~. 12. 

40Ibid., p. 25. 
'r. 

" 

.' 

'\ . 
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4. Time Si<platures. 

In spi te of the numerous developments and _ improve-

ments undergone by musical notation throughout the years, 
, 

there are certain intangibles that simply cannot be ex-

pressed, vital elements that cannot be fixed by mar]{s and 

symbols. Understanding early scores necessitates a' knowl-

~ 

edge of certa/in fundamental facts regarding the style of ~ the 

periOd_ CO~ed. . . 

The" end of the sixteenth ceQury, aIld the beginninq of 
~ --. 

the seventeenth was a transitional perlod in musical notation. 

The notations of that era bears a close resemblance to/~ 
r -

""'" of modern t~es, yet certain characteristics of the .older 
( 

style still remain. The new developnènts in musical style 

then taking place in Italy were reflected in the notation. 

New symbols, such as barlines, and new time signatures were 

being introduced. 

• A serious problem of interpretation arises from the 

ô 

presence of tilDe signatures, ~ich no longer had the same 

proportional siqnificance as in earlier times, nor had they, 

as yet, thé same, implications as in music of the tonal perioà. 

Dy the end of thé sixteenth century the time signatures C and 

t were used interchangeab ly • wi thout neceasar ily having a 

, . 
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proportional relationship between them, thus showing the 

decay of the proportional system at this time. The sixteenth 

century was one of uncertainty wi th regard ta the use of 

these two time signatures, but by the beginning of the seven-

, teenth the relations of the two signatures bagan to veer 

towards the modern conception. The trend seemed to be to 

use the C time signature for musiè that was slightly slower 

(tardior) than that written in ~ (celerior) .41 Many composers 
1 

... 
used the two signs indiscriminately, feeling that there were 

enough note t~s to indicate chari4es of proportion witho~~ 
, 

having to use time signatures. On the other hand, Michael 

, . - ~ 
Praetor~us (early seventeenth century), is said to still have 

maintained a 2: 1 re,lationshi~ between C and ct, in keepin9\ with t 

-the blder method.42 Arthur Mendel43 explains~Thomàs Morley's 

41Cf • footnote 42. 

42aans otto Hieckel, "Der Madrigal - 'und Motettentypus 
in der Mensurallehre des Michael Praetorius," Archiv far 
Musikwissenschaft XIX-XX (1962-1963), p. 43. Curt Sachs, in 
Rhythm and Tempo (Bew York: W.W. Norton and Co.; Inc., 1953), 
p. 216 and p. 223, disagrees. Be says, "Praetorius speaks of 
C and t tac tus. But nowhere is there any mention of duple pro- . 
portion between them. C is • tardior' or a bit s10wer - etwas ' 
lanqsamer und gravitetischer •••• 4 .ts faster (·celerior·)." 

43Review of The Lost Tradition in Music: 
Tempo in the T'ime of J.S. Bach by Fritz Rothschi 
Musical QUarter1y XXXIX (1953), pp. 617-630. 

and 
, 'l!le -

... -"h ... ~ 
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view, given in A Plaine and Easie Introduction to Practical 

Music (1597), that there is a 2:1 relationship between the C 

and the ~, although he admits that this is not always adhered 

to. However, Morley goes on to say that 

this l may give for an infalable rule, that 
if a song of many parts have this Moode [cl 
of the imperfect of the less prolation, set 
in one parte with a stroke through it, and 
in another part without the stroke, then is 
that parte which hath the signe with- the 
stroke so diminished, as one briefe standeth 
for a sembriefe of the other Hart which hath 
the signe without the stroke. 4 

Mendel interprets this to mean that in~two different vocal 
1 

or instrumental parts to be performed simultaneousiy the ~ 

part~ust he read twice as fast as the C part, ~thOugh in 

two separate pieces, C and t may ~~ may not have different 

meanings. 

The pieces in Diletto Spirituale have either a C (which. 
( 

by now implies !> or a ~ time signature. Bearing in mind that 

the C signature denoted a speed slightly siower than that· of t, 
and iq accordance with the statament that "Reduction, in qen- _ 

.' 

eral, should he app~ied in transcription to provide a viauai 

appearance for the music commensurate with what ia evidentIy 

• 

44Morley, A Plaine and Baaie Intr~uction, p. 40. 
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the meaning of the signature it bears:,45 th~ transcription 

of the pieces in Diletto was made with a reduction of 2:1 

for pieces in ~ time, and with no reduction for those in C 

time, in agreement with Ptaetorius and Morley. This method 

,was applied to aIl versions of each song, whether vocal orl? 
instrumental. 

• The end of the sixteenth century brought with it a 1 

decline in the use of the proportional system which had ~' 
so prevalent till then. However, one does find, in addition 

to the standard sy,mbols, the use of numbers for this pur-

pose. The Most conunon number to be found is the number 3 

(sesquialtera), used for sorne portion of,a composition in 
? 

C or ~ time. The number 3 refera to the integer valor 

(normal tempo) of the preceding sectio~ i.e., three Semi-

breves of the new section, the tripla, equals two Semibreves 

of the preceding section. 46 However 1 the signature 3 , when 

it appears with no indication of tempo, May ~fer JO trip~,~~ 
. f th S ib th" th S .. 47 group~ng 0 e am reve, e M~n~a, or e em~n~a. 

45charles JacOb" Tempo NOtation in Renaissance !pain 
(New York: Institute of Medieval Music, Musicoloqical Studiea, 
Vol. 8, 1964), p. 37. 

46Apel , The Notation of PolYp'honic Music, p. 194 ~ 

47 Putnam Aldrich, Rhytlyn in Seventeenth Century , 
Italian Monody (London: J.M. Dent and Sons, Ltd., 1966), p. 66. 
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In the collection of songs being déalt w1th, only one piece, 

Ruggiero Giovannelli's ~ mentis delectatio, ~,48 has a 

change of signature for the second half of the piece. '!he 

first ha If is in C or~, dependinq on the particular~version 

involved. The second half, in aIl versions, has a 3 in the 

signature. 'lbe vocal version, with a time sign~ture of C in 

the first section, is presented in ~ time in the second half, 

wi th a relationship of 0 - 0- between the two sections. The 
4& 

keyboard vers~on, on the other hand, is i~~, and the second 

half is therefore presented in l time (0 - d. ). The lute 
.-

version again has the C time signature, but, based on the 

time values which appear over the tablature, the second 

section la very Obviously in ~ time, and is presented as 

such. 

The theory of proportions of the period i~ essen-

tially based on the idea of a fundamental and unchanqeable 

unit df time, the tactus. The tactus was a fix~~ unit of 

time assigned to a specifie note value, and used for the 

purpose of maintaininq a s teady tempo in conductinq the 

music.49 With the increasinq use of sma11er note values 

4&rranaeriptlon, pp'. 25-26. 

49Aldrich, Rhythm, p. 17. 

o 

, 
~ , 
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d~ng the sixteenth century, these smaller values became the 
~ 

beat. '!'he taetus, however, remained identified with the 

value of the Semibreve, and when barlines were introdueed 

they were most often placed at intervals corresponding to 

the duration-of the tactus.50 The tactus consisted of an 

up-and-down movement of the hand, or the reverse. It was 

always composéd of two beats, one up, and one down, Which 

were sometimes equal, and sometimes unequal (the first then 

being twice as long as the second, mainly found in ternary 

51 ' 
rhythms) • The two beats were even, with no stress laid on 

o 

either. 'the tempo of the tactus was constant, remaining the 
1 

s~e regardless of any inner divisional'changes, and it was 
" 

maintained for aIl succeeding units. 

The tactus was ~olly unconcerned with the actual 

rhythm ol a piece, wi th grouping or accent. It merely main-

tained the even pulsation of requt,ar units of time. Sinee it 

had no implications concerning the g~ouping of note'values, 

it did no.~ necessari'ly correspond ~ the rhythm or the' 

measure • A coinci~enee of the tactua and the rhythm ia by 

no means ta be taken for granted. Even the tinte signature, 

50Aldrich, lUlytl!m, p. 42. 

51 .. 
Ibid., p. 39. -

\ ", 
\ . 

cs:;:: 
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reflecting the tactus# does not, and cannot, reflect the 

h 
. 52 r ythm of a p~ece. Thé time signature ia merely a graphie 

53 symbol of the tactus and of nothing else. 

Sin?: aIl musical notation is aymbollc. it ls not 

surprising that the notation of thia period often lacks 

explici t indications of metr ie and rhythmic groupings. This 

does not mean that such groupings did not occur in actual 
~ 

performance. 'lbey did occur, but were not indieated ,in the 

notation because, however numerous and complicated these 

groupings may have been, they were familiar patterns, well­

known to the average musician. 54. 
/ 

, 

') 

'11le music of the sixte~nth century show~ a preference 

for duple"meter (binary grotlpi~g of the notes) as the stand-

ard, and the music contained in Diletto is no exception, the 
." 

music being in either a C or' a ~,tilDe sicplature. Within this 
i 

framework of a unifying ~ime signature, numerous contrapuntal 
• 

rhythms appear in irregular groupings of notes and phrases .. 

The melodie lines, with an octave range, are smooth, with no 

52curt Sachs, Rhythm and Tempo (Bew York: W.W. Norton 
and Co., mc., 1953), p. 243. 

53Ibid., p. 242. 

54Aldrich, Rhythm, p. l~. 
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'. 1 

great, leaps ta mar the placid movement of the parts. Agopiè 
1 

ace~nts ,oeeur, with syneopatiop reserved most often for \-

c~denee points, Whether intermediate or final. 

5~' Melodie-harmonie Treatment and Texture. 
i 

In the Renaissance, a wider melodie range brought 

about a greater differentiation o~.the voiees, whether in • 

rhythm, melody, or in the timbres of the performing media. 

crossing of voiees oeeurred less frequently, and the growing 

homogEmeity of the voiees eventually resulted in the estab- '­

lishment of imitation as a standar~- techn,ique. 55 The music 

, ineluded in Diletto i8 largely homophonie, with basically 

the 8 ame rhythm in eaeh of the vo~ee. In this texture one 
l , 

" usually finds the melody,in the topmo8t voiee with the 

rentaining voiees supplying the harmoni'"e support ~ l' 

1 

./ 
/ Where the texture is of a more contrapuntal nature, 

.0 

_ ,,1 rb~ie requirements of the piace are to be sean in the 

1::adY. fluid movement in toohicb the rhythm of ODe voiee fita 

'/into that of the oUers in sueh a way as ta avoid simultaneou8 

rests : the qreater note values in one voiee are offset by 

e 

55 
Reese, Rènaiaaance, p. 4. 
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shorter notes in others., An example of this is Luca ' 

Marenzio 's Spieqa, mondo malim, .!..l. 56 . 

In the more contrapUntal, piaces, imitation of a very 
----------- . 

simple kind, customary in this period ~invOlvin9 short 

motives, ia to be found. One such example occurs in 
, , 57 

Veroviols Giesu sommo conforto at mm. 5-6. 

Ex.4.mm.5-6. Vocal. 

1 r- • • -
r,i 

... 11. • 1 1 r 
1 .... · , • ---:'!W" 

1" !. 1 ~. 

J , .- 1 

1 1 
t 

~, 
• , 

-' 
• , 

II"!II' .~ 

1 . 

, 
\ 

56Tranacription. p. 62 • 
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The two upper voices are in.imitation while the lowest voice 

has a change of direction. This is in sequence at mm. 7-9. 

.' .. .. .-", 

~ 

• • 
1. la • Ir _ .. 

• • 
f" 
1. 
J •• 

~ \~ 

1) 

" 

t 

...... 

, 
• 

r 

~ 

r 

. 

• 

T 

-po 

1 

.... --. 

• 

.. 
) 

• 
In addition to such simple limitation, there are also 

< 

examples of contrapuntal writing using BUch devices as "fugal" 

subject and anawer .58 . . 

58'lbe term "fugal" is used here in keeping with 
Zarlino's definition of it. "~gue iS l the copy or, :epe~ition 
by one or more parts of the VOl.ce-complex of a aec::tl.on or of a 
whole melody sung [first] by one part, hiqh or low~ of the' 
composition. The parts May proceed one' after the other at any 
distance of time, using the same iniervala, ~inging at the 
unison, the octave, the fifth, or the fourth below or abov .... 
He 90eS on ta say that while Fugue is written usinq perfec::t 
intervals exclusively, Imitation can he witten at any tnter­
val, perfect as weIl as impex:fect." Gioseffo Zarlino, 'lbe Art 
of Counterpoint, Part III, of Le Iatitutioni BUlDOniche 
(1558). Translated by Guy A. ~co and-Claude V. palisca 

, , . 
, 

• 
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An example of such writinq occurs in Felice Anerio's Tune -
amplexuà, .!...l,59 where we find the openinq written in 

invertible counterpoint, with imitation of the àubject first ",\ 

at t;:he upper fifth, and then at the lower four th • 

~ .. 

, Ex.6. mm.1-4. ~ocal. 

1 d ...... 
~ --- JI" 1 

1 .-
~ ~" .. AMî , 

1 
~-. 

• ~ Ta -.- .- 1 1 1 r 
rI 
..-T-....~ • . ~ ...... 
r.... - • -
f" ~N. . - ,,,-- Vi. 

18 ~ 

t~· -

') 

- -.. --. 

.,-- \011, .... .u . 

. 
~ . , 

• 
1 

...:..c. aM· 
l' 

. 
'. 

.-. 
1 

"'8 . 

\ 7 . .. 
-

1 

pk..- .. vs, ~ 

.-. 

1 

.-s-

(New Haven and London: Yale University Press, 1968), 
pp. 126-127, 135. Cf. James Haar, "Zar.1ino·s Definition 
of Fugue and Imitation," Journal of the America Mwlico- . 
logical Society, XX~ (19~11, pp. 228-230. 

5'9Transcription, p. 50. J' 
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Another example _of such writinq may ,be se~ iD" the openinq 

measure~ of RUqqi~ro Giov~elri's TU mentis del!Ctatio,60 

-and in, FeLice Anerio's Rex virtut~.6l However, these are 

the only three pieces in Which sueh writinq is to be found. 

The remaining piece~ of the collection involve contra-

puntal imitation of short motives, in Which some or aIl dle 

voiees take part. \ 

A more,fully developed use of '~itation occurs in , 

,'" 

Palestr ina • s Iesu flos matr ia virginis, .!....! .. 62 'Ble melodie ,'* 
• , 

material in this pieee is simple, the voiees moviIig lightly , 

and qra~fully, b,ut there ia a gre~t deal of variation. 
) 

J ~ ... , 

An illustr.tion of this may be se~ in the very~first few. 

measures, where we find two melodie phrases, each of Which~ 

!s i.mi tated once, forminq a t~ ~f double canon. 'lhe 
. 

canonic proe~ss, ls not maintained beyond the open-

ing statement. 

, 

60 . i ~ a' Transer ton, p. - 5. 

1 • 
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, Ex. 7.mm .1-5 '. Vocal. 

