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ABSTRACT

The present study examines the repertory of lute song in
eight Florentine sources dating from the 1570s to the
1590s. These sources are the lute books of Raffaello
Cavalcanti (Brussels, Bibliothéque du Conservatoire royal
de musique, Cod. 704) and Cosimo Bottegari (Modena,
Biblioteca Estense, Ms. C311), two manuscript collections
by Vincenzo Galilei (Florence, Biblioteca nazionale
centrale, Ms. Landau-Finaly Mus. 2; Florence, Biblioteca
Riccardiana, Ms. F III 10431), his Fronimo dialogo (Venice:
her. di G. Scotto, 1584), and three anonymous manuscripts
(Florence, Biblioteca nazionale centrale, Mss.
Magliabechiano XIX 109 and 168; Haslemere, Dolmetsch
Library, Ms. II C 23).

The Florentine repertory of late sixteenth-century lute
song is a rich and unique collection that covers a variety
of secular and sacred genres, some of which are poorly or
not at all represented in non-Florentine sources. Many of
the pieces have been arranged from part-music, and others
are original works for voice and lute.

The lute songs in each of the sources are described in
the main body of the study, with the discussion centering
on concordances, texts, genres of composition, musical
style, and arranging techniques. The study also includes

an introduction that briefly surveys lute song throughout
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Italy during the last half of the sixteenth century.
Appendices One through Three provide a catalogue of the
Florentine lute song repertory, lists of the complete
contents of the sources concerned, and bibliographical
information concerning non-Florentine sources of Italian
lute song. Appendix Four is an index of the contents of

the lute book of Hieronimo Ferrutio.
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EDITORIAL POLICY

The musical examples above have been transcribed
according to the following procedures.

Rhythmic values: Rhythmic values have been reduced by one-
half in transcription.

Lute tuning: Different tunings have been used in
transcribing the lute tablatures to make comparisons
easier. The tuning for each example is indicated at the
beginning transcription with a letter between the 1lute
staves: for example, "G" indicates a G~tuning (G-c-f-a-d’-~
g’).

Barring: The original barring of the lute tablatures have
been adopted whenever musically appropriate. Most barring
is editorial, however.

Note stems: Stems are used in the transcriptions to show
the character of the texture. 1In works that are
polyphonic, separate stems are used to indicate the
individual voice parts. In works that are of a chordal
nature, the parts are stemmed together. Both procedures
may occur in a single transcription.

Editorial changes: Editorial changes are indicated with

brackets []. The original readings are listed in the
critical notes below.
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PREFACE

Renaissance lute song has been primarily of interest in
its role as a precursor to instrumentally-accompanied
monody of the baroque era.l The present study initially
was undertaken to examine the relationship between the two
repertories, but its focus later shifted to an inquiry
limited to a description and an analysis of lute songs from
late sixteenth~century Florence. Florentine lute song
reveals much about how music was performed and heard during
the period that cannot be discerned through artistic
depictions, literary descriptions, or other sources of
music.

The repertory of music treated in the present study
appears in eight sources, seven manuscripts and one print,
all dating from the 1570s to the 1590s. The sources all
are of Florentine provenance or have been produced by
lutenists who were active in the city. Two Florentine
monodic sources with lute accompaniments that date from the
end of this period have been excluded, because their

contents are distinct from the main body of the repertory

1. For example, see the discussion of Cosimo Bottegari’s
songs in Modena C311 in Andrew Porter, "The Origins of the
Baroque Solo Song," 2 vols. (Ph.D. diss., Yale University,
1962), especially 90-91; 160-162; 205-206; 218; 223-224.
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and more properly belong to a discussion of baroque song.2

There are three main purposes of the present study. The
first is to identify the composers of the repertory, the
texts they set, and any concordances with part-music or
other arrangements for voice and lute. The second is to
describe the lute songs in terms of their genres and texts,
and to determine the kinds of music performed by the
lutenist-singers of the time. The third is to analyze the
arranging style of those works that are based on part-music
models and to describe the musical style of works written
specifically for voice and lute.

The main body of the following study, Chapters Two
through Five, describes and discusses the Florentine
repertory of lute song, treating each source individually.
As an introduction to the discussion, Chapter One surveys
Italian lute-accompanied song outside of Florence during
the second half of the sixteenth century.3 Although it is

only a brief overview, it provides a general background

2. The two manuscripts are Brussels, Bibliothéque du
Conservatoire royal de musique, Cod. 704 [olim 8750]; and
Florence, Biblioteca nazionale centrale, Ms. Magliabechiano
XIX 30.

