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SI]MMARY

ItreaimofÈhecataloguehasbeentoestablishacanonof

workswhichcanberegardedasauthenticLegrenzi,andtoquote

fully the begfnnings of the main sections of these works ' in ttte

supportíng nateríal, Legrenzi- Ls taken as a representative composer

of the second half of the lTth century working in the cultural

environment of Northern Italy. A biographical chapter discusses

the events of hís life in relat.ion to the cities in whích he worked

and those with whom he was in conEact professionally, such as patrons,

librettists and Publishers.

IllsmusiclsdiscussedÍnrelatÍontothevarioussacredand

secular genres to r¡hich he contrLbuted \Ùith a vier¡ to gaining a

PersPectiveonhlsworkasargholeandtherelationshipwhichone

genre bears to another r¡here thls can be established. In this way'

1È 1s hoped that a clearer plcture wÍll energe of LegxetzLts l1fe

worksandofhisplaceandstatureinthemusÍcalworldinwhich

helived.InaddltiontothÍs,varÍoustechnicalasPecÈsofhis

work are dfscussed whlch have a bearíng .rpot hl" style from'which

certain characteristics emerge r¡hich emphasise-his lndivÍduality as

a composer. The catalogue iÈse1f contains brief comentaries irpon

the works and concludes with a bibliography' The appendices

include a listing of known arias fron Legrenzi,|s oPeras with a

viewtoassistingintheidenEificationofariastobefound

anonyrnously in the various aria collectÍons of the perÍod'



This thesis contains no material which has

been accepted for Èhe award of any other degree

or dfplorna 1n any universíty, and to the best of

the candidaters knowleclge and belief, contains no

maÈerial previously publlshed or lüritten by another

person, except when due reference is made in the

text of the thesis.
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INTRODUCTION

Gíovanní Leqrenzi as a representative compo ser of the Middle Baroque

i
i

i

t

t

rt
il
,l

I

.{c

T'

in Northern ItalY.

Giovanni Legrenzj- had the distinction of becoming one of the most

respected composers of the late seventeenth century. Unfortunately,

his compositions, numerous as they are' belong to genres which hardly

fit easily into the trventieth century concert media, so that his work

is líttle known at the present time through performances. The scholarly

attention which his wsrk has received has concentrated naturally enough

on special areas such as the sonatas, the cfuoral ¡^rorks and the cantatas t

whích, valuable as they are, neglect the factor of his versatility and

one of the most conspicuous features of his work - his excellence in

all forms of music required by the church, the theatre and the courts'

In this respec!, most of his close rivals and contemporaries apPear as

specíalists. Monferrato may have challenged him in the fíeld of rstile

anticor church music, and Colonna and others in the concertante style'

G.l,I. Bononciní, ucellini and vitali, indeed Èhe many meñbers of the

Bologna school centering upon san Petronio, mâY be cgnsidered his equals

ín instrumental music, and possibly ín some respects his superiors.

Pallavicino challenged him very closely in the field of operatic music,

and no doubt many others in cantata writing, but Legrenzirs strength in

each and all of these areas places hím in a partícular1y instructive

position in relation to the music of his Eime. Moreover he was working

in a region which \¡ras recognised throughout Europe for its cultural vitality

and in cities such as Bergamo, Ferrara and Venice which enjoyed strong

cultural connections. In consequence, Giovanni Legtenzi emerges as a

highly representative fígure who excelled in all the areas of composiÈion

which were available to hirn. The one area he does not represent is

keyboard music. It appears that Italy's absorption with string ensembles

I
'{

;



2

and the cultivatíon in particular of the church sonata brought about the

neglecE of organ and harpsichord music which in the same period was fruit-

ful1y cultivated in France an<l Germany'

The rnost satísfactory I^tay of bringing about a comprehensive

appreciation of Legrenzíts work would be through the mediun of a complete

edi.ltion,. and such an edition.r¡ould be undoubtedly of great benefit to the

study of baroque music in this period. But in the meantime, a thematic

catalogue can go some little way tor¡ards opening up tire ríches \^7hich this

repertoire undoubtedly contains. The author has approached the compilation

of such a catalogue through some years of direct contact wiLh the rnusic

through unpublished editions afid Performances. This r¡ork included the

ÈranscriptÍon, editing and performance of such diverse hrorks as TotiLa'

Laud.ate PuerL IV (49), the posthumous dances, and certain sonatas ' cantatas

and motets.

Survey of Literature.

There is no book which places in historical perspective the music

emanating from Northern Italy in the baroque period. Ihe semínal works

of such musicologists as Blume, Haas and Bukofzer did much to establish

the concept of the rbaroquet, whích ín English- and French-speaking

countries at leasE hras a much-disputed term in its application to music'

The recognition of the )Iorth Italían schools, evident in such works as

I^Iilli Apel's study of early víolin music (L927) has since been much

enhanced by I,I .S. Newmants r¿ork on the baroque sonata (1966), pointing to

a plethora of schools and an almost alarming wealth of material' The

Northern Italy of the l[iddle Baroque is the period and tl-re place in which

the violin family comes into its own and forms the basis for the develop-

ment of instrumental music throughout Northern Italy ín this period'

Church music has received relatively little attention ín specific

relation to lrlorthern Italy, though there are many general studies including
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Èhose oi F"ll".nr and sch¡nidt-Gtirg and the shorter sÈudies of ursprüng

and Sander. Stephen BonÈa's work has been Particulariy valuable in

openlng up problens of usage in relation to the large body of Para-

liturglcal nuslc ul¡tch includes the ¡noEets and sonatas' Tt¡is has been

mainry a field for academic disserÈttiorr", of which those by ¡facDonald

and Bonta have been closesÈ to thls study. MacDonald's dissertation

(1964) uas quite early among these developments and some works, such as

opus t5 and the important Laudate pueri Iv (19l- nere not available to hÍm'

Dissertations on composers working in the sane geog,raphical location

include those by schnoebelen and l.larren on cazzati, while Rochers

dissertatÍon on music Ln the early part of the ceDtury establishes links

with earlier coroposers such as Merula'

Ttre IÈalian cantata has recelved considerable attention from scholars

slnce the appearance of schnÍÈzts general study ln 1914 and Langers

dlssertatl.on of 1938. Legrenzirs cantátas have achleved a dlsserËaÈ1on

fro¡n Relnnar hans as recently as 1982, which because of ltS late appearance

has not been available for thfs study. the sork of caluori on Rossi'

Rose on Carlsslnl, Burrows on Cesti and the thenatic I'ndex of Stradellars

cantatas by 0. Jander have gone far towards extendlng infomation on thfs

Particularlycharacteristicb.'oq,,"fornlnthisactívephaseoflts
;

history,thougharrup-to-dategeneralstudylsstÍlllacking.

Ihe oratorio, with its attendant form, the dialogue, is now

fllu¡ninated by Snither's two-volune study (1977)' which succeeds a

number of previous r.¡orks in varÍous languages, particularly those of

t{angenann (1882) and Schering (1911), atd of J.R. carreras y Bulbena

(1906) and Allaleona (19C8). In this medium, NorÈhern lÈaly serves

so¡newhat as an outpost of Rome, though a sígnlfÍcanÈ one, since Franccscoll

of ¡lodena was an enthusiasEic patron of the oratorio. Cror'¡therrs

dissertation (1g77) on the oraEorio in E¡nília is parÈicularly pertinent

herc. 0f spccific rclcva¡ìcc to Legrcnzirs oratorios are the disserÈaEio¡ì
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or ,.r."r,zi's Sedecia by G.R. Price (which includes a performing edition),

and Smitherts review of Legrenzirs oratorios in the volúmes mentioned'

which concentraÈes ón the same work.

Early work on venetian opera came predominantly frorn European

scholars such as Kretzschmar (1892), Goldschmidt (1901/4) and lJellesz

(LgL3t4). the sources of informatíon were mainly the scores ín the

cont.arini collection aÈ venice, and Èhe accounts of the opera houses

and Eheir productions provided by seventeenth- and eighEeenth-century

wrirers such as Ivanovitch (1688), Bonlini (1730), Groppo (L745) and

Arteaga (1785), to which could be added the technícalities of stage-

crafÈ provided predominantly by Serlio (1545) and Sabbatíni (1638) '

l{orsthornets book of 1954 gave a conprehensive account of Venetian

opera nrithout being able at that srage to Provide anything like a

hístory. Since then, the work of such scholars as Nino Pirotta,

Thomas t{a]ker and Harold S. Powers has dealt wíth problerns which lead

to a clearer understanding of the sources' such as the question of

anonymous scores and the dating and relationship of productions.

H.C.I¡Iolffrs book on the ltalfan oPera of the second half of the seven-

teenth century dates frour 1934, buË it is partÍcularly applicable Èo

the study of"Legrenzí and concerns ítself particularly with musical

and dramatic style

A whole literature has arisen around the violín which in Legrenzits

life-tiu¡e came to such predominance with the great families of violin-

makers such as the Stradivari, the Guarneri and the Amati, all of whom

r¡rere centred on Cremona, the North Italian Eom r^rhich lies between

Milan and Mantua. The violin has its own standard works, including

those of l,Iasielerirski (augmented 2nd editíon, 1BB3), and l{oser (L923128) '

to which more recen¡ly have been added the studies by Melkus (L973) and

lföckel (revised 4th edition, 1977). D.D. Boyden's work on the hístory

of violin playing up ro 1761 (1965), contributed a scholarly investigation
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of vlolin style related particularly to the contrasted Èechnlques of

Itallan and French vlolin playlng 1n thls períod'

. The church sonatas 1n general attracted somq early German studies

from Klauwell (1899) , Schering (1909) and Schlossburg (1932) whlch have

been greatly enhanced by more recent books such as those of I{.S' Newman

(1963, revised Lg72) and the local study of the Venetian instrumental

composers by selfridge-FÍeld (1975). The study of Legrenzirs church

sonatas by Bonta is indispensible here, as is Klenzfs work on Giovanni

Maria Bononcini (L962).

The ltalfan dance music of the period has not received very much

attentíon, no doubÈ because Èhe ove:shelrring influence came from France'

ffre best treatmenÈ seems to be in Klenzrs book on Giovanni l'faria

Bononcini of Bologna. Dance muslc and ballet ln relatfon to the Venetia¡t

Opera need lnvestigation, and it appearS that such an investigatfon fs

bel-ng pursued by Shirley l{yíne of the Unlversity of Calffornia, Santa

Cruz. r

In relation to Legrenzl hinself, the most detailed info::maÈlon

comes frorn the researches of Stephen Bonta, both Ín his dissertation

and hls article Ln TIP Neu Grcoe. Ttre dfssertation also perfonas the

great servLce of presenting Legrenzirs letters in facsinile, transcfiptl-on

and translation. 'J

The nost slgnificant aËtemPts at Providing access to Legrenzirs

music through modern editions are of recent origin. Conspicuous among

these are the facslniles. Ihe series AnchiUiwn ltttsiantn has provided

the secular dialogues, arietÈe, &c of Opus 14, and llowardlfayer Brownrs

series: Italian Opera 1640-1770 has presented' TotiLa' Recent Researches

in Barcque ltlusic have issued the Cantatas and Canzonets of Opus 12 ln an

edition of albert seay who has also prepared some of the sonaÈas of opus 4

and opus 8 for Le kryitte, vo1.4. Beyond this líe rnainly unpublished

I p"p"r for Èhe 49th Annual lfeeting of the American l"fusicologícal
Society, 1983.
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editions and Ehose relating to clissertations. The list of readily

available, accessible and immediately performable publications is

therefore very smal1 and scarcely sufficient to be rePresentative of

the composer.

Legrenzi has been well served in the bibliographical area by the

RISM account of the printed works, by tsontars work-list in t]rle Neü

Groue, and by sartori's account of the instrumental works in his

BibLiognafia of Ig52. sartori also includes some of the dedícations,

whích are given more exEensively in Bonta.

The Canon

The first objective which the auÈhor set himself - to establish

a canon of Legrenzírs works - turned out Ëo be an ultimate objectíve

which has only been tentatively realísed. It is anticípated that time

will bring forth more Legrenzi works r¿hich are at Present unrecognised,

and the numbering of the compositions has been arranged to acconunodate

additions Ëo each of the categories of his works'

HiEherto there has been no indication that any of the surviving

manuscripts of Legrenzits works are in his hand. ilor¿evert a comparison

of the handwriting in tI^Io very different scores wíth the handwriting

of Legrenzi's correspondence suggests that Ëhey may be candidates.

These scores are:

(f) A Vesper Psalm setting: Credi&L ilI (48) which is part of a

collection of manuscripts in Berlin. The appearance of this is of a

hastily r^/ritten score for use in perfornance. It concludes with the

words tDeo gratiast, which ís an unusual conment for anyone but the

composer to make, and one frrhich occurs nowhere else in the manuscript

sources. It has the appearance of being an original score and the

writing is consistent \,7ith the calligraphy of Legrenzirs letters.

(2) The score of La Vendita del Coye lluntano which is at }lodena is a
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differenÈ maEter. This ts a very neat score, and therefore no doubt

a good copy.. The composerts narne is noË, ment.ioned, and the volume is

inscribed at the front r¡ith the words rlncerto au¡orer. llowever, Èhe

work is known to be Legrenzits and the calligraphy is very much líke

his. It may have been a fair copy made for his oÌdn use or as a gifÈ::for

the duke's librarY.

Many of the works caEalogued have been fairly recent discoveries

and have received litÈIe aÈtention from com¡rentators, though they conÈain

significant compositions. These include the operas: La DLUisione deL

Mondo, the music of which r¡as missing when H.C. lJolff discussed it in

his study of L937; Radanísto e Tcnobia, discovered in l{aples by Dr'

Thomas walker where it is attributed to Albinoni; and the jpus 15 lulotets,

which.were not available at the tine of MacDonaldrs study in 1964.

llork on this catalogue has shown that the arias listed as anonymous Ín

Claudio Sartorirs article: tDue LegxenzL Ricuperatir (Acta }fusicologica,

vol.xLVI, Lg74, fasc.IV, July-December, pp.2L7-22L) are from La DiOísione

del Monde (lísred on p.22I of the above). The four arias Ín this

collection (In l{s. Giordano 19 riordinato) whích have not been identified

(cara, ca1a, oeggiøni, Ditemi pw di no, I,li Lasciate spe?Ø\ze and soora

Lrale d.ttm sospiro) may have been added in the course of production'
,I

Íhe fragment of an oratorío, La Euga dtEgitto, at l,In, which is rr

attributed to Legrenzi must be regarded as spurious on stylistic grounds,

though it is atEracÈive music. 1doacz'e has also been rejected since

there seem to be inadequate grounds for depriving Varischino of the ríght

to Ít. ' 
rhe only reason for attributing the opera to Legrenzi was the

tibretto prepared for an )doaere set by Alessandro Scarlatti for Naples

in 1694, which was declared to be based on a libretto wriÈten for

Legrenzí.2

2 l'tcc C. Sartori, Legrenzi, pp.481-4E2.
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The canon has shrunk as well as gro\47n. Reason has been given

for doubting whether the NoLite timene settings at Milan ínclude an

example by Legrenzi (p. 23-24 ) Of the works listed ín Bonta NG, Èhe

Bds }lass for four voices and instruments ís 'a copy of the Mass in Opus 1,

and the Bds three-voice ltagnificat ís Magnificat f-f from Opus 5 ' The

one voice Kyrie, Gloria and Credo still claímed as exísting in the

Bodleian Líbrary at Oxford never did exist there. The thirty psalms

and motets in Bds and the fifteen motets copied by Brossard and now ín

pn do not appear to add anything to the líst of known works. The

Sächsiche Landesbiblíothek of Dresden no longer has in Íts catalogue

the Kyrie a 6 voci (MS 4.186) nentioned by Eitner and others' It

appears Ehat this work has not returned to the library since it was

removed for security reasons in I'Iorld I'lar If'' 3

ltre collation of opera scores such as EteoeLe e PoLinice and

Gíustino, which exlst Ín more than one version' Presentsproblens from

the point, of view of cataloguing, and raíse the question of the authen-

ticity of the additíonal iÈems. There is no direct evÍdence that

Legrenzí wrote any of the addítional material for revivals of his

operas, though he nay have exchanged some material ín the course of

the first productions. In the catalogue' alÈernative arías for

Eteocle e PoLinice arrð, Gitntírø are juxtaposed for the sake of ínterest

and because of the possibility of Èheír authenticity. The more remote

l"fodena productíon of EteocLe ís discussed only in Ëhe conrnentaries'

The extensive Prologo for the Naples production of Giustino may not

be Legrenzits work.

The aria collectíons of this period stíll await extensive ínvesÈi-

gation. Though the collections which have been avaílable for this

study have produced interestíng informatíon, they have not included

3 Tt""" statements are made on the authoríty of corresPondence
the libraríans.

from
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those at Barcelona cLted 1n NG. The arl.a: Non più uíoere iL nrio eore

ln Lbl l-s fron Act 1, scene 20 of Antioco iL gnøde. A companfon

plece z 'Disperarsit Ls a duo r¡hfch appears to come fron an opera but

has not been ldentifled. It ls catalogued 1n Sectl-on III C as an

arletta. (329).

Since it has not been posslble to consult all the avaÍlable mat,erial,

the comnentaries whÍch appear at the end of each section of the catalogue

sEaÈe the sources r¡hich have been used for the compilation of that sectlon.

Four secular works which are given entrÍes 1n the catalogue have not

been availabte for guotation. Ttrese are: Amot ti pwlge in seno (267)

(Rvar) , Vuoi farmi piøgerc (268) (Rvat) , Voti di mtsì.ea1c pLauso .(269)

(1n the private,collectlon of P.Camerlni) a¡rd Son tutto furcne (270)

ftom Cøtzorlette per eamem. a Ðoee sola &i diztersi mccolte da Marirto

Siloøto (lbntt: Bologna, 1670).

Ttre Catalogue

ftre Catalogue Ís dívided Lnto sectlons according to broad categorles:

SACRED VOCAL MUSIC

A Music for the Mass

B Vesper Psahns I

C Music for Matins and Conpline:

Blessed Virgtn lfary

D Motets

(1) for one voice

(ii) for two voÍces

(1íi) for three voices

(iv) for four voices

(v) for six voices

Antiphons and Lftanfes of the

I

II ORATORIOS
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III

Cantatas

CanzoneÈte

C Dialoghi, Ariette' Serenate

IV OPERAS

V INSTRTN4EìITAL I'IUSIC

A Sonate da chiesa

B Sonate da camera and dance movements

The commentaries aPpear at the end of each sub-section, as indicaÈed

in the Table of Contents.

The primary materials are of two kínds: (1) prínted collecÈions,

several of them appearing ín more than one edition, and (2) manuscript

copies. The latter include two partícularly ímportant Parts of the

corPus-theoperasandoratorÍos.}fanyoftheoperasmustbecon-

sidered lost. However, the aría collections are in some cases so large

as to account for much of the opera, at least in terms of the vocal line

and the continuo. This is the case with regard lo Pausania (59 arías),

Antíoeo iL Grmde (23 arias), creso (18 arias) ' and r Due cesare (19

arias) . Pausartia appears to be conplete but for the recitatives and

instrumental musÍc. The others rePresent abouË a half to a third of

the total aria content. It has been possible to identify the characters

to whorn the arias are allotted and their respective scenes by reference

to the appropriate libretti. sínce the .question of the identification

of arias is an important one in relation to the missing operas ' an

alphabetical lísE of arias is presented in the Appendix in the hope

that this r^¡ill be of value in establishíng the identiEy of arias anony-

mously presented ín the numerous manuscript collections of the time '

Thechapterswhichprecedethepresentationoftlrecatalogueof

Legrenzi's works aim to knit together the various components which have

SECI]LAR VOCAL MUSIC

^
B
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been separately considered above and to Present hís composítional

activity as a whole.

It has been possíble to presenË in Chapter Two a survey of Legrenzits

output. Ihis has the effect of pointing to certain weaknesses in the

present state of knowledge - partícularly in the area of church music

wíÈh its huge reperËoíre of motets at one side of the spectrum and the

almosË totally neglected music in rsËile antícor at the other' Elsewhere,

attention is drawn to the significance of the modes to Legrenzirs musícal

Ëhinkíng, even in such untikely areas as the operas'

It would be valuable if the music of NorÈhern IËaly in this period

could receive the kínd of study which Janres R. Anthony has given to French

Baroque Music. It happens, however, that Northern IËaly lacks the

convenienÈ centralisation which the French court provides at Èhís period.

Indeed ít ís more líke a galaxy; it oscillates between Èwo nodal points

rnTith Venice at one end and Bologna at the oÈher and íncludes clusters of

small tor,ms and courts each makíng their own signífícant contribution to

the culture of Ëhe region. BuË it 1.las this geographical locatíon which

was the seed-bed of so much that is essentially baroque and whích remained

as a formatíve influence upon Èhe r¿hole períod'



CIIAPTER ONE

TÌTE LIFE AND TIMES OF GIOVAI{NI LEGRENZI

The biographical information which is brought togeÈher in this

chapËer is directed towards providing as nearly as possible a picture

of Legrenzits career and personality and his relationship to his Patrons

and publishers. IÈ is indebted particularly to Stephen Bontars

researches as they appear in his thesis on the church sonatas and in

his more recent article in the NeU Gt'oUe.r Foggaciars book is the

only one on Legrenzi which has so far appeared. unfortunately it is

not regarded as reliable either by Bonta (p.2) or by H. l{iley Hítchcock

in hls review.' It ls chiefly useful for fts documentary elements'

These include a nurnber of letter", Urra all these together l^rith the Èext

of Legrenzits l{ill are now available in facsiníle and in translation in

Bonra. (Appendix II: correspondence and l¡illr PP.378-485). AddÍÈional

Lnfor¡nation is promised by a recent ltalian thesis z Ritratt'o cl:L urt

musieista batoceo.: Gíovanni Legrenzi by UmberEo Scarpetta (Ph'D'dÍss'

UniversÍtà Cattotica del Cuore, Mílan, 198I). Nearly all the bio-

graphies of,rcomposers and others who were contemPoraríes of Legrenzi

have been updated by articles in E]¡e Neù Gt'oUe. These and Franz Stiegerrs

wotk on operas and Librettists are of greaË assistance in clarifying

Èhe obscuríties of the comPoserts background. The task of establishing

a satlsfacEory chronology is not an easy one and there are still gaps

in tl-re account of hís movements, particularly in the period which follows

his departure from Ferrara.

1 S. Bonta: The Church Sonatas of Gíovanni Legrenzí, 2 vols. Ph.D.diss'
ilarvard , 1964 -

2 ,. Fogaccia: Giovanni Legrenzi (Bergamo , 1954) p'19' Revier'r: llQ

:iLI I , I956 , pp. 1C9-lI2 .
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CLUSOI.IE : FAI'ÍILY

Legrenzits early years are associated with the s¡nall hill tor¡n of

Clusone, under the jurisdícÈion of Venice, where he was born and where

he was baptised on 12th August, L626. The Legrenzi faurily included

members of the ecclesiastical, legal and musical professions' and there

is a family tonb in the church of Clusone. The Composerts father,

Giovanni lnlaria, u¡as a musician who is known to have received an annuity

of L.50 from the town for playing the violin in church on Sundays.3

He was the conposer of the sonat a 'La Justinian¿r which is published

Ín his sonts first collection of sonatas, opus 2. fnis gesture nay

well indicate a sense of gratítude Eowards his faEher, who no doubt

played a notable ParÈ in his early training'

Legtenzirs motherrs naüe was Angela Rizzj-, one of a fa¡nily well

known ln the localÍty of Clusone since the early 15th century.'' Ttre

letters lndicate that Ln his later years Legrenzi vísited Clusone fro¡n

ti¡re to tine.t Hi" broEher Bernadino went on living there, and is a

beneficiary in GiovannÍrs l{ill. One of his sisters, Bartolomea,

married Giovanni Maria Varischino of Rovetta. Their son' Giovanne'

saw through the press the posthumous publfcatíons. of hís unclefs music
,!

in accordance with Legrenzifs own request. in his l^lí11 . lle appears to

have studied music with hís uncle, and was the author of two operas and

some extant cantatas. One of these operas is )dOACrø, which has sorne-

times been attributed to Legrenzí. Another unmarried sister, Giovanni,

lived with Legrenzí as his housekeeper in the latÈer part of his 1ífe

when he lived in Venice in the district of San Lio. In his last days

he ¡nade provision for her in his I.IilI , not expecting that she would

3 r¡i¿.
4 Fogr""i a, op.eit., p.19-

5 ¿ø¿¿., p.20 quores four letters between 1659 and 1664 writren from,

or referring to, Clusone.
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marry after his death because of her age. Little is known of a

younger brother, ìfarco, beyond the fact that he \^Ias one of three boys

whom Legrenzi was maintaining at the Accademia Mariana in Bergarno ín

L654.7 He must have predeceased the composer, but the date of his

death is not knor,¡n. It h/as not only through his family connections

that Legrenzí kept in touch with Clusone, he also maintained an iDterest

in it as a landol¡/ner.

BERGA}1O: MUSICIANS A}ID ACADEMIBS

It r¿as natural that his own early ambitíons should centre on Bergamo '

There is no concept of the nation in Italy before the 19th century

Risorgímento, and one of the consequences of this is the strength of

regional and famíly loyalties whích are stíll evident today and whích

have considerable consequences for art. In countries wíth a strong

sense of national ídentity and a strong central government, the arts

tend to cenÈre on the capital cíty and the royal court. In ltaly, the

many regional courÈs, particularly in the north, all tend to produce a

local culture which ís a matter of pride. Venice, though it lacked a

court as such, could afford Ëo maintain a dignity beyond that of its

many rivals, and it relíshed the ostentation which music and Èhe visual

arts could provide. Bergamo r¡Ias a city with a high reputaEion for church

music for the greater part of the 17th centurys; a reputation centred on

the Church sf S. María Maggiore, an old medieval church with a striking

Renaissance interior. Legretzí became organist here at the age of

nineteen. In view of this it may be surprising that no organ music

of his survives; but as the modern trend \^/as towards stríng ensemble

music í-t may be that his activities were mainly directed towards continuo

playing. Ile did not become first organist until 1653, by which time ire

was already ordained. After his ordínation in 1651 he acted as a

7 
,oa uor,a a, op.c|t.

8 
,oa ,. Roche: Bergarno (vol -2 pp. 542-543) .

MGG C. Sartori: Bergamo (vo1.1 col. L681-L692)
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chaplain as well as a musician.

During Legretzi's early childhood, S. Maria I'faggiore must have had

high hopes for church music as a result of the appoinÈment as maestro di

cappella of lrfonteverdi's assistant , Alessandro Grandí. Ile was undoub tedly

a respected and experíenced musician and a composer of sorne stature, but

his career r{as cut short after he had only been in residence for three

years when he died in the plague of 1630. T\uo books of motets' one for

solo voice r¿ith strings (Amsterdain, L629) and the 6th Book of Motets

(Antwerp, 1630) for 2-4 voices wíth organ continuo \^tere published during

his last years at Bergamo. The solo motets are indicative of the nerv

emphasis on ínstrumenÈs which was beginning to be felt there. They are

described ín the title as containing Sinfoníe. The publicaËion of these

books at Amsterdam and AnÈwerp respectively demonstraÈes a widespread

interest in Grandits works.e

TarquÍnio Merula succeeded Alessandro Grandi in 1631, only to be

dismissed on Decernber 29tih, L632, for 'índecency manifested towards several

of his pupils'. This was the beginning rather than the conclusion of

Merula's stormy relationship wiËh Bergamo. For some timehe retired to

his home-town of cremona and took up again hís previous appointment as

maestrodicapella for the Laudi della MadonnaÍnthe Cathedral' But j-n

16.38 he returned to Bergamo as organist of the Cathedral' Ile was sEíIl

by no means in favour at S. María Maggiore as (in 1640) the authoríties

prohibited their employees from taking any part in his performances ' This

may not have been as spiteful as it appears, since it reflects a similar

situation in the local academíes where the ordine of L648 prohibited members

of the Academia della l,lorte froin taking part in any exchange of musicians

with the Academia dello Spírito Santo in order to maintain the discipline

and integriry of the institution. Sirnilar feelingsmayhave prevailed

between the Cathedral and its ambitious neighbour, S. Maria I'laggiore'

9 
,,1a ,. Roche: Grandi, Alessandro (i) (vol'7, pP' 63f-634) '
S. llaria Maggiore, Bergamo , L6L4-L643t IIL, xlvii, 1966 pp'

I l"Iusic at
296f.
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Merulars residence in Bergamo probably lasted until he fínally reEurned to

Èhe Cathedral at Cremona in 1646.¡0 Hís significance in the context of

this chapter is that his late style of canzona wriÈing is closely identifiable

with the sonatas of. Cazzati and of Legrenzits first works in this form. It

is apparenÈ that for Merula and Neri, the terms canzond artd sonata are

synonymous, so there is no formal distinction beEween works with these

titles. Legrenzi, writ.ing very shortly aft.er lferulars last publication:

IL quayto Libro deLLe cøtzoni dn sonare (Venice, 1651) never uses the term

canzona, his first collection being his opus 2: Sonate a dtrc, a tre...

(Venice, 1655). t t

In the ¡niddle years of the century there \,rere two Bergano comPosers

who could have had some association with Legrenzi and exercised an influence

on his work-Filippo Vitali and llaurizío Cazzatí. Vitali ltas maestro di

capella at S.l'fario l{aggiorefor just overayear in 1648 and L649. I'Ihile

still in Rome, where he r¡as in the service of the Barberlni, hehad published

tn 1636acomplete cycle of hynns for the churchfs year written in rstile

anticor anddesigned to be usedin alternation with plainsong.r2 LegrenzÍ

hadalífe-long adherence to the rstlle anticof tradition and these works,

among the last of their kind, may have been known to hin. Vítali was

equally familiar r¡Íth the modern styles in use in Rone and had rsritten an

opera, tAretL¿sat, which was produced with some splendour in 1620. t3

Even if Legrenzi knew Vitali and hÍs music, lfaurizio Cazzatí must have

made a stronger inpression upon him. He was a most prolific composer' and

an eminently practical musician r¡ho esÈablished the reputationofS.Petronio

10¡0a t. Bonta: 'Ìbrula; Tarquiniot (vol .l.2, pP.lrgL-Lgz) appreciably extends
the bíographical information previously avaílable about Merula.

11rr.S. Newman: The Sonatain the Baroque Er.a (Chapel Hill' revised ed.,
1966) p. r09.

l2rar J. Pruerr: Vitali, Fílippo (vol.20 pp.2O-2L). An ediÈion of Èhe

Hynmi is to be found in J. Pruett: The l,Jorks of Filippo Vitali (Ph.D.diss.
University of ìlorth Carolina, L962).

13t.toi1" ín GRTI4| 5: c.sEainer: víÈali, Fílippo (vol. 9, PP. 2O-ZI).
Libretto in i\. solerti: Gli Albori del Melodr¿mma (Turin, 1903).
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at Bologna during his years there (LC'57-7L) and nost particularly in the

field of instrumental music. Cazzati was associated with the Accademía

della l,Iorte in Ferrara f ron 1650 until 1653 and went f rom there to S. l'faria

Maggiore (1650-1653). He was the centre of dispute during his years at

Bologna, and the last years of his life were spenÈ in the service of the

Duchess Anna Isabella di Gonzaga at ÌIantua. In discussing his sonatas,

Ner,man finds: t'Hi-s rnusíc suffers by comparison with Legrenzíts and

Stradellars, whether in quality of ideas or the breadth of forms."Iq

Cazzatí and Legrenzi v¡ere both members of the Accademia degli Eccitati.

The first book of Sonatas, opus 3 (Venice, 1655), stresses Èhe Bergamo

connection very strongly. Legrenzi describes hímse1f as First Organist

of S. l{aria Maggiore and a member of the academy and he dedicates the whole

collection to the Mayor (Podestà) of Bergamo, Giovanni Carlo Savorgnano.