; . , , . 
t - -.... -::.;0: -... - - ~ -= ...... -. -7' 1 P ,.. P ::;;: • ... , " ----"T • J 'a T -- - • 1 

r • T • -.... .. , r,.. Sol """ ~- ~J ~,- ;., ftÏt A.~ s- ~. MA- Wi. ",t- ,;- " .. 
r 

~. '. f ... ~ ~ 

v -.. , - --.- T "T T ~ ..... .... "T "T ... --., 
~-

..... 1" ;.Ff! 1:.. SOI ~' .... - ~is ,,;,. . ,: ..... '$ w f~, ....... Wi, ./rtt-, 
1ft 1 

-. 
~ ... - "T 

.r .. ... 1 "T ~. --, .. , • 
~ .. .. -- ., --.--

~~. fI.' ..... - hu ,,;, - ,. . Sv . ...... 
r - - .. . .-.-... ,. -- - T -. ~ • ~ "11" T ~ , 1 --.- T 

- , • 
T 

----.-.... - , 
A more subt1e i11ustri\tion of melodie variation oecurs in 

the second section in which the text "Regnum beati tudinis ft 

is ~epeated for seven or eight measures, each time being 

" given some variant of its main statement: 

. 1 

, 
~J J 41} 1'1 

1..- ,_ I.e-' .. - \;- \-"., tA: .. M.t 
r' 

.. 

(mm .12-14, third voice). 

o " 
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• 
Bowever, it ia anticipated in m .11 in the first soprano 

) voiee: , 

j ~ 

rr rlr rF sir ;: ~ 

~.,..- M. .... ,,-. \,0 .~o ..os 1 

\ 

i 
1 

'. 1 

, \ 
A further melodie and rhY~iC var iant fPpears 

in the second soprano 1ce: \\ 
at mm. 18-21 

) 

In addition to the rhythmic ,variety of moti vic 
1 

treatment, the four initial entries (mm. 1-5) are qrouped , 

iÎ1 pairs, the drst wi.th the third voiee, the second wlth 
~ , 1 

the fourth." (See Ex.7). U1 voices are of equa1 importance 

and share i.n the imitative writinq. 

" 

,. 

'), 

'5 i - . 
• - -_ k' ..... 

>, , 

.' , 
.L 

"- - . .~ 
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Another interesting example of motivic and rhythmic ,. 

variation may be found in Francesco Soriano's Uscio deI ciel, 

a 4.
63 Soriano ,is the only composer. represented in Diletto 

-to use a plainsong melody in one of the voiees. xt appears 

:i:n the first sixteen measures of the second soprano part. 

Ex.8. mm .1-16. Vocal. 

• 

, 
This melody is based on a hymn in the e';'ghth mode, ~ 

sancte nabis Spiritus, (LU235), which is sung on Sundays for 

solemn Feasts, at Terce. 

\. 

The three remaining voices imi tate each other, èach 
.... 

voice enterinq at different points with the motive 

This motive, toqether with a rhythmic variant thereof, 

~ 3 IJ J J J I~ 
.~ l 

ia the tbematic material for the fit-.t ~ meaakes • 

. , 
63TrëlD8cription, pp. 44-45 • 

Ir 
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However 1 this motive is not new, for it is a rhythmic vari~t. 

'of part of the plainsong melody f.,. ... ::::=1Ir..~=liI.II::==lhO;:::~I.ii= (mm .2-6) • 

'!'he rising scale pattern, found in mm. 5-8 of the plainsong 

melody 1. 1· 1- is also presented in 

rhythmic variation in the three other voices. At mm. 8-10 it " 

appears in the first soprano voice as " - J ·IJ ~ ;J ~ I~ 

.At the sarne time it is heard in the lowest voice as 

t J Il l r r Ir 
and in the third voice as 

The second phrase in the first section, 1DIll. 10-16, 
J ~ 

Olakes use of a new motive.'. 1 r ~ J Ir § in imitation, 

involving the same three voices used in the first phrase. 'lbis 

motive, too, is not new materia1, but May be considered as a 

variant of the notes of the plainsonÇf melody heard in 

t 14 J Ir 
# 

e mm. 11-13 • J -- -
, 

1 

...z ç ... ' .~ . " 
,J ~ ... ~ " 

,.,. ~ .. ' .J", .~,~I ~/~~~ 
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The second section of this piece opens homophonically, reaain-

ing so for sorne five measures, after which (at m. 21) the 

writing is again more contrapuntal, in the style of the first 

section. This section, uses materia1 that is again derived 
, 1>-

from the plainBong me1ody' for ,ample. in the third voiee • 

.... 21-23. we find the motive fJ d 1; J 14 . whieh iB 

der!ved from ta 1. la Hf la 1. heard in om. 5-10. 

Certain musical awkwardnesses, though rare, occur in 

the part-writing. For example, paral1e1 fifths May be found in 

the vocal versions of Felice Anerio' s "Iesu deeus angelièum" 

(mm. 12 ... 13) and Luca Marenzio' s "Spiega, mondo ma1igno" (mm. 

20-22): a 1eap of a diminished fifth occurs in the lute version 
;' 

of Ruggiero Giovannelli' s .. Iesu summa benigni tas'· (IIDD. 8-9). 

There are two kinds of rhythm; one that is created by 

the various groupings of the me10dic notes, and the accents 

that occur within'these groupingsi the other, the vertical or 

harmonie rhythm, created by the changes of triads, aecented 

and unaecented, and the cadence. In Palestrina style there is 

a constant tension between these two elements, the melodie and 

the har.monic, the cl~~ bei~g reaehed in the dissonance which 

is then resolved. striçt rules are given as to where con80nance~ 
and dissonances may or May not oecur. 



\ 
53 

Tonality brought with it new concepts of hanmony, dis-

64 sonance, rhythm, phrase structure and forme Dissonance was an 

indispensable element in endowing harmonie progressions with a 

stronger motion toward, and a sharper definition of, the tonie, 

and, together with the cadence, formed part of sixteenth cen-

tury music. In Book III, Chapter 27 of his Le Istitutioni 

Harmoniche (1558), Zarlino says that 

every harrnony is made up primarily and 
principally of consonances, [sic] dis­
sonances are used secondarily and inci­
dentally for the sake of greater beauty and 
,legance ... From this [the use of dis­
sonance], among many o~her advantages, the 
musician derives vwo 01 no little value: 
... the first, namely, that with their aid 
he may pass from one consonance to anotherr 
the second is that the 'dissonance causes the 
consonance which immediately follows it to 
seem more acceptable. 65 

In opposition to Lewinsky, Putrlam Aldrich advocates 

the view that cadences, rather than being the cradle of 

"tonality, are the resolution of dissonant or dynamic inter­

vals. 66 For him, "the concept of 'harmonie movement' in 

64Edward E.~Lowinsky, Tonality and Atonality in The 
Sixteenth éentury (Berkeley an4 Los Angeles: University of 
California Press, 1962), p. 72. 

65Gioseffo Zarlino, The Art of Counterpoint, Part III 
of Le Istitutioni Harmoniche (1558), p. 53. Cf. Strunk, 
Source Readings, p. 232. 

66Putnam Aldrich, "An Approach to the Analysis of 
Renaissance Music," The Music Review XXX (1969), pp. 1-21. 

i 

~thou9b Lowinsky's ~d~Aldrich's positions are opposed and 
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Renaissance music depends upon the recognition of rela~ively 

static and relatively dynamic simultaneous intervals as 

determined by their numerical relationships, .. 67 which is in 
... 

agreement vith Zarlino' s view mentioned above. The dis-

sonance, sinee it gives the least satis~action to the ear, 

demands sorne sort of resolution, and is therefore the most 

dynamic. Cadential articulations are therefore reinforced 

by a harmonie rnovement that progresses from relatively , 
l , 

dynarnie to relatively static intervals (the consonances). 

Thus we see that the concept of the" drive to the cadence," 

typical of a later period. is already present in the music 

of the sixteenth century, without the hanœonic elements 

having any fi tonal" relationships vith each other. 

The music of the sixteenth century was mainly written 

in the church modes, but with a har.monic enrichment, a/result 
( 

of the wider use of non-diatonic tones. In the ehrornatie 

eX;érimenté~hich took place in the second half of the six-

teenth eentury we meet with phenomena that cannot be under-

stood in terms of the old modality, or in those..aL the newly-

emerging tonality, sinee extreme chromaticism and constant 

moduœation eliminate the possibility of any sense of a 

contradictory,'I have borrowed certain aspects fram each, 
for example, incipient tonality, chromaticism fr~ Lowin.ky,~d 
intervallic harmony and function of dissonances from Aldrich. 

67Aldrich, "An Approach ta the Analysis, Il p. 1. 
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68 stable\ ton~l center. 'lbe chromatic movement contributed 

greatly in the drive towards the establishment of tona1ity 

through its widening of the harmonie po~sibilities, and 

allowed each of the twelve tones of the chromatic sc ale to 

become the basis of a triad, and each triad to enter into a 

relationship with each other. 

The practice of applying, in performance, chromatic 

(non-diatonic) tones Which are not~ndicated in the written 

score, aiso known as musica ficta or musica falsa, is found 

in music from the tenth to the sixteenth century. Whether 

or not to apply musica ficta, and just how much should be 

applied has been a contr versial issue amongst modern 

,musicologists, some advoca in~ an extensive use of it, clatm-

ing that aIl m~sic of the sixteenth century was main1y major 
.1. 

or minor. Since about 1940, however, musilcologists have 

- approached the problem from a more critical and restrained 

point of view, adding only those accidentals Which are 

absolute1y indispensable.69 Though rules may be found con-
f 

" . 
cerning ~e application of ficta in theoretical treatises 

68î,owinsky, Tonality and Atonalit,y, p. 39.-

69Cf. willi Apel, "Accidentals and the Modes in 
Fifteenth and Sixteenth Century Sources, Il Bulletin of the 
American Musicological Society, (JUne, 1937), No. 2, pp. 6-7. 

; 

" ; , 
ri /it 
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Which deal with the writing ~d coun~~rpoint, it s . 

It} 

remains a matte~ of conjecture, largely le ft to the discre-

tion of the modern transcriber and the performer. 
. 

Since the frets of the lute divide the fingerboard 

into semitones, and the tablature numbers each semitone, it 

( is therefore quite exp~icit ih indicating aIl chromatic 

inflections. However" musica fi'C;ta was a performance 
1 

practice and was probably practised by lutenists of the time 

as weIl as by other instrumentalists. In the present co11ec .. 

tion musica ficta should, at'times, be applied to the lute 

version as weIl. A case in point ia the lute version of 

Felice Anerio's Iesu decus angelifF'~' at mm. 2 and 4.",0 

" 
The tablature clearly calls for a sil to be used, yet the B is 

flatte? in the keyboard version. In keeping with the'rule 
, 

"una nota' supra la semper est canendum fa," the B ia to be 

flatted, in spite of the fact tnat thia is not clearly indi-

cated in the tablature. 

For the application of ficta to vocal music one can 

usually decide whether an accidentaI i8 to be inserted or not; 

by comparing, whenever possible, the vocal version with that 
o 

of the instrumental. This method was used" in the pr.sent 

70 . 
Transcription,' p. 3. 

, ! 
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transcription of Diletto. The aetual accidentaIs used in the 

instrumental arrangements of this collection are four in 

number ut, pl, c. and cJ). These correspond ta the 

accidentaIs in use at the time. E~, also eonunonly used then, 

is not found in any instrumental arrangement, but may be seen , 

in the vocal version of Felice Anerio's J:esu mi dulcissime, 

3 
71 

a • The form of the canzonetta is characterized by a 

clarity of tonality, and the music contained in Diletto 

Spirituale is, on the whole, quite ·'tonal;' and does 'not 

require too many applications of musica fieta. 

/ 
Musiea ficta is applied bath to the melodie fines of 

a given piece and to its harmony. This' concept ois not new to 

the sixteenth century, but is fOund in earlier periods as 
\ 

weIl. The early definitions of music! ficta show that it 

applied semitone alteration either causa necessitas (by 

reason of necessity) or causa pulchritudinis (by reason of 

J beauty). Necessity meant good- consonance, while beauty 

referred to chromatie inflections. added to eIÜlanee the 
. ' . 

melodic line. Ex06ssive application of such accidentaIs will. 
. , 

necessarily ~hange the piece from modal to tonal. 

71 
Trans~ription. p. 4. 

,- --
/ 

\ 
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The effect of melodie changes of individual notes by 

musica ficta W&S supported by thq emerging sense of harmony 

as the basis of polyphonie: composition. Compositions .invo~ving 
\ 

the succeslS,ive writing of individual parts were now replaced by 

those involving the disposition of intervals, primarily con-

sonant, in vertical alignment. What was required of chords 

at thr~,time was elarity and sonority. Zarlino defines harmony 

72 
as the vertical sounding of consonances, and consonances by 

this time meant component intervals of what we today designate 

as the triad. An important development was the emphasis that 
\ 

was laid on the use of the third of the chord rather than the 

~pen fifth and·octave. 73 The percentage o~ incomplete triads 
\ 

steadily decreases as we approach the end of the Renaissance 

, 
periode In the present collection, such incomplete triads are 

., 

,,' 
found mainly at cadences. ",,-

{ '--~ 

\ The def ini tian of a mode. ~ay be found in the cadence. 

However, q!!e cadence alone does not malte tonality. Tonality 
, 

is achieved through the relationship of~. nuaber of cadences 

to one' tonie, thus organizing the varioua .ections into a 

, , 72Gioseffe Zarlino, Le J:stitutioni Bax-moniche (1558), 
Book III, Chapter 27, (The Art of counterpoint, p .• 54). Cf.­
strunk, Source "Readinqs, pp. 231-233. 

'. 73aeese, Renaissance, p. 3. 

1 

.[ 
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1 

1 
i 

, 
~ 

unified whole. The repetition lOf Jhords and of ch~rd pro-
1 , 

gressions also solidifies tonal feeling. The conc~pt of 
i' 

writing a p'iecè of music within a framework of ond tonality 

by beginning and ending on the same chord, and cr~atin9 . 
points of reference through internaI cadences on related 

degrees is not new tQ tlle late sixteenth cent\1.ry; but was 
/ 

• 
already felt in the music of the frottolists. The most sig-

1 
nificant factor is the atte~pt to emphasize the 'tonie 

through modulation to the dominant
74 

or to the relative 

major or minor, regardless:pf how tentative such modula-

tian may be. 

, 
Th~ majority of the pieces in Diletto ~nine in all), 

i 
• 1 

do- not mod111ate away from the tonic. At MOst, i there will 
i 
r 

be, at ~dence points, an alternation of the m~or and lIl,inor 

form of the tonic. An example of the former t~ will be 

found in Fran~~sco Soriano's 0 gloriosa donna,75 in_Which ail 
--.­
"'-~ree cadences are in F major. An examp~. of the lat~er type 

will be fOWld in Rinal:do deI Mel' s ol)eh lasciam dunque?~ ,:Ut 

74trerms sucb 'as "tonie," 
for convenience, though they ~E! 
modal music. 