3. A comprehensive study of Italian lute-accompanied song
during the sixteenth century still remains to be made,
despite at least one preliminary venture by Leslie Chapman
Hubbell in her "Sixteenth-Century Italian Songs for Solo
Voice and Lute,"™ 2 vols. (Ph.D. diss., Northwestern
University, 1982). The study gives contents, concordances,
and some transcriptions.
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against which the Florentine repertory can be placed.
Chapter Six contains general remarks about the whole
Florentine repertory, compares it with Italian lute song in
general, and serves as a summary.

Appendix One is a list of the textual incipits or titles
of each item in the Florentine repertory arranged in
alphabetical order. Each entry gives information about the
composer, the text, and concordances (both musical and,
where appropriate, textual). Appendix Two lists the entire
contents of each of the Florentine manuscript sources,
providing scribal information and concordances for some of
the instrumental pieces.4 In most cases this information
is not available elsewhere or is inaccurately represented
in other studies. Appendix Three is a bibliographical
description of non-Florentine sources of lute-accompanied
song produced in Italy throughout the sixteenth century,
and Appendix Four is a complete listing of the contents of
the manuscript lute book of Hieronimo Ferrutio.

The following study will show that Florentine sources of
lute song contain a varied repertory of works that
represent many of the major genres of sixteenth-century

Italian music: the madrigal, the motet, the villanella,

4. There was no need to include Vincenzo Galilei’s print
Fronimo dialogo in the appendix, since a complete list of
its contents is in Howard Mayer Brown, Instrumental Music
Printed Before 1600 (Cambridge, Mass.: Harvard University
Press, 1965), 331-334.



and the canzonetta. There are also arie da cantare that
provide evidence of a flourishing improvisatory practice.
Some of these genres are not well represented in other
Italian sources of lute song, which suggests the Florentine
practice of singing to the lute may have differed from that
in the rest of Italy. The Florentine repertory shows
various approaches to arranging lute accompaniments for the
voice, approaches that can also be found in other Italian
sources. The accompaniments range from literal
intabulations to arrangements in which fundamental changes
have been made in the musical material of the part-music
models. Original works for voice and lute show a line of
development that can be traced from polyphonic works at
mid-century to monodic pieces at the end of the century.

This study represents a preliminary step toward a full
investigation of lute-accompanied song in Italy. Work
still needs to be done identifying and sifting through
archival and literary evidence for information about
lutenist-singers and their practice. 1In addition, a
comparative study of keyboard-accompanied song from the
late sixteenth century might shed light on lute-accompanied
song as well. Furthermore, it is clear that the music
discussed below is only a portion of what was sung to the
lute; for example, it is known from descriptions of Medici
wedding festivities that the music for various

entertainments was performed as lute song, although the



sources that contain such music preserve it only as part-
music. Therefore, for a full understanding of the art of
Italian lutenist-singers, it will be necessary to identify

more of the music that made up their repertory.
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Chapter One

INTRODUCTION: A BRIEF SURVEY OF LUTE-ACCOMPANIED SONG
IN LATE SIXTEENTH-CENTURY ITALY

In order to assess better the Florentine repertory for
voice and lute, it is necessary to give here a brief
overview of lute-accompanied song in Italy during the late
sixteenth century. The discussion begins with lute songs
from mid-century sources that fall outside the group of
Florentine sources described in the following chapters.
Appendix Three below gives full title citations, lute song
contents, and bibliographical information for all Italian
sources discussed here.

While the arrangements for voice and lute of frottole by
Marco Cara, Bartolomeo Tromboncino, and others in printed
and manuscript sources attest to a flourishing practice of
lutenist-singers during the period 1500 to 1520, not many
examples of lute song survive from the middle decades of

the century.l A small repertory of madrigals and sacred

1. Almost two hundred fifty arrangements of frottole for
voice and lute survive in five sources: Tenori e
contrabassi intabulati, libro primo (Venice: 0. Petrucci,
1509); Tenori e contrabassi intabulati, libro secundo
(Venice: 0. Petrucci, 1511); Frottole de Misser Bortolomio
Tromboncino & de Misser Marcheto Cara [Rome: A. Antico, c.
1520]; Paris, Bibliothéque nationale, Rés. vmd. 27 (c.
1505); Florence, Biblioteca nazionale centrale, Banco rari
62 (early 1500s). The documentary sources concerning
performances by lutenist-singers are discussed in William



works appear in two sources from the 1530s and 1540s, a
print containing Adrian Willaert’s arrangements of works by
Philippe de Verdelot and a manuscript of Veronese
provenance; only a handful of pieces appear in sources that
date from the 1550s and 1560s.2

The decrease in the number of lute songs at mid century
can be explained in part by the improvisatory nature of the
lutenist-singer’s practice at that time. Gioseffo Zarlino
wrote in his 1558 Le istitutione harmoniche that singers
in Italy recited the sonnets and canzone of Francesco
Petrarch and the stanze of Ludovico Ariosto to "certain
modes, or airs."3 Excerpts from Ariosto’s Orlando
furioso were especially effective when performed in this
way to the sound of the lute or some other instrument:

For sometimes when a beautiful, learned, and elegant
poem is recited to the sound of an instrument, the

F. Prizer, "Lutenists at the Court of Mantua in the Late
Fifteenth and Early Sixteenth Centuries," Journal of the
Lute Society of America 13 (1980): 5-34.