Since the positíon of mayor hras a Venetian appointment, he may well have

relied upon such a connection to get his r¿orks publíshed in Venice. The

academy like many others was chiefly literary ín interest with Arcadian

leanings, and may r¡ell have fostered an ínterest in Legrenzirs cantatas.

The opus 4 sonatas contain a number of works which are dedicated to members

of the Accademia degli Eccitati.rs

The composerts early training and career seem to be centred on S. María

Maggiore. Although there is no direct evidence concerning his early

educatíon, there is an j-nteresting reference in his will to the school of

the }fisericordia in Bergamo which trras to be a beneficiary if his nephew

Cristoforo, Bernadinofs son, died without legitimate issue. This school

rvas otherwise known as the Accademia I'fariana.l6 (It may be noted that the

term Accademia refers here to a teaching institution and not to a society

of the kind represented above by the Accademia degli Eccitati). The

14rr.r. 
Newman: op.cit., p.135.

A. Schnoebelen: tCazzaLí vs,
In amplification of Cazzatits career, see
Bologna: 1657-I67L' Ì4Q J-vií, I97I, p.26f .

l5rn. names are f ound in Donato Calvi's Scena Letterat'ia de gLi Scv'ittot'i
bergamaschi. . . (Dergamo , L664) Part 2, p.33

Bonta, p.4f, offers an extended account of fhe Accademia llariana and names

the musicians employed there during Legrenzirs formative years.
I6
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concern shown in Legrenzi's will for teaching institutions and the respect

wíth v¡hich he refers to the Misericordia may be a measure of his or,rn regard

for i-t. The original title of the school at its foundation in 1566 was

the Accademia della Misericordia l{aggiore dí Bergamo. It appears that the

Misericordia irad been offering musical instruction ín the 15th century, and

that this service was subsequently combined with an existing Accademia di

Lettere to form a school of music. Legrenzi still refers to it by its old

name at the end of the 17th centuryr no doubt because of its connections

with the l'lisericordia l'Iaggiore of Bergamo r¿hích r^ras the governing body of

the basilica, S. Maria Maggiore. Since Legrerlzi himself htas to become a

priest, its dual functíon of offering t.raíning for the priesthood and for

musicians required in the services of the basilica r¿ou1d seem providential

f or his prlrpos"". l7

It was from Bergano that Legrenzirs first publications emerged, and

it r¡as in Bergamo that he established his first link with the academíes

through his connection with the Accademía degli Eccitati. The Italían

academíes which had played such a part in the cultural life of the 16Ëh

cenEury, continued to flourish throughout the lTth century'18 Th"y t"t'

very numerous, frequently ephemeral, and not necessarily concerned with

music. Law, medicine, philosophy' Poetry, religion and drama all came

within the scope of these societies. ilhen academies devoted themselves

to music it was usually in relation to other considerations - to music as

an aclju¡ct of poetry or drama or líturgy, Their influence was particularly

strong in the early years of the century, and this lack of interest ín music

for its ovm sake may vrell be the reason for the absence of purely instrumental

works in l,Ionteverdirs output. The development of the sonata, in which

Legrenzí occupies a prominent position' must have contributed towards a

changing attitude r,rhich by the end of the century' I^tas to enable corelli

1TNG Ro.h., J. : l3ergamo (vol.12, pp' 542-543) '

See ì'l . l{aylcnder:
L926) .

18 Storia delle Accademie d'Italia' 5 vols' (Bo1'ogna'
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to attain eminence aS a masfer of inst.rumenEal music alone.

FERRARA: HISTORY. IIiSTITUTIONS AND PATROÌ¡S (IIEÌITIVOGLrO)

It was in 1656 that Legrenzi became maestro di cappella of the Accademia

dello Spirito Santo in Ferrara. BonÈa suggests that this was probably on

the recornmendation of Cazzati. There l¡Iere many academies from time to time

aÈ Ferrara. The name of this one derived from the ci'rurch of the Spiríto

Santo where its acÈivi¡ies took place. It is a mark of the recognition

of Legrenzi's ability in liturgical composition that he should have

received Ehis appointrnent. A letter to lppolito Bentivoglio (20th August,

1659) says he is off to Milan to find a bass and a violinist for the Academy'

The Este farnily (fornerly Dukes of Ferrara) had abandoned the cíty since

L598 fo the tenporal power of the Popes and had removed theír court to l"fodena'

This left the cultural lÍfe of Ferrara Ín the hands of its ari-stocracy, of

r¿hich the Bentivoglio fanily were leading figures and signíficant diplomats'le

The }farchese lppolito Bentivoglio was Legrenzits parÈicular PaEron in Ferrara

and he had a close contact wiÈh hin through letters which terminated only

r¡ith BenÈivogliots death Ín February, 1685. IIis titles declare him ro be

Marchese di Magliano e Gualtieri and Conte di Antígírato. ilÍs aristocraÈic

standing was such that hÍs name apPeared in the'golden book of Venice'

As a young man he fought under Cardinal Mazarin ln Flanders, and he cane

to be respected for his erudition, for his skill in languages, ín the

humanities and in divinity. It was undoubtedly lppolito tsentívoglío who

encouraged Legrenzi to turn his Ealent in the direction of opera' ile

himself was rhe libretrisr of at least Ehree operas = AchiLLe in Scit'o (1663) 
'

AnnibaLe in Capua and Zenobia e Radinisto (1665). The composer of AnnibaLe

in Capua is unknown, but the other EIüo were seE by Legrenzi and produced in

Ferrara.20 Tiri<late which \tas an adaptation of Zenobia e Radimisto ís

19ruu Luigi Ughi (Ferrarese) : Dízionario Storico degli Uomini Illustri'
2 vols. (Ferrara, 1304) '

2ÙS"u Franz Stieg,er: 0pern Lexicon. r/o1.2. Librettisten ('f utzinq, 19SO) '
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therefore parLIy attributable to him. The unique dedication of Zenobia

e Rad.ønisto to ìlicolo Santini and his wife l"faria Louisa Buonvisi (niece of

Cardínal BuonvÍsi, whom Legrenzi calls 'mio generoso protettorer ) , may well

be índicative of the respect in which Legrenzi was held in Ferrara'

Dedications relating to operas normally came from the librettist or the

publisher. A dedicaEion from the composer is quite exceptíonaL-21

Legrenzi made an acknowledgemenË of his debt to Bentivoglio by dedicating

tohimtheCompieta...'opus7'ofl662,nodoubtasaproductofhis

work for the AcademY.

TheAccademiadelloSantoSpiritolìrasnottheonlyFerraraAcademy

devoted to sacred music. The Accademia dellaMorte (founded in 1592) could

claím among itsmaestri di cappella Grandi, cazzati, l'tarini andBattiferi

- the latÈer also for a time maestro di capella of the Accadern-ia dello Santo

Spirito.22

In Ferrara' as in Bergamo, there tlas a variety, indeed a híerarchy,

of musical posts and a tendency for movement to take place between them'

(The career of Tarquinío Merula, prevíously recotrnted, is indicative of this) '

siinilar situaËions involving Cathedrals, major churches, acadernies and

teaching instj-tutions existed in a great number of provincial, but noÈ

uninportanÈ cities and offered a broad display of posEs which were avail-

able Eo the enterprÍ-sing professional inusician, besídes r¿hich there were

coveted positÍons at the many small courts t not to mention the nehr oppor-

tunitiesaffordedbytheprofessionaltheatre.Inconsequenceitísnot

surprising to find a musician's career involving activity in a number of

localities. To this general picture maybe added the large numberof tornms

and courts outsíde the borders of Italy where Italian musicians were welcome

candidates when positions fell vacant. Insome cases, positions could be

held concurrently. There is no necessíty to assune, for instance, that

zlqrrot"d in full by Fogacct-a: op'cit , p.130.

488-439).22*c l-.Lockwood: Ferrara (vo1. 6, pp
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Legrenzits employment at San Marco in Venice led him at once to surrender

his position at the l,tendicanti. Iie continued to appear regularly as an

opera composer, and in all probability to play in the theatre himself, until

he became maestro at San Marco. An understanding of the breadth and

cornplexity of the employment scene is some help to us ín understanding the

manner in r¿hich Legrenzí attacked the matter of furthering hís career and

pursuing tl-re competition for the highest goals. For Legrenzí, Venice and

víenna appear to have offered the highest attractions. tle should not

forget also that his qualificaEion as a priest may have been turned to

professional advantage at tj-mes when the musical scene \^las not offering

hím the opportunities he was seeking. on the other hand, we have no

evidence of Legrenzi evet accepting or being offered a clerical position

without musical conmiÈments .

Though life at Ferrara must have had plenty to offer Legtenzi-, it was

not in a prosperous economic condition when he lived there. The Pope's

devaluation of the currency aÈ Ferrara in 1659 affected Legrenzi directly

by reducing the purchasing po\ÀIer of his stipend and it may well be that hís

chief intention in leaving the city was to improve his financial position'

inle may wonder whether Ferrara had changed very much since John Evelyn visited

ít in }lay, L645. The diarist approached the city by canal from Bologna,

passing the little community of tCastle Bentivoglio' on the way' At the

entrance to Ferrara he was disarrned and he took up resídence at a fine inn

'bearing an Angel for íts sign'. He found Ferrara dirty and ill-paved with

few fine houses. Since Evelyn's visit, the aristocracy had added to the

cityts amenities by the provision of a theatre r¿here opera perfornances

could take place. It is interesEing to read that Evelyn proceeded directly

to Venice by boat, travelling partly along the River Po, and otherwíse along

canals to the Adriatic. This unexpected form of travel - by water - may

well have been aclopted by Legrenzi on his frequent journeys along this

route. 2 3
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T}IE SEARCII FOR E}fPLOYI'IENT

when Legrenzi left Ferrara in 1665 he was able to speak of I the good

forrune he had always had 1n Ëhis city'.2t IE was on July 17th of this

year that Ferdinando CarloII, Duke of ÌlanEuaelfonferaÈo (1652-1708) r¿rote

to his an¡bassador in vienna seeking for Legrenzi the posiÈion of t""åÈto

dicappellatotheEmperor.l{emayperhapsseeÈhehandoftheBentivoglio

behindthis;itmayhavebeenadiplomaticfavour.Iþpolitolradahand

in the acceptance of LegrenzÍ's oPeras in boCh Venice (f664) and Vienna

(1665)atjustaboutthistimeanditseemstohavebeensonetimebefore

Legrenzi again wrote specifically for Ferrara (the oratorios of 1677-78) '

In fact, there wasnovacancyatVienna, and Legrenzi received no appoint.

ment there, so the bow was drawn at a venture. Bertoli continued as maestro

di cappella to Leopold I until 1669. Nevertheless, fortheD¡keofMantua

tohavemadesuchagesture'itseemslÍkelythatLegrenziwasknownat

Ìfantua, and fn all probability visited the clty and proved his abilÍties

there. that he kept his slghts on vierna is denonstrated by the dedication

of his fourth bookof sonatas (La cetra, op.10=11) -one of his:nost imporËanÈ

publications-totheEmperorl.eopoldl.Butthiswassomêyears:ahead,in

L673.

lheyearsbetween1665and16Tlappeartohavebeenfrustratingones.

Ite had reached the early forÈies. Hewas indusÈrious and surely ambitious'

and yet hewas unable to achieveaprofessional Post coilmensurate with his

abilities. some of this persistent failure mayhave been due to Íll-health'

There is nothing to indicãte that hewas actually in need during thís perÍod'

On his own admission he turned dov¡n a position as sous:maltre of Louis XIV! s

chapel-and in view of the comrniLted IÈalianate characterofhis style'

it may be surprising thaÈ he was offered it' But it aPPears that an

exEendedillness(in166B?),possiblyduetoÈhestoneswhichcausedhim

so much suffering in later life, prevented lrim from accepting thc
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offered apPointmenE.

Serré de Rieux, in Les Dons des enfants de Latone (Paris, 1734),

iecounts that Legrerrzits music, and that of other famous Italian composers

was known in Paris, and that ltalian church music was fostered by

M. I,latthieu, curá of Saint-Andrès-des-Arts.26 The quantity of Legrenzirs

music still exEant in Paris would suggest this, and it may well be that

the vogue for moEets by Louis XIVIs court composers still left room for

the performance of Italian works whích would be part of a repertoire

acceptable to catholíc Europe at large. It aPpears to be with sorne prí<le

that Legrenzi bequeaÈhed to his frienrl Pompeo Mosca ttre watch ¡¡hich had

come to him fro¡n Paris. It is tantalising to wonder v¡hether the watch

r¡/as connected with a musical offering for someone in Paris, and if so' rvhom?

The Paris position \^7as not the only one which came his \^7ay and ltas

rejected. A letter of 14th April, 1665, rnakes clear Ehat he had also

refused positions at Modena and Bergamo. 1665 was the year in r^rhich he

left Ferrara and the chief difficultíes in traci-ng tis ."r""r begin' His

refusal of the l4odena and Bergamo positíons may have been prompted by

ínpatience. To have accepted them r¿ould have been to return on his ornm

tracks, to remain in the provínces. His arnbitions must have directed

hím towards the bigger prizes offered by Venice and Vienna' Hor^rever v¡e

find his name among the list of candidates competíng for the position of

maestro di cappella at l,Iilan cathedral in 1669. The positíon r'7ent to

Gros si.

In the cathedral Archives at Milan are the settings of the antiphon

'Nolite Timeret rfatta per i1 concosso alla carica di maestro di cappella

del Duomo di ìlilan, L66g.' A list of candídates dated 23td llay, 1669,

contains six narnes: Bagatti, Grossi, cabiati, celidone, PízzaTla and

Augustini. Among the six pieces, aPparently done under rexamination

conditions" there is one dated lgth June L669. Legrenzi's name first

26ru. Jarnes R. Anthony: Frenct.r Baroque }fusic (London, L973), PP' 108-109'
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appears on a revised list of candidates of 22nd November, L669. I'lhatever

the purpose of the \,¡ritten examination'

for iE.

it seems unlikely that Legrenzi sat

The following year, Cardinal Buonvisi ('rnio generoso proteEtorer)

supported hírn in an unsuccessful attempt to oust Uccelini from his position

at Parma, where Ranuccio II Farnese \¡/as the reigníng duke.

In October, L671, he attempted to succeed Cazzalí, who had recently

resigned from the position of maestro di cappella at S. Petronio in Bologna

as a result of the disturbing polemical debates rvhich had grown up around

lrim.27 Lugrenzi must have been known in Bologna, since Giacomo Monti

published a reprint of his opus 8 sonatas in that very year. The position

would seem to have been very suited to his talents, but it went to Colonna.

perhaps in this caèe, his association wi-tln Cazzati \^ras not to his advantage

Despite his growing acclaim as a composer, Legrenzirs climb to a posítíon

of eminence hlas destined to be slor¿.

VENICE: THE MEI{DICANTE: TIIE ORATORIOS

Early in the t sevenries he had established himself ín Venice which

v/as to be his home for the rest of his lífe and where ultimately he was

to achieve great recognition and the fulfillment of hís artistic ambitions.

He first occupied the position of tmaestro di corof at the Conservatorio

dei Mendicanti, where he was allegedly vísited by Johann Philipp Krieger

in 1673. The corrservatories of Naples and Venice Ttere simply orphanages.

In both cities there r^ras a great need for such institutions and a sl-rortage

of funds to maintain them. It was found that by developing the r'rusical

capacities of the children and employing them as musi-cians, the financial

stability of the institutions could be maintained.2s l,lhereas in Naples

the childrents services hrere normally engaged for services at churches in

27s"" A. scrrnoebelen: "cazzaLi vs Bologna: :'657-:.611" Mq rvíi (1971) p.26f.

28r." Ð. Arnolcl: "Orphans an<ì Laclies; The Venetian Conservatoriest' PRÌ4A

lxxxiv (L962-63) p.721.
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the city and for open air performances of secular music, in Venice the

performances \rere given at the conservatorio itself and attracted large

numbers of people who contributed to the mainterìance of the institution

through collections and bequests.2e The Venetian orphanages performed

Mass, Vespers ancl Compline on festival days and in Lent' The chapels

were small and teachíng consisted nainly of singing, string playing and

continuo instruction. Only the upper voices aPpear to have been used in

the service singing.

It may have been Legrer¡zirs orphanage experiences whicir prompted hís

interest in the use of exEensive resources in church music which was later

reflected in his reorganisation of the musical forces at St' Ì'fark's' It

is not clear how much of the music which he published was writlen for the

orphanage though certainly some of it was. In all probability he was

anxious to turn ín other dírections. I{is greatest disappointment may

well have been his failure, by one vote' to obtain Cavalli's positíon at

s. l{arco vrhen cavalli died ín L676. The position h'ent to l{atale l"lonferraÈo,

the vice maestro who was also Legrenzí's assocíate at the Mendicanti.30 He

did not compete for Èhe post l4onferrato had vacated, but the following year

he became Maestro di cappella to the Oratorio of S. Maria della Fava' (He

vras to be buried in the church of S. Maria della Fava) . The oratory \^/as

a branch of the Congtegazione di San Fílipo Neri. This might be expected

Eo have brought hirn into touch I,rith the styles of oratorio and dialogue

which \^/ere prevalent at the time, Hor¡ever, all the five oratorios whích

Legrenzí vlrote in the years L676-L678 \¡/ere compose<l for Ferrara and Modena,

mostly for the Accademia della Þforte. lloire appeârs to have been written

specifically for Venice.

Legrenzí's connection with S. Maria della Fava is recorded throughout

the 1670s. The first performance recorded at the oratory there v/as on

29rh"r" were significant bequests to the orphanages in Legrènzi's
30__ .Ht-s supertor, according to Bonta, but the relatíonship does not

to be quite clear. Denis Arnold states tlÌatrno details of hís
there are knor¡n.' (NG vol .L2, P '48f) .

own will
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4tlr December, L6b7. The children of Èhe I'lendican¡i aPparently took parÈ

fn oratorio performances there, such as the anon¡rnous AninA pentíta of

1667. 3 I

VE}IICE: THE OPEP.AS

ThetideL'aSnol{certainlyEurning.ilewasmakinghisnarkasan

opera composer. The five operas of L675-'I677 made an impression' They

included Gernanieo sul Rena, L676, which was taken uP the followíng year

at }lilan and Motlena, and TOtiLA. which was revíewed in tle nouveau mercure

galantr, August L677, and may have been played at Marco contarinirs theatre

at PíazzoLa.32 Legrenzir s strongest association through his operatic

career Ín VenÍce was s¡ith the TeaÈro San Salvatore. This theatre had

produced his Bentivoglio opera, AchiTLe in scino, the rnusic of whích is

lost, as early as 1664, the year after its Ferrara productiort, and conÈinued

to stage Legrenzi n¡orks unËil khLio ELio Pertinaee in 1685 ' 0n1y four of

his operas were first performed at other houses z TOtiLA, L677 ' at Teatro

s.s. GÍovanni e Paolo; creso and AntiOeo ¿L grande at S. Giovanni',crisostemo,

1681, and his last ÈheaÈrical work, Ifiannssa e MeLønpo at PraÈolino (the

villa of the Grand Duke of Tuscany) in 1685 '

Ttre Teatro S. Salvatore'is still in use (as the Teatro Goldoni)'

It. l¡as the sevenEh of Venicers oPera houses and was opened under the

dírection of the Vendramin farnily ín 1661. It had a double stage and r¿as

especially suitable for grand spectacular oPeras of wl'rich Germanico suL

Rena and EteoeLe e Polinice al':e characterístic examples'

Legrenzi composed for a number of librettísts once he had established

hi¡nself at Venice.3 3 Perhaps iE is surprising that his position as a

thouse composert for San Salvatore did not produce a more consistent

collaboration.

3lsriah"r, B.E.: A Ilisrory of Ëhe Oratorio, 2 vols. (Chapel llill, L977)'

32*uf"."nce in Camerini, P. i PíazzoLa (IIilan. 1925). Allegato 7 (fn'31)'
33r"o Fra'z stieger. .i,. .'; J.. uncler the librettists concerned' r p '29L'
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Tcbalclo FaËtorini l,trof c I'l Leor:Le e L''oLí'ni<:c, 1615, for Le.g,renzi, and

collaborated with G. Giannini ovet Atlone in Cipro, Eire music for whicir is

los¡. ilis only other opera aPPears to have been Scipione Afnícano whícln

hras set by both Cavalli and Viviani.

The prolific libreÈtisE Count Nocolo l"linato wrote for many of tìle

lea,Jing composers from the late period of Cavalli unEil Ehe er-rd of the

celìtury. MosÈ of his operas were wriEEen for vienna and set to music by

Draghi. His only associaEion with Legrenzi was in adapting Zenobia e

Radanisto for Ehe VeneÈian theatre under the title Tiz'idate, 1668' and

adapting Legtenzí's oratorio La Uendita deL core humana for Vienna under

the title: IL prezzo del cuore humano (f692) '

The most. significant of Legrenzírs veneEian libreEEists was probably

Guilio Cesare Corradi who wrote for hirn the librettos of La Diuísione deL

Ikond.o, (1675) a satirical opera of the classical gods, and Èhe operas

on classical hisrory rhemes: Gey,manieo suL Reno (L676) ' Cteso (1681) and

I due Cesaye (1683). IIe 1,/rote the same number of operas for rival comPosers

pallavicino and M.A. Ziani, two for Alghisi and Albinoni and one for

Pollarolo. Of Matteo l,lorists many oPeras only the first was produced in

Vienna,.Èhe rest, which Íncludes Legrenzi's Totila' were written for Venice

and for a number of composers including Boretti, Pallavicino and P'A' Ziani'

l{oreover they were produced at various theatres'

Tomasso Stanzani wrote predominantly for Bologna. Legrenzits late

opera Ltanarchia deLL' irnperio (1634), the music of which is now en¡irely

losL, was his onlY work for Venice.

Antioeo iL grand.e (1681) and Pausania (L63I), from which only arias

have survived, were the work of Girolamo Frisari whose only oÈher oPera

appears t.o have been Aut'ora in Atene' set Eo music by Zanetrini'

Ilicolo Beregan, distinguished in venice as a lawyer, was the libretEist

of various operas which appeared between 1661 and 1683. Cestí, P'A' Zíanf

anrl Pàrtenio set his texts, and for Legrenzi he $trote )ttaUiano Cesare

Atqulto(r6s2)theonlyLegrerrzioperaEobewritEenforlf.an[uaand
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apparently not performed elsewhere' The music is now entirely lost'

It was to Beregan that Legtenzí was indebted for.the libretto of his

most successful opera, very widely performed throughout Italy from 1683

untíl the end of the centuryz Giustino'

¿,uuá pietro d'Averarars first opera PubLio ELio Pev'tinace (i684) no\'ü

losÈ, was written for Legrenzi. His subsequent books I^/ere set by Pollarolo

and others in rhe period 1684-L724. For his last opera, Ifianassa e

MeLampo, comDosed for Pratolino, the residence of the GranC Duke of Tuscarly'

Legrenzi naturally turned to the famous Florentine librettist, Giovanni

Andrea Moniglia. ÙIonigliat s operas spanned the years 1655'-1695 ' They

\^rere mostly written for Florence ancl set to music by }lelaní'

Legrenzirs operas belong to three periods: the Ferrara period, 1662-

1668, in which all the works excePt Tít'idate received their first productions

in Ferrara; the first venetían period , L675-L677, includíng five operas from

AchiLLe in Sciro to TotiLa; and the second VeneËian period 1681-1685 ' which

includes the Venetian operas frorn Creso to PzþLio ELio Pertínace (1684) as

well as the l{antuan opera 7ttauiarø Cesane Augusto (1682) and the last

opera for Pratolino, Ifianassa e lrleLampo (f685) ' The reasons for the

breaks in production betn¡een 1668 and 1675 and betr¿een L677 and 168l are

unexplained. onLy zernbia e Radimisto (1665) survives from the Ferrara

operas. Of the first Venetian oPeras, only Adone ín Cípro is rn-issing, but

of the last ten, Gíustino (1633) is the only one which survives complete'

Various aria collections, to which reference r¿ill be made in due course'

present some of the music from these last operas' A similar fate has

befallen rhe Qratorios. The musíc for Bentivogliots }ratorio d-el Giuditio

is losr. of the five :1616-61 oratorios there only remaín IL Sedecia, IL

vendita cIeL cote Humano, and a score of La Ì.loqte deL cor Penítente from a

performance in 1705 in Vienna, long after the composer's death'

From Legrenzí's letters of the fsixties it seems that as high surrner

approachecl he tiked to return to the hill country of clusone ' Perhaps
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this pracÈice persiste{, and when Èhe aristocracy Ltent off to their

palladian villas on the Brenta, he left Venice wíth íts stagnant canals'

hu¡níd heat and EhreaLening PesEilence and retired to the quiet of the

Alps. Perhaps it was here, far from the professíonal Èurbulence of

Venice, that much of his operaÈic music was wriEten.

VEI{ICE: PUBLISHERS: VICE-MAESTRO OF SAl,l l'fARCO

Meanwhile, in pursuif of his career as a church musician, Legtenzi had

been cultivating a connection with S. l,Í.¡arco. His first assocíation with

Venice was through his publishers. Alessandro Vince¡rLi had accepted tris

opus I as early as 1654, nine years before the Venetian stage had been

open to hin, and while he was still at Berga¡no at S. lfaria Maggiore' The

Vincenti firm had been established since 1583. Its printerr s mark, which

appears on the tÍtle pages, is a píne corÍe. Legrenzirs r¿ork comes quiÈe

laËe in the firnrs history; its last known publication being Rosenmüllerts

Sornte d.a eørtera (1667).3" The only other LegrenzÍ- r¡ork to be printed by

Vincenti was the Harnonia d'affeti deuoti... ' opus 3, published a year

later than opus l in 1655. Àlready in thaÈ year, Francesco lfagnÍ had

published the first book of Sonagas, opus 2, and ÞIagni was to remaín

Legrenzif s chíef publisher untíl f678.' Fro¡r that year' there \^7ere no

further publications of new v¡orks untíl Varischino produced a few of his

unclets works after his death. The lack of publications in his latter

years which \./ere also Èhose of his greatest Prestige may be a matter for

surprise, but they were years of great demand in the face of physical

weakness. IIe may well have been preparíng works for the press which he

left in his nephents hands. In view of his work aE San l'farco we night

have expected thesè publications to have included large-scale composítions'

It is quite possible that they did', but that a decline in ínterest in

Legrenzi's works after his death made such a publication a financial risk'

34*G uridg.r, T.I.I.: Vincenti, Giacomo, vol'19, pp' 783-4'
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I'lagni h¡as tlìe successor to the Gardano (or Gardane) family who had

begun prínting with a book of Jannequin cha¡rsons in 1538.3s Bartholomeo

Ìfagní came from Ravenna and was apprenticed to Angelo Gardane whose

daughter he married. AE Angelors death, the estate passed to his

daughter, and Ìlagni conEinued printing as Angelo's heir. As late as

La Cetra (1673), the printer appears as 'Francesco l{agni detto Gardanor,

ancl the firm retained the device of Gardane's l6th century patron, Leone

Orsini, which h/as a lion and a bear. Francesco qtas the mosE active

member of the lfagni family after the death of Barroloneo about 1644' He

died in 1673, though hís name still appears on Legrenz!'s ftiee unnon'ie'\rc

estese... of 1678. The firn decline'd after Francescors death. Music

printing ceased in 1681, and the printing of books ín 1685.

Legrenzi had t,urned to Giacono Monti of Bologna for the publicatÍon

of AeeLanationi deuoti..., opus L0, in 1670. Monti's musie publication

flourished partÍcularly between the years L662 anð.1689,36 His mark was

the figure of s. Petronio, patron sainÈ of Bologna. His only other first

edition for Legrenzi was E}te cantate, e canzonette...' opus 72, of L676.

He published an edition of the opus I sonatas (already produced in tr¿o

edÍtions by Magni) in 1671. This ís an indication of the popularity of

these works. Yet another edition was produced by Guiseppe Sala in L677'

fÈ is probable that Legrenzi much preferred to publish in Venice.

After opus 1 all the major collections of church music for large resources

were printed by llagni. None came fron Monti's press, though sacred music

r¿as his speciality and large quantities of lifurgical works by members of

the Bologna School associated with rhe basilica of S' PeEronio were

published by him.

It would be due to the demise of the }fagni firm as a music printing

concern that t¡e posthumous publications t¡ere entrusted to Guiseppe Sala:

35ì:G So.tori, C. : )lagni, vol .11, P -4g4.

36,,a r.lrnoebelen,,\. : )tonti, (ìiacono, vol'12. p'538'
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op.15 (1689); op.r6 (169r); op.L7 (1692). Previously sala had shown an

inreresr in Legrenzi by publishing later editions of op.4 (L682), oP.6 (1683)

and op.s (1677), but he never in Legrenzirs lifetime offered a first edition'

The business r^ras financed by Natale Monferrato and conducted ín his house'

The printerfs mark was King David playing the harp. sala became the sole

proprietor after Monferrators death in 1685. His most significant period

as a printer \^ras between 1685 and f 7O5 - the last years of Legrenzit s Life

and beyond.37

Ilonferratots career impinges on that of Legrenzí ít many \'ùays, ÈhOugh

one can hardly speculate on the relationship between them. Like Legrenzi

he found himself in competition r¿ith Cavalli and \^Ias passed over both in

his application for the second organistts posË ín 1639 and again when he

apptied for the position of maestro on Rovettars death in 1668' He succeeded

Cavalli as maestro in 16 76, and his achievements are of interest in view

of Legrenzírs activities ín the same appointments. Monferrato hTas at

the Conservatorio dei Mendícanti from 1655 ' vice-maestro of San }f'arco in

L647, and maestro from 1676 until hís death. Legrenzi (more Èhan tlrenty

years younger) ütas maestro di coro at the Menclicanti from about' L67L, vice-

maestro of San l,farco from 168l , and maestro from 1685' after }{onferrators

death at the age of about 82! Ì{o doubt this longevity \^ras not the least

of Legrenzits frustrations. Monferrators work, both as a dírector and as

a composer, r^ras of sígnificance. In spite of opposition, he reduced the

number of singers at san }larco, with a view to raising salaries (in an

inflationary economic situation) and hoping by this measure to raise musical

sEandards. The procurators twice expressed their appreciation of his

compositions by making a grant towards collections dedicated to them (in

1670 and f6B2). ilis solo motets, opus 4, were written for his pupils at

the Mendicanti, so ít may be that sorne of Legrenzits rnotets hacl the sarne

institution in vier¿. l'{onferrators enthusiasm for the tstile anticot seems

37*a ,.raori, c.: Sala, Guiseppe, vo1.16, p'408
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to have met r¿ith approval, and the sirnilar taste shown by Legrenzirs huge

Opus 9 collection (1667) may owe something to the older manrsexample'

Legrenzír s inclinations as a dÍrector followed another course entirely.

Frorn the time he succeeded Sartorio as vice-maestro in January, 16Bl, until

his appointment as maestro, he seems to have been pursuíng requests for an

unparalleled expansionof the basilica's musical resources' and at the time

of his appointment as maestro in 1685, the procurators decided that thís

had gonefarenough. The 36-voice choir (9 x 4) authorise<lon23rd ApríI,

1686, \,/as not achieved in Legrenzi's time' In 1687 it had become 36

(6, 7, L3, lO). 0n 21st May, 1685, Ehe instrumentalists I^/ere reduced

Èo 34: B violins,1l violeÈtas, 2 violedabraccio, 3 violone, 4 theorbos'

2 cornetts, I bassoon, and 3 trombones. Legtenzits salary both asvice-

maestro and maestro reached unprecedented heíghts (470 ducats in f6B7) and

lhe procurators noted, as an expression of their esteem, that the awards

were made tto the person and not to the officet'38

on taking up his appointment as maestro, Legtenzi withdrer¿ from the

theatre. This may probably be taken as an indicatíon of hís intention to

devote himself the more earnestly to the service of the Church, and to

forego the benefits of more worldly occupations. In the last quarter of

the century, the basilica was beginning to suffer from a contínuíng draín

upon its best síngers, and the Procurators seem not to have entírely

understood the economics of the situatíon. The theatres paíd very much

better than the churches, and the profiEs for a fine opera singer con-

tinued to rise. The only advantage S. Marco had to offer apart from

the provision of a steady salary Iüas a modest guarantee of security in

old age. Legrenzirs positÍon was similar to that of his singers.