Il ~ __ I' .. \.,\., ~ 
"dominant," etc., are used \l 
not str ictly applicable to ~\ 

_ .. _---~~ 
75Transcription, p. 41. _----------- ',~ -----

, " 76
Ib 

. d -l~ ~8---------
1. , ,---P-; • -

, 
," 

J 
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which the beqinning of the piece i8 in the minor mode, but 

the middle and final cadences are 'major. However, the next 

ri .. I~ 
t~ largest groups 9f pieces (seven in ~ach group) modulate, 

'v at an intermediate cadence, to ei ther the dominant or the 

subdominant, or possibly both, when the form is three-

sectional. An examplè of the lattet is Luca Marenzio-'s 
. \ .-

77 
QuaI paura, in Which the vocal piece opens in G major, 

moves to a cadence on C major (XV) at the end of the first 

section, a cadence on D major (V) at the end of the second 

section, and finally returns to G major at the end of the 

piece. The.- remaining three pieces in tllis collection . - ' 
" ~,1 

modulate to'the relative major or minore It is interesting 

to note that four pieces modulate from the tonie to the suh-

dominant but do not return ta -the tonie at the fillal 

cadence. Instead, they remain on the subdominant. These 

four pieces are: Ruggiero Giov~elli's Tu mentis 

delectatio,78 Pelice Anerio's Rex virtutum,79 Palestrina'. 

fI tr . . .. 80 d IFe' , Sc Id Iesu os ma 1.S V1.rg1.nl.S, an acomo etr J.no 8 a a 

Signor.81 

77Tran~CriPti~p, pp- 60-61. 
1 

78Ibid., -p. 25. / 
, 

~'1 

r 
79Ibid., p. -30. , . 
80Ibid., p- 38. 

8lIbièÏ;, p- ~5 • 

. , 
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The music cont~ined in Diletto ia modal bu~ with a , 

1 

strong'predilection for major and.minor 
, ". <' 

(I:onÙUl and Aeolian), .' , 
4. ' .-

1 • 

totlFlli'ties • Thè music makes use ot the triadic harmony of ' 

the time, a succession of major or minor -triads in root 

position or first inversion. Mol3t triads are complete, but 

sorne use is made of incomplete ones. ,Triads on aIl degrees 

of the octave scale are ~o be found, but at cadence pqints 

there is fi prJdom~nance €lf V-I or I:V-I rélationships. Dis-

p , • 

sonances are used very sparingly, particularly when appearing 

on .the beat, such as 'May be found in mm.12-l3 of the vocal . . 

version of Felice Anerio's Iesu decus angelicum.82 The main 

. .... type of diflsonance is one which appears at c;:adence points iD 

.the form of prepared suspen~~ns, u'suall~ four-three. These 
C • II . . . 

, 

suspe~sions are to be found at almost aIl cadence poin~[, 

'whether intermediate or final. They are unornamented in the 
" . 

vocal versions, the.ornarnenta'tion being left ta the instru-

1 

mental versions. Most of these prepared suspensions are of ..... 
the type that was used very often by composers of Palestrina's 

. , 

time--the so-called "consoRél!lt fourth." , ~is . tYPe of sus:-

pension involves the use of a fourth brought in step-wise on 
~ 

a weak beat over a stationary baSs tone. This 'fourth becomes 

.. 

. " 

.' 

• 
» , 

, 
" 

, '\-} 

~ : -'" f:. ~~ 5.~~~."!1 
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. 
a stro:hg"èr dissonance on the following strong beat, to which 

it is tied or held over but not repeated, and finally re-

83 
solves on the weak beat that follows. An example, only 

one of many, may be found in Felice Anerio's Iesu mi 

d 1 · . 84 t 13 u c~ss~e, a m. • 

, 
Ex.9. m.13. Vocal. 

, 
c, _L 

LI 1 

~ , 
• JI. ... 

rJi .. .. .. _. r '. 1 1 

rJ 

- -. .. ~ 
-.... 1 1 

A similar example May be seen at the final cadence, at -m .. 24. 
( ~--

The -transition from\ mode tG ~ey which took place in 

the sixteenth century w,u .a graduaI o~.'" Repetition of ch~rds 

. \ and. C!f chord progresEfions, sequences, of a group o~ chords in 
f 

progression, the application of ficta, aIl helped ta solidify 

8~qd Jeppesen, Counterpoint (EnglfM>od Cliffs,· 
New Jersey: ~~~ntice BalI" IDe., 1965), pp. 193-1.94. 

84Tr anser iptioD, p. 4. 

" ). . 
t) 

/ 



<) 

" 

'. 

/ 
63 

.' the tonal feeling. Of great importance in the develo~nt 
1 

of tonalit~ were the various bass patterns fOUnd in the music 

of the time. 'lbe bass line indicates the harmonie foundation 

on which the remaining voices are based. An important bass 

4," 1 ....... 
line, found in the present collection, is one Which alternates 

between tonie and dominant. An example of such a line occurs 

in the second half of Palestrina's Tua Iesu dilectio, ~.S5 
; 

Another important bass line is that of a descending pattern. 

An'Tfxample of this may be seen i!;l- Luca ~arenzio's Spiega, 

mondo maligno , ~. 86 This piece is an example of the inter-

penetration of modal and tonal elements found in music of this 

time. The high~y conjunct bais line is modal, while the tonal 

elements reside in the cadence. ~~ mode 'of this piece is 

Ionian, and the third section opens on the dominant. It then 

'moves to the tonic, afte~ which the rass descends, by step, 

for ~ full octave, with the following harmonies, chang~ng on 

every strong beat...,- l - V6 - VI - V - IV - 1II1iIIfI :. 1 -- a 

very typical modal sequence, followed, in the closi~g measures, 

by the expected cadential proqx:;ession: the tonie moving to the 

'S5TransC?ription, p. 27. 

86Ibid'., p. 62. 

) 
.. 

-> 

\ 
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dominant, followed by a consonant fourth sU$pension whieh is 

resol ved back to the dominarit; this, in turn, moves, in the 

final measure, to the tonie - 'lbe foregoinq example is 
-.. 

perhaps the MOst elaborate of its type, but Short patterns 

of a desc~s line occur in many of the pieces, for 

example, Fe Aneriols 0 Beatum incendium, 87 Ruggiero 

Giovannel1i's Tu mentis delectatio,88 or Palestrina'is Iesu 

. dm . ab . 1 . 89 Rex a 1r 1 1S-

\ 

1 
J 

• / 

\ 

. ' . 

87Transeription, pp. 56-57. 

88Ibid ... p,- 25. 

~189Ibid., p. 12. 

. -
, . 

J 
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CHAPTER III 

THE ANALYSIS OF 'lUE INSTRUMENTAL PI~ES . 

1. The Instruments. 

-
The title page of Diletto Spi.J;j.tuale informs us that 

this collection includes vocal pieces as weIl as intabula-

tions for cimbalo and liuto. The term cimbalo referred t-o a 

keyboard instrwne~t of the ,period, with a range of approx­

imately four oct~ves, and Which made use of a number of 

chromatic tones. Since there was often no cléar distinction 

made between the various kinds of keyboard instruments~ the 

term cimbalo' maYe thus refer to ei ther the harpsichord or the 

organ. However, in Italy clavicembalo has' always been used 

for the harpsichord. l 

The o1dest extant harpsichords are Ita1ian. Italian 

harpsichord malters were active, as~arly as 1419, but the 

oldest harpsicbord ta have survived ~as made in Rome in 1521, 

" by Geronimo di Bologna, and is now in the Victoria ahd Albert 

1 Anthony Baines, Musical Instruments throuqh the Ages 
(London: 1 penguin Books, ~961), pp. 74-75. 

65 

( 
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Museum, in London. The early instruments were very light in 

construction, made of unfinished cypress wood, ~d often 
i 

! 
enclosed in elaborate1y painted outer cases from Which they 

could be removed. The harpsichord is the largest member of 

a group of keybc:>ard instruments in which the sound is pro-

duced by plucking, rather than hammering, of its string~. 

It was the principal keyboard stringed instrument of the 
1 

sixteenth and seventeenth centuries. 1 Of simple design, the 

harpsichord of the sixteenth century was usual1y constructed 

with one keyboard of four octaves, and with two eight-foot 
\. 

, 
stops, the principle of which was borrowed from the con-

3 
temporary organ. , J 

An examination of the keyboard intabUla~iOn~~ 
Diletto revealed that the notes of the shor: oc~ave are used, 

the lowest note being low F. The short octave was lia special 

4 
,arrangement of the keys in the 10west octave of the k~yboard" 

which included only the more common1y needed tones an~ 

J 
1 

2:Kar 1 Geir inger, .-;,Mu;o;:;.;S;;.;J.~· c~a=r....:I~~,;c;::::..;::;=. 
B. Mia11 ,1London: George 
p. 129. 

J 

3Ibid., p. 128. f 

trans1ai:ed . by 
1945). 

,4willi Apel, Harvard Dictionary of Mpsic, Second 
Edition (Cambridge, Mus. ~ Barvard University Press, 1969), 
article "Short Octave," p. 774. 

" l'. 
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eliminated the others. Before c. 1700, the four lowest 

chromatic tones, cf, ot or ~, FI, and G; or A~ were almost 

never nee6ed. The keyboard ended on what we refer to as key 

E, bu t the sound produced was c. The keys F, G, A, Bb, and 

B were in their expected positions; F~ and Gt sounded D'and 

E respectively, thus gi~ing the full diatonic octave on C 

wi th the addition of BiJ • Furthermore, the keys for the notes 

cf and DI were completely eliminated. 

Example 10.5 

Another form of the short octave had a compass from G - G, 

without the accidentaIs c;f or Il> , B~ , cf, and nt or E~ • 

l 

l 
5 . 
Ba1nes, Musical Instruments, p. 78. 

"-

l' 

{, 

/ 

" 
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'0 Examp1e Il.6 
, 

\ 

E F 

By the end of the seventeenth century, these accidentaIs 
. .--' 

were more often used in keyboard music. It thus became 

necessary to include the corresponding notes on the instru-

ments, with the resultant disappearance of the short octave. 

The low notes found in Diletto are almost always 

used only in cadential formulae. The music is written within 

an approximately two-octave range (with a few extra notes 

added at each end) uti1izing the middle register of the 

instrument. The desire to have the music played in the 

Middle register would seem to necessitate transposition, 
"1 

since the vocal pieces are written a fourth or a fifth 

higher t:han the_inatrumental -versions. The lute -intabula_-

tions will, at times, go down ta low D, but a~ain on~ ~t 

cadential points, Whether intermediate or final. ~ . . 
'ÇiIf 

6Baines, Musical Instr_nts, p. 7~. 
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Although the term cimbalo probably referred to the 

harpsichord, one cannot cornpletely ignore the possibility of 

it applying to a type of organ. Since Verovio's collection 

of short pieces was written for yhe congregazione 
{ 

, dell'Oratorio, it is therefore quite possible that an organ 

may have been used for the perfor~ance of the keyboard 

intabulations, or for accornpanying the vocal parts. For a 
/ 
1 performance at'the Chiesa Nuova, a large organ rnay have been 

used. HOwever, for the processions from 0ne church to another 

a smaller type was probably used. There were two types of 

'srnaller organs that could have been used: one was the 
, , 
, 

! 
portative, prom~nent only in the first decade of the six- If 

teenth èentury :\ the other was the med~umrsized positive 

organ. The pos~tive organ was larger, produced a louder ! 
1 

soun~ 8 had more than one regis ter ~ and was played wi th both 1 
hands. Ho~vet, it also required a second person to work , 

1 f 

the bellows, an~ was therefore not as portable. It was als~ 

not as full in tone as the big church organ. 

-'i' 
7Geiri~ger, Musical Instruments, p. 136. 

8Tbe portative was played with only one hand, and 
since it could perform only one ,note at a time, was unsuited 
for playing the chords demanded in the. new music • 

, 
\, 

• 
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\ 
Another possible ~nstrument on Which these pieces 

could be performed was a type of small organ called the 

regal "because it waSgemPlOyed to re~late (~egolare) the 

singing in churches." Though apparently in existence 

. 
earlier, the regal, comprising a single rank of beating 

reed-pipes, began to be more frequently used after the 

beginning of the sixteenth century. The air was blown· 

through a pair of bellows Which an assistant operated 

a~ternately, facing the performer. Its pitch depended 

entirely on the length, thickness and ela~ticity of the 

reed. 

10 Yet another type of regal was the Bible regal. 
/ 

The kèyboard and rank of reed-pipes of this instrument could 

be taken apart and fitted into a large hollowed-out imita~ 

tion Bible. Bence its name. The twin bellows looked like 

, 
parts of a book, and the parts of ~e i~~trument, When 

folded, fitted into the bellows. Clearly; too, its compaçt 

f6rm rendered this type of organ eminently portable, and hence 

\ 4' ... 

particularly fitted for use outside of the chur ch • 

'\ 

9Geiringer, Musical Instruments, p. 137. 

10Ibid., p. 123. 
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The regal was used Wherever a full church organ would 

have proven to be too costly, and also as a substitute for 
"'e 

the harpsichord. ll This is a good indication that the regal 

was possibly intended for the performances of the pieces in 
1 

Diletto Spir~tuale. Another reason for this possibility is 

the fact that in the sixteenth century the srnaller organs, 

the portative, the positive (or chamber organ), and the 

regals served, on the whole, secular rather than religious 

purposes, and it is of note that the pieces in Diletto are 

devotional, not liturgical. 

,The second instrument for which music is written in 

Diletto is the lute. The lute was widely used in the six-

teenth century--by courtier and burgher alike, by amateurs 

and professionals:: It was the Instrument par excellence of 

secular music of the period, and was used for songs and dance 
\ 

tunes, both as an accompanying and as a solo in~nt. The 
, 

harmonie and polyphonie style of the fifteenth and sixteenth 

centuries assigned a privileged role tq aIl instruments 

capable of playing several not~s. at once, includinq both the 

lute and the keyboard. It became th'e universal instrument, 

ca~le of replacing any other in an ensemble .12 , On account 

. 

1)1 
York: 

( 

"ih Geiringer, Musical Instruments, p. 123. 

12curt Sachs, 'nle History of Musical Instruments (New 
w.w. Norton and Co., Inc., 1953), p. 344. 
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of its adaptabili~y, it became the principal medium through 
. -

Which music of any sort became known to the general public. 
, 

During the sixteenth and seventeenth centuries, num-

erous types and sizes of lutes were used, to conform with the 

13 
contemporary trend of forming families ," aIl with a round 

half-pear-shaped back, and a separate peg box set perpeQdi-
~ (~ 

cular to the fIat neck. The sixteenth century ~ute had 

eleven strings. There were five double strings or courses,14 

for accompaniment, and one, the highest, single, to enable 

a clear rendition of the melody.lS Since the two strings of 

a-course were tuned to the sarne pitch, one normally speak~ 

of a six-stringed lute. The sixteenth century also made 

lutes with more than six courses, these often lying outside 

, 16 
the fingerboard and played open, i.e., unstopped. The 

• six strings,were traditionally given a G or A tuning, i.e., 

G cfa dl gl or A d 9 b el al, the pitch levels, however, 

b~ing relative. Shortly~ before 1600 the traditiona1 tuning 

l3Geiringer, Musical Instruments, p. 122. 
, 

l4The term /NcourseH--denotesa--gro.-of strings tuned 
in unison or at the octave, and p1ucked together in perform­
ance to produce irtcreased volume. 

l5Geiringer, Musà.cal Instruments, p'. 94. 

l~obert Donington,O The Instruments of Music 
(London:, Methuen and Co., Ltd., 1970), p. ~l. 