2. Intavolatura de 1li madrigali di Verdelotto da cantare et
sonare nel lauto, intavolati per Messer Adriano (Venice:

0. Scotto, 1536); reprint 1540. Verona, Biblioteca della
Societd Accademia Filarmonica, Ms. 223 (1548). The other
sources are discussed below.

3. Zarlino, Le istitutione harmoniche (Venice, 1558;
facsimile edition New York: Broude Brothers, 1965), Part
III, Chapter 79, 289. The passage is translated in Guy A.
Marco and Claude Palisca, trans., The Art of Counterpoint:
Gioseffo Zarlino (New Haven: Yale University Press, 1968),
285-286.



listeners are greatly moved and led to behave in various
ways--laughing, weeping, and doing other similar things.
And as to this, it has been our experience with the
beautiful and graceful writings of Ariosto that when
(among other things) the piteous death of Zerbino and
the lamentable complaint of his Isabella are recited,
the listeners are moved by compassion and weep not less
than Ulysses did when he heard the singing of Demodocus,
that excellent musician and poet . . . But one will see
its effects [ie. music’s] when it is performed with
judgment and brought closer to the usage of the
ancients--when to the sound of the lira, the lute, or
some other similar instrument one sings in a simple
style of matters that partake of the comic or tragic or
of similar things that contain long narratives.4

By the publication date of Zarlino’s treatise, a
tradition of improvised singing had been well established
in Italy. It had its roots in the late fifteenth-century
practice of poet-singers such as Serafino dall’Aquila,
Benedetto Gareth, and others, who accompanied themselves

with the lute or the bowed viola as they sang their own

verses.?® Their performances influenced the frottola

4. Zarlino, Le istitutione harmoniche, Part II, Chapter 9,
75. Quoted and translated in Alfred Einstein, The Italian
Madrigal, trans. by Alexander H. Krappe, Roger Sessions, and
Oliver Strunk, 3 vols. (Princeton: Princeton University
Press, 1971), 2:837-38.

5. Concerning the performances of Serafino and Gareth, see
Erasmo Pércopo, Le rime di Benedetto Gareth detto Il
Chariteo (Naples, 1892) 1l:ccxciii; Vincentio Calmeta’s
biography of Serafino, which is transcribed in Mario
Menghini, Le rime di Serafino de’ Ciminelli dall’Aquila
(Bologna: Romagnoli-dall’Aqua, 1894), 1-~15 and 267-275;
and Donna G. Cardamone, "Gareth, Benedetto," The New Grove
Dictionary of Music and Musicians, ed. Stanley Sadie
(London: Macmillan Publishers Ltd., 1980), 7:166. For
general discussions of improvisatory practice, see Emile



composers, who wrote various arie da cantare--musical
formulae for the improvised singing of poetry--that were
published along with their other works during the first
quarter of the sixteenth century.® While there are no
Italian lute sources from the early 1500s for arie da
cantare, Spanish prints from the 1540s by Alonsc Mudarra
and Enriquez de Valderrdbano for the lute-like vihuela

contain arie for Italian texts that may reflect Italian

Haraszti, "La technique des improvisateurs de langue
vulgaire et de latin au quattrocento,"™ Revue belge de
musicologie 9 (1955): 12-31; and Nino Pirrotta, "Music and
Cultural Tendencies in Fifteenth-Century Italy," Journal of
the American Musicological Society 19 (1966): 127-161.

6. See, for example, the "Aer de Capituli" and the "Modo de
cantar sonetti" in Strambotti, odi, frottole, sonetti et
modo de cantare versi latini e capituli, libro quarto
(Venice: 0. Petrucci, [1505]), fols. 5v and 14,
respectively. Both pieces are transcribed in Rudolph
Schwartz, ed., Frottole, Buch I und IV, Publikationen
Alterer Musik, vol. 8 (Leipzig, 1935; reprint Hildesheim:
Georg Olms, 1967), 58 and 99. Other arie in Petrucci’s
frottola prints are cited in Nino Pirrotta and Elena
Povoledo, Music and Theatre from Poliziano to Monteverdi,
trans. by Karen Eales (Cambridge: Cambridge University
Press, 1982), 71-72. Links between fifteenth-century
improvisors and the frottola composers are discussed in
Nanie Bridgman, "Un manuscrit italien du début du xvi®€
siécle a la Bibliothéque nationale," Annales musicologiques
1 (1953), 177-267; Benvenuto Disertori, "Contradiction
tonale dans la transcription d’un ‘strambotto’ célébre," Le
luth et sa musique, ed. Jean Jacquot (Paris: Editions du
Centre national de la recherche scientifique, 1958), 37-42;
James Haar, "Improvvisatori and Their Relationship to
Sixteenth-Century Music," Essays on Italian Poetry and
Music in the Renaissance 1350-1600 (Berkeley: University
of California Press, 1986), 88-89; and Willian F. Prizer,
"The Frottola and the Unwritten Tradition," Studi musicali
15 (1986): 3-37.