Prestigious as his position was, it seems that he could have earned as

3BNc ¡orrta (from Caffi).
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much from srriËing a¡t opera score as he could earn in a year from his

salary aE S. Marco.3s

PERSONALITY AND PI]PILS

Of Legrenzi's personality it may be said thaÈ he vras eager to

please, diligent and ambitious. The one Portraít thaË we have of

him (in the Civico l,fuseo Bibliograficoì"lusicale at Bologna) is anonymous"

IE has frequently been reproduced in standard rvorks of reference, and

since it is an anonymous pieEure daring from the lSth century, it is

also presunably a copy of a lost original. From a general mass of

clerical black emerges a small bird-like head, suggesting sharPness

and intelligence, set on a small, frail body. lle holds a roll of

paper, (no doubt ¡nusic paper) in a delícaEe hand' His letEers reveal

him as a devoÈed servant of Hippolito Bentivoglio, enjoying hís

p_atronage and eager to do snall services such as purchasing books

and instruments in the well-stocked trading centre of Venice.

such letters are addressed equally to his wife, and the messages

and services continue after Hippolito's death into the last years

of the composerts life and the years of his greatest fane. His

admission to the priesthood prohibiÈed any thought of marriage and

romant.ic liaisons and in his last years when he lived in the house

opposite the church of San Lio he was attended by his sister Giovanna'

Judging from Hawkinsr statement relatíng to Francesco Gasparinir40

Legrenzirs students lived in Ehe house with hím, no doubE on fhe apprentíce

39Fo. a full discussion of t¡ese matters, see Olga Termini: tSingers

aË San Marco in Venice - l'he Competition between Church and Theatrel
(c. 1675-c.1125) (Research chronicle of the Royal lfusical Association,
vol. 77, L93I, pp. 65-96).

40Horkinr, sir John: Â Gcrreral llistory of rhe Science and Practice of
Ì'lusic (new cd. f 375) vol.II, P. 665 '
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princÍple. Gasparini appears to have been there in 1686, by which time

he had already submitted a tesc-piece for membership of the learned

Accademia .,Filar¡nonica at Bologna (in 1675). Ântonio Biffi, who was

assistanË to Partenio at. San Marco and also worked aÈ the l'bndicanti '

later became maesÈro at san Marco (L702-L733), and ít Ís supposed he

was Legrenzits pupil. Another future maestro, Antonio Lotti was in

venice about 1683 and is thought Eo have been studying wiEh Legrenzi'

It is clear that Giovanni varischino, the composerts nephew, owed his

Eraining to his uncle, ancl worked in the same style. Ttre early sonatas

of Caldara, who was a chorisLer aÈ San Marco fro¡n 1681 to 1690, refleet

Legrenzírs influence, and índeed, anyone connected l^Iith the music of

the basilica at this period roighÈ be expected Èo have taken notice of

his methods. Giuseppe Boniventi, whose first oPera' IL gran lt'laeedone

was produced in the year Legrenzi dÍed, apPears to have been a pto¡fgé

of hís and to have owed to him a reconmendaÈion Èo the D¡ke of l'fantua'

the opera is dedicated to the Duke, and he is shortly after to be found

in the service of the Mantuan court.ll Domenico Gabrielli (1651-1690) '

the cello virtuoso rshose name l-s particularly assocíated with San

petronio aÈ Bologna is consídered to have studied with Legrenzi in

Venice.u' H" also held a court appointment at lbdena, t¡here LegrenzÍ was

well knor¡n, andwrote oratorios and operas t.here. oEher musicíans such

as Antonio GiannetEini must have come under his influence' GianneÈtíni

IdasapupilofCarloGrossi,butasabassandlat'erorganistatSan

Marco (fron c.L672) and as a successful composer of oPeras from 1675

4lra ,..rtell, S.: Boniventi-, Guíseppe, vol'3' P ' 23'

42rG s,r."s, J.G.: Cabrielti, Domenico, vol'7, P' 67 '
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onwards, he would be well al/are of Legrenzi's work and performing methods'

Legrenzi's influence on vivaldi rnay only have been slight, buE since his

father was a violinist aE San Marco frorn 1685, he would know something

of the quality of Èhe music Èhere in Legrenzirs time. Vague as the

picture is, we are left with the feeling that Legrenzirs role as a

teacher was impressive, and Ehat he must have had so many students working

wiÈh him more or less closely and inEensively that it became easy to claím

a teacher/student relat.ionship with him on slender evidence.

VENICE IN DECLII{E: MAESTRO OF SAI'I MARCO

venice in Legrenzits time was ín a conditÍon of political decline,

but this was not necessarily obvious from Ehe contemPorary viewpoint,

ancl in facÈ Legrenzi presided nusically over one of venicers last bursEs

of urilitary glory by writing a Te Deum in conmemoratíon of the víctories

over the Turks in 1687. In that year, Francesco Ìforosini conquered the

Morea, and subsequently, with Königsrnarck, went on to caPture AÈhens'

but they were never able to hold it Ín spite of their attempts at

deporting the population, and rhey finally withdrew' Venice had no

standing army, but relíed on hired t.roops. lüar on the scale it had

undertaken in Greece r^ras ultimately beyond its capacity.q3 Th. declíne

of Ehe Venetian aristocracy continued throughout the century' An

oligarchy had been built uP on the basis of the old aristocratic families

whose names appeared in what was known as the tcolden Book' of venice'

These fa¡nilies provided devoÈed service to the sÈate, and fhe híghest

offices were in their hands. Theír wealth $¡as Protected by a system of

limited marriages, in which only selectecl members of a family hrere permitfed

to marry.

43r." Jolrn Sroye: Europe Unfolcling 1643-1638 (Londcn, 1969), pp.324 329
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DurÍng tlre century, the economíc problems of Èhe tirne were allowed to

under¡nine the tradÍÈions. Taxes increased and nobilit.y became purchasable

aE a high price, thus admitting the wealthier ¡nerchants inÈo the ranks of

the traditional aristocracy. The economic decline utas noE in the long

run assÍsted by. the bid for power which Elre war l¡tithlthe Turks rePresented'

If the reality of venice as a European Po$ter htas less impressive

than it. lrad beenin the PasE, it nevertheless conEinued to be renowrred as Ehe

carnival ciËy and the playground of princes, the oPeras and masked balls

(ridocti) beingasignificant Partof this imageanda sourceof profit to

its imprcsarios. . Legrenzir s connecEion with the public asPects of Venetian

life was recognised and appreciated. TLre procurators of San Marco from

time to time expressed their appreciaÈion of his work in financial as well

as verbal terms, andhis reputationin the theatre' createdbymusíc of a

novel intenslty*trr"", if not unchallenged' at least consistently success-

ful. The operatic n¡ork ceasedinhls last years 'r¡hen hehad achieved the

position of maestro at San ìdarco. Perhaps Ít was no longêr necessary to

work so hard in the market place, maybe also Ítwasunbecorning to his

position, certainly he seems to have been drawn even more sÈrongly to the

service of the Church as age and Ínfir¡nity drew in upon him' lJe know that

he directed a Requien l.tass ín the church of the'Incurabileq6which caffi

thought was for his operatic rival Pallavicino. Ttre following year he

composed, for personal reasons, thevoÈive Ìfassin rstile anticor, which

hehadcopied and bound in an impressively archaic format for the Santa

Casa at Loreto. The reÍnbursenents which were made lo him for having music

copied for s. lfarco suggest that he composed a Mass for chrístmas Eve in

1687(and probably an earlier one in 1685) , wltile in 1689 the procurators

44s." J.c. Davis: l'lrc Dccline of the venetian Nobility as a Ruring class
(llaltimore , 1962).

45ro" Robcrt Donnirlßto¡r: 'l1re Beginnings of Opera' p' 6lf '
46 _-f.()llr,.iìcrrri r,r ..,i '. , p.i7, qrrotirlg Iront Llrc tltall.'ltlc' Ve rlc'tiat for ]lltrclr,

I l),-, ò -
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acknowledged his Responsori ciella Settimana Søtta-a7 The musíc for

christmas MaÈíns probably belongs to this period, but otherwise the

christmas llass and the music for Holy lüeek must be considered lost'

Also lost is the music for Ascensíon Day when the Doge celebrated the

wedding of Venice and the sea.

Legrenzirs thoughts \^Iere occupied during his last years with bene-

fiting fellow musicians. He Eook the first steps towards the foundation

of the Sovvegno, a co-operative venture to assist musicians, which was

brought to fruition by Partenio shortly after Legrenzirs death' cele-

brations took place on St. Ceciliats Day, and the first of such occasions

r¡ras in 1685 when Legrenzi dírected music at Mass and Vespet"'ut

Legrenzi's final illness was long and painful' He died on May 27Eh'

1690, and was buried at his olì7n request in the church of the Oratory of

S. Maria della Fava. A funeral oration delivered by Simone Trevísiano

was published by Giovanni Francesco Valvasente'

Legrenzits music may not have retained its vogue much beyond his

death. His operas enjoyed a few revivals until the end of the century'

but the late revivals, of which Ehe Modena score of. EteoeLe e PoLinice

is an example, would invariablyhavebeen brought into line with the

changing tastes of the time. The libretto of Giustino was adapted for

Ilandelts use .ít L737. Legrenzi's music appears to have influenced

Agostino steffani, as l{olff observes (p. 86fn). Steffani himself was

trained at a Venice conservatory and was a chorister at S' Marco in

the rsixties before Legrenzi hi¡nself arrived there. steffaní in hís

turn, through his connectíon \,rith the court of Hanover, exercised an

influence on llandel, who copied the only six-part motet by Legrenzi

which survives : Intret in conspectu (200). J.s. Bach composed in his

youth a fugue on a theme of Legrenzi

4ü iCltn., p. 109.

p .105 .

from a source whích is stil1 untraced'

L7"Bonta, oP.cLt
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!tr1th the development of the'baroque concerto and the growth in the

dimensíons of Èhe on.r"al" aria, the music of Legrenzirs day must

have come to look old-fashloned and short-winded. It ís certain,

however, that Legrenzi left behínd a reputation which at leasE

preserved his name as one of the mosÈ reoovmed composers of hís

generation.



CHAPTER TI,JO

TIIE MUSIC OF LEGREI{ZI

Before undertaking a discussion of Legrenzírs works, it will be

helpful to clarify the categories of his cornpositions by listing the

publlshed,¡oïks according to their genres, bearing in mind Èhat the

volumes of líturgical works include music for both Mass and Vespers'

Choral Liturgical Music:

Concerti musicale Per uso di chíesa - oP'1 (f654)

Salmi a 5... op.5 (1657)

Compíeta con le Lettane & Antifona oP'7 (L662)

sacri & Festivi concerti: Messa e salrni a due chorí... oP. 9 G667)

Motets for 2 3 ox 4 voices:

Harmonia d'affetti devotl-.. oP.3 (1655

Sentimenti devoti.. . oP.6 (1665)

Acclamazioni divote... op-10 (1670)

Sacri Þlusicalí Concerti.-. op.15 (1689)

l.fotetti sacri.. . oP.L7 (L692)

Cantatas Canzonets etc.:

Cantate e Canzonette-.. op-Lz (L676)

Idee armoniche estese. -. op.13 (f678)

Echi dí riverenza... oP.14 (1678)

Church SonaLas:

Sonate a 2 & 3.. - oP-Z (f655)

Suonate da chiesa,... oP.4 (1656)

Sonate a 2, 3, 5 and 6 instrumenti" ' op'8 (f663)
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La Cetra... oP.l0 (=11¡ (1673)

Sonate da came ra and Dances:

Suonate da chiesa, da camera" ' op'4 (1656)

Balletti e Correnti"' op'16 (f69f)

TheliturgicaLworkscan'toasmallextent'besupplementedby

unpublished compositions in manuscript' but many of the motets which

apPearinvariouslibrariesareScoreswhichhavebeenmadefron.rmotets

appearing in the printed books' and'as a rule' bear the date of their

publication.

Ihecloseproxirnityíntimeofthecantatapublicationssuggestsan

attemptatacomprehensiveviewofLegrenziIscontríbutiontotiregenre.

Probably the manuscript copies which preserve cantatas not in the

publications arê of later date'

ThechurchsonatasarespreadoverpublicationsspânnínglSyearsand

suggesE a continuity of interest which ends abruptly in L673' It must

beassumedthattegrenzihadnoneedforfurthersonatasinthebusiest

periodofhisprofessionalcareer'orthatsomequantítiesofmusichave

beenlost.Suchalosswouldbethemoresurprisinginviewofthe

popularityofLegrenzí'ssonatasattestedbytheirreprintings'Some

ofthismusicmightbeaccountedforbytheposthumousopuslT(=18)

lisred by Fétisl under the title : Suonate d'a chiesa e da cameT(t 2'3'4'5'6'7 '

Stronenti con trombe e senza overo flauto, libro sesto. opus 1Z (Venice'

1693).OurknowledgeofLegrenzilsinstrumentalmusicrnightbegreatly

enhancedbythiscollection.Itisnowtheonlyprintedworkofhisto

be considered lost'

ThereprirrtingsofLegrenzi'sr¡orksduringthelTthcenturyareaS

follows:

I Fetis, F. J. :

v I 256.

ilístoire gânêraLe de musique (Patís' 5 vols' 1839-f876)
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Opus 4. Suonate da chiesa, e da camera... Guiseppe Sala Venice, L682

(First ed. Magni Venice 1656).

Opus 6. Sentirnenti devoti espressi con la musica di due e Ère voci...

Les Lévitiers de Pierre Phalèse, 1665 (First ed' Magni,

Venice, 1660).

Guiseppe Sala. Venice, 1683.

Opus B. Sonate a due, tre, cinque e sei instrumenti... Franceso llagni,

Venice, L664 (First ed. Plagni, Venice' 1663) '

Giacomo Monti, Bologna, I67L-

t10] Sonate a due víolini, e violone con Íl sue basso conÈínuo

per ltorgano... Guiseppe Sala, Veníce, J-677 '

Opus 10(=11). La Cetra...libro quarto di sonate a due' tre e cinque

instrumenti... Gardano (Magni), venice, L682 (First ed. Magní,

Venice, 1673).

Opus 14. Echí di riverenza di cantat.e e canzoni... Sala, Venice, 1679

(Fírst ed. Monti, Bologna' 1678).

A. SACRED VOCAL MUSIC

IA Music for the Mass

It seems like1y that Legrenzí rvrote Masses which have not survived.

The four which have survived are indicative of the segregated styles which

are characteristic of the baroque era before its final phase. The ltlessa

a 4 uoci e duoi uioLini (opus 1/1) (1) 2 and tne Messa a 5 uoci con stromenti

(3) (unpublished) are examples of the concertato style. The títle of

2 Nrr,',b.t, following the titles are those of the catalogue
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opus I Ís tConcerti musicali...r rmusical concertosr. The uranifold

meanings of the term tconcertot are a perplexing feature of baroque

vocabulary, but the style referred to here has been covered by the term

Iconcertatot (Iconcertedt). TLre concertaEo style is essentíally the

interplay of any grouping of voices and instrumenÈs' and has iËs origin

ín the moËet. In this case, Eine Messa a 4 uoci (l) has two violíns,

giving Ëhe instrumental body a trio texture as in the sonaÈa da chiesa,

whereas t:ne Messa a 5 ooeL (3) has the full orchestral scoring of

VlV2VlalVla2Vb Bc. (Both these scorings are to be found in contemporary

opera scores. )

In the LegrenzL period, the concertaEo style gains versatility

and flexibility from the juxtaposition of tutti sections, solo ensembles

(with or without the participation of strings) and string ritornelli,

the secEions being presented with contrasted tíre signatures and tempi'

Though Legrertzí hiruself adds no qualificaÈion to the title of the two

Masses under consideration, Èhese works come into the same category as

conËemporary works which do add a qualifying term' such as C'azzat-ít s

cornpieta eoneeTtata, opus 40, (1668) and Colonna's Messe e saLni

Coneertati, Opus 10, (169I).

There is a great difference in the presentation of these Èwo }fasses

as rde have them at present. Whereas tlte Messa a 5 Uoci (3) is ín a

hand-written score and readily accessible to the reader, ttre Messa a 4

uoci (1-) is laid out in seven part-books which also contain the settings

of vesper Psalms catalogued in section 18. Both these works contain

sEructural resemblances to the sonata da chíesa and to the moEet, Pâr-

ticularly in the soloistic elements. These soloistíc elements also have

connotations with the secular works for vocal ensembles, as referred Eo

in the Commentaries- 3

TheotherEwoMasses,thoughquitedifferentíntechnique

3R"f....r"es in MacDonald, J.A. z The Sacned VocaL lhtsic of Giouannt

LegTenzi (2 vols.) (Ph-D-diss. University of Míchigan' L964) '
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represent aspects of the rsEile anticot.

Opus 9 is Èhe largest printed collection to be published fot Legter^zi-

The double choir, full string ensemble and organ continuo require 14 part

books and take up nearly 600 pages. Hor¿ever' these large resources no

longer imply the splendours of Gabrieli and the imagination is not

directed towards the expressive resources of a large group of performers.

On the contrary, Legrenzí is seeking a uËilitarian medium in whích the

double choir is simply amplified by the addition of ínstruments for

occasions which requíre richer effects. Legrenzi ínstructs us that

the music can be performed with 8 voices, but they should preferably be

augmented. It can be performed with double choir with organ or double

choir with strings and organ. No doubt the results are frequently

effective tshatever Èreatment, is adopted, but. opus 9lies in Ehe most

neglected corner of Legrenzirs work.

The Mass (4) from this collection, like that

of opus l, consists of Kyrie, Gloria and Credo on1y.a

T1¡¡e Missa Quinque Voeibus (4) of.1689 comes from the lasÈ years of

Legrenzirs life and the only source is the remarkable volume in the

archives of the basilica of the Santa Casa at Loreto. It is most likely

that this tras a votive work in which the composiEion (in stríct poly-

phonic style ) and the presentaÈion (in a huge choír book laid out

ín the Renaissance manner r¿ith the cantus and tenor ParÈs on one PaBe'

the alto and bass on the other and the quintus in the middle) are

indicaEive of a pious exercise. The parts are wiÈhout bar-lines' The

whole work is beautifully copied in large scripÈ with illuminated capitals

and is elaborately bound. Possibly Legrenzi ¡^rould have liked to nake the
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4See p.54 for an explanation of thÍs practice.
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pilgrinnge t.o Loreto, but htas prevenÈed by infirmity' In Elrat case he

was following in Ehe steps of ìlonteverdi, who vowed to make fhe pilgrimage

to Loreto in thanksgiving for the facE that he and his sons were sP¿rred

during the Great.Plague of 1630-31.5 Unlike Ehe oEher Masses, tltis 'stile

anÈicot Mass presents all the movements of the Ordinary. The copyist was

Giovanni Francesco di Sarci.

Section IA concludes wich the Prosa: Dies trae from a Missa pto

defuttctis (5) wirích survives in a copy in the Bibliorhèque ÌlaÈiorrale,

París. It cal1s for large forces - a double choir and an orchestra

lacking violins but having Ehree víola parts - no doubE as a symbol of a

sorrowful occasion. It calls to mind the ceremonies which Caffí refers

Eo in commemoration of the death of Carlo Pallavicino.6 This composer

was for many years Legrenzirs chief operaÈic ríval in Venice, since he had

composed regularly for the theaÈre of SS. Giovanni Crisostamo from Ehe time

of its inauguration in 1678 unÈil 1687. His death took place in Dresden

in January, 1688. Tt¡e journal PaLLade Veneta quoted by FogacciaT gives

an account of a Requiem directed by Legrenzi- ín the chapel of the

Incurabile, where Pallavícino had been maestro dí coro; the position

equivalent to that which Legrenzi held at the Mendicanti. It describes

the musicians (who included the girls of the Incurabile) as occupying half

the church and being arranged tin duplicato girot (in two semicircles?)'

There ís no direct evídence linking the score ¡¡ith this performance

rather than any other ceremony of i¡s kind, buE the possÍbi!Íty rentains

Ehat this rn¡as part of t.he music perforrned on Ehat occasion' It should

hor,¡ever be borne in mind that Legrenzifs duties for the academy at Ferrara

included supplying music for the funerals of ífs rnembers rB 
' 

and who but

5 S.u Srevens, Denis z Tne Letters of CLaudio Ìúonteuerdi (Lonðon, 1980)

p.415. IE is noI known whether ]lonteverdi fulfilled this vow. (p'412)
u arrrr, Francesco: storia deLLa rmtsica sacra neLla gia caqye.Lla Ducale

(ii S.iior"o in venezia riaL 1318 aL 1797 2 vols. (venice, 1354-55:

F.eprint: 1931),
t on. cit. , p.252.
8 ßorrra, ,,),' .':,:i., pp. 4?-43.
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Legrenzi woulcl have written tl're music for Bentivoglio's funeral in

1685 ?

IB Vespe r Psalms and l{agnificacs

The repertory of vesper Psalms needs some explanation in terms of

its use. Legrenzi wrote music for three offíces: Matins, vespers and

Cornpline. Of these, Vespers (the twilight service) was the one most

comrnonly performed with elaborate music, and it is the one which has Ehe

largest number of psalms accordecl to iE. In practice, five psalms were

sung. Psalrns 109-113 (according to EIìe numberi¡g of the Vulgate) were

performed on Sundays and five fro¡n Psalms LL4-I47 during Ehe week'

Specific festivals such as Christmas had a special selection of these

psalms allotted to then. The psalrns \¡tere perforrned togeÈher r¿íth their

appropriate antiphons, which were sung to their plainsong tunes.e No

doubt the week-day psalns were seldom sung in concer¡ed settÍngs unless

they were appointed for special days, but. they rnay sometimes have been

required for week-day services offered by academies such as those with

r^rhich Legrenzi was closely associated.

Included in opus I is the versicle and response, Domine ad ad-

juuøtdun ne (10), the CanÈicle,lfuagnifieat (16), which concludes the

collection, and five psalms for Vespers (11-L5). OnIy Diæit Dominus(ll)

and the Ìkagnifieat (1.6) show the full complement of voices and instruments

for this collection - CATB VlV2Bc. Domine ad aQjuuandum me has only a

solo cantus gart and strings. 0ther rvorks are set in contrast with

each other. The settings which have basso continuo acconpanimenE only

'il'uut"r*te Dominu¡n rarez Confitebor (12) CItß, Laudate Pueri Qa)/¿

(15) CATQB. The extra tenor part (Quintus) is no doubt so called because

it. appears fraditionally in the five-part scoring of fhe sixteenth century

9 ,u. llG Steiner, R.: Vcs¡ters, vol.19, pp385-86
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for music of contrapuntal characÈer. tseatus Uir I (13) is an extended

seEEing combining strings with the lower voices ATB'

In the technical asPects of their construct.ion, tlte seÈtings of

vesper psalns do not differ conspicuously frorn motets, as can be seen

by comparÍson. Tlrey are, however, rÍcher in their scoring, and this is

clearly Ëhe case in opus 5, in which all the settings have an orchestral

accompaniment, Èhoug,h this also varies in the same htay that Èhe first

two l.lasses do beÈween Èhe sÈandard scorings of VlV2Bc and VIV2AV TV Vb Bc'

Ancl here as elser^¡ftere the vocal forces are varied, either for the purPoses

of Èextural variet.y or for Elre Practical reason of obliging variously

consÈituted performing bodies. In opus 5, the only grouping which is

repeaEed is ATB, and in each case the instrumental scoring is VlV2Bc' Tt¡e

three psalms set in this way are: Beatusu¿TTf(20),Laetatus sutn I (23) and

Credidi I (26). All the other groupings occur once only. As a general

rule, the upper part Ís named cantus, and it appears ln various groupíngs:

Disit Dominus II (18), CTB, Confítebor II (19), CAT, Latdn'te puerí' II

(21), CAB, Laudnte Dominun ü Q2), crc2B and l,lagnifieat II (29) cTB' In

other works the upper Part is described as Soprøto and it appears in the

following groupings ; Lauda Jerusalem (25) SlS2St, In eonÐertendo (27)

SrS2T and tseati onmes (25) SIS2B. It is unlikely thaE the two terms are

anything other than synoi'l)rmous, tempÈing as it is to Press the modern

connection of. Soprano wj:th the female voice. The publication of opus 5

in 1657 was nany years before Legrenzits connection hrith the Mendicanti'

AE the same Èime, it cannot. be ruled out thaE in his original intentions

Legrenzi did have some disEinction in mind beEween the terms Cantus and

Soprano.

The opus 9 settings include all but four of Ehe psalms appointe<i for

Vespers which are given in the Liher usualis (pp. 128-209). The last

psalrn: coniitebor Q7) is a setcing of Psalm 137, not the more commonly

cornposcd ?cnJ'i.!,î:)()i', rvllicir is Psalrn ll0.
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opus 9 contains an excepEionally large nwnber of psalns - .seventeen

in all. Of these', DLsì,t bminus, Confitebor, Beatus uir" Landate pueri

and Laudate Dominun, appear in each of the three books; Laetatus sum,

Ilisi Dominus, Laudn JerusaLem, Credidi and In contsertendo Dominus aPPear

also in opus 5, but the resË' De profundis, Donine probasti me'

lfuemento Dauid . In eritu Israel, Dotn'ine probasti me, De profundis and

l4emento Dauid appear only in this collection. Each of the Vesper sets

contains a l"lagnificat. The psalm seLtings of opus 9 all have the same

scoring, and vary only in their inÈernal texEural changes. IE is necessary

to bear in mind the variable reans of performance Previously descríbed (p'43)'

Ttre setting of Domine ad. afuuuandun ne (30) shows i¡nnediately sorne of the

effects available (supposing that the full choral and orchestral forces

are used). The word Domí,ne ís set tnice in block hanaony with both choirs

and orchestra. tAd. aQiuuøtùtn ne festinat is given to the fÍrst chorus

and inítated before its conclusion by the oÈher. onty the contÍnuo

accompanies. The I Gloria' begÍns with the first choir and contÍnuo

alone, buÈ at rsicuÈ eraÈr Èhe choruses imitate each other again, their

basic rhythms punctuated by orchestral entries. Ttre contrast bet'¿een

sections is enphasised by a change of metre frorn C a" ;. Such procedures

are characEeristic. The opening procedure is follov¡ed very simílarly in

Confitebor (32) but with a contrast of neÈre inrnediately following the first

bar. The use of the orchestra to reinforce Èhe sonority and rhythmic

resilience of t.he chorus is a significant and engaging feature which

remains a familiar technique in large-scale choral works to Ehe end of the

baroque period.

Credid.i fiI (45) is not entirely cornplete in the one manuscript copy

which survives. The orchestra shor,¡s the f ull operaEic complernent of

sErings - VIV2AV TV Vb ßc - and its use suggests a laÈe work enrploying the

orchest.ral riEornello to thc full ancl contrasting it with solos accompanied

orrly by thc basso conti¡rtto-
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To this impressive repertoire must be added tlne {,audate pueri IV (49)

for five-parE chorus, (ClC2¡,t¡), operatic orchestra and Erumpet (Tr VIV'AV

TV Vc Bc), one of fhe most inventive and original of Legrenzirs choral

works. Xhough it was never þrinCed, iÈ may be one of t.he few works to

give us a faithful impression of the composerts nìost mature church style.

The addition of Èhe trunper permits a festive element unknown in the other

surviving works. It allows Ehe splendid opening ritornello to proceed

from solo Erunpet and continuo to an orchestral entry, and onward to the

entry of the chorus aL Lauda.t¿ (m.6). There are some unusual textural

combinaEions, such as t.he alto solo with trumpet obbligato aÈ ErceLsis. ..

(49c), and the cantus solo , Quis sieut... (49d) wi¡h trumpet and violin

obbligato in thirds. l0 Taking into account the more conventional

groupings, such as the florid Venetian duo for the two cantus voices at

the commencement of the GLoz"ia, it can be seen that Legrenzi was acutely

perceptive of the value of textural variety within an idiom which t¿as in

many technical respects quite linited.

IC. Music for Matins and Conpline; Antiphons and Litaníes of the

Blessed Virgín ldary

The Invitatory, Psalms and Te Deum for llatins fn Natioitate Domínwn

are to be found in eleven part books in the Biblioteca Marciana at Venice.

There !,rere once Ewelve books, of which Ehe ALto Primo is now nissing.

Tlrese may well represent Legrenzifs later style, since, líke Laudate pueri

IV (43) they show a more lively use of Eheir resources Ehan the settings

of Opus 9. Tiris is chiefly evident in the EreatmenE of the string Parts.

r¡Jhereas in Opus 9 ci-re strings punctuate the rhyËhm of the chorus parts'

in ht Nntitatc Dominwt Ehey flow in shorrer noEe-values than the chorus,

and conceal t.o sone extent [l.re conventional elements of imitation between

1oBr.,r sec p. f29-30.
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the clroirs. This may be seen at the beginning of Quare fremuenunt

gentes (61) and ar Aeterna fac ín E]ne Te Deum (64), where it is the string

fíguration rather than the conventional gestures of the choirs which

attract attention (64d) Tlne Te neum (64) begins with a carillon-like

ostinato in the violins which lends a novel festíve character to the music'

(64a) Another Te Deum, considerecl to be the one which Legrenzí \^7rote to

celebrate the victory over the Turks in 1687' \¡Ias lost in Breslau during

I^lorld hlar II. 1l

christnas Matíns as set out in the Liber usualis (pp. 368-392) has

three scctions called l{octurns. Legrenzi has set the InUitatory: Chrístus

natus est nobis (60), the three psalms appointed for the First ldocturn

(6L-63), and the Te Deun (64) which occurs at the end of the service.

Inclu<led af ter tjne Te Deum ís the Intz'oit to the Mass wirich f ollows:

Domínus diæit (65). This is unique in being the only piece by Legrenzi

clearly based on a plainsong cantus firrnus '

The music for compline ís in the six part-'books of Opus 7. All thís

music is for voices with basso continuo accomPaniment. The collection ís

dedicated to Ippolito Bentivoglío and belongs to the period when Legrenzi

\^7as rnaestro di cappella of the Accademia dello Spiríto Santo at Ferrara,

unless some of it was already in use at Bergamo v¡hen he left there in

L656. The full resources required for opus 7 axe CATBSc. The full

choral passages are varied by aria-like sections for solo voice, such as

the alto solo: Signatum est super nos Lumen írt C\,m inuocanem (71h), and

sometimes by solo recitative, as at the start of confiteor (69) '

The music for Compline has to be understood in relation to that Office'

which takes place at the end of the day' Legretzi's compiete was a

setting of the entire service, completed by Ehe four Antiphons of the

Blessecl Virgin l{ary which are appointed for specific times of the year'

l1}{".Dor,ri'ð.: op. cLt., p.46.
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The I'farian anLiphons are unusual in Èhat unlike 
.antiphons 

in general

they are noÈ performed ín connectíon with psalms, buE as a conclusion to

Compline. In conposing *-his service, Legrenzi sets not only the

versicles and responses, but also the parts of the service which would

mosE commonly be spolcen: the lesson, Fratres: sobrii estate (67) and

the Confession, Confiteor (69). The psahns appointed for Compline do

not clrange, and Legrenzi sets all four of these, including In te DOmine

(7Ð wi'ricir is not Íncluded in Ehe Líbet, UsuaLis.rz . Also present are

the hymn: Te Lucis ante terminun (75) , the short responsory, Itt manus tuas

(76) and rhe Canticle: Nune dimittis (77). The anriphon settings which

belong to this collection are: ALma Y,edemptoris mater' (78), Aue Regina

CaeLoz.un I (79), Regina CaeLi Laetare (80), and SaLue Regina I (81) .