0 .. 

' ... 

• i 
j 
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of the lute was modified and finally abandoned altogether in 

favour of a considerable v~iety of"tunings from Which the 

composer selected that which offered the best fingering for 

th °fo ° 17 e speC1 1C p1ece. In the present transcription of Diletto 

Spirituale the G tuning is used throughout. The instruments 

were fretted, and lute music was written in tablature, Which 

dates from the second half of the fifteenth century. 

2. The Tablatures. 

Keyboard music of the ,time consisted of dance music, 

intabulation~ of vocal music, and sorne solo music. The key-

board intabulations in Diletto are written in keyboard score, 

on two staves of seven lines each. ie notation on two staves 

was referred ta in Italy as intavolatura (intabulation), and 

it is the similarity between the two words intabulation (the 

act of transcribing, a vocal work to an instrumental setting), 

and tablature ,,( the notational syst~ used for such instrumental 

settings) ~at accounted for ~is type of notation fre~ntly 

". ) 18-being referred to as Ital~an organ (keyboard) tablature. 

l7Geraid Abraham, editor, The New OXford History of 
Music, Vol. 4: The Age of Humanism 1540-1630 (London: OXford 
University Press, 1968), p. 722. 

, 
l8Johannes Wolf, Handbuch der Notationskunde 

(Hildesheim: Georg Olms, 1963), Vol. II'1 p. 212, "It~l~enische 
Klavier-und Orgeltabulaturen." , \J 

t 

• 
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The usual Italian tablature for keyboard made use of notes 

on staves, and is actually a form of mensuraI notation, with 

the notes greatly resembling the kind now, in use. Normally, 

Italian intabulations were written on two staves of six • 

lines each, regardless of the n~er of parts. An interest-

ing and important feature is the consistent use of the bar-

line and the tie in aIl the Italian and French sources of 

19 
kèVboard music of this time. ,'1be biggest problem of 

mensuraI notation for the transcrïber is time vùlues and time 

relationships. The logical and regular use of the b~line 

and the tie helped to solve this problem. 'rhe notes at'e 

. . d J 20 d wr1tten in mensuraI notat~on, an barl1nes aré use 

regularly, the music being divided into 'groups of orie 'or two 

tactus. 

'rhe instrumental arrangements in Diletto ar~ trans-' 

posed versions of the vbc-al pieces. Th~e was no one pitch 

for keyboards of the sixteenth and seventeenth centuries. 

Each region, city and even church had its own pitch, and 

~eyboards were tunetl at varying pitch levels. Thus, .. 
l 

19wolf , Handbuch der NQtationskunde, p. 9. 

20In the present transcription, complete barlines are 
those which appear as in the original print, dotted barlines 
suggest an inner sub-division based on,persona! pr~ferenceÀ 

\ ' 
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instrumentalists had to be able to transpose When required 

to accompany vocalists. A further reason for, the need to be 

able to transpose' was the use, in vocal ~sic, of the 

chiavette or chiavi trasportati (transposition clefs). How-
; 

ever, one notes tl;1at ~lthough applied to vocal music, .it was 

of greater significance to the inst~umenta1ist Who had to do 

the actual transposition. Rocco Rodio, a seventeenth 

century theqrist, confirms the necessary connection between 

transposition and instruments. It is the participation of 

an' instrument that makes transposition necessary because it 

Qives the gamut a more or less fixed position in absolute 

pitch;21 However, he makes no r~gular connection between the 

clefs and transpositions. In fact hé does not even diseuss 
'- . ' 
't 22 1. • q 

, 1 

In the siXteenth century, the nine available cleLs 

e used in order to avoid ledger iine~.23 'The mos~ common 

gement: of the clefs in the sixteenth cent~+y wu the 

21Cite4, in Arthur ~endel.f "Piteh +n thé Sixteenth 
and Barly Seventeenth centuriè~~·' The-~8ical Q9arterlY 

;'(1948), p. 5~6. 
~ 

22R~esef,Renaissanpe, p. 532. 

'. 2~~id •• p. 531 ~ ( • 
· __ ·· .. ·~·· .... · .... ·~·_-.. ····7 ' .' 

• 

1 

./' 

.' 
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- group SATB (Soprano, Alto, Tenor and Bass) ---
~ 

1(' 
, 

~ , 
* '~ , -

, , 
; 

/ 

, In ?dditionfo t;his, arrangement, we find tWQ others 

? Vio).ino, MizzosopranQ, Alto and ·Baritcine, the Baritone 

sometimes replaced,by the-~enor 

,. < ~ (\.)" ~ 1 
, 1 \ ' 

l , 

, 
, .... 

and Mezzosoprano, ~enor, Baritone and Sub-Bass -- [F cler 

on fift1'\ line J, the Sub-BasS\. sometimes replaced by the 

, Baritone. 

-" 

\' 
Ther-e"fore, if SATB is te be taken as the norm, music 

,1 

in ,the two ether -ce~inations of clefs is to be read a 
~ ~ 

i lower (for the first) or ,higher (for -the second). However, 
~ '. r ~ 

• " ' 

l, 

• 
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there is no referenee ta the use of the chiavette for trans-

position by a third in the literature dating from before 

24 
1847. 'l'his theory was first presented by R. Kiesewetter 

in his Galerie 4er Alter Contrapunctisten (18:47), and later 

by H. Bellermann in his Der Contrapunkt, (1877). Kiesewetter 

in~erpret.ed the use of such clefs to mean a transposition. to 

'the lower or upper third, in a' manner analogou~_ to that used 

by transposing instruments of the orchestra--the notes remain 

u~change"d on the stafl, whil~ the cl~fs were moved up or 

down. ~ugo Riemann, in his Hirtory of Music 'l'heory coneurs 

. th th' . t t t' 25 w~ 1S 1n erpre a 1on. The system of using lowered 

/ ~ 

clefs was called "high" chiavette, the resulting notes being 

higher than the original; that using raised clefs was 
~ 

called "Iow" chiavette, the resuiting notes be:ing lower than 

the original.) Both ehiavett;e arrangements appear either 

with a signature Ç>f one fIat, or with no fIat' in the sig­

nature. 26 

24 
Reese, R~ssance, p. 532. . . 

J 

( 

\ 
.~ 

.' 

25Hugo Riemann, Bistory of Music 'Thècry-'_ translated 
with commentary by Raymond Haggh.t«Lincoln: unive~~~. 
Nebraska press, 1962), p. 337. . ' ~-____________ 

p. 137. 
26Rees~, Renaissance, p. 531, and Riemann," Historx,. -

' ... 

• 1 
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However, recent stud:i,.es by such musicologists as '. 
Ehrmann and Mendel have shawn that there is no historical 

foundation for Kiesêwetter's and Riemann's interpretatian, 

Rarticularly with regard ta the "high" chiavette. Mendel 

says 

Different combinat~ons were undoubtedly often 
though not always used to imply transposition. 
Despite the. generally accepted theory, however, 
not a shred of' evidence has been produced to 
show ,that such transposition was by the interval 
of a third. Thè transposition frequently im­
plied by the "high chiavette lt was dq,wn _a fourth 
or a fifth. No generalization that such a 
transposition was Italways" ·or Itnever lt implied 
can be made. 27 " 

, , , 
There is, however, much evidence that the use of the 

baritone or terior clef for the Iowest voice and the use of 

the treble clef for the topmost- 'voice ..... indicated 'a downward 
.r 

transposition of a fourth or a fifth--a fourth if the orig- \ , 

inal had a fIat in the key signature, and a fifth when there 

was no such fIat. praetorius refe:ç-s to a transpos~tion up a 

fifth and then, down an octave to achieve a transposition a 

Be indic:ates ftt he 

general use, ~ aljthough it was 

fourth l.ower ~an th~ or ig inal • 
, ) \1 

considered the pract:ice to be in 

not as widespread as he ~plieâ .. 28 On the other hand, Thomas 

27Mendel, pi tch, p. 357. 
• 

2~ichaE'1. praetoriU8, Syntagm'a Musicum, Vol. Ill:: 
~art II, Ch apte 1" 9, pp,. 80-85. Cf. Mendel, Pitch, pp., 347-
348,. and Reelle, Renaia.ance, w. 532-533. 

; . 
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Mo+ley advocates, in A Plaine and Easie Int~oduction to 

Practicall Musicke (1597), that pieces be sung where they 

. tt ( . . th t t . t . ) 29 are wr l.. en l.. .• e " Wl.. ou ransposJ. l..on • Though oppos ed 

to transposition, he shows, by his very rem9nstrance, that 

transposition was, in fact, app1ied in his day to the 

chiavette, though not universa11y. 

Examples il1ustrating the practice are numerous in 

.sixt~enth century keyboard, ~rrangements of vocal music, and 

the pieces lin Diletto Spiritua1e are part of this 

30 
ature. As an example, one might."'amine Felice 

'il' 

1iter-

Anerio's 

• 31 
Iesu decus ange1icum, ~ in which the 16west vôice ls 

. . ') 
'written in the tenor' clef, and the topmost voice is in the 

treble. There is no fIat in the key signature of the vocal 

.version, and the keyboard and lute intabulations are 

presented a fifth lower, with a fIat in the key signature. 32 
'-

2JMorley, A Plaine and Easie Introduction, p. 275. 

30A full 1ist of transpositions which occur in 
.Diletto may be tound in Appendix B, pp. 106-108. 

3lThe tirst p~ece in the collecti9n. 
:.rW 

( 
/ 

3~While the ~ut~ intâÎ>ulation does not have a flat in 
the actuai s ignature~B. is qui te prominent throu9ho~t the . 
lute version. This i8 ue to the method of transposition used 
whereby accidentais e writtep. with the note they belong to, 
as in the original, "and not as part of ~ key signa~ure. A 

4 '- fi 

, "0 j • 

) 

\ . 
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An 'example of a transposition down a fourth rnay b~ found in 

, G' Il' 1 l" , 3 33 ' wh' h Rugg~ero ~ovanne ~ s Iesu so e seren~or,~, 1n ~c 

the vocal version appears with a fIat in the key signature, 

the topmost voiee uses the treble clef, and the lowest, the 

baritone. The majority of the pieces of this collection 

follow this system of transposition, with sorne exeeptions.34 

The investigation ~nto the question of the chiavette 

has brought to light the fact that transposition was, indeed, 

practise;d _ However, numerous and var ied clef combinations 

could resultrin transposition- To say that transposition is 
1 

indicated if the lowest voice were in o~e of the three 

specifie clefs, namely, the alto, tenor or baritone,3~ is ta 

present only one aspect of the problem. The transcription of , 
, 

Diletto and ~ât done by Professor Bengt Hambraeus of the MS. 
\. 

87 of the Library of the University of Upsala, the Codex 

36 
'Ca\:minum Gallicorurn, has revealed that transposition OCQurs 

---------------------
33Transcriptio~, pp. 22-24. 

34Rinaldo d~l Mells Se questa valle (pp~. lS_17-rf 
the transcription) and Deh 1asciam dunque (pp. 18-21), d 
Luca Marenzio'à guaI paura (pp. 60-61). 

- 1 

3S,raetorius, sxntagma Musicwn (1619), Vol'. XXI, 
pp. 80-85, cf. footnote 28. fil, 

36aengt Hambraeus, Codex carminWJl Gallicorum. Une 
étude sur le volume Musique vocale du manusgrit 87 de 1;--
• 

, 

( 

" 
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when the treble clef is used for the topmost voice regard-

less of which clef is in the }owest voice. Thus, it is 

obvious that while the three clefs ment~oned by Praetorius 

do, at times, indicate ~sposition, a.sirnilar situation 

arises from the presenc~ of a treble clef (rather than one 

of the C clefs) in~e toprnost voice. Professor Hambraeus 
...... ; 

also.~ found that the interval of transposition most often 

found was that of a lowered fourth, although a few pieces 

were also transposed a minor third lower, a few a whole tone 

lower, and three pjeces were transpOsed a whole tone bigher: . 
The, transposed pieces'in Diletto, on the other band, are aIl '. 
either a perfect fourth or a perfect fifth l~er than the 

vocal original, according to Praetorius's rules. No o~er 

inter val of transposition,is used bere. It would seem, 

therefore, that different combinations resulted in different 

,transposition' intervals. Further investigation ip this area 

rnight bring intere~ting results and would be most welcome. 

With so many pieces in the one collection adhering to 
~ . . 

this system of transposition, and since .this is by no means 

the only collection in which it is used, one must deduce 

\----
Bibliothèque de 
Upsaliensia VI, 

l'Universit~ d'Upsala, Studia 
Up."la, 1961,\ -pp. 63-66. 

.r./ 

musicologia 

r _ 

(\ 

·1 
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• • that the pract1ce was known, though sorne composers may have 
oh 

chosen not to apply it. If the pieces in this collection 

may serve as an example, it is interes'ting to note that the .. 
practice of transposition here applies to the lute as weIl 

as to the keyboard intabulations. It is also interesting 

to note that when transposition occurred, it was of a 

specific interval, not a choice made a random. In spite of 

l 
this, however, Willi Apel seems to feel that this p~oblem 

37 has been grossly exaggerate4. 

Verovio's lutè intabulations are in Italian tablature • 
. ' 

In the Italian system (also used for the Span1sh vihuela), 

the six courses are represented by six horizontal lines, but 

in reverse order, so that the highest li~e represen~ the 

lowest note. Numbèrs, 1-9, placed on the lines, indicate the 

,fret on which the performer 1s to put his fingers. Since the 

frets mark off the semi tones, the figures indicate th'e ll.umber , ' 

of semito'nes required above the ope~ string (0) 1 thu,i elim-
~ 1 
inating , any possible pro?lems of musica ficta. RJ:1yth~ic 

values are plaoed above ~e staff, and indiçate ~e smaliest 
/. -value within a measure. A rhythIDic sign ho Ids good for 

37 
Apel, Harvard Dictionary of ~sic, article 

'", 

"Chiavette," p. 149. ' , 

,,' 
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ensu~ng notes, and is to be repeated until replaced by 

another time value. Tablature notation has no meaning 

. 
until the tuning of the strings i5 defined. It operates 

entirelYr by 

pitch. 1 
intervals and is thus independent of absolute 

Since lute music is often contrapuntal, and since no 

distinction is made between the different temporal values of 

sirnultaneous sounds, problems of voice-l~ading arise in modern 

editing. The time values placed above the staf~ apply 

pri~arily to the moving part, with no clear .. rhythmicai indi-

catioR given.for the remaining parts. There are two sehools 

of thought regarding this problem. Sorne transeribers tran-

, 
scribe literally (Freistimmigkeit or Free voice-Ieading), 

elaiming that lute ~usie i5 not truly polyphonie but a 

.cQrnbination of homophonie, figured, and Freist~ig writingi 

others a~ to restore the part-writing, and present a poly-

phonie transe~iption to the music. Each method has its 

advantages and disadvantages. 38 However, for intabulations 

of vocal pieces the pÔlyphonie interpretation would seem ta 

.~ 

38 
For further information, see Willi Apel, The Nota-

tion of POlyphonie Music, fifth,· editian (Cambridge, Ma'SB.: 
,The Mediaeval Aéademy of )Unerica" 1953),' pp. 59-61 • 

.. 

l ' 
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be correct, and it is' this method that was used in the present 

transcription of Diletto. 