models.’ Perhaps the most famous of these Spanish pieces
is Valderrabano’s "Ruggier qual sempre fui tal," an aria
setting a stanza from Ariosto’s Orlando furioso (XLIV,61).8

Example 1 below shows an aria from Mudarra’s book texted
with the first tercet of a passage in terza rime from
Jacopo Sannazaro’s Arcadia.? The singer of this piece
would repeat its music for each tercet of text, choosing to
include the whole of the text or only certain portions of
it. Mudarra’s tablature exhibits characteristics found in
later Italian arie for lute; the bass line, in particular,
with its very limited harmonic movement is typical.

A few untexted arie da cantare, each consisting only of
a lute tablature accompaniment, appear in three mid-century

Italian lute sources. The lute book of Hieronimo Ferrutio

7. The poetry of Petrarch, Ariosto, and Jacopo Sannazaro
are set in Alonso Mudarra, Tres libros de misica en cifras
para vihuela (Seville: J. de Leon, 1546), fols. 36-44v;
and Enriquez de Valderrédbano, Libro de misica de vihuela
intitulado Silva de sirenas (Valladolid: F. Fernandez de
Cordovo, 1547), fol. 24.

8. For a transcription of Valderrabano’s setting, see Libro
de musica de vihuela, intitulado Silva de sirenas, edited
by Emilio Pujol, 2 vols., Monumentos de la mGsica espafiola,
22 (Barcelona: Instituto espafiola de musicologia, 1965),
1:28.

9. The text is from the second chapter of Arcadia; for a
modern edition of the poem, see Jacopo Sannazaro, Opere
volgari, ed. by Alfredo Mauro (Bari: Gius. Laterza &
figli, 1961), 12ff. The poem is polymetric, and Mudarra’s
aria could be used for about fifty-six lines of it.
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of Udine contains a "Terzetto bello da cantare" written to
accompany terza rime, another aria for the same verse form,
and a "Lodesana da cantare."l0 There is no date in the
source, but its contents--mainly dances--have titles that
are current in lute prints from the 1540s and 1550s. One
of the terza rime tablatures and the lodesana are presented
with different transpositions to accommodate different
voice ranges. A manuscript copied by Octavian II Fugger, a
member of the famous family of Augsburg merchants and
bankers, includes two arie for terza rime among its
tablatures.1l Although Fugger was German, the contents of
the source are Italian and, as an inscription on its title
page indicates, he compiled it while a student in Bologna.
A print by Antonio di Becchi of Parma contains a piece

entitled "da cantar" for ottava rime and another,

10. Rochester, New York, Sibley Music Library, Eastman
School of Music, Shelf no. M/140/F398, fols 27-30v. This
source has not received much attention, although it is
briefly described in Wolfgang Boetticher, Handschrift
liberlieferte Lauten- und Gitarrentabulaturen des 15 bis 18
Jahrhunderts, Répertoire international des sources
musicales, vol. B VII (Munich: G. Henle, 1978), 301-302.
Appendix Four below contains a listing of its contents.

11. Vienna, Osterreichische Nationalbibliothek, Cod. 18821
(dated 1562), fols. 3 and 18v. For transcriptions of both
arie, see Adolf Koczirz, ed., Osterreichische Lautenmusik
im XVI Jahrhundert, Denkmdler der Tonkunst in Osterreich,
ed. Guido Adler, vol. 37 (Graz: BAkademische Druck &
Verlagshalt, 1959), 111.