The settíngs included among the motets of opus 6 (82-85) can be seen Èo

be siinpler in character and have fewer sections. Cor.rplÍne settÍngs seem

to come particularly frorn Bologna. Cazzati publíshed two settings' one

in 1ó4 7 for voÍces alone (published in !'enice) , and a Compieta eoneev'tata'

for t¡vo to four voices with violins (Bologna, 1666). Colonna's opus I

(= 9) ís a Cornpieta con Le tre sequenza. deLL'anrto (Bologna' 1687) for

eight voices and organ. The composers associated with St- lfarkts in

Venice - Cavalli, l,lonferrato and Rovetta aPPear to have had no need of

such works. Probably it was Ehe academies who used them.

The Litany of Loreto occupies a special place in Legrenzits output,

and is included with the music for Compline Ín Opus 7. IE was the only

Litany of Ehe 3lessed Virgin l-lary to receive official recognifion after

all others had been banned by Cler,rent VIII in 1601. Loreto itself ,

situated in the hills inland from Ancona in the north of Italy, becarne a

favourit.e place of pilgrimage in the 16th century, and it was in the second

half of the century Èhat the Litany became vridely popular t.hroughout Europe-

Tìte Sarr ta Casa is supposectly tlre house o f the lloly Family miraculously

:, ,1,':,-,.,.i|.:.íj, pp .2b2 - 21 7TL--Ðor¡crr i ca aC Complc torur,l
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transported Ëo Italy. It had an excellent musical escablishment until

the 19t.h century and has a direct connection with Legrenzi Ehrough the

offering of the Missa d. cinque uocibus (4) of. 1689. The archives at

Loreto contain large numbers of seEÈings of the liÈany . 
t' l'fany received

publication; for exarnple, a coll-ection of polyphonic r,rusic published by

G. VicEorinus entitled: Thesanras Litøtiarun a. praeeipius trusicis' ' (Ilunich,

1596) contained 45 polyphonic sertings for 4 and 5 voices of }farían

liEanies.lr Tl-rere \{ere many seÈtings in polychoral style, and the

Litany long continued to attract musical settings by famous comPosers '

incluclirrg }fozarE, Schubert, Bruckner and Liszt. Its strtrc'ture consists

of a Kyrie, (an invocation of the TrinitY), a series of invocatíons to the

Virgín naming her nany titles, and a threefold Agnus Dti''i'

ID. l{otets

Legtenzíts motets conform to the general ltalian standard of the time

by being nainly for one, Èwo or three voices with continuo. Ihey also

confirm the general pattern observed by Jeron* no"n.íg that motets on a

larger scale were composed, nost like|y for special occasíons, but that

they were not usually published. Legrenzit s tntnàt in conspeetu (200)

for six voices, which survives only in a coPy by llandel' aPPears to fall

into this category. Apart from this, there are only four published motets

wl'rich go as far as four voices - all from Opus 3 (190-L93) ' Only Opus 17

presents motets with instrumental accompaniment. As Èhis is a posthumous

work, the irnplication is that iÈ was a development which Legrenzi took up

late in life. Some conparison can be made here rvith Èhe cantatas, of

which o¡.Ly Cintia ùLente (266) has a string accompaniment. The unpublished

setEing of the Vesper Psalm Credidi (48) for alto solo and full string

13
See Rorlr, J. i ùie meln stinrningen Late'Lnischen Litøteikonpositíonen
des Lt. Jahr'ltunderts (Regensburg, 1959).

See NC ilerry, I'1. : LitanirL. Lrt.ueLana vol.1l pp' 74-75 '

Lii.,ct, i,;.-.t1L t'..:, ¡rp. f 857-1S5S.

liG: tlotet III, 2, p.639.

I4
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accompanimcnE seems fo confirm Èhe same Èrend. The main influences on

Legrenzirs wriÈ.ing would appear Eo proceed from Bologna, and particularly

from Cazzati, who published eíght books of solo motcEs betwee¡r the years

1647 and 1673. G.P. Colonna, Cazzatirs successor at San FeEronio in

tsologna, and about t.en years younger than Legrenzí, has some motets with

violins. SEradella, whose affiliations r¡ith Bologna noÌt seem cleatrrT

seems Èo have been parEicularly interested in string accomPaniments for

cantatas, and this looks like being a parallel development. The main

problem relating to motets apPears to be in Ehe area of the origin of

their texts, and the uses to whiCh they were put. They also have an

existence parallel r.¡ith t.haÈ of the sonata da chiesa, which fulfills

similar liturgical functions without recourse to a EexË'

Most. writings on the subject of the r¡otet in the second half of the

17th century are evasive on the subject of the authorship of the texts '

but l,Iarren would seem to be correct in saying of Cazzatírs moteÈs: rllost

of the texts of CazzatÍrs solo moteEs are from a corpus whích would seem

Èo be peculiar to the churches he served.'l'8 Legrenzí appears to have

drawn his texts from such a corpus. Threy Present direct parallels Eo the

sentiments to be found in the secular cantatas and the literature is

frequenEly of the same order and literary standard as the cantata texEs '

though of course ín Latin. This makes the musical analogy between cantata

and motet. all the more evident, though it brings the genre iEself into

conflict r¿ith the persistenE effort of the Popes in this century to keep

texts which are found neiEher in the l4issal nor the Breviary nor Lhe Bible

ouE of the services of the Church. The decree of Pope Alexander YT, Piae

soLLicitudinis of Aprit 23rd, ieSl, makes this point particularly strongly

and enforces severe penalties upon musicians r¿ho infringe his ruling'

17S.. Gianturio, C. ! tAlessandro Stradella: a True Biography' in /4 Nov.

1982, pp. 756-758-

l8lr,orro,',, J.1,.: li¡c i'j,tt.ci;Li rt l/c¡ctt Sc,/.a c'j' l'!r¿L¿t''i'¿il Ca;:::rtti (])iss' Soutllcrn
Baptist Theological Seminarv, f967).
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They are forbidden runder the pain of the sentence of excommunication

lalae sententiae, aS well as forfeiture of a monthrs stipend, and

suspension from their respective office, to allow anything to be sung

in their churches and chapels except those compositions which have words

which are prescribed in the Breviary and ìfissalr"t He goes on to say:

rMusic which imitates dance music and profane rather than ecclesiastical

melody must be excluded and must be banish"d'fro. the churches.'

This may be seen to some extent as part of an effort to restore the

use of the Liturgical Chant in public services. Four editions of the

chant appeared in the 17th century in the wake of the controversial and

unstylistíc }ledicean edition, all of them published in France.20 Clearly

Pope Alexanderts edict met with conflícting interpretations and a further

edict of Pope Innocent XII aimed at clarifying the situatíon. The decree

appears to be bindíng tupon the great city of Romer, which suggests that

elsewhere notet performances míghE v¿ell have been in accordance ¡¿ith local

rather than Papal custom. The edict of L692 allows motets at the Elevation

during the Mass, and during the Exposition of the Blessed Sacrament. It

reconrnends as texts the hymns of St. Thomas (Aquinas), the Breviary and

the l4issal .21

By comparison wíth the Masses and the Vesper Psalms, the motet is

a restricted form. It is chiefly in the concertato treatment of the Þlass

and the Psalms that the newly-developing interest in vocal counterpoint

can be seen to lie, chiefly because the completeness of the forces employed

invited it and because it presented a textural contrast to the grand effects

of block writing. It may be that the introduction of stringed instruments

into solo motets was specifically to increase the technical scope avaílable

to the composer.

'lot'S.. l{ayburn, Robert F.: PapaL LegisLatíon on Sacred l'h'Lsíc 95AD to 1977AD
(Collegeville, l'tinnesota, 1979) pp. l6-19.

20...l,DLd.., P.b9.
2L.- .

LbLcl. , p. u-L .
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The scale of lEalian church music at this tíme does noE aPpear to

ÍnviÈe comparison with practices in oEher countries' Italy had no

reason to develop forms such as the tgrand moÈetr in France or the English

anthem with string ritornellos, sínce both these forms had local and

polítical reasorìs for their existence. I'Ior do the Italians seem to have

favoured lhe use of ttornUones which are to be found in the ì{asses of Ehe

Viennese co,rrt. 2 2

The emotio¡ral exuberaiìce and precious <iicEion of the motet texts is

indicated equally well by Ehe extravagant titles of the collections under

discussion: ilarmonia d'affettí deuoti, Opus 3, (Harmony of devout senti-

menrs), sentimenti deuotzl, opus 6, (Devout feelings), Aeclamati diuoti,

opus 10, (Pious acclamations). only the posÈhumous opus 17: I4otettt)

saeri reflects the sensible, fr¡nctional titles appropriate Èo líturgical

collections.

The possible functions of Èhe moÈet need to be borne in nind' In

the solo motets and occasionally elser¿here, there is an indication of the

occasion for, or destination of the motet. Anne Schoebelen suggests in

the preface to her edition of Colonnat s MessA a lloÐe Coneertati eon Stt'O-

menti 2 3 that one of the reasons for concluding the concertato settings of

the l{ass aE the Credo r¡as that the Sanctus and Agnus Dei were displaced

musically by prolonged notets introduced as liturgical substitutes' She

quotes a letter from colonna of l2th August, L696, in which he refers to

motets being played aË the Offertory and the Elevation, with the Sanctus

and Agnus Dei being covered by instrumental rnusic. The principle of

liturgical substiEution applied most usually to items from the Proper of

the l,fass, the iter,rs whose texE changed according to the day or tlìe season'

Ihey rvere simply <iisplace{ by vocal or instrumental píeces while the priest

22 E.g. Johantt CasPar l(erl
(i{ew Haven, 1975) -

I'lissa Superba in RR vol.3 (ed. A' Giebler)

23Ir', 
Iì.R vol.l7 (Ìlaclisorr , )'()14), p':<-r'i
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recÍÈed the liturgical text in a low voice. Legrenzi's publisheci music

clearly reflects hís adherence ':o thís traditio,r ¿nd to the nusical

example which Bologna set in regard to it. The same preface to which

reference has just been made also quotes a letter of 1686 from Leopold

Irs agent, who was collecting Italian music, including Colonnars, for

use at the Imperial court. He requíres solo moteÈs, with or without

(stringed) instrunengs for use both in church and chamber' This suggests

thaE mocets could be used at courE either for serious enterEainment or

private devotions. No doubt there were other devotional functions both

liturgical and non-liturgical of academies, oraEories and cortservatoria

which would call for motels. The versatility of the form for an age

which loved solo and ensemble singing is clear. The Popers anxíety

concerning liturgical abuse ís equally understandable, but he seems not

Eo have nron much ground, or at least, not beyond the bor:ndaries of Rome'

(a) MoteÈs for one voice

Many of the opus 10 ¡noteEs for one voice and basso continuo (published

in 1670) are for sain¡st days, none of them f.ot a specific saint excepEíng

the B.V.M. (L01, L06). Five are for cantus and continuo (1'00-L04), three

for alro , (L05-10?), two for tenor (L0s-109) and two for bass (LL0-1-LL) '

Dutwm cor, ferreun pectus (1.02), an extended motet of 160 measures, mâY

be taken as an example of the extravagant emotionalism frequently to be

found in the texts which vacillate between the ¡niserable condition of the

unrepentant sinner and his adoration of the Saviour'

The only other collection involving solo voice ís the whole of opus 17 '

This collection, published after Legrenzirs death by varischino ín 1692'

isEheonlyonetoincludestringaccompaniment.ThisinitselfSeems

to reflect a development attributable to Legrenzirs younger contemPoraries'

(See p.52). As we have seen elsewhere with rvorks assumed to be late,

Legrenzí exploits the richer resources he is using to þroduce greater
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variety and inÈerest from the textures. In the firsC motet 0

diLectissimae Jesu (112) he inEroduces the motet with 13 measures

of ritornello for the strings and maintains them as an accomPanimenE

t.o the voice. The second section (112b) uses Èhe strings in free

imitatíon of the voice. An aria wiEh I ti*"-"ignature for contÍnuo

alone follows this (112c), Ehen comes a reci¡atÍve (112d) and finally

an aria wiEh trvo verses in whích the strings again participate (LL2e).

The extension of resources, simple as it is, provides a means of extendÍng

the emoEional range of Ehe work. The text provides an aura of ecstatic

adoration conferred here upon ril Santíssimot (the Most Holy Sacrament)

but cormnon to any appropriate object of enËhusiasm.

In this collection, there are six motets for cantus, (LL2-1L7),

four for alto ( 118-L21), and two for bass (722-123) '

(b) 'Motets for Èwo voices

The motets for two voices are cont.aÍned in three collections:

Opus 3, gpus 6 and Opus 15. Four are described as dialogues: Quam alnaram

(L31), from Opus 3 , Itlisere quod confidoGa|), senrper igitut' (145) and

Quis ascenùft Q.46) frorn Opus 15 -

þuøn amolwn (131) ís a dialogue of the two l"larys - Mary, the mother

of Jesus, and Mary Magdalene, Èhe reperitant sinner. The text rePays

examination because of its indebtedness to such liturgical forms as the

litany and the responsory.

I11. Quam amarum est Maria esse sine Jesu, quan in vitam duco vitam sine

vita me.

l'12. Quam amarum posse mori in hac morEe sua'

lfM. o Jesu, 0 dulcissime, clementissime, dílecEissime Jesu.

Ml. Nullum bonum sine te; omne malum absque te'

1.I2. Immo sine te omne bonum est: malum atque Eecum omne malum est bonum.
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MM. surge christe adjuva nos, et ne a"nplius discedas a nobis.

O Jesu &c, Surge Christe &c., O Jesu &c', €t miserere nobis'

Such a text offers clear opportunities for tempo contrasEs, and the

increasing inEensity of expression ís marched in the music by repe-

tiEions in a higher keY-

Misera quod. confido (140) is a moral rather than dramatic dialogue.

The participanrs are descríbed as Anirna (the Soul) and Fides (Faith) '

Its purpose is to reconnend the Blessed Sacrament as a consolation to

rhe repenEanr sinner. similarly, Sempe? igitur (145) ís a dialogue

between Aní¡na and Ratio (l^lorldly Reasoning) . These works are in certain

respecÈs more heavily indebted to oPera Ehan the dialogue of the two

Marys, since they are laid out with a view to the musical techníques

to be employed. Sernper igittÚ (145), for example, introduces the feÌ'I-

syllabled rhyning lines which are conìnon in contemPorary oPera, such as

the foLlowing:

Non sum fortis,

Unde rnortis,

Facies horida,

Facies squalída,

MeÈerrebit '
Pert.errebit.

This may be compared with the three-syllable lines ín Pugnando, atterando

(343.2.8b) it TotLLa. Moreover' sEanzas such as Vos pugnat'e (L45d)

are designed to accommodate the repetition requirements of a da capo aria'

This kind of dialogue is shorter but not basically different from the

sorE of material which Legrenzi was handling in such oratorios as La

Vendita deL ccrc hunano (LtS¡ and La morte deL eor penítente (2L6) '

The rhird dialogue: Quís ascendit (146) is in honour of Saint

catcj an (Gacrano) , thc foundcr of tl-re Theatirrc congregation o f clerks

rcgrrlar, rvlto wcrc active i¡r religious and charitable work in the l6Ch
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century, particularly in the area of l{aples. He lùas a recent saint,

having been canonised only in L671. Thj-s work seems to take its

point of departure from Psalm 23 (Vulgate numberittg), verse 3: 'quis

ascendit in montem Domini? aut quis stabit in loco sancto ejus?'

('!trho shall ascend ínto the hill of the Lord: or who shall rise up

in his holy place?'). The paraphrasing is of course extravagant.

These works, though srnall in number, are of interest as an example

of the scope of the dialogue ín Legrenzí's day. It can be observed

also that the dialogue co-existed hrith the works we consider as oratorios

and was not merely a precursor of them. There is indeed a problem about

the term OyAtOtiO, since even so classícal a specimen as Carissimits

Jephte \,üas regarded as a dialogue at the time of its compositíon' 24 The

shorter dialogues, being in Latin, ïrere appropriate not only to the

spiritual exercises of the oratories, but also as motets at Mass; hence

their inclusion in collections such as these under discussion'

A further observation may be made to the effect that there is some

correspondence between dialogues which have trealr characters, such as the

two Maries and oratorios on'realt bíble histories, and that a similar

correspondence exists bet¡^¡een díalogues and oratorios which have purely

allegorical characters. It can also be seen that the tliaiogues are rÌot

nerely precursors of the oratorio: the trvo forms exist side by side'

The disposítion of the voices in the various collections is very

varied. The most common grouping is two cantus parts: in Opus 3'

Hodia (130), and Quam amarun (131); in Opus 6, O uos insipientis mortales

(134)and, AudLte gentes (135): in Opus L5, MLsera quod conf¿do (140) and

canite htba (141) . Opus 3 and Opus 6 have one ATBC motet each:

Occurite coLestes (132) ancl Memoriam fecit (136), and one CBBc motet

each: cad"ite rnontes (133) anð EæuLtemus otnnes (137). Opus 6 adds

r\do morers for ABBc: 0 rluam bonum (138) and Pecca,i (139). ALl but

24s*ialr"t, llowa,rd E.: A ltistory of tVLe OratorLo (Chapel Hi1l, I977) p'224'
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the two CtC2Bc motets in Qpus 15 have groupings not previously used, as

though this extension of scoring was intended as a feature of the

collection, rnaking it complement.ary to Ëhe Èwo previous books. These

groupings, which are noE duplicated are:-

AABc - ColLigtte oliuan (142')

T T Bc - Eæaudi r?os (143)

B B Bc - Stupet mors (144)

CABc - Sernper igitur (145>

cBBc - Aseendit (146)

ABBc - ConsoLûni (147)

TBBc Ad Augustissimi (L4B)

Opus 3 and Opus 6 each contain settings of the AntíPhons of the

Blessed Virgín lfary which have been consigned to Section IC because

of their liturgical associatíons. Such settings are, however,

regularly to be found in books of motets and are perfectly aPproPriate

there.

(c) Motets for three voices

All the three-voiced motets are contained in the same publications

that have been under discussíon: Opus 3, Opus 6 and Opus 15. Both

Opus 6 and Opus 15 devoÈe a good proportion of their conEents to three-

part motets. As in the previous categories, every attempt is made to

vary ¡he groupings of the voices as widely as possible, and two examples

offer alternative scorings: Rorate eaeLi (165), CAT/ATBBc, and Gaudeat

terra (166), C C R/f t SSc. (the suggestion in the index Etla:- RoTate

caeLi could be performed talla 5t is clearly incorrect). The groupíngs

across the three books are:

crctc' (from opus 6) - Frortdescite palmí (172)

CrC2C (from Opus 6) - Gaudeat terra (166)

( f rom 0p us 15 ) - Cant.e:nt,ts L¿eti (17 3)

CI CrB ( f rom Opus 6) - .'!¡..n:Le t,':t:t't (ld1)
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(from opus 15) O Fons penpetui' (174)

(from oPus 15) Aceurite (175)

cAT (frour opus 3) - Venite fideLis (160)

(from oPus 6) - Rorate eaeLi (165)

CAB (frorn Opus 3) 0 Sanetissimi' (L62)

(from opus 3) - Qu¿d timeris (163)

(from Opus 3) - Ecce fideLes (164)

(frorn Opus 15) - QuLs est iste? (176)

CTB (frorn-Opus 6) - Laetetur caeLum (167)

ATB (from Opus 6) - Rorate caeli' (165) (alternative)

(fro¡n Opus 6) Eæpetgissimi' (165) (alternatíve)

(fro¡n Opus 6) Veni Sanete Spiritus (1-69)

(from Opus 6) - Eæultate iusti (17L)

(from Opus 15) - 7uíd otíanini (177)

(fro¡n opus l5) - AttoLite portas (178)

(fro¡n OPus 15) Bonum nrí'hi (179)

TIT2B Bc (fro¡n opus 6) Gaudeat tenra (166)

(frorn Opus 6) - Qui non renuntiat (170)

The only lirurgical rexr here appears to be Veni Sancte SpirLtus(L6Ð2s

- the so-called GoLden Sequenee. Rov'ate eaeLi (165) is a paraphrase of the

well-known IntroiÈ appointed for Advent IV and Feasts of the Blessed Virgin'

The moEets themselves often show dialogue techniques and even suggest Èhat

the author had a three-part setting in mind; for example, in Quís est iste?

(L76) :

In timpano laetante

In organo exultante

In choro jubilante (176e)

This same motet concludes, as many Ehroughout the corpus clo, with a

seEting of ALLeLuza, suggesting in all probabilíEy that iÈs place in the

liturgy woulcl be as a sttbsIituEe for the Graclual , sincc at tlre appropriate

ti.:,,-.7' Lt:'¡irt'L -.,., p,f E37 .
25
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seasons the Gradual is followed by the Alleluia'

operaEic characteristics are ofEen to be noticed. As a síngle

example, rhe serring of rhe r¿ords 'Ad gaud\d(l7s ¡ ín Aecur'íte (175)

shows the imitative and florid | "ayf" 
to be found assocíated with Ehe

frequent. urilitary Èriumphs of contemPorary oPera'

(d) Motets for four voices

TIre fairly rare grouping of four voices always involves the same

standard CATB combination. There are only four such setÈings and they

do not differ in character from those with smaller groups save in their

capacity to provide a rich block harmony of a kind Èo be found in the

Vesper Psalms. The opening and closing sections of Veníte omnes (191')

demonstrate this effect clearly. At1 the settings are from Opus 3,

which seems to suggest that thís scoring goes a little beyond the usual

scope of printed motets. Adprønus te (193) is noÈ a setting of the PassÍon-

Ëide Antiphorr26 but an extended paraphrase of it'

(e) l'lotets for six voices

It nay be appropriate to mentíon here thaE the four Marían anEiphons

for five voices from opus 7 included in SecÈÍon rC (78-8L),though contained

in the Compiete Collection, are also appropriate motet material and could

find a place at Èhis point. There is only one surviving six-part motet '

This is z Intret in conspectu (200). It aPpears in the Kingrs Musíc

Library of the British lrfuseum as copied by Handel , who appropriated it

in his oratorio Samson (L743) for the chorus z 0 finst-cyeated beøn (at

the words: ,To thy dark servant light and life afford').27 Coning from

Handel, such a commendation was probably the highest thaE any composer \^Ias

likely Èo receive!

26

27
Liber [J:¡uaLis, P -746

See Grove 5. Gehring, l'. Legrenzi, vo1.5, P.114.



62.

II. ORATORIOS

There is some measure of uncertainty about Legrenzirs activitíes as

a composer of oratorios, which is compounded by the loss of the music of

Ehe majority of his known works. S¡nithertt ,rt*" an oratorío, Erodiade

(217), otherwise unknown, but withouË further decails, and Èhere is in

Vienna a fragment of an oratorio, La Fltga d'tgitto (218), whicll is

aLtributed Eo Legrenzí, but r¿hich on stylistic grounds appears to be

spurious. 1e libretto, by Hippoliro Bentivoglio, of 1.he 7ratorio deL

giudito (210) survives in a copy in the Marciano Library at Veníce ' This

is the earliest known oratorío by Legrenzi, and aPpears to have been

composed for performance in the Empressts chapel in vienna in 1665' This

was about the time when Legrenzi r¿as actively engaged in attempting to

gain a position aÈ the Inperial court. (See Pp'22)' The most clearly

documented of his oratorios are those which hrere composed for Èhe Accademia

detla Morte in Ferrara beÈween 1676 and 1678:

(1) GLi sponsaLi drqster (211) first given at the Ducal Palace aË

Modena in 1676, but repeated at Ferrara fox the Accademia the yeat afBet'

The music is lost.

(2) IL Sedeeia. (2L2>, an oratorio which has attracted considerable

attentíonr29 and is thr: only surviving oratorio by Legrenzí on a dramatic,

biblícal subject. It was given at Ferrara in 1676'

(3) La Vendita deL eoTe hunûÍLo (213), performed there in the same

year and again, under the title IL Pnezzo deL Cuore Humano at the Imperial

Chapel in Vienna ín L692.

(4) IL Sisat'a (214) and

(5) DecoLLatione d.L S. Giouanni (215), both performed in the chiesa

diS.FilippolÞri(clearlyanoratory)atFerrara.Themusicofbothis

lost.
')a

Or:-cit. , Tl3Ll' Âccorcling to caf fi ("i'' ':'tí'L' r p' 268) ' this oriÌtorio w¿rs

perforrnc<I at tlle ilcndic¿rrrti in 16S7'

Scc Con:nrcntrrrics.
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La morte deL cor penítente (216) survives only in a score associated

\^rith the production at Vienna in the Empress's Chapel , 1705. Legrenzíts

allegorical oratorios seem Èherefore to have retained some hold in Vienna

after the composerts death. No earlíer performance is recorded'

These details need some ínterpretation. The survival o1' Sedecia

alone among the dramatic, biblical oraÈorios disguises the fact that this

type of oratorio dominates Legtenzirs output as a whole, and l¡7as no doubt the

area in which his dramatic talent and operatic experience gained most ground.

The allegorical oratorios, though they may have less appeal to the 20th

century mind, clearly had an accepted tradition in their own day which

connected them in general favour with the dialogues and motets and no doubt

also wíth contemporary sermons. A1l Legrenzits oratorios aPpear to have

been designed for performance ín churches and oratoríes, and ít is therefore

likely that the sermon held its customary place beEween the t\^7o sections '

In víew of Legrenzirs connection with S. Maria del1a Tava, it ís

surprising that no Venetian oratorío performances by Legrenzj- ate recorded'

Smither suggests30 that Giudito arrd Cuor Humarn named anon¡rmously as

oratorios performed a¿ S. Maria della Fava beËween 1672 artd 1674 may well

have been Legrenzirs. However, the flow of Legrenzirs music at this

period may be taken as going from venice outlnTards to the North Italían

cities and elsewhere. It may be noted for instance that the performance

given for Francesco II at Modena ^f. GLi sponsaLi d'Ester in 1676 was followed

in 16 77 by a production of Germanico suL Reno, Ehe year after íts first

appearance on the venetian stage. But ín the oraËorio, Legrenzí functions

more as a provincial composer than he does in the opera. Though venice

was indeed the great metropolis of opera, Rome r¿as the metropolis of

oratorio, and it was in Rome that the oratorio \4tas to achieve one of its

most brilliant peaks late in the century and early in the l8th century as

a virtually secular entertainment in the presentations of Cardinal Beuedetto
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Pamphili and Cardinal Pietro Ottoboni \,rith the music of Caldara,

Alessandro Scarlatti and Handel. This peak was yet to come, and

it depended to some degree on the semi-secularisation of the genre,

which was in progress during Legrenzirs lifetime. The essence of thís

growing secularisation was endemic in the whole concept of oratorio

productions. It appears that the Church approved of music in the

oratories, provided that the patrons paid the "*pun"""." Clearly

they did, and having paid the piper, they felt free to call the tune,

particularly if they took the performances into the precincts of their

own palaces. So far as is known, Legrenzi \^/as never invited to compose

an oratorio for Rome. His commissions proceeded from North Italian

patrons who had long admired his work. It r¡ould have been predominantly

the nobiliÈy of Ferrara and the neighbouring tovrns of Modena and possibly

Bologna who would have paid the expenses of Èhe productions in these

regíons. No doubt the objectives in the North were much the same as

those in Rome - high musicatr standards and a dístinguished audience.

The oratorios all have a standard.,formal organisation. They are in

tv/o parts. In Vendite del eore humarn (21,3) has four solo parts, fL

Sedecia (21-2) and La Morte del cuov,e humano (216) have five. Both parts

conclude with a moralising chorus ín which the soloists sing in ensemble.

In La Vendita, the tenor who sings Píacere in Part One sings Chrísto in

Part T'r¿o, and the bass who sings Mondo in Part One sings Demonio in Part

Two. The two Ferrara works are accompaníed only by the basso continuo.

The addition of the string parts (with one viola) ír La morte del coz'

penitente (216) may therefore indicate a later work. It is unfortunate

that there is no record of an earlier performance of this oratoriol2since

it might have helped to date the period at which Legrenzi began to embark

on string accompaniments, not only in the oratorio but also in motets and

cantatas.
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See Fr. Mario Sozzínits letter in Smither I/259-
Performed in Vierrna, for Legrenzits death.
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IL has been observed that Sedecia is Ehe only biblical oratorio of

Legrenzíts of which thc music survives, Its motivatíonr as in other

oratorios of the period, is derived from the prínciple of obedience to

authority, and has none of the nationally partísan overtones of Verdi's

treatment of the Nabucco subject.

Nebuchadnezzar is represented as the remorseless instrument of.Godrs

vengeance upon the faithless Zedekíah, who finally repents when he has

been blinded and his sons slain. This is the only work to include a

ttestor part. The allegorical oratorios both deal with the conditions

of rhe human soul . Tn La Vendita (213), Pleasure and the I'rlorld entice

the Human Heart, but it finds only misery in following them. lùhen it

discovers the price which Christ paid for it by his crucifixion, it repents

and turns to hirn. Srníther points out that conflict and argument between

a central figure and one or other of the protagonists ís a fundamental

characteristic of both Ehe biblical and the allegorical oratorios.33 It

is also the element whích relates ít naturally to the Dialogue. Tn La

Moy,te deL eov, pen¿tente (216), Penitence induces the Sinner who is tormented

by guilt to reject the pleasures of the world, though his repenÈance is

restrained by pride. He is encouraged by Hope and finally triumphs over

suffering.

The oratorios consist of the same musical elements as the operas, but

appear to offer more cogency because of Èheir comparative brevity' Sedecia

(212), for example, has ten arias, whích are a quarter of the number required

for an opera. Recitative and arioso fulfil much the same function as in

opera, but the stress given to ensembles is much greater and offers

consid.erable assistance to a strong and varied structure. In the same

\
wây, the final lfadrigale gives a strong structural support Èo Ehe conclusion

of the tü/o parts. No doubt the absence of scenic dístraction, (though not

necessarily of handsome furnishings), led to the need for musical compensation'

33ibid., rl3o4
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Clearly the impresarios of oraforio aimed to atÈracE the best singers that

could be found for their performances, and Èhe absence of visual climacËíc

effects make way for climactic musical effects.

IIIA CANTATAS

Legrenzits congribution to the cantata üIas a dístinguished one and

contains some of his mosÈ attractive music. His three publications aPPear

close toge¡her in point of tirne, as though they ü¡ere partly retrospective

in characEer, and so it would seem likely thar Ehe group of cantatas in

manuscrip: (259-266) are later than the prÍnted ones. The ritles of Ehe

publications are Cantate e eØtzonette, opus 12 (Bologna, L676), Idee

arrnoniehe, opus 13, (Venice, 1678) and Eehi di t'LUev'anzd', opus L4, (Bologna,

1678). though all these books are related in style' opus 13 is for 2 and

3 voices and contains no storks specifically called cantata. As it is a

special case, it wíll be treated separately. opus 12 and opus 14 both

contaín works which are a mixture of cantatas and canzoneEÈi. Both are

for solo voice with continuo and they contain the r.rorks upon which Legrenzirs

eminence in this field is largely based.

Ttre origins of the canÈata are not easy to establish since the reper-

toire survives largely in undated manuscrípts, and although Rome is clearly

the most active and appropriate centre for canÈata comPosition as it is

for oratorio, the earliest published cantatas came from the presses of

Venice.3f The singers of cantatas in Rome apPear to have been highly

skilled and principally employed ín the chapels and churches of Ehe city'

This rnay have a bearÍng on the pracEice elser¿here, and on Ehe relationship

between Ehe cantata and Èhe rnoteE. The earliest Roman composers of

cantagas appear to have been Luigi Rossi, llarazzoli and Savoni, with a

change of emphasis appearing in the highly significant works of Carissimi

344.a. Coli¡r Timms: can[ata r,2 vol.3, P.695.
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and Antonio C.esti. In her work on Luigi Rossi, Eleanor Caluori

distinguishes síx different classificat.ions of form in Rossirs cantatas:

binary, rounded binary, ternary, rondo, lament and aria di più parti - a

free form with several sectio.r.s.3t Thi" extends and revises the classi-

fications of previous scholars such as Ghislanzoni and Bukofzer. However,

in Carissimi's work there is already a noticeable preference for the aria

di più part.i, and by the Eime that Legrenzí-fs cantatas aPPear in print

(L676-L678), the varieÈy of forms reflecÈed in the early cantatas have

largely disappeared.