3. Instrumental Versions. 

Renaissance music was performed in numerous ways--in 

different combinations'of instruments and voices, as vocal 

solos accompanied by keyboard instruments or the lute, or as 

pieèes transcribed for keyboard or lute for solo perform­

ance. 39 , AlI these were usually per~ormed w~th the addi~ion 

of embellishments, sorne sligbt, others more elaborate. , 
Intabulations40 played an important part in .many 

collections of sixteenth century music. They were impOrtant 

for showing how the various voices wer~ la~d out'for an 

instrument, ,,:,hether keyboard or lute. To thi's, aIl the 

characteristic figurations and ornaments of th.e particular 

instrum~nt concerned were then added. During the sixteenth , 
cehtury a close relationship in style between vocal and' 

\ 
\. -

39rrnogene Horsley, "Irnpro;vised Embellishment in the 
Performance of Renais.$a~ce polypho~ic Music, Il Joprnd --of the 
American Musicological Society ~ (1951), p. 3. 

1 

40 
The transcription of a piece of vocal music for 

an instrument, usua1ly the kèyboard or the 1~te. 

, ". -, 
• 1 

l ' .. 
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instrumen~al music was maintained so that the~ were ofte~ 

interchangeable. After 1600, ~wever, vocal and instru­

mental music became more distinctly separated. The Italian 

lute and keyboard arrangements of vocal music seem to have 

kept most faithfully to the original, employing regularly 

recurring chords separated by a slight ornarnentation of the 

vocal l~ne. This may be seen throughout the contents of 

this collection, for exarnple, Rinaldo deI Mel's Se questa 

valle, a 3.
41 / 

Upon examination of the contents of Diletto 

" 
Spirituale, Which presents us w~th ~ree versions of each 

song, one notices that, on the whole, the keyboard arrange-

ment is more ornamented than the lute version'lfor example, 

Francesco Soriano 's 0 gloriosa donna, ~, 42 i ~hiCh the 

chordal, homophonie treatment of the vocal model is kept ih 

the lute version, but the keyboard version contains leaps and 

chords 'ernbelliShed wid scale passages or turns. The cadential 

measures (mm. 13-15) of the voc41 and lute versions have a 

ratheJ; angular bass which, in the keYboard arrangement, is 

made smooth by the ornamenting sixteenth notes. The' lute, 

~ . 
however, does have th~, typical cadential tril.l at the cadence. 

41Transcription, pp. 15-17. 
\ 

42~'d 4 43 .uJ~ " pp. 1- • .,;;;;;,;-....;... 

f, 1 

1 

/' 
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The practice of e~ellishm~ is treated in a grèat 

variety of ways by leading theorists of the period, who deal 

. 
with this question with much diversity of opinion. From the 

~ early sixteenth century, manuals for teaching instrumental 

and vocal performance included sections on the technique of 

diminutio (improvised embellishment). Throughout this period 

Italy was the center from which the practice radiated, but it 
E; 

~ 

was also firmly 7stablished in musically progressive centers 

in Spain and Gerrnany. '!'he first rnanual teaching this 

pra~ce was Sylvestro di Ganassi's Opera intitulata 

Fontegara (Venice, 1535). Many o th er- works, such as the 

1\ 

~a~ado de glosas (Rqrne, 1553) by Diego Ortiz, and the 

. 
Practica rnusica (Wittenberg, 1556} by Hermann Finck, were 

published throughout the century. The last book to be pub-
) 

lished in the sixteenth century describin~ this practice is 
; 

Girolarno dalla Casals Il vero modo di dirninuir, con tutte le 
~ 

sorte di stromenti di fiato e corde, e di voce humana (Venice, 

1584) • 

'In this period vocal and instrumental virtuosity was 

based on skill in improvisation. An expert performer was 
\ 

expected both to play the music as weIl as embellish it. 

These florid embellishments, added by each 801oiat to'his own 

part, o~ten resulted in a complete transformation of the ~rk~ 

. . \ 
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~e application of embellishments was a performance practice, 

therefore the fact that the lute arrangements of-Diletto 

appear to be less ornate than that of the keyboard by no 

means unplies that in actual performance this would be the 

case. There ~s disagreement among scholars today as to 

whether or not it is 

performance of music 

necessar~to apply diminutions to a 

of~this period to make it authentic. 

There is no doubt that throughout the period embellishments 
r' 

were applied in aIl parts, whether in instrumental or in 

vocal solo performapce, and thqt virtuoso pe~fo~ers both 

used them and taught them. 01) the other hand, a performance 
l 

without ornaments cannot be co~sidered incorrect, though 

~~cad~nces were always embellished when ornamentatio~astused. 

The ornamentation found i: the intabUlat;~on~Of this . ,) 
collection i p of a very simple nature; the keyboard and lute 

versions adhere very closely to the vocal original. " The 

ornamentation is most often found at- cadence points', where 

the final chords will be embellished by a/-trill enhanced by 

, " 
a four-three suspension. A typicaL example of such embellish-

-. 
ment may be seen in the keyboar4 version of Rinaldo deI Mel's 

, 43 
Deh lasciam dunque, ~, at,m.8. 

43 .. - 20 Transcrl.ptl.on, p. ., 
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Ex.12. rn.8. Keyboard. 

ft ....-r. .. .1 r 1 
1. 1 • 1 J 1 1 1 -- . ' ... , ... - ..... _ ..... _"""- .J1l 

.., r- .,.,. 
J 

, 
ft .. 

, 
.~, ~ 

• .- r , 
, , 

In contrast to this, the lute version is very sim~l~. 

Ex.13. mm.14-16. Lute • 

• • 
lA 1 1 • 1 - - ., 

.-
rJ 11 -

• ~ 
DL , 
"r. .1 

,'" 

A less orn~te embellishment occurs in the keyboa;d"version 
. 

of Verovio's Giesu sommo ,conforto, ~.44 Here one iinds 

only a slight embel1ishment of the ~our-three suspension 
, . 

w~ich o~~~rre~ in -the voc~'verSion. 
Ex .14. rn.6. Keyboard. 

f, • .--...... 
--"". '-

1 

• 1 

.. 

. \ 

.: 

" 
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Again, the lute version is unornamented. 

Ex.lS. mm.11-12. Lute • 

. --. -TT 1 

• :..1. -..... 
- -.& 

U r-' ... j.! lIiI' 

- 1 
....- T 1 ---
Other embellishments thfit ,might occur are usually of 

the kind that will fill in 'a leap in the "vocal line, of will 

i 

ornament a repeated note. An example of. the former type May 

be found in Itlanino's Iesu spés penitentibus, .!L1.,45 in which 
( 

the angular line in the fi;st fe", measures of the third 

'. 
voice is IIfilled in:' 

Ex .16 .. mm .2-4. yocaJ. • 
'. 

• 1 1 1 • 

• 1 
• l , . 
: ~ , 
" , 

~ rn:' ~,~ 
l'~ (? JJfi15 F TI nun.1-2. Keyboard. 

( , J 
An ~ample of the latter type, the embellishment of a repeated 

'l/ 

note,' JIlay be seen in the keyboard version -of Felice Ane~io's . 

I~su\ mi -dulcis~ime, ..!-2" at m.3.
46 

, J • , 

45Transcription, pp. 54-55. 

46:tbia., pp. 4-5. t' • .. 
" 

... 

" 

\- 1 

.1 

" , 

, .' 

0, 

. 1 

.,) 
l,' 

.... 

~ 
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Ex .1 7. mm. 5- 6 • vocal)t 

m.3. Keyboard. 

The lute version, on tl:u~ .. 
the vocal or iginal • 

J 
• , 

1 
1 , . , 

1 , 
1 , 

1 

1 

" 
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J 
1 
1 
1 
l ' 

~ 
1 

• 

14 ~ , , 
1 , 
1 

, , l' 
\ 1 
1 , , 
1 , 
1 
1 
1 
1 

~ : 
-' 

, adheres more closely to 

A final form of embellishment that is to be found is 

the occasional thickening of the texture, particularly in the 

keyboard version, in which a three-voiced vocal ori'ginal may 

be presented i~ a. predominantly four-voiced setting in the 
\ 

keyboard intabÙlation. An example of this may be found in 

Palestrina's Tua Iesu dilectio,47 as weIl as in portions of 

Marenzio's Spiega, mondo maligno .48 However, changes of 

texture, wl\,en they. oec~ in the vocal original; are adhèred 

to in aIl versions. 

The fact that the lute version rem.ains almost identical 

to 'the voca). original, i.e .. , unor~amented (i'f one accepta only 

what is printed), would seem to indicate that for the accom-

;paniment of the voices the luté wOU~~ be preferred, vith the 

" 

," il 
- .. 47Trana~ription. pp. 27-28. 

48Xbid ., pp. 62-63 • 
.~ 

, t .... 

." 
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keyboàrd vers ion used more as a solo piece based on a vocal 

-original. Al though the keyboard version is more ornamented 

it is still simple enough for it to be perforrned by a less 

experienced performer. 

The addition or lack of embellishments i8 insuffi-

cient to determine the""'imilarities or differences between 

various versions of a piece. One also has to take into .. 
account changes or similarities of rhythm, harrnony and the 

overall form. In comparing 'the three versions found in 

. ---,. 
Diletto, however, one is struck by the close~ of the three 

types, in spi te of the differeht perforrn~nce medium of each 
. 
one. The melodic lines are retained. The simple homophonie 

" ". rhythm, does, at times, inc1ude such rhythmic devices as ,0. 

hocket ~r syncopation. These, too, are kept in the inatru:" 

m~ntal versions. An. examp1e of hocket may be seen in Félice 
1 

Anerio' s Iesu mi <dulcissime, 49 at mm.9-11. This is adhe1(ed 

to in the twQ instr~ental arrangements. An examp1e of 

syncopation may, be seen in the same piece at nun.19-22, and 

this, too, ia maintained in the instrumental'version. 
• J 

49Tranacription, pp. 4-6. 

; , 

. 1 

/ 
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Suspensions, whether in the middle of a vocal line or at the 

• cadence, are again found in the instrumental intabulations. 
f 

The harrnony of the vocal piece, and the sequence of 

triads found in the vocal original, is maintained in the 

instrumental versions. The range may have· changed, as a 

result of the transposition im~sed by the c~iavette, but 

the sequence is the sarne. There are almost no exceptions to 

be found. Such exceptions, when they do occur, are of a very" 

minor nature, mostly being the addition of a passing triad 

between two triads that appeared in the vocal version.. An 

example of this may be seen "in Felice Anerio's Iesu mi 

dulcissime, at m.19. The vocal and keyboard versions have 

a d minor triad on the first beat (the vocal, though, being 

in first inversion, while that of the keyboard is in root 

position). The keyboard then proèeeds to an a minor triad in 

first inversion, which is absent in the vocal version., The 

lute intabulation, however, opens this measure with an a 
, l,o, 

" 

minor triad in Ui.1iJt inversion, without the d minor triad of 

the vocal and keyboard versions. 

Another type of minor' difference in 'tqe harmony of the 

three versions oc~. in the actual not,es that" malte up a given 

triad. An example of this, one of many, accur. in Ru99'iero 

" . 

... 
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Giovannelli 's Tu mentis delectatio" .!2,50 at m.3. The vocal 

version has an F major triad, consisting of an F and two C's, 

the third of a triad, A, being tied over. '!'he keyboard 

version, transposed down a fourth, has a full C major triade 

Tne lute intabulation, however, has an incomplete triade In 

the sarne piece, at m.12, anotber difference occurs, this time 

in the type of triad concerned. '!he vocal and keyboard 

'versions both have a minor triad on the first beat. In the 

lute ver-sion we find a major triad. 'l'his type of varia-. , 
tion, however, does not occur too often. 

The overall form of these pieces is sectional, and 

the divisions found in the vocal original are maintained in 

the instrUmental versions. There ,is, howe:ver, o'ne exception. 

This is found in the lute intabulation of Luca Marenzio' s 

• / 51 Spieqa, mondo maligno, :!2. 'lhe form of this piace, as 

it appears in the vocal original, is tripu:tite.: ~e key­

board version has three parts, but that of the lute only two. , 
f 

The 'second and tbird secti.ons of the or ~ginal çe here joined 

toqether. 

~ . , ' 

50 . 
Transcription, pp. 25-26. 

. '\,' , 51Ibid ., pp. 62-64. -

r- 1, 

1 ~ t '\ 

. " 



/ 

" 

1:" 

.' \0 
) 

a 

94 

The foregoinq has shawn the similarities and "), 
'\ 

.,' 
~ 

differences between the three versions p~esented in Diletto . 
Spirituale. It must be noted,however, that the similarities 

• 
far outweigb the differences, Which serves to prove that 

the three versions can either be performed independe~tly, 
f 

or with each instrument accompanying a'0vocal performance . 

.. 

. , 

\ -4 .' 
l , 

. 1 

" "1 ~ 

" . , 
/' 

" 

, , 

" 
,~ 
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COŒLUSION 

'ltle Harvard Dictionary of Music describes the period 

of tpe Renaissance in music (c: 1450-1600) as one' charac-

te,t"ized by "clarity, balance, eupHony, and expressiveness 

within ~ell-regulated lLmits ... 
l 

The music of this period 

is written in a style in which triads predominate, and 

dissonance is used for heightening the tension, mainly at 
1 

cadence points. An analysis' of th~ contents of Diletto 
, 

Spirituale reveals the pieces to be very representative of 

" this style. The music is characterized by a formaI, 

\ " 
, \ .. ,-

harmonie and melodJc clarity and bal~ce. As a result of 

the limited use of ~issonance, consonanc~s prevail, in the' 

form of major and minor triads in root positiop or first 

'inversion, indicating the 9radual mave fram modality 

towards functional haI1llODY. 'lbe music of this collection 

is very' simple, and the melody is often to be found in the 

topuoa t part i ,.wi th the other voices serving as harmonie 
l 

( ,( 

lApe1: Barvard DictioJl!U'Y of '-sic, article 
tlRenaiaSaJlc,e,· p.. 72.4. 

\ " 
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fi1ler~ 1" The texture is, on th~ whole 1 homophonie r but a~ 

number of pie.ces are polyphonie. 'the canzonette texts are 

in Italian and Latin, and are of a very personal' and devo-
.. 

tional nature. However, the texts used for the canons are 

only in Latin, and are aIl taken from liturgical sources. 