"Fantinella, aria da cantar," for terza rime.l2 Fugger’s
manuscript also contains a tablature entitled "La fantina"
(fol. 13v) based on the same musical material, but there is
no inscription designating it as an aria accompaniment.
Example 2 below is a transcription of a terza rime
tablature from the Ferrutio lute book. The numbers in
parentheses indicate where the performer would begin to
sing each line of a strophe of text. The tablature clearly
lacks a melody, so Ferrutio must have memorized or
improvised one for performance. There is a ritornello for
the lute alone at the end of the tablature, where the
superius becomes livelier (measures 10-14). The ritornello
may be intended as an interlude between the singing of each
tercet of text, or perhaps as a postlude to conclude the
piece. The bass of this tablature is a stock pattern that
is found in other arie for terza rime.l3 It is related to
the dance known as "Cara cosa," as can be seen by comparing
its opening measures with the bass from a lute tablature by

Domenico Bianchini in Example 3 below: both pieces start

12. Becchi, Libro primo d’intabulatura da leuto (Venice:
G. Scotto, 1568), 41 and 43, respectively.

13. The terza rime pattern appears, for example, in the
aria on fol. 18v in the Fugger manuscript, as well as in
arie in the Florentine sources discussed below.
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with the bass progression D-G-F.1l4

Not only does Ferrutio’s tablature have a bass that is
similar to the "Cara cosa," it also has a similar rhythmic
character. This is one illustration of the close
relationship that exists between arie da cantare and dance
music of the period.l® Another is Ferrutio’s aria
"Lodesana," which shares its title with mid-century
dances.16

Mid-century singers also performed the villanella alla
napolitana to lute accompaniment, and there are a few
arrangements for voice and lute of such works in the books
of Fugger and Becchi. Fugger intabulated two anonymous
pieces with their texts, "M’ha ben mio" and "O bella sopra

tutte." "O bella sopra tutte," which has the musical style

14. Bianchini, Intabolatura de lauto (Venice: Ant.
Gardano, 1546), sig. Clv. Bianchini’s bass has been
transposed here to correspond with Ferrutio’s tablature.

15. This idea is explored in Lawrence H. Moe, "Dance Music
in Printed Tablatures From 1507 to 1611," 2 vols. (Ph.D.
diss., Harvard University, 1956); see his conclusions
1:190-192.

16. Dances entitled "Lodesana" appear in Hans Newsidler,
Ein newes Lautenblichlein (Niirnberg: H. Guldenmundt, 1540),
sig. F3v; H. Newsidler, Das ander Buch, ein new kiinstlich
Lautten Buch (Nirnberg: H. Glinter, 1544), sig. H4v;
Bianchini, Intabolatura de lauto, sig. B4v; Antonio
Gardano, Intabolatura nova di varie sorte de balli (Venice:
Ant. Gardano, 1551), fol. 9v; and Pierre Phalése, Hortus
musarum (Louvaine: P. Phalése, 1552), 94.



12

typical of three-part villanelle, is transcribed in Example
4 below.

Becchi’s print contains untexted tablatures that may be
intended to accompany singing, although they are not
indicated as such. One is entitled "Seguit’ amor," the
incipit of a villanella text. There are actually four
tablatures under this title, each with the same setting in
a different transposition. Since the Ferrutio manuscript
contains accompaniments for arie da cantare in
transpositions to accommodate different voice ranges,
perhaps Becchi intended his "Sequit’ amor" for the same
purpose. Example 5 below shows one of Becchi’s
transpositions underlaid with text.l7 The tablature is a
simple harmonization of the superius, which may have been
a popular tune since it is found in other settings of the
text.18

Literary sources provide evidence that the villanella

was sung to the lute during the mid-sixteenth century to

17. The text is from Bianca Maria Galanti, Le villanelle
alla napolitana (Florence: Olschki, 1954), 83.

18. The melody and similar accompaniments appear in a
setting by Giovane Domenico da Nola in Canzon napolitane a
tre voci (Venice: G. Scotto, 1566), 9; and in an anonymous
setting in Modena C311 on fol. 45v. Both pieces are
transcribed in Example 38 below.
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"0 bella sopra tutte," Vienna, Osterreichische
Nationalbibliothek, Cod. 18821.
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a greater extent than these few examples suggest.l® The
lack of more mid-century arrangements of villanelle for
voice and lute may indicate that improvisation played a
part in their performance. This likelihood is increased in
view of the improvisatory skills of performers and
composers of villanelle. For example, the Roman Vigio (or
Vizio), a bass who sang to the lute, was skilled in singing
"napolitane" and in improvising texts and melodies.20 The
most famous improvisor of the period, Giovanni Leonardo
de 1’Arpa, was also a composer of villanelle. He is
praised for his abilities in Giovenale Ancina’s dedication
of Tempio armonico, which includes laude texts without
music for l’Arpa to sing with various arie.?l

While scarce during the 1550s and 1560s, arrangements of
villanelle for voice and lute are more plentiful in sources

from the 1570s. Prints by Giacomo Gorzanis and Cornelio

19. For a discussion of sixteenth-century literary
descriptions of lute- and keyboard-accompanied performances
of the villanella, see Donna G. Cardamone’s "Canzoni
Napolitane and Sixteenth-Century Social Life in the North,"
Chapter Six of The canzone villanesca alla napolitana and
Related Forms, 1537-1570, 2 vols. (Ann Arbor: UMI Research
Press, 1981), 1:161-178.