Legrenzits cantaÈas are sectional works very similar in their

structural aspects to Ehe moÈets which have previously been discussed'

Both forms tend to be descriptions of psychological sEaEes, and to have

factors in common. Both are expressÍons of extrerne feeling expressed

in stylised dictíon of a somewhat affected kind, evolved to give an

appearance of reality rather than to give expression Ëo experience. It

is in this removal from reality that Èhe theatricality of the baroque

forms can be recognÍsed, much more than in fhe questíon of whether or

noÈ they adopt the techniques of the theatre. To some extent they do,

but the works for the chanber and Ehe church alike preserve a modesty in

theír approach to musical expression which is not to be found ín opera,

and indeed ls noÈ appropriate there. An,irnnediate difference between

the cantata and the opera is the resÈriction of recitative in the former-

In the arías, the limitation is governed by the subject matÈer. In

particular, the aria does not have to deal with the problens of characters

under the specific emotional stress of action. The cantata could never

offer such a moment of exciteoent as Totilat s Arda Roma (348=13) for

example, nor does it require the instrumental panoply that is Èhe making

of such a dramatic moment. Only one exEant cantatâ by Legrenzi, CintíA

dplente (266), has string accompaniment, and the íncrease in parts is

Caluori, E. ! The Carttatas of Luigi Rossi: AnaLysis and Thematie fnder
2 vols. (rmr Research Press, I98t). For subject maÈter' see chapter I

35
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probably intended to enrich the textural possibilities of the music rather

than to increase its dramatíc irnpact. As ín the case of

the motets, Ehe auÈhorship of the texÈs is in doubt. Probably they were

suppJ-ied by those patrons who were also literati, and by members of the

academies.

since venice r^rith its enthusiasm for oPera made only a modest

contribution to the development of the cantata, it seems likely thaf

Legrenzirs cantatas, of which two volumes out of three were published in

Bologna, reflecÈ as the oratorios do his continued attachment to the North

Italian cities of Ferrara, Mod.ena and Bologna, during the rseventíes when

his influence in Venice $tas still gathering momentum. Cazzatít s name

occurs again as a prolific conposer in this fíeld over a period of thírty

years, and it may be that an investigation of his works would provide some

clues on Èhe development of the canÈata in that region. certainly, Legter^zi-

appears to have taken over a style of wrítíng rather than to have created

it hfinself. The ínfluence of Rome r¡as strong in Bologna and Modena, since

Colonna qras a pupil of Carissimi, and Perti, in a publicatíon as late as

1688, pays hormrage to Rossi, Carissimi and Cestí.36 The academies of

Bologna (Accadernia Filarmonica) and l4odena (Accademia detDissonanti) were

particular patrons of the cafitata, and it may well be that LegrenzitS

publications \{ere designed to follow up his success in that region with

his oratorios of 1676-L678. Perhaps Legrenzirs presence and growing success

in Venice made his work all the more acceptable in the cíties in r¿hich he

was already famous

IIIB CANZONETTE

The title Canzonetta is applied by Legrenzí to all the cantata-style

settings in which there are only tr^to stanzas with repeated music' In one

exceptional instance: Non c'à che di,re (282), the two secEions of the

36ua aotrn Timms: cantata r, 8
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musícal sËructure are presented inverted in the second stanza' But

normally, the music for the second stanza will be the same as that of

the first. Many of Ehe arias ín the operas are therelore Cøtzonette

since they accord r¿ith the same prínciples. It seems that these works

can be equated r¿íth the rariette corÈer of the early canEata period as

described by Caluori, Gloria Rose and others, and this theory is supported

by the variety of the forms ernployed. (See p.67 fot Caluori's classifica-

tions). In Opus 12 and Opus 14, Èhe following forms aPpear:

(1) Binary (289' 296)

(2) Ternary (285, 2BB, 292, 297, 298)

(3) Da capo in contrasted metres r¡ith shortened repetítiot (28L, 284,293)

(4) Rondo (283 - but an unusual exarnple)

(5) Double aria (286)-- two discretê sections in contrasting metres

(6) Triple arLa (280) - three discrete sect,iofis in contrasting netres

(7) Íhrough-comPosed (295, 2BZ)

(S) 'Rounded' binary with repetition elemenÈ (29L)

(9) OstÍnaÈo bass strucÈure (294, 298) '

In fact, rather more Ehan Caluorits six classifications are Èhere'

but the rondo is insignificant and the lament is absent, but not its

osÈinato bass structure. In fact the decades of the reightfes and

rnineties turn out to be one of the great periods of ostinato bass

sÈructuring. The ternary aria enjoys particular prorninence - much the

favourite form - and EtIe da eqo fo:rm is a particularly interesting

departure no¡ to be found in the earlier compositions' This investigation

throws light in turn upon the taria di più partir, since the cantata proPer

maybeexpected to conEain similar, infinitely variable forms línked with

an extensive use of recitative. The strophic variation is no longer to

be found at all - the passion for giving each sLaÍLza of verse its own

expressiveness has passed. structural symmeEry is beginning to have

greater significance, and expressiveness in individual stanzas is more a matter

of the singer's abilíty Eo vary the line by his owrl EreatmenÈ of ornamentation'
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IIIB DIÂLOGHI, ARIETTE 1\ND SERENATE

This section concerns itself with one particular publicaEion: fdee

armoniche estese per due e tre uoei of 1678, and a single manuscrípt source

which contains a single serenaÈa. The printed book, Opus 14, contains

works wtrich clearly belong to tl'¡e cantata style and are published in close

prox{mity to Legrenzifs other tr{ro volumes of cantatas and canzonetta, but

which employ titles not com¡non elsewherc in his outpuE: dialoghí, arietEe,

ariette morale and matirigale morale. NeverEheless, each of these terms

appears to have its own significance ancl province.

Pastoral dialogues treated in polyphonic style begin to aDpear in

¡nadrieal books at much the same tÍme as spiritual dialogues appear in

collections of tmadrigale spiritualet and similar collections. A signi-

ficant development occurs early in the seventeenth century when seeular

dialogues appear in settings for solo voic-es t'ith instrunental accompani-

ment. Dialogues are to be. f¡lund among the r¡orks of the Roman'chool of

composers r¡hose works contrihute profoundly to the development of the cantaÈa

- Luígi Rossi, Carissimi and Cesti: and they were taken up enthusiastically

by VenetÍan composers such as Rovetta and Sances.37 I'Ihere a narrator vlas

required, this elernent was someÈimes taken over by two sÍngers performing

together, as in Carissirni's f due fiLosofi, or, as in l'lonteverdít s fL

combattimento dí Tancreùi e CLorínda, by a third (testo) part, thus bringing

Ít into line '¡ith the practice adopted so generally in Èhe later oratorios.

llowever, during the second half of the seventeenth century, the term I^Ias

becoming rare. The dialogues in Opus 13 are four in number, as are the

sacred dialogues found in fhe moÈets for tr¡o voices (See pp. 56-58).

The opus 14 collection suggesÈs a number of reflections:-

(r) cantata composers were not necessarily interested only in solo

voice settings. Carissimits reputation for chainber duos is one example

of t¡is, a¡cl tlle traditio¡r was conIi¡rued by Stef fani among otlìers.

37llC l.Jlr.nham, J.: Dialogrre. 4, vol .5, PP.ALl -4I()
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(2) Tl-re variety of voice-groupings suggests comparison with the

practices observed in the books of motets. (See p' 59f)'

(3) A collection of this kind further suPPorEs the contention that

cantata singers were musicians in church esÈablishmerÌÈs, because of the

comparabitity of Èhe groupings menÈioned above'

(4) The terrn ,Ariette' is given to eleven of Èhe pieces, three of

them for three voices.

The use of tlìis term in publications of this period and l^tithin Legrenzirs

ãrbit seems to be exceptional. In structural terms' and apart from the

distinction of being for more than one voice, they are the equivalent of

canzonette. Only the dialogues in this collection have the scope of the

cantatas. Cazzatits similar collection of 1661, which also contains violin

obbligati in some instances, is entitled: Madnigali' e canzonette per

cdmera a due e t?e Doei.

(5) The Èerm 'madrigale moralet for soz'ge daLL',or|ente (327) bríngs

to mind the moralistic closing pieces called tmadrigale I aE the ends of

each part of an oratorio. Cantata-like works with spiriÈual subject-

matter appear in two complete collections by Cazzati" Cantate morajLe e

spitituale a.1)oce soLd., Opus 20, (Bologna, 1659), and DLporti spirLtuaLi

pe| cqnera e pe\ ot'atorii, d unat dste, tre e quattro Doci' Opus 49'

(Bologna, 1668). Even the last of these publications is however a decade

older than Legrenzíts.

The voice groupings of this collection are as follor¡s:_

(i) for two voices

ct c2 Dí dt¡e lianme (310)

þlorir'ò se non ui miro (314)

PuPiLLe Dczzose (315)

llon ni fct-it" (316)

C Ä D':ttt oc:clric (317\

._,-,,1,,1i,i_,,r.,i. (,,iio.)
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CB

AT

AB

Ano più La Lontøtanza (319)

Non e ønante (320)

Spew mio eon (321)

Mio con datti paæ (325)

Ùuøtt'e dolee (326)

QuaL fanfalla (31L)

(ii) for three voices

crc2n Sospi.t"i Ðoe n'øtdøte (313)

C A B kqiLette tsezzossette (322)

Mio æt'non Più tornenti (323)

A T B Se L'ønar e Pazzia (324)

Sorge da.Llt oriente (327)

ftre last work in this secgion is the Serenata: Notte' madne d'honrori

(328). Ttris composltion is noÈ distÍnguishable from a solo cantata, but

ff it r¡as written for venice, then the likelÍhood is that it was performed

tn the evening and from a gondola'' .38

The dedicaLion of opus 13, to King charles II of England, which seens

not to have occasíoned conxlpnÈ from English scholars, Í9 of some interest'

slnce l,fodena, which was closely interested in Legrenzirs music,had dynastÍc

inÈerests in the House of Stuart. It was in the same year as the publicaEion

of. Idee annoniehe estase that Mary of Modena was marrled to the Duke of York'

later to be King Jarnes II. the court at Modena maintained a conÈinuing

interest ín the dramatic destiny of the Stuarts, and hastened Èo Point the

moral of the disastrous failure of the Duke of Monmouthrs rebellion by a

celebratory oratorio: L'anbitiorte debel\ata ot)e?o La caduta &i Monmouth'

produced in 1686, the year af.Eer Ëhe rebellion, wÍth music by G'B' Vitali'

Ttris was of course followed two years later by the falL of KÍng James II'

Possibly Legrenzirs music had some Part in an exchange of gifts and favours

at the Èi¡ne of the r¡edding ceremoníes. Since Queen Catherine of Braganza'

38*c oritter, M.: SerenaEa- vol-17, PP'L6L-L62'



73.

Charles II's neglected queen, had a Catholic Chapel with excellent musicians

who included Matthew Locke and various Italians íncluding Draghí ' this

establíshment would have been well equipped to provide performances of this

kind of music. The Queenrs chapel r^ras so highly regarded for íts music

thaÈ it rívalled the l(ingts Chapel Royal, and Ehe populace had to be banned

from attending it to avoid the temptation of conversion. Peter le Hurray

moreover suggests that it was the centre of Italian influence in London

and that the Italian music provided for the tKing's Chamber and Cabinetl

was supplied by its membe.". 
tt Draghi, who r^/as so closely associated r¿ith

the courL at Vienna alÌd so farnl-liar with Legrenzirs styler maY well have

welcomed the gift of musíc from him. There seems to have been no

suggestion that Legrenzi !'tas actually courting an appointment in London.

IV OPERAS

Legrenzits known operas and their productions are as follows:-

Nino il gíusto Ferrara, L662

LtAchille in Scíro Ferrara, 1663

Venice ' L664

Bologna, 1673

Zenobia e Radímisto Ferrara , L665 Score: Nc

Brescía, L666

Macarata, L669

Tiridate Venice, 1668

Eteocle e Polinice Venice , L675 Arias: Vnm

Naples, 1680 Score: NcPn

Milan,1684

Modena, 1690 Score: Moe

La Dívisione del Mondo Venice , 16'/5 Score: Pn

1

2

3

4

5

6

39S.. l,h.tsíca Britannica, vol .37, Locke: Anthems and Ì4otets (ed. P. Le Huray)
(London, 1976).



7. Adone in Cipro Venice , L676

8. Germaníco su1 Reno Venice, L676

Milan, L677

Modena, L677

9. Totila Venice, L677

Palermo, L696

10. Creso Venice, 1681

11. Antioco il Grande Venice, 1681

L2. Pausania Venice, 1682

13. Lisimaco riamaEa drAlessandro Venice, 1682

Bolognar 1688

Florence, 1690

Ferrara, 1693

L4. LrOttaviano Cesare Augusto Mantua, 1682

15. Giustino Venice, 1683

Naples, 1684

Milan, 1689

Genoa,1689

74.

Score: MOe

Score: Vnm Arias: Vqs

Arías: Vqs 3s¿

Arias 3 Vqs Bca

Arias: Vqs Tn Bc

Score: Vnm'Aiias Vqs

Score: Nc

Bologna,1691

Rorne, 1695

Verona, 1696

Modena, 1697

Vicenza, L697

L6. I due Cesari Venice, 1683 Arías: Vqs

Milan, 1687

L7. LrAnarchia del1'Imperio Venice , L6B4

18. Publío Elio Pertinace Venice' 1684

19. Ifianassa e Melampo Pratolino' 1685

In a situation where nåny opera scores are lost, Ínforrnation concerníng

the exisEence of these works is derived mainly from the existence of
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libreEtos. The survival of Ehese is a monument. to Èhe literary approach

of the baroque age Eo drama - since the books were designed to be read

- and Èo that agets passion for collecEing things. ìdany of them survíve

in series r.¡hich were collected and bound. Even in the theatre attention

was paid to the libretÈo. At Contarinits villa at Píazzola, for example,

the wax torches r^¡lrich liE the audiEorium u/ere extinguished during Ehe

performance, buË not the candles in the boxes, so that it was quite

possible to follow the libretto.q 0 The information provided in the

IibretEi was marshalled quite early in works which have been kno\m to

scholars over Ehe years. These include:

(1) Lione Allaccit s Dramaturgia (Yenice, 1566). An edít'ion of 1755

continued and extended this to 1755.

(2) CrisEoforo lvanovitchrs Minerua aL Taoolíno (Venice, 1688)'

This was a curious miscellany which terminaEed r¡ith a chapter entitled

'MemorLe TeatraLi C,eLLa Citta dí. Veneziat dealing with the theatres of

Venice and their PresentaÈions. A second edition extended the ínformation

to 1687.

(3) Bontinits Le GLorie deLla Poesia e deLLa lûusiea eontenuto neLLl

escitta Notitia de Teatri d.eLLa Citta di venezia, e neL cataLogo Purgatíssimo

de Drani lvh,sieaL quiùi sin'hora representato eon gLtAuttorL deLLa Poesia,

e deLLa Ì4usica, e eon Le Annotationi e suoi Luoghi propr'¿i (Venice, 1730),

published in the size and formaE of an opera libretEo, aims aE correcting

the errors and omissions of the previous works. Notably, he discusses

the place of drama in the classical world and describes Venice as its

heir. (p.12). Bonlini also accounts for productions of Venetian oPeras

in the provinces.

Tlre decision to write opera htas an imporEanE one for Legrenzi. It

not only increased the scope of his professional possibitities; it placed

him in a category a little beyond that of other North IEalians wiEh whom

40C"r"ri'',i, P. : Píazzola ()lilan, 1925) Allegato I
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he was competing. Ì{o doubt his versatility increased his reputation.

Cavalli had demonstrated, moreover, that opera composing could be a

source of wealth. Arnong Legrenzirs contemporaries in the church and

chamber fields, none, after the death of Cavalli appears to have excelled

in the theatre as well. Cazzati hTrote fíve operas, so far as ís knovm,

for productions in Ferrara, Bergamo and Bologna - Legrenzít s starting

point. But all these scores are lost and his operas never appeared in

Venice. Colonna and Monferrato hrrote no operas at all. itis closest

rival in Venice was Pallavicíno who equalled or even excelled Legrenzi

as an opera composer; but in the field of church music, Pallavícino could

certainly not compete with him, nor did he attempt to do so.

The first three of Legrenzirs operas are wriEten for Ferrara; Níno

iL gíusto (1662) being probably, though not necessarily, LegrenzL's first

operatic rvork. LtAehiLLe in Seiy,o (1663) is a significanÈ loss since Lhís

was the firSt Legrenzi opera to appear in Venice, and at S. Salvatore

(1664) - the theatre which \^7as to see the majority of his Venetian premièTes.

Zenobia e Radimisto (342) q¡as composed about the time that Legrenzi

left Ferrara. It had performances ín Brescia (L666) and Macerata (1665),

and was presented in revision aË Venice as Tiridate in 1668. The recent

discovery by Dr. Thomas't¡Jalker of a score of Zenobia e Radønisto at l{aples

makes a valuable contribution to the assessment of Legrenzí' s operas.

l,ficolo l{inato adapted the líbretto, not so much with a view to improving

it (it is debatable whether in fact he did) as to make it suit the circum-

stances. l'he change of title may well be due to the fact that Legrenzi

r¡/rote the part of Radamisto for a bass. In Venice however, title-parÈs

were played by castrati, and the títle seems to have been changed to avoid

trouble - certainly it is less appropriate to the plot which concerns itself

with the fidelity of Zenobia under the pressures of political and moral

assaults. lutinatots preface refers to the need to shorten the work and

the original libretto loses some scenes and the whole of its epilogue.
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It gains some scerles specially introduced to feature Radamisto and

Zenobiars daughter, Fidalma, which rather suggests that they were

intended to introduce a promising young singer who was neh/ to the stage '

Thirty-one of the original sixty-six arias were retained in the veníce

production, but Legrenzi would have had plenty of fresh music to \trite

to accomodate the new scenes and the new arias substituted for the old'

No doubt he r¡as on trial still , and the facE that l-re \¡/rote no more operas

until L675 may suggesE that there may have been difficultíes over this

production. He had not yet received a conrníssion directly from a Venetian

Eheatre, nor did he do so for another seven years'

Zenobia e RadnmLsto ís the only opera of Legrenzifs with surviving

music in which the plot revolves around the subject of matrimonial jealousy'

though jealousy is frequently incidental to the stories of the operas'

It was a recurring theme in baroque opera and dominated some outstanding

r^rorks, such as Alessandro ScarlaEti' s Griseldø (nome , L72L) . It vras again

a very prominent topic in Èhe nineteenth century Romantic operas and was

to be the subject of the work which is the consunmatíon of the Italian

opera seria Èradition: verdi's otelLo (Milan, l8B7). In Legrenzirs

opera, the heroine, Zenobia, wins through co a happy ending, her honour

thoroughly vindicaÈed after a seríes of hardships and misunderstandings '

The staging presents few problems and no novelties, the only marvels being

the appearance of the ghost of Armeno and the transformaËion of Radamisto

into I Creonte' in Act l, the break of day in Act 2 anð the earthquake in

Act 3, demolÍshing the príson to\^rer which makes such frequent appearances

in the operas of the period. The only sub-plot concerns Doriclea's pursuit

of Tiridate in male disguise. But this ties in well with the affairs of

Radamisto when he frustrates her attemPt to kill her faithless lover'

on the whole, the opera pursues quite a direct and effective narrative

in which the miraculous and exaggerated elements are all but superfluous '

After nearly a decade in wtlich, for no accountable reason , Legrenzt-

produced no works for tl-re Stage so far as is known' a ne\¡/ and conspicuously
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successful period of opera produc¡ions began wit.h the apPearallce in Venice

of EteocLe e Polinice ín 1675. Of the surviving scores of this oPera, Vnm

and pn are very similar, though not directly related. (See Commentaries,

p.786f). The Modena score, on the other hand, apPears to represent the

1690 revival in thaf city, and is an ínteresting reflection on such ventures.

It retains the substance of t.ire libretÈo and some of Legrenzirs music, but

rnany of the arias are eíther reset or replaced. It seems generally that

ternary arias with basso continuo are replaced by da capo arias with full

string accompaniment. The recitative content is much reduced and the new

arias tend to be longer and more conspicuously virtuosic in character.

Since LegrenzÍ died Ín 1690 and had given up composing for the theatre for

some time, iÈ is most unlikely that Èhese addítions are his. Antonio

Giannettíni (1648-L72L), who may well have been LegrenzLts pupil, (see P'34 )'

took up the appointment of maestro di cappella Èo the Duke of Modena in

1686. It was he who directed the operatic performances, and in all

probability it would be he who, as director and a gifted comPoser himself'

brought Legrenzirs old opera into l-ine r^'ith the fashions of the day. Though

Legrenzits name may have leant a certain lustre to a revival of this kínd,

it does appear that such productions \{ere not intended to flatter his

memory. It was really an easy way to come by a neÍ¡ presentation. All

that was necessary was to Eake the old opera and refurbish ít htith

fashionable music in the taste of the times. ltre significant fact is

that a late revival does not inply that the work had achíeved the respect

accorded to worlis of classical status, though the theatrical history of

the period would indicaEe that even if it had, the work would not have been

free from a generous amount of updating.

In Èhe original version of EteocLe e PoLinice we have an excellent

example of the style of Legrenzi's operas at fheir besE. The plot is

a c¡aracteristic one, though lacking in tìre comic elements wilich are often

to be fouurl in the ç,orks of tllis pcriod. IE bclong,s [o the type of heroic
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opera which lJolff sees as irnpínging upon contemPorary political theory'

IIe considers this to be fundamentally Machiavellian. In opera plots it

is combined with a concePt of love as an experience which unleashes such

various passions as joy, sorrol¡r, hate, anger and resentment.f l In

general, all Venetian operas tend to be based on plots of amorous íntrígue

wiÈh a certain amount of political motivation. In the case of EteocLe e

Polinice, the motivation derives fro¡n the war of the Seven agaínst Thebés'

The story runs thaL after the death of Oedipus, the sons of his

incestuous union with Jocasta, Eteocles and Polinices, dispute the

sovereignty of Thebes. They agree to reign in alternate years, but after

reigníng a year, EÈeocles refuses to give up the Ehrone, and Polínices

makes an alliance with the Argive King, AdrasEe' Eo attack him' The

operars contribution is to supply this situation with emotional enËanglements'

During Polinicest sojourn at Adrasters court, he becomes attached to the

kingts daughter, Argía. Poliníce sends Tideo' lilho is in love with the

warlike lady, Deifile, Èo lhebes to assert his right to the throne' Here

he meets Antígone, sister of Eteocles and PolÍnices, and they fall in love'

The rejecÈion of Polinicest claim leads to war' and it is amÍd the excite-

ment of war that Act I opens. In the ensuing combat, Tideo is wounded

and Polinices and Deifíle are capÈured'

In Act 2, EÈeocles has his moment of triumph, paradíng in his chariot

with Deifile and Polinices in chaíns. Poliníces is released from prison

by Antigone and they escape together. l'leanwhile, EEeocles has fallen in

love with his prisoner Deifile. When she rejects him, he places her in

bonds. AE the end of the Act, the ghost of Oedipus aPpears to \'rarn Eteocles

that Polinices must reign.

In Act 3, Eteoclesr attempts to force his love upon Deifíle are

interrupted by the arrival of ambassadors. Tideo comes with Eerms of

peace, but Eteocles refuses to give up lÞifile. After rnuch jealousy and

heart-ache, Eteocles is defeated and a magnanimous resolution of the

4hofff, H.C.: ùie uenezíanische tper in der a'teiten Hä(te des 17' Jahn-

hmderts (Berlin, L937') , P - 32 -
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entanglements fo11oh7s. Polinices assumes the throne and is united v¡ith

Argia. Tideo is aÞout Ëo take Deifile, when Antigone intervenes and

there is suddenly a huge change of allegiances. Tideo repents and

marries Antigone, and Eteocles (now forgiven) gains Deifile after all'

Certain elements in this complicated tale are frequent features in

the opera of the Period:-

(1) The exciting opening in a situation of actíon'

(2) The herors triumph after success in battle, wifh its accompanying

Erumpet music.

(3) The appearance of the ghost in order to \^/arn. (fhj-s probably has its

origin in the appearance of Hectorrs ghost to Aeneas in Virgil's Aenid)'

(4) The intricate and convenient disposal of problems at the end of the

opera. The notable feature about thís is that in spíte of the commítment

to judgnents of the heart throughout the oPera' the fínal acts of clemency

require no such reference. Here h¡e are back onEo the polítical plane,

and to the issue of material which may aPpropriately be presented to

princes. This materíal did not include ultímate tragedy.

llith the tonal organisation of later operas in mind, it is tempting

to see the operas of this period as haphazard sÈructures. This is not

quite the case. The analysis of the First Act of Eteocle e PoLini'ce

given below will serve to indicate that structuring is relaÈed to the

variety of the ingredients. It is set out in accordance with the Tableaux

presented - the scenes performed within one stage setting. (Ar signifíes

an aria with basso continuo accompanimentrAR an aria with full string

accompaniment; Ar RIT, an aria with a string ritornello at the end)'

TABLEAU 1: Royal Apartments

Sinfonia

Recit

I,JAR

T\uo sections: t\^7o trumPets (war-fare) C

AR Accendetemi (agitato) male sop. e
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AR

Ar

Recit

AT RIT

Recit

Recit

AR

Recit

AT RIT

Recit

Aríoso

Ar

TABLEAU 2:

Parto, volo (sarabanda i )

Si, si, vincero (giga $ )

Di vendeÈta (Vengeance, walking
bass ostinato)

LOVE

Dolce pace ( i sarabanda)

Alma mia

Sempre amica (da capo c/6s/C)

The snall town of Thebes set on fire

fenor

male sop.

male sop.

sop.

sop

bass

Adrasters Èroo

F

oö

Bb

C

a

s

I^IAR

Ar with trumpets Staccende (!)

Recit

AT RIT

Recit

Recit

LOVE

(1) ARGIA/POLINICE

Recit

arioso (duo)

Recit

Duo RIT Dolce amor

Recit

Ar RIT Lasciarmi star amor

(nursets comment)

bass

Su feroce miei compioni (å - r¡ar-like) bass

Svegliate all'Ire (3 -war-like) male sop.

C

C

FAR

male sop/sop g

rnale sop/sop d

atenor
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(2) DErrrl,E/TTDEO

Recit

AT RIT

Recit

Aria

Recit

AR

Recit

AR RIT

Fra trombe
(war aria fot a woman)

Dirnni quando

sop

alto

sop

alto

sop

C

e

G

D

Son seguace

Lascia me

(ostinato bass)

Recit

Ar RIT Quantre folle

(pag"ts comment)

TABLEAU 3: Royal courtyard

I^IAR

Aria Pensiero

(double axia 2.lC)

soliloquy

Recit

Aria

Recit

arroso

Ar

Recit

araoso

male sop C

Ifale sop f/d

Sparanza rni dice rnale soP

(anticípating the fall of Polinice)

Míei sptrti guerrieri

LOVE/SUFFERING

Piangete

male sop g

Non tener bass Bb

Re cit

Eb

c

AR

Ar

Fra 1e g,uerrieri (vigorous change sop

of mood)
AT RIT a
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Recit

AT RIT
bass

àl

t

rf

{

TASLEAU 4: The walls of Thebes besel- dbv Adrastets armY

AR

Recit

I,üAR

Agl' assaltí (war-like)

araoso

Trio with trumpets Abbataglia (war-like)

Duo fierissimí tiranni (l) e

bass

2 maLe sops.
male alto

male sop. d

male sop. Bb

male sop. g

male alto d

tenor

b

C

Recit

AR

Recit

AT RIT

AT RIT

Recit

arioso

ArlreciElar RIT Quando sía

Recit

Sazía prrr (i )

Rasserenati ( 3 corrente)

CONFLICT/LOVE

E 1a guerra un gioco strano

(page t s comrnent)

F
Ar Non dar bando la sPeranza

(convent.ional HoPe aria)

Recit

AR Cessate, o Pensieri soP' A

BALLET (music lacking)

fhestructuringofthisActisneitherbetternor\4Torsethanthatof

many others, but it shows the principles that app1y. Generally speaking,

these are not based either on tonal organisation, symmetrical design or

progressive development of interest, but on contrastíng groupings with
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varying degrees of emphasis. Emphasis is created to a great extent by

giving a sense of rank to musical forms. Because the subject ís concerned

wiEh r¡ar, the Sinfonia avanti ltopera employs trumpets, and trumpets are

used from time to time in the war-like sections of the Act - in the ensemble

A battagLia (L.ZOa) and aE the beginning of the Ehird and final tableau in

Èhe bass aria.9'accenda (1.7a). There are tr"ro main topics which are set

in contrast with each other within the tableaux - War and Love; but since'

love is often also presented as suffering, the light banter of the lower

orders, represented by Silena, the elderly nurse, and Euri1lo, the PaEe, ís

introduced to off-set ít. An aria is given particular emphasis when it cal-ls

for an important presen-tation of mood in the character concerned" There

are thro ways of presenting a big atía - either by giving it a fuller

accompaniment, that is to say, by inÈroducing the upper strings or by

retaining the basso continuo suPPorE but giving the bass a thematic ostinato

structure v¡hich permits a more elaborate musical treatment than usual' The

1690 version of the opera shows that by then the use of the trpper strings

üras becoming much more common and IdaS beconing the general and accepted

manner of indicating a grand arj^a, so that ostinato types Èended to

decline. In the earlier period, both are important' and both are used

sparingly and rvith discretion. There are three arías with upper stríngs

in each of the three tableaux. Arias with ostinato-type basses are fewer

and give particular emphasis to scenes of love-conflict, e.g. Deífile's

defianr aríaz Fra tromb¿ (1.11c) and Tideo's Laseia me (1.13b). Arias

of the second rank have a concluding ritornello for the string orchestra'

Arias of less signifícance are a survival of an earlier concept of the

aria. So too is the one instance in which a short aria is interrupted

by recirative - Tideo's Quando sia (L.23c) . The cavallian style of

recitative conclucling rvith a passage of arioso still persists, if not

frequently. Probably one of tire most nodern developments is the double

aria: Eteocle's Pcnsiero/Clrc s'i'L cor (1.15a, b) . It of fers the challenge

i
i

(

i
I

!

1,

Í
+.

I
it

I

{
i
t'



,l

i

85

of presenEing contrast.ing emotions in close juxt.aposition. Similar in

character is the da capo arla wiEh contrasLing middle secÈion ín a

different meter, represented here by the bass aria: Sempre amica (1.6b).

Duets play a small buE important Part in love scenes-

From this brief encounter wiEh the structure of one oPera can be seen

something of the character and principles of Legrenzits general use of the

rnedium. In particular, Ehe a¡traction of opera can be seen to be its all-

embracing scope. AparE from the techniques which h¡ere peculiar to church

music, the composerts r¡hole armoury of techniques, resources and devices

could be used ín opera in association r¿ith the most extreme emotíons and

situaEions.