'rhe large s tr ides made dur ing this per iod in the 

areas of music printing and engraving, and in the cons truc-

tion and use of musical instruments, are reflected in this 

collection b" the inclusion of two instrumental arrange-

ments, one for the key~ard, the other for the lute. 

These- arrangements adhere very closely ta thei~ vQcal 

counterparts, and could be performed ei ther as aceompani-

1 

ments to the vocal version, or as solo pieces. These 

instrumental intabulations are transposed versions of ,'the 

vocal p.ieees, in aecordanee with the rules of the 

ehiavette. 

The p!eces contained in Diletto were written by 

members of the Roman School for the services at Saint Phi1ip 

Ner ilS Chiesa NUova. They were sung as exercizi fol1owing 

• a sermon{ usually given by Saint Philip. "'Ibe musi'C was 
\ '.~ 

wri.tten i.JÏ ". simple. style i.n order ta allow foJ' greater 

:r \ 
N' • -' 

,J 

. .:-

, ,. 

-,,' 
,« , > , . . ~ ~" 
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conqregational participation of a devotional -, 
nature thus fulfillinq Saint Philip Net: i 18 chief aim: 

1 l , 

the bringin4 of mùsi~ tQ.. a large segment of society, for 

the pleasure ~d enjoyment of everyone . 

. ' 

, 

\ . 
.. 

\ 

• <. 

, -

.. , 

" 

... 
. , 

, \ J~_ 

.' 

,., : .. 



• 

. ; 

1 

\ 

, 

r AP,~BNDIX A 

A 'LIS~' Pp'BLICATIONS DY VEROVIO 

/ 
/ 

/ 

/. 

/ 

AND LIBRARY HOLDImS OP TSBM 

" i \ 

l"'" 

'­_ .. 1,\ 

... ;. ,,~ 

,r ... ... ~ ~ 
.l~~" ,_. 

... 

,', 

/ 

.' 

.. 
• 

/ 

1 ~ 
'" ~'. ' .... 
·f:: l ' 

'''''l\ 

, , 

" 
, . 

• ~. ,1 /. 

~.., ~ .. ~ .~.r~:·~~"~;:7:: ~~ .. \.;\ "'''''<~'~'!1 



\ 

- 1 

The followinq is a list of publications by Verovio, 
and,' w"ïere possible, the l:ibraries in ~ich copies may he.!­
found. 

1586 "- Dilett9 / Spirituale·/ Canzonette / a ~e et a 
quattro voci / composte da diversi ecc.mi Musici. / 
Raccolte et scritte da Simon Verovio. / Intagliate / 
et stampate dal medesimo. / Con L'intavolatura deI' 
Cimbalo / et Liuto / Roma / 1586 1. Martin van Buytén 
illcidit. 

- 1 
24 fols. Mensural notation, keyboard score and 
Italian lute tablature. Title page is placed within 
an ornamental border, with RTe Deum laudamus" at the 

"top: and a canon at the bottom of the page. Dedicated 
to Antonio Boccapadule. \ , 

A purely vocal edition also appeared in 1586. 

Reprinted in 1590 and 1592 •. 

< 
lThis information was taken from: 

Howard M. Brown, Instrumental Music Before 1600. A Bibliog-
, ra@y (Càmbridqe, Mass.: Harvard uni~ersity Press, 

1965). 
\ Emil Vogel, Bibliothek der Gedrukten Weltlichen Vocalmusik 

, Italiens, 2 vols. Revised Rand enlarged by Alfred 
Einstein (Hildesheim: Georg Olma, 1962) • 

. Claud~o Sartori, Bibli~rafia' della musica strumentale 
Italtana Stampato in Italia Fino al 170" (Pirenze: 
Lao S. Olschki, 1952). 

Robert Eitner, Bibliographie der Musik - SaDIIlelwerke des 
XVI und XVII. Jahrhunderts (Hildesheim: Georg Olma, 
1963). , 

, 

• . -
. ,.'~ 
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1586 - Brussels (Bibliothàque royale de Belgique); 
Berlin (Deutsche Staatsbibliothek); Leipzig 
(Mus~Kbiblrothek); . Mwlich (Bayerische 
Staatsbibliothek) ; London (British Museum); 
Bologna~· (Civico Museo Bibliografico 

. Musicale); padua (Archivio della Cappella 
Antoniana) ; RO~ (Biblioteca Casanatense) • 

! 

1590 - Legni~ - 'formerly Leignitz (Biblioteca 
Rudolfina der Rittersakademie) •. 

l5~2 - Bologna - (Civico Museo Bibliografico 
Musicale) • , 

'", -

• 

1586 - Di Jacopo / Peetr ino da Ma'l.j.nes·"Oil pr imo libro delle 

• 

Melodie Spirituali a / Tre Voci / Scritto da Simone 
Verovio / Scrittore in Roma J Martinus van Buijton 
Holl~dus incidit. Roma MDLXXXVI • 

18 fols. No dedication. 

Brussels (Bibliothèque royale de Belgique) -
incomplete. 

1588 - Di Jacopo / Peetrino / Il Pri-/mo Libro del JUbilo / 
di S. Bernarqo con al-/cune c~nett:e 1 ~pirituali 
scritte / et intagliate 1 a Tre et Quat-.'/ tro 
Voci / Roma / permissli 1588', Superiorum. 

, ,\,. 

20 fols. Dedicated ta Count \ Antanio dL Montlort ., 
, , 
\ 

.Repr inted in 1589. 

1588 -

• 

...1 ' 

Bologn\s (Civico Mu88'O aibliocp:af1co .sical.) 
incomplete: Vienna' (Bibl\i.othek ... ional) -
incomplete; Wolfenb'4ttel' (LaDdeaWblio..thek) • 

. \::, 

. '", .-

l 't-; , :'::~ • ': '. " " J. '1~~~ :.~ ~-~ J~' ~:;~;:L:ii:..,;' ~~', i!.';!\1~i!.9IfJ.i!;,l;m'~~~"EC~~ 
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1589 - 'Leignitz (Rittersakademie): Munich 
_(Bayer ische Staatsbibliothek) • 

1589 - Ghirlanda / di Fioretti / Musicali / Composta da 
~ diversi Ecc.ti Musiçi a 3 voci / Con l'intavolatura 

if del Cimbalo et / Liuto. In Roma 1589. Con 1icentia 
de Super lor i . 

27 fols. Dedicated to Captain Vincenzo Stei'la. 
Mensura! notation, Keyboard score. and Italian lute 
tablature. The Words "Raccol te et stéÙnpate d'a 
S~on~veroyion are missing from the Bologna (Civico 
Museo Bibliografico Musicale) copy, but appear in 
the incomplete copy found in the British Museum, 
Which seems to indicate at,least two printings of 
'this collection in one year. The ti tle page 
irtcludes a cut of Orpheus playing to animaIs, as 
weIl as one o~ a lute and virginals. 

The coptents of this collection appeared in three 
volumes, printed by Giacomo Vincenti, in 1591, 
entitled: Can~onette per cantar et sonar di liuto 
a 3 voci, Libro primo, secondo et terzo. 

1589 - Brussels (Bib1iothàque roy~le de Belgique): 
Berlin (Deutsche Staatsbibliothek): 
Munich (Bayerische Staatsb~liothék): 

~ -- Par is (Bibliothàque du Conservatoire) : 
London (British Museum) - incomplete: 
Bologna (Civico Museo Bibliografico 
Musicale): padua (Archivio della Cappella 
Antonianal : Rome (Biblioteca S. Cecilia 
[Conservatorio]) '- a coPY. of this was in 

~ Leqnica (Rittersakademie) fi· ' 

1591 - (Vincenti volumes) -, Plorenc'e (Biblioteca 
nazionale centrale) • 

J 

\, 

. , 
t :. 

: ~n\) 

.-; ':~~~)" ~~:':.;"'.~'/ '.,1:':;·~ . . U::: "'~~'::flf-~~;5:é' ',~: r (:. ,;, (. " ." _ ~ , ... ' 
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Canzonette / A quattro Voci, Composte da diversi / 
Ecc .ti Musici, Con / L "Intavolatura deI Cimbal0 / 
et deI Liuto / Raccol te et stampate da Simone , 
Vèrovio. / In' Roma 1591." Fon Liçentia de sup • 

..... 
22 fols. Dedicated to Cardinal di Lorena. , 
MensuraI notation, keyboard Iscoref and Italié\,n 
lute Tablat~e. The ti tle is placed wi th in a ~ 
border consisting of various cut~ inè1uding 
musicians • A second edi tion. purely vocal, appeared 
in 1597, (-Vogel 15975 and ~ISM 1597141. A piano 
arrangement:. of this collection 'may be 'found in 
Alfred Wotquenne-Plattel ' s.Chansons italiénnes de la 
fin du XVIe siècle. 

1591:' - Leipzig (Musikbibliothek);, Munich 
(~Bayerische Staatsbibliothek); London 

. '" 
1 

(British Museum) - ,incomp1ete~ Balogna 
(Civico Museo Bibliografico Musicale); 
padua (Archivio della Cappella Antoniana) : 
C~ridge, Mass. Q(Harvard University 
Library [arid Houghton Library and Theater 
COllection]); Rochester, N.Y. (Sibley 
Music. Library, Eastman School of Music) -
a copy of this was in Legnica (Ri tters-

" akademie), and in the Heyer Library. 

\ 

• 
1591 - Basso / Canzonette Spiri-/tuali a 3 voci - çomposte 

da di-/versi Ecc. Musici / In Roma 1591. LJ 

" \ 
22 fols. No dedication.' 

Reprinted in 1599. In same year (1599). appeared 
the Canto, dedicated"to the Duke of Mantua. 

1591 Boloqna' (Civico Museo Bibliografico 
Musical.) • 

.. 

" " , 

1 

~ - .. ' 
" , }~ 
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, 1592 - Il de~~o pi~to della Glo~iôsa Verqine, et altre 
Canzon~tte sp'irituali a "J voci. In,,,par~ne, nel 
Collegio Nard:L:no, l59~. \ 
Çon licentia d~p •. (Alto). J 

( " 

AfteJ; fol. 8 appears' a riew ti~le, as follows -
Canconetti [sic] spal], [spirituali] a 3 voci 
~omposte da d'iversi Eccèl1enti Mus ici • Con 
licenza de- SUp. stampate et raccolte da Simone 
Vero~io • 

1595 - Lodi della Musica / A 3 voci / Composte da di~rsi 
Écc .ti Musici con l'Intavola~ura / deI Cimbalô e 
Liuto / Libro Primo / Raccolto, 'intagliato et / 

•• 

stampato da. Sim~ Verovio ~ Roma / ,1595 • 
con licentia de Superiori.t.. 

1 

20 fols.... No dedie ation • 

'MensuraI notation, ,K~oard 'score and Italian 
lute tablature. The titI-e' is placed withiJ1 an 
ornamental border. On fol. l~: imprimatur given 
by ,pompeo Uqonio. 

" 1595 -' Munich (Bayerische Staatsbibiiothek): 
London tBliitish Museum): BolOgna (Civico 
Museo ~ibliog~afico MUsicalelu Pa~ua 
(Archivio della cappella AntQniana) • 

1 Q ., Q \. 

\ 

1598 -. Toccate / d'Int"volatura / d 'organo di Claudio t 
Merulo da corregqio / Organiàta ,deI. Serenissime ~ 
Sig. Duca di Parata / et Piacenza etc. / lJuovamentct J 

da lui da.te in luce, et / ~con agni diligenza ~ 
1 • corrette. / Libro Pr 1-mo. ~ In Roma appreaao SiIDone 

Verovio / MDlCCVIII / Con -l. ieenz a, de SUperiori. 
C' 

o't ' 

43 fols. Score for 8010 k~ard. 
Second volpme of Toccata appeared in 1604 • 
.Dedieated œ c;trdinal,' parne.e • of'" 

c, '-, r 
'. 

. ,~. 
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1 



• 
, , 
.- ,l' .. 

,~, ,; , 
.. :q,;! j 

:>!.J-,l.f.-.l'" , 

o 

. ' 

104 

1598 - Brussels (Bïbliothàque royale de~e19ique) -
also in lihrary of François J. Fétis: 
Berlin (Deutsche Staatsbibliothek): Munich 
(Bayer ische Staatsbibliothek); Par is 
(Bibliothèque du CORservatoire) - also~ in 
library of Gaetano Gaspari: London (British 
Museum) ~ Bo1ogna (Civico Museo Bib1i.oqrafico 
Musicale): FlorE)llce (Biblioteca nazionale 
centrale) : Venice (Biblioteca nazionale 
Marciana): Cambridge, Mass. (Harvard 
Uni ver si ty Libr ar3( [and Houglfton Lihr ary 
and 'l'heater COllection]) - also in library 
of A.H. Li tt1etqn, 1o!tE, 1904, pp. 17 and 
109, but date given there is 1597. 

. , 
1599 - cànto / Canzonette / Spiritua1i a 3 / Voci Composte 

/ da diversi Ec- / ce11enti Musici / In Roma 1599. 

24 vols. Appeared together wi th the reissue of 
Basso Canzonette Spirituali a 3 voci of 1591. 
Dedicated to the Duke of Mantll'a. 

1599 - Bologna: (Civico Museo Bib1iografico 
Musicale) • 

1601 - Madriqàli / di LUZZasco Luzzaschi par cantar, et 
son~e / A uno, e doi: e tre Soprani, fatti. / par 
la Masica deI 9i~ Ser.mo / Duca Alfonso / d • Este • 1 
Stampati /' In Rouia appressQ Slmone Verovio / 1601 / 
Con Licenza de', ~periori. 

-.,. 

41 fols.- Dedicated to 'Cardinal Pietro 
" A1dobr andino • 

1601 - Rome (Biblioteca S. Cecil!a 
(Conaervatorio]): BerliJi (Deutsche 
St&atsbibliothe1t,· • 

\ 
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160",,- Toccate / D'Intawlatura d 'Organo ~i / Claudio 
Merulo da correggi~ Organista deI Serenis,lj._ / 

~ S. Duca di parma et Piacenza etc. / Nuovamente da­
lui date in luqe, et / con ogni diligenza 
Corrette: / Libro Secondo _ In Roma appresso 
S~ne Verovio 1604 / Con licenza de' Superiori. 

'<" ~ 

49 fols. Title is placed within' an ornamental 
border.,., Dedicated to Sig _ Bernardino di Savoia, 
Mons. di Raqconigi. 

1604 - Bologna (Civico Musee Bibliografico 
".. Musicale): -Berlin (Kirchen-instituti 

p 

1608 -

.. 1.' ~. 

Deutsche Staatsbiblioth,t!k): Munich 
(Bayerische Staatsbibliothek): Brussels 
(Bibliothèque royale de Belgique). 

Arie Devote / Le quali contengono in se la Maniera 
di cantar / con gratia, l'imitation delle parole, 
et il modo / di scriver passaggi/ et altri 
affetti. / Nuovamente composte da Ottavio Durante 
Romano. In Roma appresso Simone Verovio 1608. / 
Con licenza de' Superiori. 