20. Cardamone, The canzone villanesca alla napolitana,
1:172.

21. Ancina, Tempio armonico (Rome: N. Mutii, 1599),
dedication. The pertinent passage is quoted and translated
in Einstein, The Italian Madrigal, 2:848-849.
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Antonelli, both published in 1570, are completely devoted
to lute song.22 Gorzanis’s book contains mainly his own
pieces, but it also has an arrangement of a work by Pitio
Santucci and another by an anonymous composer. The works
by Gorzanis himself have no part-music concordances (nor is
he known to have composed part-music), so they may be
original works for voice and lute. Cornelio Antonelli’s
print contains villanelle by leading composers of the genre
such as Giovane Domenico da Nola, Giovanni Leonardo de
1/Arpa, and Giovanni Leonardo Primavera among others, and
many of the pieces have concordances in part-music prints
from the period 1565 to 1571.23 The book also includes
Santucci’s "Se scior’ si vedra," the piece Gorzanis
arranged for his print.

Also dating from the early 1570s is Gasparo Fiorino’s La
nobilita di Roma, a collection of pieces dedicated to Roman
noblewomen and written in the style of villanelle.24

Fiorino composed all of the pieces except one by Primavera

22. Gorzanis, Il primo libro di napolitane (Venice: G.
Scotto, 1570). Antonelli, Il Turturino (Venice: G.
Scotto, 1570).

23. For concordances, see Howard Mayer Brown, Instrumental
Music Printed Before 1600 (Cambridge, Mass.: Harvard
University Press, 1965), 250-251.

24. Fiorino, La nobilita di Roma (Venice: G. Scotto,
1571); reprint 1573.
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and two by other composers. Fiorino’s lute accompaniments
were intabulated by Francesco di Parise, who is identified
as a Roman musician on the title page of the source.

There are no new sources of lute song after Fiorino’s
print until the publication of Gabriel Fallamero’s lute
book of 1584.25 1In this print the newer in genre of the
canzonetta makes its way into the repertory of lute-
accompanied song: in addition to three-part villanelle by
Giovanni de Antiquis, Fiorino, and others, there are some
canzonette by Orazio Vecchi. There are also lute songs
without attributions or concordances that may be original
compositions by Fallamero.

A print of lute works by Giulio Cesare Barbetta contains
six untexted arie da cantare for a variety of poetic forms
in a section prefaced with the rubric "Arie with which
stanze can be sung, and verses of all sorts according to
the usage of Venice and also other regions."26 While these
are the only arie for the lute in printed sources dating
from the final decades of the century, it is very likely
that improvising lute accompaniments for the singing of

certain types of texts was a widespread practice during the

25. Fallamero, Il primo libro de intavolatura (Venice:
her. di G. Scotto, 1584).

26 . Barbetta, Intavolatura di liuto (Venice: Ang. Gardano,
1585), 8-10.
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period. Books of villanella poetry from the late sixteenth
and early seventeenth centuries, some with simple melodies
and others without, occasionally indicate on their title
pages that the poetry they contain is to be sung to
instrumental accompaniment.2?7 If performed by lutenists,
they may have been sung with arie da cantare similar to
those in the prints and manuscripts of Ferrutio, Fugger,
Becchi, and Barbetta.

The Roman publisher Simone Verovio issued two part-music
collections of canzonette in the late 1580s containing a
complete set of vocal parts in mensural notation as well as
keyboard and lute arrangements of each piece. The
collections represent the works of various composers, most
of whom resided in Rome: Luca Marenzio, Ruggiero
Giovanelli, Palestrina, Felice Anerio, Giovanni Maria
Nanino, Verovio himself, and others. The first of these
prints, Diletto spirituale, contains three- and four-voice

hymns and other devotional pieces in canzonetta style.28

27. For example, there is a twelve-volume series entitled
Fiore di villanelle et arie napolitane raccolte a
compiancenza de’ virtuosi giovani per cantar in ogni
stromento (Treviso: C. Righettini, 1632). This and other
collections dating from the sixteenth through the
nineteenth centuries are listed in Bianca Maria Galanti, Le
villanelle alla napolitana (Florence: Leo S. Olschki,
1954), 93-125.

28. Diletto spirituale (Rome: S. Verovio, 1586); reprints
1590 and 1592.
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This print is noteworthy, because it is one of the few
Italian sources of the time to contain sacred or devotional
music for voice and lute. His other print, Ghirlanda di
fioretti musicali, is a collection of three-part secular
works. 29

In the 1590s, singing to the lute was popular enough
that publishers included tablatures in their part-music
prints of canzonette, villanelle, and balletti. Verovio
reissued his Diletto spirituale twice, in 1590 and in 1592,
and he brought out two new collections, Canzonette a
quattro voci and Lodi della musica a 3 voci.30 Both of the
new publications contain works with keyboard and lute
arrangements by the same composers represented in his
earlier prints.