La Dioisione deL Mondo (Afi appeared in the sane season as

Eteoele e Poliniee. It must have appealed to the public as a novel and

charming opera since its heroes and heroines ltere noÈ the usual poliÈical

figures but the classical gods of Olyurpus. Ingeniously, the stage presents

each of them in his own domain, and since Èhese figures were the constant

source of allegorical reference for the literary enthusiasts of the day,

the significance of these scenes would be fully appreciated. - Venusrs

garden, Apollo's transparenÈ palace in the sky, Saturnrs grotesque and

icy palace, Marsts armo,Jry, and Neptune's sea-scaPe' are all splendidly

presented. It is in such a context that iE is possible t.o get a closer

undersEanding of the function of music in the barogue theaEre, which is

somewhaÈ remo.¡ed from our Present understanding of it. In a world in

which glorious nusic r^/as a rare and special experiencer music leant a

magical elemenÈ to the scene,in which the marvels of the spectacle could

Ehrive. This nas not, as might be thought, a denigrafion of music, but

an acknowledgrnenE of its unique spiriEuality. I'lithout it, the ríchness

of the spectacle would have no life. This is not to say that the works

t¡emselvcs rt ere pro found . I¡iJeed tltis particular oPera is a s t udy in amo rous

i¡trigue - tlle dcvasEating clisrupIiorl rvlticll love calì c¿lusc evctr in srrch
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exalted circles - I^rith a strong satyrical vein not far removed from the

spirit of Offenbach, as lJolff has observed in his study of the opera (p'94)'

Though the subject ís strife, only the opening scene presents warfare' The

curtain rises upon the sPectacle of the gods at v¡ar with the TÍtans ín which

Jove is victoríous. It soon aPpears that peace in heaven is yet again

threatened - this tÍme by Venus, who has left her husband for l4ars, and

with the aid of her son is creating havoc with the affections of the

emoLionally unstable gods, among ¡¿hom Juno readily counts her husband'

cynthia also, though she ís promised to Neptune, is sighing for Pluto.

In this company, Apollo, handsone and ptudish, and Saturn, old and bewildered,

are left to uphold the banner of morality and quiescence. Jupiter vacillates

betweerr the responsibility expected of him, and his personal inclínatíons'

lJhen he comes down on the side of morality, Cupid flies off to find an ally'

and the a1ly he has in mínd is Discord.

In Act 2, Apollors attempts to uníte Neptune and his sister cynthia

are frustrated, since they readily confess thaÈ Neptune \^lants venus, and

Cynthia hrants Pluto. The attemPt of PluÈo and Ngptune to abduct Venus in

the presence of Saturn is prevented by Mars, but by the end of rhe act it

has happened again. Juno observes Jupiter admíring the sleeping figure of

the goddess of love, and she has Venus spirited away and left stranded on

a rocky reef. The gods are no$/ thoroughly at odds with one another' and

reconciliation has to be made. Jove divides the r¿orld into three kingdoms,

with himself as the ruler of the heavens, Neptune ruler of the sea and Pluto

ruler of the underworld.

In Act 3, Apollo, bringing the dawn of a new day, declines to help the

unfortunate godd.ess on her reef. Mars is coming to her assistance when

Neptune appears in state on a large shel1 drav¡n by sea-horses' Venus is

reluctant to choose between them, but she escapes with l{ars on the back of

a dolphin. Finally Jove appears to comfort Neptune and suggest his marriage

to Tìretis, wlìich makes him happy. cupicl strikes Pluto with his arro\'ú and l-re

I

rj
I

i
ì

i

t
I

i

*
ï
¡t

I

-'{c

I
,l



ì

{
ï

:

'-(
I

I
l
I

I
t

87.

is united with Cynthia. Cupid and Discord are brought in in chains'

Cupid joins his mother, and Discord is thrown back into the abyss- Juno

punishes Mars and Venus by caÈching them in a net and naking them the

laughing-sEock of the asse¡nbled gods. Sadly, Venus and l"fars agree to

part., and Juno, avenged, is reunited ltitll Jove.

Ihe music survives in one score and a number of aria collections

which suggests that it t{as a popular work at the time. However, the work

itself offers the composer less variety than some of his oÈher operas

where tl're situations are st.ronger. It seems not to have travelled beyond

Venice.

The first opera or. L676, Adone in cipro (346), is lost excePt for

the libretto, but the greaÈer success in this year seems to have gone to

Ceymanico suL Reno (347). The original production was aE Èhe TeaÈro San

Salvatore in Venice, L676. As ne have seen, iE was repeated at the Teatro

Ducale, l,lodena, in the followÍng year, the same year that Legrenzirs

oratorio GLi sponsaLí d'Ester was given there. There was also a

performance in L677 aE the Regio Palazzo in }tilan. The surviving score

is related to the lfodena performance. The opera contains a nuiber of

features which are regular occurrences in Venetian opera:-

(1) The first act begins r¡ith a triumph to celebrate Germanicors

conquest of the Rhineland.

(2) There are Ehree suicide attemPÈs: one by Claudia, whose death

is Ehwarted by her lover, Lucio, and tl^to by Germanicus hinself - the first

time when he is tempted to take the throne from Tiberius' and later on when

Agripina rejects him. LIinEon Dean Èalks of the plots of Opera Seria as

a world 'in which emoEions are unconfined buE acEion is limited.'

Curiously enough, Metastasiots reform of opera expunged the worldly and

raEional comedy of the lower classes buÈ retained the element of inconclusive

action - 'the quickest metho{ of proclucing that success of sudden shifts of
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fortune on which the convention depends for iCs aria siÈuations.'\2

The attitude of índecisiveness may well have affected the rnentalíty of

those actually rullng in this authoritarian age. It was cerÈainly a

recipe for polítical ineptness of which a Machiavellían character such as

Louis XIV would be quick to take advantage.

(3) Claudia seeks her husband, disguised as a soldier. This sub-

plot. in which Èhe husband is assumed to be dead and anoÈher character

attempt.s to win her is paralleled in the main plot in which Germanicus acts

jealously out of suspicion of hís wife. The sexr¡al ambivalence of heroines

disguised as men was a common feature of Cavallian opera (e.g. EriSmenA),

and it furthered the ambivalence of heroic roles being played by castrati.

(4) Ihere is a scene in Act I in which a tower is seÈ on fíre. and

Arminio and Claudia attempt(!) to die in it, thus increasing the Potentía1

suicides to five. Incendiarisrn ís a favourite device of Venetian opera'

appearing conspícuously in the burnÍng of Rome in TotíLa.

(5) Alongside the more-or-less hÍstorical characters, this oPera

takes delight in introducing allegorical ele¡rents. Apart from the

IntroducEion, for which no music exists, Caligula aPPears at the end with

Juno to rescue his rpther, and Farne sings the praises of Germanicus.

(6) The opera ends r¡ith a coronation (quite unh-isÈorical!). An

unusual feature of this opera is that it has in Floro a true villain, who does

not repent or receive clemencv, but is sent Ëo Rome for sent.encing. Apart

from being guilty of conspiracy, he also attempts murder and comes close to

rape.

The opera contains trumpets for ¡nilitary scenes, but is not conspícuous

in its use of arias on ostínato basses.

TotiLa (345) was the first opera to be given in the Venice season

of. L677, so Ehat in facE iÈ may have opened towards Ëhe end of the previous

year. This was tlre only time that Legreozí and }fatteo Noris collaborated.

42D.o.,, W., ilanclel. cnrl the Opera Sería (Berkeley and Los Ângeles, 1969),
pp.l0ff.
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Shortly afterwards, Noris became the regular librettist of his ríval, Carlo

pallavicino. There are no records of any other performances other than a

very late revíval at Palermo in 1696, no doubt rìIiËh much added material ,

but the state of the score in the Contarini collection of the Marciano

Library certainly suggests that there \^ras more than one version and that

there may have been a pre-Venetian perfonnance at Contarinits theatre at

piazzoLa. Included ín Le Ìfuercure Galant for February, 1681 (pp.2L6-25L)

is a description of Piazzola, in Jaques Chassebras' 'Histoire de mes conquâts.'

It is located 10 miles from Padua. The original Palladian villa received

extensions during Marco Contarinits residence there. The third floor rvas

of parÈicular relevance to musicians since it contained a gallery with all

sorts of musícal ínstruments, and his collection of opera scores (now in

the I'farciano Library) . From this gallery musicians performed at meal-times.

The house r^ras approached by an avenue a mile long, and the grounds contained

fountaíns and lakes with gondolas where serenades and concerts were given

during the summer. Italian dukes and German princes I¡Iere among the guests '

Contarini, in hís book on PíazzoLa (fn.31) names the operas allegedly given

aE Píazzola and includes TotiLa among Ehem. (Allegato 7). The enthusiastic

review ín Le Noutseau l/iercure galanteas makes no mention of the music, but has

no doubts about the sensational success of the sPecËacle. The big scenes

íncluded such surpríses as the burning of Rome, the 150 supers who appeared

as slaves and soldiers in Act 2, the novelty of the elephant, the ship-wreck,

and finally, the magnifícent tournament of the elements with which the opera

concludes. If Èhe rnusic was taken for granted, the existence of t}rree aria

collections with music from TotiLa sug,gests that it was not immediately

forgotten. Indeed,, TotiLa is one of the scores which show the richness,

range and vitality of Legrenzi's music at its finest'

- To say this is also to say that the libretto made it possible' Tndeed,

the opening of Act 1, in wltich the mounting hysteria of Publicola and his

43Ln ,oorlrecu l.le7"cut:e gaLante, Augus L, L677.
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family at the approach of the Goths is carefully registered, splendidly

prepares the way for the first big tableau in which Totila is seen amidst

the conflagration of Rome. The origínality of this opening needs to be

stressed as there are plenty of operas which begin with a rnilitary triumph,

(including Legrenzifs previous work, C,ennanico suL Reno), but this handlíng

of the psychological aspect of personal suffering at the advance of an

invading army is unique. In many respects TotiLa shows a novelty of

approach which sets it above many contemporary productions. Not least

of these is its element of satire. Publicola, who becomes insane with

grief at the fate of his wife and son, provokes many strange scenes often

involving elements of humour. I,Iolff suggested that the scene in which

Publicola Èerrifies his servant Desbo by invoking the harpies of Erebus

(the Furies) was a parody of the incantation of Medea in a famous scene

from Cavalli's Giasone (L64g) (1.11bt),u" though this was probably part of

an even older convention including l{oniglia's Roman opera Tancia. But

indeed, the satírical element does not end here. It musÈ also include

Publicolat s parody of the cantata, represented as broad farce in his pursuit

of Desbo as a'nyrnphr who eludes his advances.(3.15). The technique in

thís scene of hovering between passages in conmon time and lyrical
?effusions ín j time is characteristic of the early cantata - much more so

than of the cantata to which Legrenzi himself subscribed. There can be no

doubt of íts intention to amuse - and on a number of levels. The embarcation

scene in TotiLa (2. 5 ) belongs to a type already found in Roman opera; in

Vittorio Loreto's GaLatea of 1639is The sea storm which follows also has

a counterpart in Cesti's IL Pomo dtoro (1666) .

TotiLa has long been famous (if only in the history books) for the

excellence of its music. Some of the finest examples here are to be found

4Lrotrr, op. cit

ibiC., p.79l+5

p.16.
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in the arias on figurative basses which supply a surprising variety of

moods - e.g. Resta iL cor (1.12dr), CrudeL ¡rostro gelosia (3.6b) and

E foLLia (2.12b).

An unaccountable silence follows Èhe composiEion of. TotíLa, and when

it breaks there follow five operas of which four are known only through

aria collecÈions, and the fifth, Ltottauiano Cesare Augusto, (1682)' ís

lost.. Considering thaÈ lÍttle work has been done on Ehe oPera scores of

this period, it is not surprísing thaÈ the aria collections have likewise

been neglectecl, with occasional exceptions' They present a number of

problerns:

(1) It is difficult to inagine how they were collated, since they

tend to present large nr¡mbers of arÍas together which PurPort to be

represenEaEive of a single opera, yet the ones which have been examined

.for the purposes of this study never Present the arias in sequence' On

the conÈrary they could hardly be more skilfully scra¡nbled' Nor do they

appear to offer any more subtle method of arrangenent, e.B. by tonalíty or

according to affection.

(2) Ihere may be some doubt about the purpose for which they were

assembled. The format of the Vqscollections - oblong r¡ith four staves to a

page and a fine bindin6 - suggests they were either played by amateurs on Èhe

keyboard, or used Èo accomPany a singer, who was probably also the player

of the accompanimenÈs. These do not commonly rePresent more than the

basso continuo Part.

(3) They are not reliable in their identification of Èhe sources,

e.g. the arias attributed to Lisimaco riamato d'ALessandro (352) ín Vqs are

mosEly from Pausania (35L)-

(4) l{early always, arias aPPear which are noË readily identifiable from

the printecl libretros. The solution to this problem musÈ either be that

Ehey contain aria substitures, €.8. orrnato d'aLLori ín Pausatticz maywell be

a substi tute f or ìi ,'l,t,i ,,1 ¡',i.t(:I7QCC ( 3. r) which is missing in tlre otl.rerwise
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very full TurÍn collection. Sometimes (as in tþe case of' Ad altro amante

in Pausønia) arias appear with r.¡ords from the second stanza. As a resulÈ

of Èhis unreliability of the sources, it can now be seen that very líttle

in fact remains of. Lisimaco riønato d'ALessandro'

Even so conplete a collection as the Turin arias from PauSAnia cannot

be regarded as a skeleton score, since Èhere is no logical order in the

presentaEion of tlre arias, and certainly no at.ÈempE to PresenE them in

relation to their sequence in the oPera.

In general, Èhe number of productions an oPera has had is judged fron

the surviving libreEt,i. Cteso, Antioco iL grande and Pau'sania appear to

have had onry one production each, in venice, beÈween 1681 and L682' And

yeE, there are tr4ro aria collections related to the f irst tI^to oPeras and three

for Pausania. No full scores have survived for any of these works' By

collating the collections r¡iEh the appropriate libretti it has been possible

to locaÈe the posit.ion of the arias in the oPera and the character to which

t.he arias were assigned. However, in most cases there have been arias in

the collection which cannot be accounted for in thÍs way. tljte cteso sources

have produced seven arias from Act l, six from AcE 2 and five from Act 3' In

Antioca iL Grmde there are ten arias from AcE 1, ten from Act 2 and five

from Act 3. Pausanía must have an arÍa rePresentation which is very nearly

complete as there are t$renty-two arias for AcÈ 1, tl^tenty-thto for AcÈ 2' and

fifteen for Act 3. The two arias not accounted for may have been

substituted in the course of producÈion. The fate of Legtetzíts nexÈ

opera, Lisimaeo riamat7 d'ALessantfuo is curious. Bonta NG rnen'tions four

productions of Èhis work; the first at venice in 1682, then a group of

performances some years later - aÈ Bologna in 1688, aE'Rome in 1690 and at

Ferrara in 1693. The opera itself l^tas a revision of an earlÍer work by

Sinibaldi revised for Legrenzi by Aurelio Aureli' nol¡t towards the end of

his career. 0n1y the Quirini collection has arias from Èhis work' and upon

investigation it turtrs out tlìat of Cìlese only two actually belong Eo tlris
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opera, ¡he rest are from Pausania. Legrenzírs third opera for the year

1682: L'}ttauiano Cesane Augusto has not survived aPart from the libretto.

In any event, it seems Èhat this opera r¡ras specially r¡rítfen for the Mantuan

courE, and was probably never seen in Venice-

In Èhe following season, Legrenzírs star shone particularly briglttly

once again with the production of what aPPears to have been his most

popular work: Giustino (|Sa¡. For this work Èiìere are E:vio scores' one

from Èhe Contarini cott."rion in Èhe }tarciana Library at Venice, representing

the Venetian production, and another frorn Naples rePresenting the production

there in 1684, a year after it had been given in Venice. The comparison of

these scores is particularly interesting as an indication of the theatrical

practices of the tines. The Venice score was made a little too late. By

this time, it appears that all the orchestral parts and the minor parE of

Brillo had disappeared. The Naples score supplfes nost of the rnissing

information, but introduces a ngmber of fresh arias to words which appeared

in the original libretto. These changes rnay have been made either to

please particular singers, or simply to add to the interest of the new

production. As nany as seven other productions are known to have taken

place - Èhe last two in 1697. i,le may assume that the contents of the work

continued to change, but this is noÈ recorded.

A brief accounË of the plot of this once-famous oPera will indícate

how much it had to offer to Ehe baroque audience in scenÍc surpríses,

marvellous happenings, and vacillations of fortune, for in a baroque opera

it is these things which give rise to the emoEions which are expressed in

Èhe musíc - Ehe greater the scope the greater are the composer's opportunitíes'

Act 1 begins with a splendid scene for the coronation of Anastasio as

emperor and his marriage to Arianna. We are ímmediately presented with an

entert.ainment: the appearance of the giant Atlas wiEh Èhe world on his back'

Tl-re globe splits apart and Venus and Hymen presenE an epithalamium' But

matters quickly change, rvith the news of Vitalianots rebellion. He wishes,
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in return for peace, to marry Arianna hirnself. Such an idea incites the

new Emperor to arms, and Aríanna herself, loathe to part from him, pl:oposes

to follow him Eo the wars disguised as a soldier. Immediately, there are

further disguisings. Vitalianots brother, Andronicus' ín love with

Anastasiors sister Eufemia, comes to court disguised as a girl and Aríanna

after listening to a long tale of woeful adventure takes him/her ínto her

service. Next, in a pleasant pastoral landscape Justinian is seen ploughing

with a yolk of oxen. He longs for the world of actíon and ambition' He

unyokes the oxen and takes a rest. We then r¡itness his dream, as Fortune

appears offering him crowns and riches. The dream fades and the sun shines

again on the fields as Justinian awakes. His opportunity arises when he

rescues the Emperorrs sister, Eufemia, frorn the clutches of a wild man of

the woods and she falls in love with hirn - Peasant though he is' Meanwhile,

in the enemyts camp, Polimante produces the champion he has jusÈ defeated in

battle, but he soon discovers that Èhis is not a man but the IÀIoman whom

Vitaliano adores - Arianna. she, however, disdains his advances and j-s

kept prisoner. I^Ie then see JustÍnian established at court, witnessing

and participating in an allegorical ballet, which concludes the Act'

Almost every element in thís plot, and above all its rapid changes

of environment and characterr ís characteristic of the opera of the times

and findé a parallel in other operas. The dífficulty would seem to be to

maintain the pace. However, many popular Scenes are still ín sÈore'

Act 2 brings us for the first time to the field of battle, where

things are not going well for Anastasio. I,Ie shortly see the destruction of

hís navy by a storm af sea. Even worse, Arianna is chained to a rock so

that she may be devoured by a sea-nonster. Her ca1ls for help are echoed

around and at the crucial moment, Justinian comes to her aid and slays the

monster. She is reunited with Anastasio and a no\^l rePentant Vitaliano

discovers the monster dead on the shore. l'leanwhíle, Eufemiats f riend

Andronico finds her admiratlon of Justinian too much, and forsakes his role



of servan¡-gir1 for a more glorious one on the field of battle'

concludes with a great battle-scene in which vitaliano is take'n

Justinian.
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The act

prÍsoner by

This Act contains two elemenEs r¿hich had previously been successful ín

TotiLa, and no doubt in other productions also - the arrival of Vitaliano on

an elephant, and the spectacular destruction of the navy' Possibly, ín the

latter case, the sets \^/ere the same' though the operas \¡/ere given in

different houses.

In Act 3, though Anastasio is once more successful, Andronico assumes

a more pronrinent r.,le, and begins to stir Anastasio to jealousy; first in the

matter of Justinianrs heroism, and laEer through Ariannars acknowledgement

of it. For the time beíng, vitaliano is imprisoned in a tohler, but he is

later released from it. with the assístance of Andronico' Just-inian's lowly

birth is also held against him by Anastasío. In a scene reminiscent of

TtheLlo, Anastasio repudiaËes Arianna and thror¡s her to the ground' Justinian

is then seen under guard in a mountainous landscape. A storm gathers and

the mounÈain opens to reveal a cave in which is the tomb of Vitalianors father'

In a struggle with his guards, Justinian is wounded and faints' Vitaliano

himself appears and is about to kill Justinian r¡hen his father's ghost forbids

it, saying that Justinian ís in fact vitalíanors brother and not of lowly

birth at all. At this, Vitaliano changes hís attitude and offers the kiss

of life instead. Immediately Eufernia and her servant Brillo appear on the

scene. She thinks Justínian is now dead, and ís armed with the news that

politics have taken a different turn again. Amantio has taken the Emperor

prisoner and usurped the throne himself. Eufemia, Justinian and Vitaliano

are no\^/ in league, and take to the field. Andronico at this stage sees Èhe

end of his dreams of winning Eufemia. Fortunets wheel turns again' Amantio

is about to consign Anastasio and Arianna to an appropriate to\^/er when he

receíves the ne\n7s that all is lost' Immediately Justinian appears and

arrests the usurper. Anastasio and Arianna are reuníted and reconciled'
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Anastasio then recognises Justinian's merit by accepting him as joint emperor

and marrylng him to Euferúa. In Ehe last scene, Justinian ís crowned with

laurel, and Glory, in the company of Time and EÈernity, sings his praises.

From this account of the plot of Giustino, it can be seen that operas

in general consisted of certain standard ingredients, and that the recipe

for a good opera was to arrange them ín as convincing and comprehensive a

manner as possible. There is nothing ín Giustino that had not been seen

with approval on the stage before. Its synthesis of successful ingredients

is nothing short of amazing, and by Lhis stage, Legtenzi's experience of

heroic opera made him the ideal collaborator for a l¡/ork of this kind' Other

operas may have more profound and interesting features, but this one is

certainly a classical example of the style of Venetian opera ín its period'

IÈ is of interesE that the Naples version enhances the original productíon

in one respect - it adds to the elemenË of comedy by íncreasing the part

of Brillo, Eufemiars servant. This must have been the only conceivable

way of getting more out of this oPera than it already contained.

The lasr rhree operas, LtAnanehia deLL'rrnperLo (1684) , ktbLio ELio

Pey,tinaee (1684) arrd, Ifiana.ssa. e lfueLønpo (1685), are all lost. Probably

they did not add much more to Legrenzirs'concept of opera' which in any

event remained radically unchanged throughout his career '

Two of Legrenzí's operas : TotiLa and f due Cesav"L received reviews

in parists Metcuy,e gaLant. In those days, when musical criticism had not

been developed, i t c.orrld hardly be expected to cover those technicalities

which we woulcl expect to see covered today. Fashionable society \¡¡as

clearly most interested in the spectacle, and it was this aspect which

would also have most in comnon with the theatrical entertainments to be

seen in France. Perhaps ít was indeed the magi-cal element in the music

which disguised to some extent the real contribution whích the art of music

was making to tl're production. It can hardly have been overlooked quife to

fhe extent which these reviews from their absence of comment would suggest' 
q6

4O*" review of I áue Cesari appeared in l,lercure gaLant' March, L682
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V SONATE DA CTIIESA

There have been a number of studies over the last forty years

relating to the 17th century sonata in general, of which those of Eunice

Crocker on the canzonarut S"lf.idge-Field on the Ínstrumental music of

Venice and l,Iilliam S. Newman on the baroque sonaEa as a whole, have been

found to be the most useful. Nüsslets early dissertation on Legrenzí's

work as an instrumental 
"orpo"eruB 

i" rror superseded by Bontars penetra-

ting study which elucidates many of the matters which the earlier writer

found baffling. Bontars particular discovery in relation to the sonatas

is that, in spite of, numerous sections arranged with a constant sense of

variety, Legter.zirs sonatas normally turn out to have a construction of

three or four movements, of which the internal movemenLs rnay be compound.

This analysís depends upon an understanding of a movemenÈ as a rcompleted

musical discourser, tetminating in a fínal cadence and a cessation of

movement.49 The existence of such a concept for the baroque composer is

i-ndicated by MarÍnits use of the word 'paz'ter to indicate a movement,

and by Legrenzirs use of repeat marks which aPPly most generally !o com-

plete movements.

Crockerts- researches into the canzona and the sonata between L62O and

1650, revealed three types of work: the varíatíon..canzona, which is not

found in Legrenzi, the canzon-sonata and the trealr sonata - both of which

have signifícance for him, since at least elements of these types are to

be found throughouÈ his output. The canzon-sonaÈa had a vigorous opening

fugue in common time rihich was the longest section of the sonata. The

subject had the repeated-note style long associated with the canzona. Ïhe

following sections varied in tempo, metre and texture and frequently

involved repetition or reworking of material. This is the type of work

47cto"k.r, E.: An Introductory Studg of the ftaLian Cqnàona for InstnumentaL
EYLsembles (Unpublished Ph.D., Radclíffe College, L943),

48Nü""1., H.: Giovanni Legrenzí als Instrumentalkomponist (Diss. Munich,
r917).

49Bon[a, pp. 225-229.
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which is represented most strongly in Legter^zirs sonatas. The treall

sonata, developed at the same time by such comPosers as Fontana, Uccelini

and Marini, had the same tendency towards many sections, but it usually

began with a homophonic section which \^7as introductory to the fugue. It

was violinistic and improvisaÈory in style and its inner sectíons often

contained a series of solos. It tended to use devices not found regularly

in the more neutral form, such as suspensions, pizzicato and double-

stopping. With this looser sÈructure \^Ient a less rigorous attitude to

counterpoint. Instead of a fugue on an extended subject, there is often

found a treatment of two moEivic subjecÈs in imitation.

In Legrenzits sonatas, the first movement is the longest, and the most

tonally stable. The other movements are most liable to have different

tonal centres at the beginning and end' and medíal movements may not have

their final cadences on the tonic. Legtenzit s pracÈice is most closely

related to that of l,ferula and Cazzati in his or¿n territory of Bergamo anrl

to the Venetian Nerí. Curiously perhaps, Legtenzirs father's sonata,

printed in Opus 2, La Justiníavta, is a variaLion type with no comparable

example in Giovannirs ouEPut.so

Bonta observes that in Opus 2 and elsewhere there are t\^lo Ëypes of

the canzona-sonata being used in alternation: in the one type the first

novement is a double fugue with a modulating subject, entries which proceed

Tonic-Dominant-Dominant, an element of recapitulation and a conclusion with

an atrthentic cadence. In the other type there is a single unmodulating

fugue subject, Tonic-Tonic-Subdominant (or Tonic-Toníc-Dominant) entries,

no element of recapitulation, and a plagal cadence'

The sonatas are presented ín the catalogue in the order in which they

appear in the printed collections. It may be helpful to list them here

according to the resources which are employ"d'sl

5oBont" , p.223.
5lN"u^nn , oy't.cit. , pp.28-30 gives a breakdown of

He appears to miscount the sonatas of Opus B '
in the first three sets' but in three sonatas
La Buscî'.a (3J5) and La GaLini (387) .

the resources Legrenzi emPloYs.
Also, the bassoon i-s cited not

of Opus 2 and in OPus 8,
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VVbBc

V Vne (Fag) Bc La bnata (366)

[n Foscari (367\

La CoLLaretta (368)

V Vla (Fae)Vb Bc La Galini (386)

Sonata QuaY'ta (402>

vlv2Bc

Sonata Quinta (T) (403)

Sonata Sesta (I-) (404)

La Cornara (360)

La Spilimberga (361)

Ta. Fvøtgipøa (362)

La Stnasolda (363)

La CoLtALta (364)

La Raspona (365)

La BentùsogTia (383)

La Ha (384)

La lnlosta (385)

Sonata PrLma (f) (399)

Sonata Seeondn(t) (400)

Sonak: Terza (I) (401)

vlv2 vb Bc Prina (rI\ (405)

Seconda (II-) (406)

Terza (tt) (40.7)

Qtavta (IT) (408)

Quinta (Tr) (409)

Sesta (TI) (410)

Opus 2

Opus 8

Opus 10 (= 11)

Opus 8

Opus 10 (= 11)

Opus 10 (= 1l)Sonata

Sonata

Sonata

Sonata

Sonnta

Sonata

La ZanbareLla (369)

La þlont'ALba (370)

La Porc'tlt (371)

vl v2 vne Bc Opus 2
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La VaLua Sona (372)

La Qt'Ler"ini (373)

La Torcíqna (374)

La Manina (375)

La Sauorgna (376)

La Brenbata (377)

La Secea Soard.a. (378)

La BenagLía (379)

La Tassa (380)

La Fini (381)

La PezzoLi (382)

La Crispa (398)

La Rossetta (387)

La Betilaqua (3BB)

La Bona. Cossa (3Bg)

La Boiarda (390)

Opus 4

Opus 8

vlvzvla Bc Lt1bízza (386) Opus I

vtv2v3v4Bc Sonata PrLma (rrr) (4L1) Opus 10 (= 11)

vrv2v3vqvne Bc La Squarzona (391-)

La Cremona (392)

vlv2Av TV vb Bc La Fltgazza (393)

La Marinona (394)

La Basadona (396)

Sonata Seeonda (III) (412)

Sonata }t¿arta (rrr) (414)

vrv2Av Vb Bc Sonata Terza (rrr) (41'3)

corrcor2vlv2vn" (Fag) La Buscha (7sS¡

Opus I

Opus B

Opus l0 (= 11)

Opus l0 (= ll)

Opus 8
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vglvgzvg3vgqBc Sonata Quinta (rrr) (4L5)

Sonata Sesta (rrr) (416)

101

Opus l0 (= 11)

This listíng indicates that LegrenzL cultivated three main textures

in his sonatas; the tsolor sonata, the ttrior sonaËa and the tmany-voicedt

sonata. r¡Ihere the bass stringed instrument is listed, in partícular the

violone, it is often found that this instrument has a more lively actívity

than doubling the bass - it is often given divisions to Play. The

possible manner of performance of some of the sonatas (orchestral or

solo) is suggested by their relationship to the orchestration used in

the theatre, and by Lhe adoption in the theaEre of techniques used in

the sonatas. In this regard it should be borne in mind that Legrenzi

increased the orchestra at San lfarco ' and that orchestral music at this

time desígnates church music and is not characteristíc of chamber

performances.s2 Tt"r" is a material connection between the sonatas and

the instrumental music in the operas.

Bonta establishes relationships between sonata movements and the

instrumental music of the operas and the oraÈorios in the following

instances:53

(1) La Cremona (392e) and Eteoele e PoLinice (344) 1. Sinfonia (b).

(2) La Cremona (392b) and Ger.mcnico suL Reno (347) 1. Sinfonia (a).

(3) La Cremona (392b) ar..d ToiiLd' (348) 1. Sinfonia (a) 
"

(4) La Squarzona (391b) and Totila (345) l' Sinfonia (b) '

(5) sonata sesta (416a) and La l1ot,tc del cot, Penitente (216)

l. Sinfonia.

The treatment of La Cremona is curious, since it gives rise to three

instrumental sections in the operas, and these are re-I¡/orked rather than

simply borrowed. The relationship between the published dances and

dances and sinfonie in the operas will be mentioned in the next section'

See Bonta, pp. 208-209

ibid. , p.2o5.