31 fols. ' Dedicated to ,Cardinal Montal to • 
Ti tle ia plàCed. wi th in an ornamental border, at 
the bo~tom of Jbich are the words -dhr iatophor,a 
Blancus 1 fecit.· ,(Cbristophorua Blancus was the 
engraver employed by Bicol .. Borbone who carried 
on Verovio's tradition" in Rome/e) 

, 
! 
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APPENDI.X> B 

A TABLE OF CLEF COMBINATIONS IN THE VœAL PIFX:ES Am 'ŒEIR 
/" 

EFFECT ON THE KEYBOARD ABD IDTE INTABULATIONS 1IIIICH POLlD'tl 
". 
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'!'lie fo1lowing ia a table of the various combinations 
of clefs that are used in the vo.c~l pieces of Di1etto 
S,2iri tuale, and how they affect the keyboard and lute 
intabu1ations which fol10w with regard to pitch. 

Number Clef Combinations 1 

1. sol 2 sol 2 ut 4 
2. sol 2 ut 1 ut 3 
3.' sol 2 ut l ut 3 
4. " sol 2 sol 2 ut 3 
S. ut l ut 3 ut 4 
6. ut l ut 3 ut 4 

- -7.- - 801 2 ut 1 fa 3 
8. 801 2 801 2 ut 3 
9. Bol 2 801 2 ut 3 

10. sol 2 ut 1 ut 4 
11! 801 2 801 2 ut 3 
12. 801 2 ut 1 ut 3 ut 4' 
13. sol 2 ut 1 ùt 3 ut 4 
14 • 801 2 ut 1 ut 1 ut 3 
15. 801 2 ut 1 ut 1 ut 3 
16. 801 2 ut 2 ut 3 ut 4 
17. 801 2 sol 2 ut 3 
18. 801 2 ut 1 ut 3 ut 4 
19. sol 2 sol 2 ut 1 ut 3 
20. . ut 1 ut 3 ut 4 

- 21. sol 2 ut 1 fa 3 
22. " .. 801 2 ut °1 ut 1 

SJ 

l'lbe elef8i! named sçarting vith the hiqhest and 
wqrking towards th 10west Il The not ... naaes indicate the 
tyPe of clef, whi the figures, refer to the line, counting 
from the bottom of a 5-11ne 8taff to the top. E .g ., Sol 2 
refera to the G (treb1e) clef on the .~ond line 1 ut 3 
refera to the C clef on the third lPle (alto) 1 fa 3 iapli •• 
the P clef on the thir4 line (baritone). 
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Transposition of a fourth occurs in numbers 
2, 4, 7, 9, Il, 14, 15, 17, and ~9. 

"'t .. 

Transposition of a fifth oeeürs in numbers -­
l, 3, 8, 10, 12, 13, 18, 21, and 22. 

Transposition of a fourth .in the lute version only, in 
number 

16. 

No transposition in numbers --
S, ~, 16 (Keyboard version only), -and 20. 

1 , 
Transposition occurs in aIl cases where the treble clef 
(Sol 2) oceurs in the topmost"'voice. 

Transposition oécurs in aIl cases but one, in which the 
lowest voice ia in either the alto, the tenor, or the 
baritone clef. The exception ia No. 22~ in which the lOW8st 

• voiee i8 notated in a C clef on the first line (soprano 
clef). 

In accordance with the chiavette principle~ transposition 
of a fourth ocèurs wben there ia a fIat in the vocal version, 
the fIat being cancelled iIi ,the instrumental. When tbére is 
no flë;lt in the vocal version, the instrumental counter~ts . 
are transposed down a fifth, vith the additlion of à flat~ 
'l'here are no exceptions to thiW rule in the presènt coll.ec­
tion. 

-
4' < 

:. ... ~ o! ~. , 
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pedication • 
. 

Al illustre et molto R. Signore et mio Padrone oss.mo il signor 
Antonio Boccapadule. • --

La prima volta che io baciai le Mani VS .ria si deguo di 
ricevermi con tanta benignità e con si caldo affetto p~esta 
si dimostr:ô;> a giovarmi, che dove bramano ehe ella mi 
conoscesse per sua divotiss~o, obbligatissimo le rimasi con 
infinito Mio cont~o,'~nde non isperando io, non dico di 
sottrarmi al peso 'tle):-'"'debito, di poter sodisfare alla minima 
parte di quanto le devoi acciô si accresca, se esser puô, 
maggiormente l'obligo mio, la suppico a favorirmi di prender 
con fronte serena questa donc che le porgo con tutto l'anima, 
il quale a v.s. sarà testim.o della mia gratitude èt' almeno 
le servirà per diporto alcuna volta et le facciO humilm.te 
riverenza, prepandoli felicità intiera. 

Di Roma alli X di Novembre 1586 
D.V.S. Illustré ,et molto ~.da 

To the illustrious and 
Master, Signor Antonio 

Ser.re humiliss.o 
Simone Verovio. 

Sir, and my respectful 

The first time 1 paid my respects ta your Lordship, j(ou ~eigned 
to receive me'with such kindness and warm affection, thus show­
ing that you know me' to be your most devoted [servant]; and 
with this l remained infinitely contept. Whereby not hoping, 
not to speak of ~vadin9 tlie burden of debt, ta compensate in 
the smallest measure of what is due, so that thus is greatly 
increased, if tilis be possibLe, my obligation. 1 beseech you 
to favour me by taking, with serene countenance, that which is 
offered wi th aIl the soul Ï' that which ta your Lordship is a 
testimony of !DY gratitude, and will at least help ta' pass some 
of your time i and 1 do this wi th humble reverence, prepared 
wi.th IllY complete good wisb$s. _ ~ 

\ ' 

Rome 1 the lOth of Hovember 1 1586 
!ra the mOst il1ustrious and R~verend, 

) 
-, ' 

Bram your humble servant, 
Simone' Verovio • 
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, 
Felice 

) 
Anerro~ Iesu decus anqelicum. \ 

.,.. 

Iesu decus angelicum 
In aure dulce canticum 
In 'ore mel merificum 
In corde nectar celicum. 

Desiderare millies 
Iesu mi quando.. venies 
Me1icum quando facies 
Medice quando sacies? 

Jesus, glory of angels· 
Sweet song in the ear " 
Sweet honey in the mouth 1 • 

Heavenly nectar in ~e helltt. ,,- <--. 
Desired a thousand times' 
Jesus, when will Thau co~ to me? 
When will the music' be heard? 
Doctor, when, will my wish ',be 

fulfilled? 

2. Felice Anerio., Iesu mi dulcissime. 

o Iesu mi du1cissime 
o spea spirantis animae 
Te quaerunt piae lacrymae, 
Et clamor mentis intimae. 

Quocumque 10co fuero, 
Meum Iesum desidero: 
O\1am 1aetus cum invenero: 
Qu~ felix cum tenuero. 

0, MY swe~t Jesus 
o hope and craving of the soul, 
'lbou al:' t sough t wi th pious tear s 
'And proclaimed in innermost minds. 

In whiChever place l will be, 
t des ire Jesus: 
Uow glad the discovery: 
~qw fortunate the possession. 

, 
, , 

3. Ruggiero Giovannelli. Iesu summa beniqnitas. 

Iesu summa benignitas, 
Mira cordis iucunditas, 
lncomprehensa bonitas, 
Tua me stringit charitas. 

Bonum 1IiJli diligere 
lesum, 1I>n ultra quarere: 
Mihi prorsus deficere 
Ut illi queam vivere. 

l' 

,1 
P, , 

. , 
, . 
, , 

',1 • 

, 
1 

, , 
, , 

j 

Jesus, eminently benign 
W0!1de~ful heart 's delight 
Inconceivably good 
you touch 0 me w1 th Your kindneS8. . 

G'ood is my esteam 
"'aus, 1: deaire no other: 
~8elf do l desert, 0 ' 

S9 that 1 might live for Rtm. 

, , , 

: ' J .... ' > ~ r.' ,'<. 
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~, 

4. Giovanni Pierluigi da -Palestrina. Iesu Rex adglirahilis. 

Iesu Rex admirahilis 
Bt triumphator nObilia 
Dulcedo ineffahilis 
Totus desiderahilis. 

Jesus, wonder fu'l King 
And noble victor 
SWeet beyond expression 
Wholly desirahle 

~ 

Mane nObiscum Domine ( 
Et nos illustra ~e, 
Pulsa mentis calig,ine, 
~dum reple duleedine. 

, ~ ~ \ 
Remain wi th us, Lora, 
Throw Your licght upon us', 
Remove the d~kness of our ~ • 
Fill the world with' sweetness. 

5 • Rinaldo del Mel. Se guesta valle. 

Se questa valle di miseria piena 
Par cosi amena e vaga 
Bor che sia quella Beata 
E bella ragion di pace patria verace? 

If th!s is i:he valley, of woe 
Yet .looks 80 pleasant and agreeable, 
Bow more BO, what beauty ;. , , 
And wonderful· ragion of peace, w!tl. be the 

~ue fatherland? 

'Se que8~ tempestoso mu di pianto 
E dolce tanto a chi con fràgil barca 
Errando il.varea quiÙ gioia e conforta 
Bata nel porto? ' 

If th!s tempestuous aea of taars 
Ia 80 ,sweet, to whiob, with fragile o8hip 
Wandering in the passage: what joy an4 
-" comfort 

Awaita in' th~ port? 

... ~. 

.' .. ~, ... i , ' 

p' 

'\ 

.. 
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6. Rinilldo deI Mel. Deh lasciam dun<l!1e. 

Den laàciam dunque, Quest'oscura valle. 
Il dritto calle pella via smarrita 
Ch,' io n' addice e dice 
~ pellegrino, Ecco il camino. 

Alas, then leave this dark valley. 
[TakeJ the r ight lane from the road that 

leads as tr ay 
Which l will point at ,and say, 
o Pilgr im, here is the way. 

\ 
prendi la croce e dietro a me t'invia 
10 son la via, ,io sono dl- vero duce: 
Che ti conduce aIle cita superna 
Di gloria eterna. 

) 

q 

Tâke the cross and follow me 

~ 
- Il 

l am the way, l ëlIP the true leader: 
Who will ead you to the heavenly city 
Of'eternal glory.' 

7. Ruggiero Giovannelli. Iesu sole serenior. 

,,-

\ 

\) 

.. le8U sole serenior, _ 
Et halsamo sUBvior, 
omni dulcore dulcior, 
Praecunctis ~abilior. 

. Jesus, morè serene than the sun, 
'A" 

'.II( ! 1 .. 

- ... -
And.sof~er ~than balsam, 
The sweete.~ of~the sweet, 
The mat amLable of aIl. 

\) 

. Who.e taste 1s thua affected 
Whoae Borrow i8 thua reatored, 
In *om ia IllY .ind 'foraaxen, 

/ 

Cuius gustus .sic &:fficit,' 
CUipB dolor sic 'r6fieit, 
In quem mea mens d6ficit~ 
Solu8 amanti 8uffic:it. You .lone, suffie. fQr the lover. 

" 
li 

.J 

, ,:.""_." . ~:' i .. cl ' 
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8 ~ Ruggiero Giovannelli. Tu mentis delectatio • 
.". 

Tu '. mentis delecta tio 
Amor ls consumatio. 
Tu 'mea glor iatio, . 
Iesu mundi salvatio •. 

Sequar quocunq. ieris: 
Mibi tolli non poteris: 
Cwn meum cor abs tuler ia : 
Iesu laus nostri generis. 

~'" 
'!'hou, pleasure' of the mind 
Per fection of love. 
Thou art my glory, 
Jesus, Saviour of the world. 

<J ' 

1 ~ill follow Whither ~u go: 
You cannot be taken from me: 
My heart You take away: 
Jesus, praise of our people. 

9. Giovanni Pierluigi da Palestrina. "TUa Iesu dilectio. 

Tua Iesu dilectio 
Grata mentis refectio 
Replet sine fastidio 
Dans tamen des .i.,è.er io • 

Quite gustant esuriunt: 
Qui bibunt adhuc sitiunt: 
Desiderare neèciunt, 
Nisi Iesum quem diligunt. 

Your love, Jesus, J • 

, / ." 
ls a welcome restora~ôn'of minds; 
It satis~i:es, with~~t dia~ike '. l,' 

A;nd .~ives 1~gin9·' 

. 
They. who tas te i t beqome hung;,ry: 
They ~o drink it remaiJi thiraty: . 
Not xnowing anythinq to' aesirp, 
~cept Jesus Whom they lov~ •. 

.. 
10 • Felice Aner io • Rex virtutwn '1 

Rex virtutum, Rex gloriae 
Rex insiqnis victoriae 
Iesu larqi tor veniae 
Honor celes tis cur iàe • 

Tu vere lumen patria , 
Tu ,fons misericordi e: 
PeLle nubem tristi iae, 
Nobis dans lucem 

91 

Powerful King, glorious King, 
,Distincjuished King of victori.s, 
Jesus the for9iver is C~l< 
Honour of t;he heavenly court. '\ 

'.l!lou art truly the lighttof the 
nativ.e land, 

'.l!lou ~~ the sourcè of mercy 1 

Push away the cloud. of eadneas, , 
Give U8 the ,light of 'llery. 

\ 

~ •• ,-:,,(\l1< ',' \... .*, '. " , 
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Il. Simone Verovio. Giesu sommo conforto. 

Giesu, somma conforto, 
TU sei tutt' il mie amore 
E '1 mio beato porto 
E Santo Redentore. 

o gran bonta, dolce pièta 
Felice, quel felice 
Quel che teco unitosta. 

, 
G iesu tu hai il mondo 
Soavemente pieno 
D'amor santo e giocondo 
en 'ogni car fa sereno. 

o gran bonta, ecc ••• 

'. 

Jesus, heiqht of solace, 
'!!lou art aIl my,love, 
And my blessed haven, 
And Holy Redeemer. 

o great goodness, sweet mercy, 
Happy, happy is he 
Who remains wi th You uni ted ~~ 

(. 

Jesus, You have the world 
Sweetly full 
Of love, blessed and gay 
Makinq every haart serene., 

o great goodness, etc ••• 

12. :1:0. Mar ia Nanino. )andO cor nostrum v1si tas • 

• 
Quando cor nostrum visitas 
Tunc lucet ei veritas 
Mundi vilescit vanitas 1 

Et intus fervet caritas. 

When -You vis i t our heart 
Then trutb shines in it 
The 1 vani ty 'of the wor Id becomes 

. despicable 
And wi th in r aqês love. 

Amer Iesu d~ci~simus Lo.e sweetes~ Jesus 
Et vere suaV'issUnuS And truly mst deliqhtful 
Plus millies ,_ grat;issimus A thousan~tim !DOst dear 
Quam dicere sufficimus. Bow can .... we s~_ it adequ~telY. 

'~'-. 

13. Giov~i Pierluiqi da Pa~estrina. Iesu flos lDatr!. virginise 

Iesu flos matria ~is 
Amer nostrae dulcedinis 
Tibi lauil num1nis 
Regnum beatitud1n~s. 