Another publisher to offer lute intabulations with his
part-music collections was the Venetian Giacomo Vincenti.
He published the contents of Verovio’s Ghirlanda di
fioretti musicali, along with five additional pieces by

Orazio Scaletta, in a three-volume series.31 The Vincenti

29. Ghirlanda di fioretti musicali (Rome: S. Verovio,
1589).

30. Canzonette a quattro voci (Rome: S. Verovio, 1591).
Lodi della musica a 3 voci (Rome: S. Verovio, 1595).

31. Canzonette per cantar et sonar di liuto a tre voci,
libro primo (Venice: G. Vincenti, 1591); libro secondo
(Venice: G. Vincenti, 1591); and libro terzo (Venice: G.
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series contains all voice parts and a lute intabulation for
each work, but unlike Verovio’s print there are no keyboard
arrangements. Vincenti also published canzonette prints by
Alessandro Orologio and Alfonso Ferrari in the same
format.32

Some part-book prints from other publishing houses
included lute tablatures in one or more of the individual
books. Both Paolo Bellasio’s Villanelle a tre voci and
Giacomo Gastoldi’s Balletti a tre voci were published in
this manner as were Orazio Vecchi’s Selva di ricreatione
and Canzonette a tre voci.33 Vecchi’s Selva includes a
variety of pieces with lute accompaniments: canzonette,
dance pieces, and arie alla napolitana.

Several lute books from the end of the sixteenth century
contain among their tablatures arrangements for voice and
lute. Giovanni Antonio Terzi’s Il secondo libro de

intavolatura di liuto has thirteen lute songs by O. Vecchi,

Vincenti, 1591).

32. Orologio, Canzonette a tre voci (Venice: G. Vincenti,
1596). Ferrari Canzonette a tre voci (Venice: G.
Vincenti, 1600 [dedication date 1597]).

33. Bellasio, Villanelle a tre voci (Venice: Ang. Gardano,
1592). Gastoldi, Balletti a tre voci (Venice: R. Amadino,
1594); reprints 1598 and 1600. Vecchi, Selva di
ricreatione (Venice: Ang. Gardano, 1590); reprint 1595.
Vecchi, Canzonette a tre voci (Venice: Ang. Gardano,
1597).
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G. Gastoldi, R. Giovanelli, G. M. Nanino, O. Scaletta,
Pietro Vinci, and others.34 Vinci’s work is the motet
"Mandatum novum do vobis," which represents a genre of
composition rarely encountered in the Italian sources
discussed in the present chapter. There are also a little
more than two dozen arrangements of canzonette and
villanelle scattered among three manuscripts of Italian
provenance in Lucca, San Gimignano, Montreal, and Krakow.35
The composers represented by the lute songs in these
sources include O. Vecchi, Paolo Quagliati, and G. M.
Nanino.

Some foreign sources dating from the middle to the end
of the sixteenth century also contain Italian works for
voice and lute. The prints of the Spaniards Enriquez de
Valderréabano, Diego Pisador, and Miguel de Fuenllana
contain madrigals by Philippe Verdelot, Jacques Arcadelt,
Costanzo Festa, and Adrian Willaert, as well as villanesche

by Giovane Domenico da Nola and Vincenzo Fontana for voice

34. Il secondo libro de intavolatura di liuto (Venice: G.
Vincenti, 1599), 8-9, 52-54, 74, 77-78, and 114-115.

35. Lucca, Biblioteca communale, Ms. 774. San Gimignano,
Biblioteca comunale, Fondo San Martino, Ms. 31. Montreal,
Conservatoire de musique, "Intavolatura di liuto: Orazio
Vecchi e discépoli" (no shelf no.). Krakow, Jagiellonian
Library, Mus. Ms. 40032 [olim Z32]. See the individual
entries in Appendix Three below for a description of the
lute song contents in these sources.
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and the vihuela.36

The Netherlander Emanuel Adriansen compiled two lengthy
lute sources, entitled Pratum musicum and Novum pratum
musicum, that contain large international lute
repertories.37 His arrangements for voice and lute include
Italian, French, Dutch, and Latin pieces, and among the
Italian pieces are madrigals by Orlando di Lasso, Cipriano
de Rore, Palestrina, Giaches de Wert, and Alessandro
Striggio, canzonette by Giovanni Ferretti and Girolamo
Conversi, and anonymous villanelle. The Novum pratum
musicum is a revised edition of the earlier print and has
an updated repertory of lute song that includes works by
Luca Marenzio and 0. Vecchi. Each of Adriansen’s
arrangements provides the superius, bass, and sometimes an
inner part in mensural notation for the voice along with a
lute accompaniment.