52

53
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lrleanwhile it may be observed that the opera sinfonie may include dance

elements and that these are not entirely foreígn to the sonata da chiesa'

The use of antiquated instruments - the cornettí Ln La Buscha (397)

and the quartet of Viole da gamba ín the last two sonatas of La Cetz'a

(4L5 and, 416) suggests that these ínstrrnnents still existed and were

played by the girls of the Mendicanti. Apart from the cornetti, the

only wind instrumenÈ mentioned is the bassoon as an optional alternative

to the viola ín La Galini (387) from Opus 8, and to the violone in the

three violin sonatas from Opus 2 (366-368) a¡d La Buscha (397) "

The sonatas of Opus 2 are grouped as a modal series in a manner

adopted by other and earlier composers of sonatas and canzonas such as

Merula, Marini, Neri and Fasolo. This is not self-evident' since the

Church Modes are used in trarispositions as follows:

Mode I dorian d

Mode 2 hYPodorian g one flat

Mode 3 PhrYgían a

Mode 4 hYPoPhrYgian e

Mode 5 lYdian C

Mode 6 hYPolYdian F one flat

Mode 7 míxolYdian c one flat

D one sharP

l'fode 8 hYPomixolYdian G

Íhe use of other keys, such as A and Bb is problematic in the

relationship to the modes. They may probably be regarded as trans-

positions of D and F, and b as a transposition of e. D major tends to

app-ear as a plagal form of G rnajor; and may be a transposition of g.sq

This practice seems largely to ignore Ehe use of accidentals for

transposition purposes which operated in the Renaissance music, and it

may have been connected with the technicalities of liturgical practice'

54Bonta, pp. 212-216
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Dxperience of Legrenzits music suggests a profound at.tachment to

certain elemenEs of ¡nodality which are noE only foreign to the concept

of Eonality found in the eighteenth century, but offer opportunities

which are denied to ít. Essentially, Ëhe tyPe of modaliEy employed

by Legrenzi was a nodification of thaÈ used in Èhe sixteenth century

which Putnam Aldrich regards as ran exÈension and expansion rather than

a dissolut.ion of the modal sysÈem.tss It is used by him to creafe

diversiCy and colour wiÈhin Eime limits which can be quiCe extended

(particularly in the operas) and whiclì may embrace a number of discrete

sections. The choice of mode is closely related to the affection

required. The wandering modatity of intermediate secEíons in Legrenzfs

music is effecti-ve in its context but quite foreign to the classical

tonal system in which the tonic is the lodestone to all relationshíps'

It is however much more closely related to the wandering tonality which

Ís to be found in llagner.

of the four collections, only La cetta belongs specifically to the

Venetian period, and it is of interest thaÈ in this collecEion he adopts

a ne'w grouping into three sets of six sonatas, numbered but wíthout title'

The practice of grouping works in batches of six is a standard one in Èhe

late Baroque period. The naming of the earlier works seems to suggest a

diversified paÈronage since most of the titles are indeed names of

aristocratic farnilies and members of the academies who supported the

composerts work. The change to numbering, though less colourful, and

indeed less efficient as a means of identifying a composítion, may have

been a nore practical arrangement for Ehe publísher, who may r+ell have

preferred a single pacron as an insurance for the success of his venEure'

In this case, the dedication was indeed a lofty one - the Emperor

Leopold I, and iE may be said that the eminence of Legrenzi is nowhere

55rrra*on Âldricll: 'Ân Âpproaclr to
l.!us'Lc Pcùi,)t: 30 / I Feb ruary , 1969 ,

the
pp

Analysis of Renaissance }fusict.
I-2I, quoting P. 2-
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more strongly suggested than by Èhe proninence of his dedicatees'

i\ comparison wiÈh those of. Cazzati s6 im¡nediately indicates a much

more august level of PaEronage.

The theme and counÈer-subject of Bachts Fugue in c on a theme of

Legrenzi (Bl{V 574) has been included Ín this section' It has not been

identified among Legrenzi's r¡orks, and it may possibly not be his, but

iÈ testifies to Bachrs interest in the comPoser - an interesL whiclr is

understandable in view of the compositional subÈlegies of whÍch Legrenzi

was capable. Newmanrs trÍbut.e to his historical posiÈion may be quoted:

tln Legrenzits sonaÈas the fugal craft of l'leri, the tonal sureness of

Buonamente and the agile wit of l{erula are rolled into one and carried

- . 57tOfI¡¡AfO.

W. SONATE DA CAI,ÍERA AI{D DAIICE }ÍUSIC.

the sÍgnificance of the dancè for Legrenzi extends well beyond his

sunriving r¡orks in the dance rnedir¡m. Ttrere are only two prfnted works

of his which contain dance music, and these are seParated by a period of

twenty-t'wo years; they are the sÍx correnti, six balletti and three

sarabande and allemande of opus 4 (1655) and the nine ballettÍ and

corrente of opus 16 (1697). Ttre absence of dances from the inter-

venÍ_ng period may well be due to the fact that Legrenzi, despite the

brisk ¡Ðann€r in r¡hich he pronoÈed hirnself, secured no court appointment

at any time in his career, though he uray well have wished for one'

parEicularly in the period from tris departure from Ferrara to his appoint-

ment at the Ìlendicanti in Venice. This being.Èhe case, he had no

immediate need to supply dances for court enËertainnìenEs such as are

found in mr¡ch greater quantities in the works of his conÈemPorarÍes'

ciovanni ll¡ria Bononcini of }Iodena, for example, was a comPoser chief]y

56to"rr.n, J.l, ., 0i,.cit., p- 228-229
57o,orr,,rr, hr.S., ¿)i'.'' í t. p.L3o
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of instrumental music who provided extensive collections of dance move-

menrs in his opus I (1665), Opus 2 (L661), Opus 3 (1669), Opus 4 (L67I) 
'

opus 5 (1671), Opus 7 (L673), Opus 9 (L675) and Opus L2 (L669)" 0f

Èhese, the first two rn/ere originally published in venice by Magni, and

the rest by Monti in Bologna. s 8 l4oreover in the years betr+een 1655 and

L691, Italy had been open to the influence of Lully in the atea of dance

music and his influence Ítas strongly felt and r'¡idely recognised from the

'sixties onwards. The six sonate da camera of Opus 4 (450-455) are the

only works of their kind by Legrenzi -. fugal movements designed as

inst.rumental preludes to the dances r,¡hose arrangenent is not specified'

nor iÀ there any instruction as to how the selection should be made' If

mode is to be a criterion, then it seems strange that there should be two

sonate da canera i-n d and only one dance (Corrento L 456) and that there

are dances in D (3), A (2), a (3), Bb (f), c (2) and f (l), and no

sonatas in those keys. Tlnere are also EhIo Sonate da camera in G (453

and 455) and only two dances (Corrento 5 460 and Balletto 2 463) '

Although there are equal groupings of correnÈe and ballettí (six each),

they do not paír off convincingly accordíng Lo mode. 0n1y three groups

of sarabande and allemande (468-473) make convenient pairs which suggest

that they are designed to be performed together. Selections couLd be

made. T'he sarabanda 2 and allamar'ð.a 2 (470-471) could be performed

.with the sonata d-a camera La Forní (454) which is in the sarne lcey . and La

Tet'zi (452) could be grouped with Corrento 2 (457) and.Balletto 3 (464) '

La Stz.ozzi. (453) or La Tognini (455) coul-d be grouped with Gorrento 5

G60) and Balle tto 2 (463), but the selection of consecutive. items does

not, in the two,latter "ä"""¡ 
suggest. itself rlaturally'. The Correnti

and Balletl-i of Opus 4 carefully avoid dupli.çation of mod-e which suggests

índeed

successively, llorvever, they are pre-Lulliaà.dances and they pre-date

fi
I
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Legrenzirs knom associat,ion wiEh the theatre, so it seems likely tltat

Èhe dances in this collection were designed primarily for social

dancing and played at random according to the requirements of the

evening, together wiEh dances by other comPosers. This would not

inhibít the perfonnances of the sonate da camera (and perhâPs more

than one) from being played r¡hile the dancers nere assembling. Legr,enzfls

use of Ehe term SOttata da cAmera in Opus 4 f.or his inEroductory movements

is of historical interest, since it had been used for the first Eime only

the year before in Marinirs Opus 22-

Tt¡e arrangement of the balletti and correnti of opus 16 aecording to

mode (see p.I02)s¡¡ggests that although Varischíno saw the r¡ork through the

press, Legrenzi intended it to be presented in this particular form' The

pairs of dances represenÈ each of the modes- in hís understanding of them'

with a final pair at the end in the key of B flat which.stood as a trans-

position outside his rnodal scheme. the French were familiar with a much

wider range of dãnðes than. Legfenzi ever aspires to' sÍnce nt t""tt'"t"

hirnself here to balletti and correnti, and Èhe earlier dances include be-

yond these only the allênan¿r *a.sar.abanda. Ttre balletto nonnally

appears in a sequenie such as balletto-corrente:sa¡abantla-giga, and is'

only likely to be preceded by an íntroductory rsonatgr or preludio:st

Anong the feaEures of these dances may be mentiqned the appearance of

the rpetite repfise' - the rêpetition (often pi'øto)'of the last few bars

of a piece or. section of a piece, which had becorire a wide-spread manner-'

ism. It is frequently to be found in the balletti of the' Bologna/Modqna

- rrs. and çonsequently in Legrenzí. CharacËeristically ítorbit of composers, and consequently in LegrerLzL. UnaracEerl-stI

never became entírely habitual with him, either in the instrunental pieces

or in the short arias to which the 'petite reprise' quíckly attached it-

self. The decline of Ehe ball.etto as. a fashionable social dance is

suggested by the wiáe variety of tempos applied Eo the balletto at tltis

il
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time, from tgravet and tlargo'to allegrof and rprestot.60 ltrough such

markings are not present in Legrenzíts musíc, the dances themselves

suggest a wide variety of styles. The correnti take both the French and

Italian forms which had exísted concurrently from the earliest aPpearance

of the dance.

The publicaEion of balletti and correnEi alone rnras not unknov¡n. A

collectio¡ of BaLLetti e Coy,renti by the Venetian noblewoman Morosina

Briuli (f665) contains five pairs of balletti and correntí and eight

independent correnti.6l These two dances would provide the core of the

company and couple dances, the extra corrente being needed because of the

greater number of dances likely to be performed by couples than by the

company as a whole. This elemenÈ of practical utility is one which

militates against the formation of an organised suite of dances in Italy.

Ttre discussion of Legrenzl-t s BaLLetti e Correnti should not overlook

its instrumentation. In theír general appearance, these are orchestral

dances. They use the string orchestra of the opera house and the t.echníques

associated with it. The viola parts are frequently harmoníc fillers ' and

only in particular instances do they have a genuine part in the discourse.

G.B. Vitali, the ìlodenese composer, distinguishes in his collections of

1666 and 1667 between Balletti per ballare and Bal-letti per camera. This

assumes a dístinction between pieces to be danced to and pieces to be

played for entertainment at soôial gatherings and indeed to be lisËened to.

Some items i¡ Legrenzls collection seem to suit one of these categories

rather than the other, others have the character of theatrical ballet

music about them. In the absence of such music for the operas, it is

difficult to judge what the operatic ballets were like. Certainly Balletto

5 (481) appears as an introduction to the second act of EteocLe e Polinice

and BaLLetti e Coruenti 7 (486, 487) appear together as the introduction

to the Ringratiamento dell'Opera at the end of Zenobía e Radønisto- The

60

61
I(lenz , op.cit., p- 118.

Selfrídge-Field , oP. cit. , P.169 -
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collection as a whole suggests that by this tirne he had an ear for melo-

dically interesEing and rhythmically well-defined dance tunes. Balletto

g (490) in particular suggests a colourful and grotesque theatre dance

- the only one in the book of its kind. Corrente 9 (491) is similarly

unique - the only instrumental chaconne by Legrenzi which has survived

- perhaps the only one ¡^¡hich he wrote. The chaconne had been used with

great acclaim by Lully, and it was no doubt his cultural influence whích

led Legrenzí Lo write such a r^rork. His treatment of the ground bass has

the freble-dominated line and weakly motivated counterpoint which must have

seemed to hím to be charaiteristíc of the current French style. His twelve

varietions employ an exËen-ded form of a bass called Èhe rAria of the Grand

¡r¡rkef .6' EL."nor Selfriclge-F:i-e1d speaks of this piece as the crowning

glory, not onty of this èollection, but of Legrenzírs dance music
';

altogethet.6 3

its influence underlies much of baroque musíc as a whole. Dancíng in the 17th

Lal /Political relationshíPscentury ís a stylised syurbolic expressíon of socj

aiilof relationships beÈwfgn.ttre sexes. Small wonder Ëhen thaË íts services

were needed not onlygn the dance floor but 1n the theatre andr less overtly,

ih cLrurch. These relati,onshíps were conveyedin two tyPes of dance, the

t dances de c'ompagnief ,(cornpany dances) and the dances performed by individual

couple,s. It is this contrasË in-character which gives, us the first coupling

of dancè novements-.to produce a major repertoire for the purely musical

diversion of perfgrmers' and listenerd - the pavan and galliard. In their

. long association in the ballroom, these dances represented the company dance

(the pavan), whose function is to enable the dancers to occupy the floor and

arrange themselves in accordance with social protocol, and the couple dance

(the galliard), whích included established step patterns often followed by

sEeps which are improvised accor dine to the skill and vj-rtuosity of the
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dancers, enabling them to sþow off their skill both to the assembled

company, ând, since this is also a demonstration of sexual attraction, to

each other. Thê courante, and its Italian þartner the corrente, are the

most representative couple da¡rces of the 17th century.

The company dance hras represenEed at the highest level by the

allernaride-and Legrenzi's coupling of allemanda and sarabanda in Opus 4

is a representation of the same kind of grouping, since the sarabanda is a

couple'dance. (Curiously, Legrenzi in Opus 4 ínverts the usual order-of

company dance and couple dance, placing the corrente'before the balletti

and the sarabande before the allemande. ìdaybe this is another. indication

of indifference with regard to the question of sefection). For less grand

occasions, the aria or the balletËo \./ere the dances most usually employed;

but their f,unction of bringing the company together according to their

gtation was the same. Legrenzirs later selection of the balletto as the

main company dance probably indicates the decline of the allemanda in

social dancing.

There -is some musical point in going into these distincÈions, since

all introductory movemenÈs of the period tend to relate to the company dance:

the allemande, the balletto, the aria, the operatic overture and other

inÈroductory adagíos all enploy the over-dotti4g techniques which in their

intention are expressions of grandeur, and indicative of their function.

The severrteenth and eighteenth centuries had a highly developed

phílosophy of the dance derived from classical precedent such as the

treatíseÀ on darrcing and pantomÍme by Lucianus Samosatensís (c.L2O-200 AD)

and related the modern uriderstandir,rg of Èhe dance to Lhe Pythagorean concept

of the dance of the heavenly bodies. This cosmological symbolism was in

itself enough-to account for the pervasion of the dance throughout the forms

and systems of music in the baroque period. It linked itself to Quintillian

rhetoric in recognising the correspondence between dance elements and figures

of speech, The three elements which Plutarch regarded as basic to the dance

- .steps, posture.andmqnual signs, likewise formthe basis of acting just as
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rhetoric ítself Ínforms inany of the princíples of composi:tion'' This

ís the sense in which ¡he dance, though apparently occupying but a mínor

parË ín Legrenzits.musiÓal output, mtist neve.rtheless take a prominent

posítion with regard to his aesthetic as a whole'6a

64orr. of the chief contemporary sources relating ro the dance is C.F.le
Menestrier = Des BaLLets Ancíens et lulodentes selon Les Règles du

Thâ.atre (Paris , 1682). For the later application of classical influ-
ence in the bailet see McCreclie, A.D. 'The Debate on the BaLLet d'Action
and its ClassicaL OrLgins in Eighteenth-Century GerTnan Poetics (lAusic

and. Dance: Fourth International Symposium gf the Musicological Society
of Australia. Ed. D. Tunley, Dept. of Music, University of !ùestern
Australia, PP. 66-81, L982.



CHAPTER THP.NE

ELE}TENTS OF LEGRENZIIS STYLE

The Instruments and Voices

All the instrumenEs which Legrenzi used in his compositions reached a

peak of development in his lifeEime. Some of them present problems of

definition. The violins are Ehe leasE problemaEic. His treatment of

them is modesE, avoíding the virËuosity of the early North Italían composers

such as Farina and ì.laríni. He rarely takes the instrument beyond second

position, and escher,¡s double-stopping and special effects such as pizzicato

and col legno, considering no doubt that. the serious fuÈure of the vío1in

lay in its capacity to compete ín terms of dexterity and musicality wiEh

the ¡nosÈ advanced techniques of the day, which r.¡ere those developed ín vocal

music. This lÍne of thinkíng did not lead to the development of techniques

peculiar to the violin but, parÈÍcularly ín the area of thematíc invention,

it exploited elernents such as leaping figuration and repeated notes which

were instrumental in character but stíll appropriate to techniques such as

fugue r¿hich had developed through choral music. It was a mainline style in

.Italy which r¿as carríed Eo a classical poinE in the works of Corelli and

which Legrenzi adopted from the example of such composers as Merula, Cazzatí

and Neri.

One minor point in relation to string LrriEing in Venetian scores is the

appearance on rare occasions of C clefs in all the string parts. There are

tr^'o examples in EteocLe e PoLinice, at- 2.6a (Ariaz Freddi marmi) and 3.21b

(Aria: DoLce cor ). The sinplest attempt at an explanation of these

passages may be providcd by a comparison with the orchesEration of the

Pnosa pc:t, rtot"ti.rí.::: ilí.r:tt 'i.t,,t,: (5) . Here, because of the sombre nature of

the IIass for tlrc lÞad, thc viol ins ¿rre omi tted, and tlrere are tl.rree viola
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parts, the highest of which is wriÈten in the Ct clef. It may be that

the nature of certain operatic texts also suggested the rfuneríalr treatment

to the composer. Ilyerhcli rutnn'L (Cold marbles) would parÈicularly endorse

rhis idea. The lower pitch and less resonanE Eone of Ehe viola also makes

viable a continuous strÍng accomPaniment to the voice.

The violas are often referred to in Ehe scores as ùioLe|be (e.g. in

the Ì{c score of. Eteocle e PoLinice). This Eerminology is used for the

modern violar t b,rt it rnay actually avoid Èhe issue of determining which

instruments originally played the parts. There r^rere many stringed

instrumenEs of various sízes belonging to the violin farnily in the lTth

century and one cannot always be sure which instrument I^¡as acEually allotted

to a particular pårt. The use of the alto and tenor clefs for the viola

parts indicated that ín the period in which this orchestration was standard-

ised, the parts were played by instruments of different sízes but with the

same tuning.z By the end of the period it would appear that the two Parts

Írere norrnally played on the alto instrument.

Legrenzi names two bass ínstruments - the viola da btazzo and the

violone. Both these instruments played at Ehe written piÈch. The violone

in question appears to have been a large form of the violoncello whích gave

Ì^ray to the smaller insErtunent as bass parts became more agile.3 The víola

da brazzo seems to be equatable r¿ith Ehe violoncello.q In the sonatas'

the bass instrumenE is sometines given divísions which distinguish it frorn

¡he basso continuo. Since the 'solot sonatas of Opus 2 propose the bassoon

as an alternative to the violone, the implic.ation is that Èhis instrument

must necessarily have played at the writEen pifch and not at the octave

below in the manner of the modern double bass. But in any event, this

1 S.lfridge-Field , ()p-eí'!;. ' p.315
2 

Bon tr, op. cit. pp . I 79-182 .

3 fti,i. , p. I90

Cor,,ling, Elizabcth: 'l'i:;' tC,:i'Lo (llew York, I975 p.57) '4
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instrunenEappearsEohavebelongedtoEheviolinandnottoEheviol

family' As the sonatas of opus 10 (=11) menÈion only the viola dal>razzo'

thisrnaybeanindicationthatthisinstrument(andsubsequentlythe

violoncello) was superseding Èhe violone, since all the earlier books

uPtoopusBmakereferencetobothinst'ruments.Tlrebassinstrumentís

finally referred to specifically as tVioloncellot in the postìrumous moteEs

of Opus 17 of L692, and inÈhe dances of Opus 1(i'

The only wind instrument in Legrenzits music is tl-re bassoon which is

referred to as an alEernative to the viol0ne and viola da brazzo in sone

"orr"ar". 
During Èhe late 17th cent.ury, the bassoon was beginning to

usurp the func.ion (musical and nystical) of the trombone'5 The flute

is ¡rentioned only in the title of the missing sonatas' opus 17' as an

alternative to the tru.nPet '

Then-aEureofLegrenzí|suseofthestringbassinhisorchestral

nusic may be noted here. In some scores (e.g. the llc EteocLe e PoLiníce)

theviolaðabrazzoandbassocontÍ-nuoaregivenseParatelines.The

principle of scoring thus becomes clear. The viola ða btazzo plays as

part of the 'sEring sectionr rather Èhan as an element of the tbasso

continuor section.. Ttris usually means that'when the upper strings are

noÈ playing, the viola da brazzo is silenÈ too.'

It is a prínciple quite close to that which was shortly

to be applied to the creation of the eoneerto gTosso'

Legrenzi uses Èhe trumpet (tronba) in five of his surviving works,

four of thern for the stage. The collection which Fétis rnentions (1878'

vol.v,p.256),entiÈled:Stnnatadachiesaadacanev'aa2'3'4'5'6'Q7'

stromenti, coti trotnba e senza ol)era. fLauti, Libro sesto' opus 12 (Venice,

1693), seems certain Eo have existed and nay yet be found' 0f the

existing works, tlrree use the Eronìba in c: Etcocle a PoLinice (1675),

5 ,n I f ri,J¡¡,e-Fiel<l , ': - r:ít' ' P' 38'
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Gcrmcnico suL Reno (1876) and TotiLa (1677). The renaining two, Giustíno

(1683) and the Vesper Psalm: Laudate Pueri IV (49, date unknown) use the

trumpet in D. Ihis may indicate that. there l4/as a change in Legrenzirs

pracÈice about. 1680, (baroque Erumpets were buil¡ in C, D or E flat), which

would also support the ídea of a laÈe date for Laudate pueri IV- In

general, the sÈyle of wriEing does not basically change, though some advance

in subtlety may be discerned. The range of fhe trumpet Parts in all these

works is from g-g" for the tromba in C, and a-b" for the tromba in D.

Sometirnes, as in the first tv/o examples of EteocLe, the low g is not used'

In all the examples, passing noÈes between neighbouring harmonics are freely

used, particularly in the more florid numbers. they had already been advoca-

ted by FantinÍ in hÍs work: Modo per irnpatarq d. soruæe di tronba..." (ptb-

lished in Frankfurtin1638.6 Fror Totila onvrards, a tfaked' f sharp (or

g sharp) is asked for.j fhe use of the raísed fourth in a rïsing phrase is

very characteristic of Legrenzits urelodíc style and occurs more frequently

than it would do later ín the period. The style of writing ín Lañnte pueri

IV is quite consistent with that in Giustino though the trumpet is used here

in an eleven-part texture which includes chorus and orchestra. Consequently

Ehe techniques here are more various and have to be consistent with the

choral style; e.g. the tromba may take its Part at the top of a homophonic

texture, it may have entries ín fugal sections, it may be used antíphonally

as it often is in operaEic arias, or iË may be used as a florid obligato

part, a technique rvhich is also found in opera. In fact, there is nothing

ín Laudate pueri fll which is entirely unexpecEed in the light of the operatic

sinfonie and arias. There is however a problemaEic section in the dueÈ with

obbligato instruments: 'Quis sict¿t Dominus t (49d). The statistics are

suddenly startlingly differenr. The key is G rnajor - tuhich would be a

6 s^rah.r s , op . cit., p. 85.
7 t -..thoug¡ t¡e ll[h lrarmonic, shor,rn as f" is by nature very sharp, it was

an acccptcd part of the tcc|nique to be abl.e to lip it dov¡n to f" and up

to f/.1" as requirecl , and composers from Schütz to Bach wrote both rrotes
f recly' . ilt'ctrtc I' vol. viii b 565-566- turthony Baines.
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dífficult key for trumpet music. The ra¡ge ís g-d:.! which would provide the

only occasion in which Legrenzi called for a high d. BuÈ more importantly,

the parE calls for c sharpt and d sharpt, which r¡ould be very difficult on

the usual insErument. s AtÈhough the score quite clearly ascríbes these parËs

to t Ëromba' and rviolin it, it seems more likely that Ehese obbligato parts

were intended for two vj-olins, in r.rhich case they would provide an element of

textural variety which would be entirely consistent with Ëhe composerr s

mentality. Don Smitherss considers this the first i:xanple of a work for

chorus and orchestra with trumpet. Considering that this work is found in

Germany, it. may be that it was not comPosed for St. Markrs, which aPPears not

to have had Erumpets as part of iÈs regular establishment before 1689.t0 Nor

does the work appear to have been part of a set of psalms for Vespers' It

may have been written as a conunissíon for a royal or ducal court in celebra-

t.íon of a dynastic event such as a marrÍage or a birth, fot which the text

would be appropriate. Ttre trumPet would then give special emphasis to a

performance of this psalm in the context of Vespers'

Ttrere are in the operas th¡o basic kínds of trumpeÈ nusic - one kind

in quadruple tine (C) and the other kínd in Eriple tirne. Legtenzi uses a

variety of tíme-sígnatures to indicate the laÈter - the older time-signature

å and more recent ones; ,? and I lte probably intended to indicate a fast

tempo in using !. He certainly uses his ingenuity to convey as much

varÍety as possÍble within the lirnitations of the instrument, and this ingen-

uity. seems to increase r¿íth Èhe years. At the end of Totila, for example,

he writes the first sectíon of La Pace's aria: tIL mondo festeggit (T5b) in

e minor using only four adjacent noËes on the trumpet and reserving the ful1

effecE of the expected florid music in C major for the second part'

I A.Baines, o¡t.eit., does however state: tother artíficial noÈes, b, bt, cil"
and d/1", also madebyhumouring open notes, occur rarely.t He is speaking
o f the trumpe t i¡r C.

9 ta¿,1., p. 9r.
l0r.,o Sclfriclgc-Ficld, ot'.ei. l'., p-L9
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The full ext.ent of the use of t.he trumpet in the \tenetian theatre is

difficulE t.o deter¡ninc. Its Eraditional role as a performer of fanfares

and calls-to-arms required no written reperÈoire, so Ehat even if no part

appears the instruments may sÈilI have been used. Moreover, trumpets and

drums traditionally appeared together and no doubÈ Etrey played fogether in

Ehe theatre tlrough the scores never mention druns. Most of the appearances

of ErumpeEs in the scores occur where the musíc is more sophisticated tlÌan

usual or rvhere they are brought into conjuncÈion with other performers -

i.e. stringed instrueents and voices. fhese occurrences are not so very

frequent, and they are usually divided between Èhe acts as can be seen from

the list below:-

(r) Eteocle e Polinice

(i)

( ii)

(iii)

(ív)

Sinfonia before Act l. (a, b)

Trio with two trumPets (1.20a)

sinfonia and aria with two Èrumpets (2.Lara) Al suon delle Tronbe

Ritornello for teto trunPets (3.23a)

(2) Germanico sul Reno

(i) Aria rvith trumPet (1.10c,c1) Al Marte di Rome'

(3) To tila

(i) Act 1.2 twice calls for (distant) trumpets in the líbretto, and

these are clearly of vital impact for the drama, but nothing apPears

ín the score at these points. Ìfost probably, they played the fanfare

which precedes Totilars firsÈ aria (1'3a)

(ii) Aria r.rith inEroduction for Ev¡o trumpets (k,3a)

(iii) Âria wirh rruîper (I.22b, bt) coronara di verde Allori

(iv) Double aria with rrunpet (T5b-c2) Eo conclude the Torneo:

I1 rnorrdo fcs teggi .
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(4) Gius tino

(i)

( íi)

( iii)

( iv)

(v)

(vi)

Sinfonia before Act 1. One trumpet (noË so marked) and strings

Âria r¡ith Èrumpet (1.3e) Ìfi chiama nel campo

Aria r.¡ith ÈrumpeE (1.11b) A lrarmi, O Guerriero

Aria r¡irh trumpet (2.15b) All'nrmi,allràrmi(alternative aria in ltlc)

Aria with Erumpet (2.15c, ct) A guerra a batcaglia

Aria witlr trumpet (3.ult.f) Con sonora.

(s) Laudate pueri IV

(i)

(ii)

( iii)

(iv)

(v)

Chorus with Erumpet and strings (49a-b)

Aria with trumpet (49c) Excelsis

Aria with trunpet (?) and violin (49d) Quis Sicut Dominus

Chorus with Èrumpet and string (49¿l-el) Suscitans

Chorus with trunrpet and strings (49f l-f'') Gloria'

Of the other operas which survive, neither Zenobia e Radimisto nor

La Diuisiorg del Mondo have trumpets in the score. Ttre use of them may well

have depended upon the character of the work and the availabílÍty of good

players

If the 17th century use of stringed insÈruments is to be regarded as

restrictive from the point of view of range, the vocal ranges are even nore

restricted and for sinilar reasons - to concenLrate upon qualiÈy and dexterity.

r¿iEhin the limited compass. The soprano castrato normally employed a range

of d-gr, with ¡nost of the part lying between g and gl. It is fully and

characteristicatly exploited in Totila's aria: tArda Roma' (t.3a2) ' The

alto castrato part such as Ehat of Vitige in the same oPera demonstrates a

nornal range from d-e¡, but with the greater part of the notes lyíng within

the ocEave. The natural voice of the female soprano tends to be taken a

tone higher as is the case with Èlre part of Clelia ín Totila.

It is probable tlrat l,egrenzi regarded Ehe castrato voice as the most

soplristicatc j ¡nrrsical mcclitrnr at llis disposal , and it is to bc fotrrrd irr all
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his cornpòsitions r¡l¡ich lrave vocal forms. The castrato voices appeared in

Italy in abundance from the earliest years of the seventeenÈh century, and

grew in popularity as the years proceeded. The ever-increasing prestige of

the singer can be seen by the facE thaÈ in the course of Legrenzi's career,

the librettos begin to name the singers and their source of employment' I I

Naturally, the twenEieth century observer will be inclined to ask why the

castrato singer uras so much admired, and rnay possibly feel Èhat the usual

explanations are not adequate. Before addressing thg question, it may be

observed tl'¡at castrato singíng was not admired in Frarrce, and that in England'

despite the visiE of Siface in Purcell's Eime, the public did not become

addicted to this vocal quality before Handelrs operatic career in London

began in 171I, and even theri there were many voices raised in protesÈ' There

were no English castrafo singers, and few other than Italians' NeverÈheless'

their acceptance Ìtas amazing and universal wherever the ltalian opera was

prízed.. This vocal quality was in fact something very close to the spírit

of the age. Even in the countries beyond ltaly, the haut-contre of France and

the counter-tenor of the Stuart courÈ bore someËhing of the same intent, but

clearly without the same nystique. Bukofzer ties it in closely to Èhe

authoritarian passions of the time and authorityts love of syrnbolic display

when he writes:12 tThe desire for stylisation, which forced the natural

growth of trees and shrubs by means of arEificial trinuning into geometric

paÈterns, sras so extreme that one did not shrink from imposing a similar

procedure on Ehe natural growth of the male voice.' lle also states in the

same context thaE Pietro della Valle refers to the castrato as tsoprano

naturali', unlike those artificial soprani, the falsettists' Presumably

della Valle thought that the casErato voice $¡as naEural for the castrato

whereas the falsetÈo was not Ehe natural voice of the normal male' The appeal

of this voice f rom a past ancl lost tradition is l'rardly to be undersEood without

See

11.

the Commentaries on individual operas'

lJukof zer: Ilusic in thc I',aroque Era (Nerv York, 1947), p' 399 '

11

12
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recourse, Eo a poinÈ whiclr has been suggested before - Che magical

appeal of music in general Ëo whiclr should now be added, of Ehis voíce ín

particular. IÈ was not difficult for the baroque prince to see irr this

rsupernatural' voice the symbol of tl'rat divine åuthority wirich hadappointed

hin to rule and set him aparE from the rest. of humanity. (It will be

recalled that Charles Stuartts self-vindicaEion before his Parliamentary

accusers rested upon the premise of the Divine Ríght of Kings.) JusE as

stage machines could be justified by explaining thaE a god could not move

in a ma¡rner resembling the motion of cosunon beings' so a regal hero should

have a voice r¡hich !ùas as rare as his own naEure. The concept was sublÍme.

The castrato r^ras as rare an animal (and rare in his powers) as the synrbolic

beasÈs of heraldry. l.loreover he fits in with Ehe synbolÍs¡n of his period

and declines as surely as the Age of Reason brirÍgs about the decline of

symbolisrn and the adherence to the magical. So long as such studies as

alcherny remained in honour there could be no doubt aboutthepowerof Symbols.