Jesus, flower of the Virg1n Mother, 
our .aweet love 
You mer it divine b.onour, 

1 I<!ngdom of happine8s. 

'<l \ 

1 

'1 
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14. Francesco sorfano. 0 gloriosa donna. 

-

o gloriosa donna 
Alt"a sopra le stelle 1 .... 

Chi te nosti de~la terrena gonna 1 

NutritO' hai con le tue pure mammelle. 

o glor ious Lady 
Hiqh above the stars 
Who sur rounds our earth 

, 

~, . 

Feeding weIl with your breasts. 
-' 

Q 

Cio che la prima Madre 
Ne toIse tu merendi 
per la super ne fra le sante squadre 
Scala sei fatta, ch 'al'empireo ascendi. 

What the first Mother 
Took, you now return p 

.--

"" 

, , 

... 

For the heavenly 'among th~ holy cohora r 
You were made thei.r st~ircase with which 

to climb up to the empire. 

" J 

15. Francesco 8oriano. Useio deI Ciel. 

Uscio deI ciel tu sei 
port~ deI Re celeste 
Gradite 0 genti salve per 

cos toi 
s±~~e~o donda le Bue voglie 

honeste. 

Gloria a 10 spirite> Siâ 

Al !!lio, y al p~e inaieme, 
and ha quel tuttO', che ai 

nU,tre e cria 
Di. JIlàDtenersi la virtute 

8'1 __ • 

\ 

~ 
Yeu are the heavenly elSit . 
Daor of the heavenly Kinq 
Welcome 0 peopl~! Bail ta théID! 
t!lemsel vies r ich frOID Hi, god"'d 

~ . will. 
:1>. 

-
Glory to the Spirit, 
fJ!le Son, and thé pather, 
So that - all that', tbus .et and, 

, grow 
a_in virtuoua and - fruitN • 

) 

• 

---
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16. • t:.... f 

:ro. Mar ~a Nanl.Do. :resus in pace ~rat. 
1 , Q 

p " •• 

:resus in ),ace imperqt' 
Qua omnem sensum , , 

superat 
Hunc mea mens desiderat 
Et i110 f~roperat~ 

, . 

Jesus rules in peace 
Where· everybody understands Sim 

to be super ior 
Whom my mind desires 
And hastens to enjoy. 

17 • Felice Aner ~o.n tunc amplexus • 

l'unc amplexus, tunc oscula 
, Quae ylncunt mellia pocula. 

TUnc- Felix Chusti copula 
Sed in' his parva morula. '~ 

:ram quod quaesivi video: 
Quod concupivi teneo: 
Amore :resu teneo: 
Et corde totus ardeo. 

~en embrace, then kiss, 
SWeet drinks that subdue, 
~happy uni~ with Christ 
ButJl,n these a small 'delay. 

'" What 1 searched :r see: 
Wha~ :r coveted 1 PQsséé~: 
:r am stead,fast in my love for Jesus: 
AIl my heut is aflame. 

~ .. ...~ 

18. :ro. ,Maria Nanino. Iesûs ~spes penitentihus. 

, a~ Iesu s penitentibus 
Quam piu espetènltihus 
Quam J;xwus teoquerentibus 
Sad ~~d invenientibua. 

-1 

. 
I~su dulcedo cordium, 
Pons viwa lumen mentium, 

1 0 

Excedens omne gaudium, 
" Et omne desideriba. 

, , 

,- • p 

, . 

" , .. 
Jesus hope of; th~ penitent 
Bow kind You ëir, to those .0 Fay' 
How qood ta thoa8 Who aearch 
But what for" thO.e ~who fiqd YeU?\ 

Jesus, aweatness of hearta, 
,Source of life, light of miDda. 
-auq,U.!n9 every delight 
And every d_ire._ 

~~ 
;10. \,.. I,i • 

.. ~:.,_":J_~/~/;;;.: ... ~~: ',"': 1 •. 
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19. Felice Anerio. 0 Beatum ïncendiwn. f 

o Beatum incendium ,0 blessed fire 
~ 

o ardens desiderium o ardent des ire 
o gentl.e coolness o dulce refriqerium 

Aalare Dei filium. Tc love the Son of God. 
~ 

.... 

20. Luca Marenzio. Qual paura. 
) 

QuaI paura, quaI d~o, 0 quaI tormento 
Mi potra torre a te mio somma Amore, 
Poi ch leI corpo, la vita _il sangue 
E '1 core, hài dato per fëU1De sempre contento. , 

" 

Ê 

What fear, what harm, 0 what torment 

'. 
Can separate me from You, my highest love, 
Because the body, the J.ife, the blood, 
And heart, You gave, to .... malte me always 

content. 

Da le tue sante piaqhe tale io, sento, 
Sascer nell' alma e cosa vivo ardore., 
Ch 'oss~r varrei nel sempi terno horrore, 
pr ia che vi ver date longe un momento. 

From Your holy' wounds :I feel 
Ta he born in IllY soul, and l live with 

_ 8uch fervour 
That 1: wish X were ~ everlasting' borrœ 

~ ~ - [ratiber] 

r 

• 

'Blan ta live, 6V~ ~~or a IDOIII8Ilt, far frcia· You. 
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21. Luca Marenzio. Spiega, mondo maligno. 

es 
Spiega, mOndo maligno,' i tuoi tesori falsi, 
E palosa i tuoi finti piaceri 
Cela glinganni e tradimenti ver i 
E copri il tuo velan' fra l'herbe ei fiori. 

Display, cruel world, your false treasures, 
And manifest your fake pleasures, t 
Bide deeei ts and true treachery 
And cover your poison among the herba and 

flowers. 

, Prometti
V 

pur eta r i.C!hezze honor i 
Per trar la gente ingorda a tuoi voler i , 
Ch • io gia conoseo i tuoi malvagi e fer i 

) 
Consigli. useito de tuoi lacei fuori. 

D. 

Promise life" riches, honours 
To draw the gre~ people ~ your will 
Of Which l already know your wicked and 

, wild 
Advices, coming out of your soares • 
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22. Iaeomo Peetrino. Scalda Signor'. 

5eaIda, sea'lda signor, questo gelato core 
Et rompi il marIm che la e~nqe e Indura 

t 

TaI ch 'ei riceva la tua imaqÎD pura 
Et n larda tutto in carita et amore. 

'" . 

Warm, warm, 0 Lord, ibis cold heut 
And break the JIlarblé~ which surrounds, and 

harden it 
50 that"! can receiv~ Your pure ima~~_ 
And then 5.~n, eompletely in charity and 

love. " 

'Fa .che rl 1 affreni oqn 'hor giusto t!more 
1 

," Et f quando eadem; et tu c Ihai di noi cur a 
.sOil~lTa l'alma eh·'.e pur tu;~< fattura: 

"-­..... . " 

Et senza ell tua valor non ha'valor. 

. -­--

Grant that every just feu restrain it 
When it falla; and You who takes eare of 

. us 
Raise the soul which ls Your own 'WOrk 
And wi thout whioh Your valour has no worth. 

. . - ' ,- ~ 

, , 

l 
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APPENDIX D 

A LIST OF SOURCES WHICB IR::LUDE MODElU\.'l'RARSCRIHIOBS OR 

FACSIMILE REPRODŒTIOBS OF 1'HE COS1'E1rl'S OF 

DILETTO SPIRI'1'OALE 
/ 

~ , 

,. 



Folio No. 

Title'page 

2 1. 

3 

DZLETTO SPJ:RlTUALE, ROME, 1586 

Table of Contents 

Nàme of composer and first words of text 

, 

Anon: Laudate Dominum., canon~. 

Anerio: Iesû decus angelic::um, .!....l. / 

\ 
) 

Anon: Ad DominUID cum. tribularer clamavi, canon.!.:.!. 

2. Anerio: Iesu mi dulcissime, ..!..d. 

4 

5 

6 . 

7 

8 

9 

-" 

3. Giovannelli: lesu summa benignitas; a 3. 

Anon: Auxilium JDeum a Domino, canon A..! ~ 
f' 

4. Palestrina: lesu, Rex admirabilis, .!..2. 

Anon: Illumina oculos meos, canon a 3. 
S -

5. Del Mel: Se guesta valle, .!-.l.. 

6. Del Mel: Dell lasciam dungue, .!..l.. 

. 7. Giovannelli: Iesu 80le 

- 8. ovannelli: Tu mentis deiectatio, a 3. -
9 • Paleatr ±na: Tua Zesu ctilectio, a J. -

10. 

'Anon: Dl Domino laetabitur, canon a 4. -, 
Anerio: ReX virtutwa, A...1. 

verovio: Gieau 8OIIIIDO conforto, ..!...l.~ 
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Pol'io No. 

13 12. 

14 13. 

l~ 14. 

16 15. 

17 16. 

18 17. 

21 20. 

22 21. 

23 

• , . 

• 
123 ( 

Name<tt composer and first words of text 

Nanino: Quanda cor nastrum visitas, .!....t. 

Palestrina: Iesu fIas matris virginis, .!....!. 

Soriano: 0 gloriosa donna, .!....!. 

Soriano: Oseio del ciel, ~ .. 

Iesus in:Jace im~Jat, a 4. -Banino: 

Aner 10: Tune amplexus, a 3. 

Anon: De profundis c1amavi ad ,:tf}h~i=c-cüOn '-a:"-4 •. ~= 
_. =.=-_ __ ==== 1 

.;-----
Nam..no: -IeS\lSpefl "penitentibus, .!-.!-

Aner io: 0 Beatum .i.ncendium".!....!. 

Marenzio: QuaI paura, ~. 

Marenzio: Spi~a monda maligno, .!..l­

Peatr iDo: Scalda 8 ignor, .!.2. 
.. 

, 

) 

.. 

t 

, . 
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Felice Anerio. Iesu decus anqe1icum. 

Modern trans~ription in Kinke1dey, Orge1 und 
Klavier in der Mus ik des XVI. Jahrhundert, 
GeOrg 01ms, Hildesheim, 1968, p. 280. 

Felice .. Anerio • Ieau mi du1cissime. 

Modern transc~iptions in 
"'1.-. ... 

1. Kinke1dey, Orgel und K1avier in der Musik 
Musik des XVI. Jahrhundert, Georg Ol.ms, 
Hildesheim, 1968, p. 281. 

2. "lIDtllolpQia voca1ia, 6 vols -, edited by 
-- - =-==-----=~-=-- -"----=F. Hamma, o. Ravane1lo and others, Società 

Tipoqrafico Editrice Naziona1e, To~in~, 
1921-1928, in Vol. II,·pp. 184-185. 

Felice Anerio, Tunc amp1extts. 
,i) 

. Mo~ern transcription in Antho1oqia vocalis, 
6 vals., edi ted by F. < Hamma, o. Ravanello 
and others, Società Tipografico ~ditrice 
Nazionale, Torino, 1921-1928, in Vol. II, 
p. 186. 

Ruqgiero Giovannelli, Iesu àumma benignitas. 

1. ModeEn tranacr iption in Antho1ogia voca1is, 
" 6 vols., edited" by F. Hamma, o. Ravane110 and 

others, SOcietà Ti~afico Eaitrice 4 

Nazlonale, Torinb, 1921-1928,' in vol. II, 
pp- 187-188. ' 

'2. Pacsimi1e in Wolf, Handbuch der 
Notationakunde, 2 vols.,. Georg Olma, 
Hildesheim, 1963,. in Vol. II, facing "p- 256. 

RQ9giero Glovannelli, IeBu sole aerenior. 

MOdern transcription in AnthOlosi,ta voc:aUa, 
6 vols., edited by F. Bamma, 0 .. Ravllnel10 and 
other., Societl Tip)gX'afico Bc1itrice Baionale, 
Torino, 1921-1928, in Vol. II, pi. 190. 
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Ruggiero Giovanne11i, TU mentis delectatio. 

Modern transcription in Antholoqia voca1is, ~~ 
6 vols., edited by F. Hamma, o. Ravanel10 ~~~~~ 
others, Società,Tipografico Editrice Nazion~le, " 
Torino, 1921-1928~ Vol. II, pp. 188-189. 

Luca' Marenzio, Spi!ga, mondo ma1igno. 

Facsltpile in Georg Kinsky, 'A History of Musi.e 
in Pictures, 'J.M. Dent and Sons, London, 1930, 
p. 153 • 

Giovanni Maria Nanino, Zesus'in pace ~perat. 

Facs~ile ~n Georg Kinsky, A Bistory of Music 
in Pictures, J.M. Dent and Sons, London, 1930, 
p. 153. 

Giovanni pier1uigi da Palestrina, Iesu Rex admirabilis. 

1. Modern transeription in Palestrina Werke 
XXX, 3, in Haber1 editidn, 1862-1907, Breitkopf 
and BArtel, Leipzig. 

2. Pacsimi1e i.n Palestrina Werke XXX, after 
p. xix, in Bàber1 ëfiition, 1862-1907, Breitkopf 
and HArtel, Leipzig., 

3. Tablature reprint in Raymund Schlecht, 
Gesdhichte der Kirchenmusik, 1879, No. 53. , 

Giovanni pierluigi da Palestrina, Tua Iesu dilectio. 

-----Moder~ transcriptionà in 
. 

1. Palestrina Werke XXX. 4, in Haberl edition, 
1862-1907, sreitkopf and Hartel, Leipai,g. , 

2. Antholoqia vocalia, 6 vols., edited by 
P. H~, O. Ravane110 and others, SOCietl 
'1'ipogr.fic~ Editrice Bazion&le, Torino, 
1921-1928, in Vol. XI, p. 191. 
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Giovanni Pierluigi da Palestrina,' Iesu flos matris virginis. 

Modern transcription in Palestrina-Warke XXX, 
5, in Haber1 edition: 1862-1907, Breitkopf 
~d Hlrtel, Leipzig. 

Simone Verovio, Giesu SOIlUllO conforto. 

Modern transcripti~n in Antholoqia vocalis, 
6 vols., edited by E:.. Hamma, o. Ravanel10 and 
others, Società Tipograrico Editrice Razionale, 
Torino, 1921-1928, in Vol. II, "pp. 194-196. 

Canon Texts. ..q,. 

A complete list 
found in Diletto 
Gregorian Chant, 
David G. Hughes. 
1969. 

of sources for the texts used in sevan canons 
Spirituale may be found in An In_ of 
2 vols., c'dlllpiled by John R. Dryden and . 
Harvard Urliversity Press, C~ridge. Mass., 

,. 
Laudate Dominum omnes gentes, a 4. lndex. Vol. l, p. 261 • . , -

" 
Ad bominum cum [duml tr ibularer, a '4. Index, Vol. l, p. 5. ' 

Auxilium meum a Domino,.. a 4. Index. Vol. l, p. 55. -
.1 

In te Domine speravi non confundar, aS. Index, Vol. l, p. 222. - fi l!.. 

De profundis clamavi [ad te], a 4. - Index, Vol. l, p. _109. 

. :Illumina oculos meo8, a J. Index, Vol. l, pp. 210-211. -
Domino la,tabitur [laud2ibi.tUr] animaL!.!. Index, p. 216. 

i 

• 

J. 
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