The Florilegium of Adrian Denss is similar to the

Adriansen prints, in that it contains a large international

36. Valderrabano, Libro de misica de vihuela, intitulado
Silva de sirenas, fols. 28, 33, and 34-41. Pisador, Libro
de misica (Salamanca: D. Pisador, 1552), fols. 87-90v and
93. Miguel de Fuenllana, Libro de mGsica para vihuela,
intitulado Orphenica lyra (Seville: M. de Montesdoca,
1554), fols. 112-122v and 131-131v.

37. Pratum musicum (Antwerp: P. Phalése, 1584), passim
fols. 5v-59. Novum pratum musicum (Antwerp: P. Phalése
sibi & J. Bellero, 1592), passim fols. 3v-56vV.
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collection and presents a similar configuration of voice
and lute parts in its arrangements for voice and lute.38
The composers represented by Italian works in the source
are L. Marenzio, 0. Vecchi, G. Gastoldi, Mattia Ferabosco,
Gaspar Costa, and Andrea Gabrieli, among others.

There are also intabulations of vocal works with their
texts in a now-lost manuscript, possibly of German
provenance, that was once owned by Oscar Chilesotti.
Although the present whereabouts of the source is not
known, many of the pieces it contains have been published
in transcription.39 Its lute song repertory consists of
five anonymous villanelle and an aria da cantare for ottava
rime that sets a stanza from Ariosto’s Orlando furioso, "E
dirgli: Orlando fa’ che ti" (XLII, 14).40

Some observations will be made here regarding arranging
styles in the Italian lute song repertory described above.
In those sources in which only one part is included or

indicated for the voice, the designated vocal part is

38. Florilegium (Coloniae Agrippinae: G. Grevenbruch,
1594), passim fols. 10v-61v.

39. Oscar Chilesotti, ed., Da un codice Lauten-Buch del
cinquecento (Leipzig: Breitkopf & Hirtel, 1890; reprint
Bologna: Forni, 1968). The provenance of the source is
suggested by the numerous German inscriptions it contains.

40. The villanelle are transcribed in Ibid., 18, 34, 35,
and 62-63; the aria, 54.
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always either the superius or the bass, never an inner
voice. The greater portion of the lute songs are for the
superius, which presented two performance options for a
male singer in the late sixteenth century: the vocal part
could be sung at pitch, in falsetto, or it could be sung an
octave lower in the tenor range.4l.

Some of the pieces in Terzi’s print are for the bass
voice, which came to be regarded as appropriate for solo
singing to the lute or keyboard during the late sixteenth
century. Vincenzo Giustiniani, a Roman writing in the
seventeenth century, dated the inception of this style of
performance around 1575 and named three virtuosi--Giovanni
Andrea, Giulio Cesare Brancacci, and Alessandro Merlo--as

leading proponents of the art.42 They had extraordinary

41. The sixteenth-century lutenist-singer Count Lodovico
Martinengo sang falsetto, as reported in Domenico Pietro
Cerone, El melopeo y maestro (Naples, 1613), 150. In his
1591 essay "Dubbi intorno a quanto io ho detto dell’uso
dell’enharmonico con la solutione di essi'" (Florence,
Biblioteca nazionale centrale, Ms. Galilei 3, fols. 70-70V)
Vincenzo Galilei mentions that the superius of a
composition could be sung by a tenor in an instrumentally-
accompanied performance; see Claude Palisca, "Vincenzo
Galilei’s Arrangements for Voice and Lute," Essays in
Musicology in Honor of Dragan Plamenac, edited by Gustave
Reese and Robert J. Snow (Pittsburgh: University of
Pittsburgh Press, 1969), 215-216.

42. Giustiniani, "Discorso sopra la musica de’ suoi tempi™
(1628). The passage is quoted in Angelo Solerti, Le
origini del melodramma (Torino, 1903; reprint Bologna:
Forni editore, 1969), 106-107.
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ranges that spanned twenty-two notes, and they sang a
variety of passaggi that delighted the Roman audiences that
heard them.

The lute accompaniments in the sources described above
usually consist of an intabulation of the complete texture
of a work including the part that is sung. In some of the
pieces arranged from part-music, there is an attempt to
reproduce accurately the part-writing of their vocal
models. Minor alterations appear here and there, responses
to the limitations of the lute that are typical of
sixteenth~century intabulations in general. The
arrangements in the prints of Antonelli, Bellasio, Terzi,
and Vecchi (Canzonette a tre voci) fall into this category.
Those in Fallamero’s print should also be included in this
group, although they are not as carefully intabulated and
often omit many notes of their models, usually from the
inner voices. The lu