G.C. Evo1a's defÍnition of the aims of alchemy ít La Tradizùone ErTnetiea

(Bari, 1931) is indicarive of a fÍeld in which hidden and nrystical meanings

abound: tOur lfork is Ehe conversÍon and change of one being into another

being, one thing into another thing, weakness into strength, bodily ínto

spiritual nature...tl3 Do"" not Ehe castrato voice fulfil precisely these

requirenents? It was spiritual in its unexPectedness, its inversíon of the

normal in the inEerest of the special, and in the transcendental quality it

produced by reinforcing the vocal chords of a child r'rith the lung-power of a

man. It also recalls the magical'-religíous l-ltiuking of some primítivc

tribes who prize abnormalíty as the price of an extraordinarygiff (for

exarnple, of healing or prophecy). In some primitive mythologies, maínted

being,s may be associated with tlre moon, and Ehey may l-rave magical powers' lq

Animal syrnbolisrn abouncls in meflieval t.reatises and informs the fanous

bestiaries from that of Philip of Tlraum (in 1121) to Fournival's fourteenth-

13 q,rofe,l in Cirlot, .l .8.: Â, l¡ictionary of Syrnbols (end ed. ìierr York, f971)
p.37-

r4 li / i., p.I.
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century Bestiare d'Amour,. Cirlot quoËes Marius Schneider as writing of a

primitive belief that Èhe voice of mythical lunar aninals which serve as

symbols of heaven ís high-pitched if the animal is large and low-pitched if

it is small.ls The high-pitched castraEo voice was s¡rmbolÍcofheaveninthat

it represented upon Èhe stage those special human beings upon earth in whom

the divine po$rer was invested. They were also specially favoured beings who

by virtue of being maimed receive$ the special powers which enabled them to

fulfil this role. It is perhaps by these extreme neasures of thought and

ancient association thaE Èhe ecstasy with whic.h these singers were regarded

in the baroque age can be understood, and which permitted Eheir total

acceptance o.f the castrato voice as regal and heroic.

Curiously enough, the equivocal attitude of the Church with regard to

castrato singers would appear to reínforce the idea of the spiritual quality

of the castrato voice, since it penetrated all the nost exalted relígious

establishment.s, and survived in the Papal Chapel until the twentieth century.

This happened despite the fact Èhat the operation of casÈration was forbidden

by law and the Church rejected the practice with horror for all but well-

intentioned rnedical purposes. (This was the loop-hole bywhich malpractice

was admitted.) The Church appears to have accepted the tsoprano naturalel

in the spirit of della Valle finding ít infinitely superÍor for íts purpose

to the relatively infirm and earthy natùral voicesofboys. And if this was

so, then it was also beyond all measure spiritually superior Ect the voices

of women, whose participation in public worship lay under the ban of St.Paul

(1 Corinthians 14, w. 33-40), for rSasons probably ¡nore fundamentally pro-

found Ehan their inunediate impression of bigoted sexism. UnforEunarely

St. Paul does not clarify them beyond uttering distant menaces of divine

displeasure. Under special circumstances of course, Í¡oments voíces uiere

heard in the churches - in conrnunities of nuns and in the offerings of the

15 tb'LrJ., p.ll
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ConservaEories such as the Mendicanti, where their presence was carefully

concealed from the gaze of. the congregation. IÈ took Ehe superior adminis-

traEive abilities of the C,orsican/French Napoleon to curb the castratíon

practice in ltaly, though Èhe immediate effecÈ of his efforts r^¡as to bring

about a decline in the standards of singing.

The position of the Eenor voice in Legrenzi's music is ambivalent.

In his Eime, it was normally allotted to nurses and duennas Past tlte prime

of life and therefore suscep[ible to comic treatment. Legrenzi treats the

part of Silene ín Germanico suL Reno ín this fashion. Its other function

hardly brought ít into the forefronÈ of thè operatic scene -'the depiction

of älderly statesmen and generals. However, Legrenzits view of the tenor

voice did not stoP aÈ these lirnited presentations. It rnay be that the part

of Belisarius was assigned to a tenor because it was an elderly part by

comparison with that of the title-role in this opera ' TotiLa. But Èhe

treatment of the part of Belisarius in this oPera is nevertheless a distinc-

tive and serious one. It establishes some precedence for Handelrs notable

Èreatment of the tragic figure of Baj azet ín hÍs opera, TønerLarn' But by

this tÍure there rJas some evidence around for the noble male quality of this

register in the German oratorios, passions and cantatas, and a taste for iÈs

naturalness developed in the dov¡n-to-earth heroes of the opera buffa' In

Legrenzits one narrative oratorío, Sedecia, the tesÈo part ís a cantus one'

buE Ehe title part of Sedecia himself is given to a tenor. Perhaps

Legrenzi was more broad-¡ninded about the allocaEion of vocal roles, or

simply ar,¡are of good vocal material among Èhe singers at his dísposal' It

may be recalled that in his early opera. he cast the title-role of Radamisto

for a bass. In later operas bass roles tend to go to characters with age

and distinction behind then, such as Servio in TotiLa and Saturno in 'La

DiUisionc dcL lfuonclo. There ís never any question about the bass voice and

it rvas reqtrired to etlcompass a much greater range than any other vocal

{esignatiorr. thou¡3h in Lcgrcrrzi's rvriting the bass range does come to l¡e
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more restricted by comparison.with Ehe requirements of MonÈeverdi in the

earlier period or of Purcell in the last quarter of the century. No

doubt the capacities of individual singers Ínfluenced this factor. The

tenor voice, by comparison with other regísters aPPears to be in a sÈate

of transition here. Despite such roles as Belisario and Sedecia, the tenor

is sEill more frequently to be found in minor parts and those with lower

order connotations such as the servants Turpino ín Zenobia e Radnnisto and

Desbo ín TotiLa.

The organ, harpsichord and Èheorbo all receive references as conÈinuo

instruments. The organ is mentioned specifically in Opus 8, Opus 9, Opus

15 and Opus 17, the cembalo ín Opus 16. The term basso eontinuo ítself is

noÈ specific. The harp is mentioned once - to accompany the cantata in

pausania (351.3.7). Vlole da garnba are speclffcally referred Ëo only 111

r tr,ro sonatas of op.10 (=11) (475' 418>

Form

A prefatory co¡mtent needs to be nade wíÈh regard to the formal organisa-

tion of Legrenzirs r¡orks. Lívelyandvaried as Ehis ís, the principle itself

does not. vary. It consists of assemblíng a nr:urber of relatively short

movements r^¡hich may themselves be subdívided. Even so small a unit as an

aria may consist of separate sections, e.g. A B Rit3 or A B A Rit3, even

possibly A B C, or more sirnply, A RitS or Rit3 A. Surprisingly perhaps,

the familiar binary structure, with or without repeats is not particularly

common. Ttle internal structures of sections and movements are not of course

revealed by a catalogue which gives the openings of the sections only, but

many of the broader issues are. In ínsÈrumental music and in choral music,

certain seccions (often marked adagio) are frequently either introductory or

transitional; they form a pair wiEh the secÈion that follows, and they link

a section to anoÈher section. They may also form a conclusion - though in

this world of short utterances it will tend to be more substantial Ehan a

coda ín Ehe trsual. sense. The conclusions of certain sonatas appear to I¡e
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of this kind - a few bars of solemn music not. related to whaÈ has gone

before. LaRosetta (287c), Opus B, No.7, SonataTerza (4.3c), Opus 11,

No.15 and Sonata Sesta (413c), Opus 11, ì'1o.15 and Sonata Sesta (41-6d),

Opus 11, ì1o.18, show examples of this-'

The recitative in the cancatas, oratoríos and operas can ofÈen be seen

to fit in¡o t.he same category as the movements described above' It rnay of

course have the function of disposing of Ëhe action ín an opera, but reci-

tative has oEher functions and this ís not the chief of them' The recita-'

tive may serve as an introduction - setEing a mood or establishing the

reason for an aria. This is particularly evident in soliloquy situations '

such as ar rhe beginning of the third act of La Diuisione deL I'londo (345)

where Venus is stranded on a rock at sea. Her recitative Hi mL toLse a Lo

sfe?e (3.1a) Ieads to one of Legrenzirs few ground bass laments: Lumi

potete piøtgere (3.1b). Ttre recltative may also serve as a link - and in

considering musical form, even action itself Ís no more thaî a link - lead--

ing from one affection to another, or one psychological stance to another'

Recitative may also serve as a conclusíon. The scene referred to above

f.rom La Diuisione deL lkondo ends ín this way; so roo, do sone of the can=

raÈas: e.g. Useite piøtti (237Ð a¡^d Pene non mi Laseiate (243i) ' The

relevanE weighÈing of one movement to another and one section to another,

is then going to depend upon the type of music which is ernployed - its

slruct.ural principles, its textures and íts tempos' One of the most

problematic of these features is tempo and it will be best to deal with

this first.

Temp o and Time-signaÈures

Legrenzi employs a great number of Eime-signatures' It would be

pleasant to say fhat his use of them was an entirely explicit system, but

unf ortunately tìris r,uoul j be misleading, f or here as in oEher areas such as

tonality, Legrenzi lies be tl./eerì systens which are conf licting. on lhe
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other hand, he can be seen as being aü¡are of a rhyËhmic system based on

Ëhe tactus of Èhe Middle Âges and the Renaissance - that satisfying world

of me'chanical relat.ionships in which note-values have a predetermined

relationship to each oÈher, whether tha,È relationship is sirnple or

proportional, and the u¡hole complex and highly íntellectual system is

connected with the notion of a fixed beaf. At the other extreme was the

seventeenth century ideal of expressiveness, of flexible rhythm and 'noble

disdain of songr, which Caccini and others had introduced as an ínnovation

and which denied the rigidity of the earlier theories. But in much music,

Èhe need for variety of rhythm and tempo as a structural agenE meant that

Èhe concept of a tempo relationship between sectÍons had to be re--asserted,

but with a certain flexibility. A musicÍan kne¡¡ thaÈ cornmon time repres-

ented his ttemPo ordinarÍot, but his approach to it was nodified by an

indÍcation such as allegto or Ada.gio - not great'variations, buE variations

of pulse within acceptable liníts.

So in Legrenzirs music there is to be found soruething of the old

system and someEhing of a new system in which tempo co¡nes to be índicated

by verbal means and expression narks as much as by the ti¡ne-signatures

themselves. Yet in Legrenzirs music, it is still the time-signatures

whÍch will tell the most, and the range is wide because they are both

ancient and modern.

The expression marks used by Legrenzi are: alLegto, presto' Largo,

adngio arrd adagio assai. ALLegro is used in its sense of 'cheerful''

Lrhen Legrenzi wishes to indicaEe that the music is both cheerful and fast,

he writes alLegro e presto (1.1at). Adagi,o assai appears only in the

canzoneEEa: Tormentosa Lontanøtza (297). Largo is found most frequently

in the cantaÈas. The scarciLy of expression marks in the opera scores

is itself significant and suggests thaE such markings were largely caution-

arv ancl unnecessary in a perforrnance wlrere tlrey could be given verbally '

It is in printed mtrsic rvhich is going be1'ond Ehe orbit of fhe composer's
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ovrn control thac the expression marks are likely to Proliferate.

Ihe ques¡ion of time-sÍgnatures is an ÍmporÈant one, since it reflects

not only upon the appearance of the,notation upon Èhe PaBe, but upon the

tempo of the musíc in performance. And since Ehis is the case, the use of

tirne-signaÈures is of considerable significance with regard to multi-

sectional r,¡orks (and most of Legrenzirs works are multi-secfional),

represenEing relative degrees of flow, tension and relaxation of a basic

rate of movemenE. hle are dealing r¡ith a period of transition in the

hístory of noÈation. Sone of the problems rvhich htere there earlier ín

the century and which Putnam Aldrich dÍscusses in his rRhythm in Seventeenth

Century Italian Monody' (l{erv York, 1966) have been ironed out. For example,

¡¿e do not expec¡ Ín the Legrenzi period to find music in a basically ternary

rhythrn Èo aPPear under a binary tirne-signature. But Problems remain, due

in some measure to the survÍval of rsEíle anticor which related a hierarchy

of rhythns to a tactus which was in Ítself an alternation of artic and

thetic pulses, sometimes regular and sometimes irregular. Ítris provides a

number of fast tenpi Ín old _notations of senÍbreves and breves which have

to be related to the standard notaEions whose movement is predominantly in

semiminims and minims. the cantata style favours an alÈernation of C and

I tempi which are basic forms of noËation in Legrenzirs music. In addition

Èhere are more modern tíme-signatures such as I an¿ es r,Ihich are- associated

with aria-types. One result of this is that the presentation of compound

time is very varied, and this variety of presentation should not be ob-

scured in modern editions since it represents different sEyles of music

which have noEhing in common excepE tempo-

The fundanental time-signature to which all others may be seen as

related is C. Though Ehere are a few pieces which maíntain one or oEher

of the time-signatures throughout, we find as a general rule that they

appear in conrbination and that C is usually the basic ingredient of that

comltinaLiorr. 'flle most cL.r,trnon combination of timc-signattlres is C ancl;] '
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This rnay represenE Ehe recitative and arioso sequence of Èhe Cavallian

opera, buÈ the C secEÍon Ís also'prevalenÈ ín such works as the canÈatas

of carissimi, Rossf and cesti for sections which are not in recitative

s ryle.

In the first. half of the ITth century both i and C[ ürere comPound meters

cailing for an even tacÈus with three semi¡niníms on the downstroke and three

on the upstroke. 16 In the laÈEer part of the centuty 3 t.y be equaÈed with

,? as a newer tempo in which the movement of the semiminims is the same as in

the C signature, which is itself the equivalent of I in modern notaEion'

Many arias in ,f are barred in [. Ttris is more than a labour-saving devÍce '

as it, avoids those ties r.¡hich might obscure the presence of hemÍola rhythnslT

8 an¿ CB appear to be the same - a comPound meter relating to the semi-

mínim of c and moving nore quickly than 'l' ThÍs is a modern tíme-signature

and related to a modern style of nusic - the light arias of popular character

and probably venetian orígin which aPPear conspicuously 1n the operas'

- the other compound signatures, found only in church music, are related

to the 'stile anticor and retain the ancÍent signaÈures of Proportional

notation. Aldrich sÈates: 'A1l signaÈures containing the number 3, with

whatever tempo sign they uray be conbined (C, ê, b, Ø or 0) call for I tacEus

inaequalist and therefore íurply a triple beat thaÈ moves fast enough to be

grouped in a compound measure.tls Such novements Ín Legrenzirs musÍc aPPear

to be parEicularly associated with texts of praise or rejoicing' Ihey occur

in sonatas for víole da gamba aPParently as a gesÈure suggesting delÍberate

ant.iquarianism. Despite the use of tslowt note-values (breves and semi-

breves) in these time-signatures, their association wifh proportional

notation means thaE they are exPressions of compound time and faster moving

than signatures such "" i. However' to transcribe tlre¡n Ínto modern

nogation a, 3 or 6o would desÈroy their stylistic connotaEions entirely,

1(' nldrr.h, op.cit., p.58.
17'n tlte cataloguc , ancl tlsr¡a1ry in modern edit ions ' '? ari as are presen te cl

rvith the barring onc wot¡ld exPcct to aPPll/ in noclern notaIion'
tt,tturiclt, .': .a:'--, P'58'
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and it is nuch better to leave them as tlrey are uricten, particularly in

vlev¡ of the wide range of time-signatures which lægrenzi had at lris disposal'

Hemiolarhythrnis.frequentlyafeatureofthePassaseswhÍchusetheolder

time-signatures, as it is in the use of I and i ' Black notation (colora-

tíon)continuestobeusedtoexPressthechangesofst'resswt¡ichthese

passages ímPIY'

TherearereasonswhythesÈrictinterpreÈarionofahierarchyof

ti¡ne-signaÈures Ís not to be. recommended withouÈ cautÍon' the obvious case

Ín poinr is the use of the ralla breve' signaEure, É' l\lthough this is in

theoryaProPortionalsign,Íthadnotbeenstrictlyinterpretedforsome

years. Brunellire ¡nakes it clear that Èhe ProPer say to perforrn this

,Tenpo minore lmperfetto' (É) ls with tt'¡o semibreves to the tactus' buÈ

that ln fact ft is often interpreted ln the same l'ay as tlenp9 rnaggiore

luperfetto, (C), but with a faster tactus. Ítrís ls the beginnÍng of

mdlflcatlons to the ternpo-ratlos of the tirne-slgnatures whlch have to be

contended wlth. lhe sane types of problen arlse ufth proportlons Lnvolving

ternary rhythro. In practlce, the different ways of notatlng these ProPor-

tlonal'rhythns all cone to be lnterpreÈable as sfnilar cornpound rhythms

because attenpts at establishÍng relatlonships to a standard tacÈus were

baffled by the loss of any such Èhing as a standard tactus'

l{usic and Verse

InthischaPÈer'theariarhithertoregardedchieflyasacomPonenf

o[ larger structures, is to be seen as a signÍficant and highly variable

forrr in its own right. It would seen that the basic principle of aria

setÈlngs (disregarding those which employ special techniques such as

3round bass) is the application of a formal strophic rnelody to the texc '

rs lt was, in the earliest arias of the baroque period' Such featurcs as

tbtto' 
beginnings, line rcpetiÈion and florid cxtcnsion of words arc

\
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applied as extensions of that principle. Tle affective treatment of a Ëext

may also be seen as a meEhod of enlivening the strophic song and increasíng

iEs significance - a method which was available as a choice, but by no means

binding. The study of arias which ís to follow shows a variety of applica-

tions of the affecÈive theory. It may be no more than word-paintíng of a

rnadrigalian kind, buE it may also exEend to the use of devices derived from

chosen topics, suggesËed by such concePEs as thopet or rconstancyt, and in

other cases, a figuration may become characteristic of the whole setting'

Such characteristic figurations are also fypical of a number of arias built

upon ostinato basses, and of arias which set the voice part in dialogue with

a figurative basso conÈinuo. Another element which may aPPear in Legrenzirs

arias, but does not emerge partÍcularly frorn the group of arias about to be

discussed here, is the employment of dance rhythns, of whích that of the

corrente seems to be the most conmon (e.g. Ral\egnati, 0 Cara ín GerTnqrtieo

sul RelD, 1.4e ). Ttris does not of course inply that the aria whích uses

a dance rhyÈhrn necessarÍly enploys the form of the dance, though it may do

so (e.g. ín rhe balletto; Se bacian feLiee ØØLte f.rom TotiLa, 1.19/1b).,

All these factors show once again that prevailing characterístic of

Legrenzirs style - his love of choice and variety which makes hím shun the

s tereo-type.

In considering Èhe texts r¡hich Legrenzí set, we find a great predomin-

ance of short lines, which leads Èo the assurnption that short línes were an

essential feature of the aria it.self, and thaÈ the r¿ords to some extent

presupposed the kind of music they were to produce. It is the individual

lines of the verses which provide a 1imÍt for the musical periods, and

suggest the scope of irs modulations and tonal balance. In taking as a

specirnen group the arias in the first act of La Diui'sione deL l4ondn it rvas

found E¡aË the grear majorityof the verses are providedwílh refrains which

provide for the slrort {a capo aria. Thís refrain is given a separate musical

treatment, artcl corrcluclc{ by a tonic cadeuce. Its reapPearatlce at the end

of an ari;t rcr¡uircs onlv tlrc ç'ords t<Ja capot.
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The refrain itself may take a number of forms in the versification.

It may be a single line, or more often, a single line wíth a caesura:

Lontananza in amor / quanto sei fiera! (7 + 5)

or a couplet:

Decreto crudel,
Spíeraco rigore! (5 + 6)

or even three short lines:

E quando cessate
Pupille sPietate
Di farmi languir? (6 + 6 + 5)

Íhis refrain acts as a frame to number of short lines (one to five)

whích form the uriddle part of the aria, which Ín musical terms will lead

Èo cadences on degrees of the scale (or mode) other than the tonic.

The brevity of the lines seems Èo be an essential part of the aríaf

canzonet style, and beyond the requirement of the tda capot refraín in the

instances under discussion, there seems to be great variety as to the actual

nr¡nber of lines, the number of syllablestoa IÍneandtheir rhyning scheme.

The conposer responds to this ryith a setting which ís basically syllabic,

buÈ whÍch offers him a large measure of variety in his Patterníng- The

possÍbilities include:

(1) The choice of a time signature which either reflects the rhythm of the

verse, or modifies it with some expfessive intent; e.g, a verse with a

spondaic meEre (- -) rnay be seE in equal quavers, (as ín Chí non Øna non

ha cone) orunequal quaversrorê mixÈure of both (as in Crudi Lwni despietatí),

or it may be expanded to triple metre (as in Laseiuietto ÙLo cl:i coTi) .

(2) Ihe time-span offered by the verse may need expansion. The funda-

mental way of doing this is Èo repeat the line or lines.

(3) The lines the¡nselves may be extended by rnelismas, either on signifi-

cant words or simply by extending the last syllable, where it does less

damage to Ehe originaJ ntetr!: of the words.
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(4) i{usical sophisticaEion may be increased by bringing the basso continuo

into imitative dialogue with Ehe voice. Âlternative.ly, the basso cont,inuo

may carry an ostinaÈo bass or establish thematic material whích may or may

not be shared with the voíce. The presence of strings i¡r the greater arías

al'so serves to èxpand the setting and to enhance the dialogue of the voice

parÈ and the acconpaniment.

Examples follow, all of thern in Act I of. La Diuisione deL ùlondo (345),

which serve as instances of Legrenzírs ingenuity in seEting these sirnple

texts wíth da cdpo.

(1) 1.4b

Deh fermate pensieri gelosi
l{on rapite lagioiadel cor;
Vi conosco nemÍci i riposi,
So', che ladri voi sete drAnor.
Deh fermate etc.

1C
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The texts clearly make provísion for nusic of a certain kind. The

lilting 618 of. this aria follows naÈurally fron the metre of the verse.

Legrenzi adds a touch of subtlety to his setting by treatíng the first

two words in the manner of a rmottot start, &d by giving tDeht a first-beat

emphasis. He also employs the rpetite reprÍser at the end of each couplet.

Indeed it is worth observing thaÈ ín an age when the- tpetite reprise' was

very fashionable Legrenzi uses it raEher sparingly.22

(2) 1.5a

LonÈananza in amor quanto sei fiera!
IIon mirar! il ben gradito
E portar il cor ferito
Pena dat troppo severa.
Lontanza eÈc.

ls in nany other arias, provision is rnade for the musical device of the

da capo. llere the words which are repeated'frame' Ehe three inner lines

r.¡hose metre is the same. Tl-re f irst line of t.welve syllables has a clear

l'or norc f ret¡uent usc of tiris device r see Pallavicino's Gicrit::aLcrtttc
.:lj;,.:¡,:-'..: of li;67, prinred in DTll (vo1. 55) .

7 +5
I
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7 +5
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caesura wlrich is reflected in the music. Legrenzi repeats the words

tperra da', for expressive reasons and extends their rhyÈhrnical value'

These tactics are suggested by the need to compensate for the brevity

of the lyrics and to make provision for Ehe ínterpolaEion of string

passages. It will be observed that the rhyme-scheme ís unusual since

the last line of the internal group rh¡rmes wiÈh the refrain line. The

effect of this is by no means losl in the musical settÍng.

(3) r.7b

Chi non ama non ha core,
O srha cor conviene amar.
Pupiletta
Vezzosetta
Troppt ha forza nel ferir
Troppr e scaltra in saettar.
Chi non ama etc.

. Legrenzi respoqds to the rjog-trottingr spondees of the versification

in a manner which suggests that this lras a type. The change to dotted

rhythn at the fifth bar and the combination of dotted quavers in the

strings and even quavers in the bass suggests that these rhythms were

ínterchanged for the sake of variety and that they should not be made Èo

confor:n with each other. LegrenzÍ- a1-so affords some rhyÈhmic variety

by extending the vord scaLtra melísmatically'

(4) I.9a

I
I
4
4
7

7

5

6

6

5

6
6
6

6

6+6

Decreto
Sietate
11 Nurne

Bandito
Decreto

crudel,
rigore !

dt Amore
e dal Ciel
e tc.

This tiny aria serves to illustrate Ëhe very símplest kind of

treatment which imposes a straightforward dactylic metre uPon the words,

repeating each short couPlet.

(5) 1.10a

PartiEe, partiEe.
Lasciate 'l riposo
Che Giove sdegnoso
I1 passo qrtà nrove
Se volete sodcr fuggite altrovc'
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This aria contains no refrain, but de¡nonstrates some sirnilarity to

the da capo treatment. The last line, which conEains a caesura is

repeaËed and t.ransposed, and the word tfuggite' is then effectively used

¡o mirror the t.reatment of rpartiter aÈ the beginnÍng. In this way, the

desired symmetry is obEained without the device of the refrain.

(6) I.IZa

Gelosia la vol con me-

Del mio cor fa scherno e gioco
I1 suo gel peggior del foco
Dà tormento a la mia fè.
Gelosia etc.

This aria' among others, raises a further point in relation to the

seEting of these verses - the extent to which a theory of affections may

influence the composerts approach. In this case' the treatment of the

first line (líterally repeated at the rda capot) runs for 14 bars, commencing

with a five-bar rirornell0 for the basso continuo from which a kínd of

exposition is constructed as a dialogue between voice and continuo r¡hích

may be represented schematically as:

foice: a b(onDominant)b c b(onTonic)b c

(where a, b and c are seParaÈe thernaÈic elements) '

Lines two and three follow syllabically, but line four ís given twice,

the first t.ime wiEh a chromatic melisma to suggest rtorment', which his

'faith' involves. The Passage is then repeated a fifth higher' Not only

do the chromatics seem to be an expressive elenent, but the accompanying

hass has appoggíature which are likewise symbolic of suffering. These

incidenËal representations of the passions suggested by the rvords may be

compared wiEh the use of an all-pervading figure in :tton più dir." for

affecrive PurPoses.

7
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(7) 1. 12c

Crudeltà, cara adorabile,
11 tuo sdegno al cor-imPera;
Quanto più ti sai severa,
NeI mio sen ti rendi arnabile
Crudeltà etc.

A short, ground-bass arÍa (with t!,to Èranspositions: a - c - e - a). There

ís no preliminary apPearance of the ostinaEo: the voice sEarEs first with a

phrase of its own, and repeats this aE the conclusíon of the first statement

of the ground-bass. Line twois repeated, and the latter partoflíne three,

but in a melodic pa¡tern which varies (a - b - a). This gives a considerable

extension to the scheme.

( B) 1.13b

Non più dir dresser amante'
Che geloso il cor non hà:
Ano i rai drun bel sembÍante,
Ma lramar temer ¡ui fà.
Non più etc.

Ttre slídes given to each syllable Ín this aria are rather dÍfferent ín

intent fron the usual word-painting. Ihey appear to be affectíve in

íntention, and probably the whole treatment stems fro¡n line four - tbut

loving ¡nakes me af raid. I

(e) 1.15b

Crudi lumi despietati
A tradir chi vrinsegnò?
Rispondete,
Non tacete,
Fù difeEto di mia fede,
O rigor, chtin voi starmò?
Crudi lumi etc.

The spondaic metre of the verses brings about a treatment in either

dotted or equal quavers; e.g. the first line is noÈated as a dotted rhythm

in the voice part and as equal quavers in the first violin part. Thís

ambiguity in the nature of the quavers extends throughout, and has sErong

implications for performance practice. The notarion seems to imply that

the dotfcd rhythm prcdominates, but not necessarilyto Ehe exclusion of equal
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andquavers, which may make their aPpearance in Èhe interesÈ of variety,

probably aÈ. the discretion of the performer.

(10) 1.16b

Lascivetto
Abbi tu di
Non usar'mi
Non peccar
Lascivet to

Dio di cori
me pietà.
i Euoi rigori,
di crudeltà.
e tc.

I
7

I
7

The second and third lines of this aria are extended by melismas on

the last syllable of the line, where Èhey extend the length of the line

withou¡ interfering with the prevailing metre of the verse. In this aria,

the baldness of the regular spondaic metre is rnitigated by adopting a

gracious 3/4 rhythm in which two notes are generally given to the first

syllabte in the bar. Extension occurs through melÍsmas and the repeEiÈion

of each line of the verse.

(11) 1.2lb

In amor ci vol costanza
Ne si cangia ognor pensiero
E ribelle al llume Arciero
Chi tradi lraltruí speranza.
In amor etc.

This is a bass aria which Legrenzi sets in a virtuosic manner. (Ihe

range covers one note short of two octaves). In the refrain the two-fold

repetitions of rci vol costanzar with long figuratÍve melisnas are most

unusual. T'he, treatment of related materíal which is shared betleen the

voice and the continuo persists throughout and the melísma on speranza

parallels that on COStCnZa. The floríd passages on 'constancy' and rhope'

may be considered affective in intention-

(r2) r.22b

Sonr amante ne trovo Pietà;
Al mio core
Dice Amore
Gode al fin chi stà penando:
Penerò, na non sò quando
Cesserà la cruclelrà.
Sont amante etc.

I
I
8
I

9

4
4
8
3
1
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The extension of Ehe refrain is achieved here by treating rne trovo

pièta' as a modulaËing sequence before repeating the whole phrase 1íter-

a|ly. Legrenzi uses a dactylic rhythrn in C time, wherè a 618 setting

would also be possible.

this revíew of characteristic verses indicates both the limitations

and the freedom under which Legrenzí operated as a composer of da eapo

arias.

Legrenzi and the rmottot aria.

Ihe question to which this section addresses itself is whether Legrenzi

had any stylised conception of aria types, particularly in relation Èo the

Devisenaria (as Riemann described iÈ) or the rmottor arÍa as it is knorsn to

English writers. For this purpose, the arias Ín the first act of TotiLa

wfll be exarnined, and from there the survey will be extended to oËher works.

Ttre procedur,: ¡rhich r^r-ill be sought is one in whÍch the volce begins lÈs aria

with a striking statement - a musical figure, recognisable but incomplete,

the accompanying instruuents then intervene, and at the conclusiori of thís

interventÍon the voice appears again and sings the initial phrase to íts

conclusion. In the eighteenth century, this beginning was a standard one,

and its origin rnight reasonably be expected to appear in seventeenÈh century

pract.ice, but was it sÈylised as Legrenzi used it, and did it form a dis-

tinctive aria-type?

In the first AcÈ of TctiLa only two arias (out of 20) actually show

strict rmottot procedure, and Ehey are both of minor signíficance:

(1) Deh gran Sire (1.6a'). \larzia's abasement when she pleads for her

fatherrs life is dramaÈically impressive, but ít is particularly cantata-

like in i¡s p1-anning and the I time signature makes it more like a particu-

larly r¡ell-rounded arioso Ehan a self-sufficient aria. The second phrase

produces a modulation to E flat (from C minor) which makes for continuity

of floç'.
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(2) DeL mio Amor (1.12ar). Even here, the singer init'ially offers a

whole phrase rather than a fragment and there ís only a brief inÈerruption

before the voice returns and offers its first sËatement followed by a

balancing phrase. Thre only other aria in the first Act which comes close

ro this schemara is the last aria: Coronata de uerdi aLlot'i (L-22b). Thís

is complicaÈed by the addition of a trumpet obbligato wíEh the result that

the motto gets no less Ëhan five staEements, in point of fact too many' Idere

it not for the posítion this aria holds at Èhe triumphant conclusion of the

fÍrst hour of the work. the fírst tu/o statements are made by the trumPet

with only the briefest imitation (Ehree notcs) by the continuo. The ritor-

nello ends with a phrase in the tonic. the voice enters just before the

trunpet finishes, and the pattern follows: trumPet imitation repeated by

the voíce which then adds a concluding phrase. Since this ís an obbligato

aria, the trumpet echoes the concluding phrase.

An Ínteresting variant of the motto idea is for¡nd ít Coneedete'(7.79a2)

which pfovides a useful precedenÈ for extension. After Èhe sínger has com-

pleted the rmottor phrase, the continuo imitates the end of the phrase and

this is picked up yet again by the voice.

This is technically quite sophisticaEed and as i-t is a bass aría, it

demonstrates that LegrenzÍ was fast moving away fron the concept of Èhe bass

voice sirnply duplicating the contínuo bass, as was still happening in the

middle years of the century.

Ihere are some cases of Èhe simpler form of opening in which the voice

merel-y repeats its first phrase without any irnitaEive partícipaEíon from Ehe

continuo. This is of course more short-winded and compressed and its only

true relaÈion to the spirit of motto is in the rhythmic and melodic struc-

ruring of È¡e Ëlreme. Se credidi (1.15b) is an example. The theme it'self

modulates to the dominant. Ihe basic rhythrn is that of the corrente.

Tlre firsr aria í¡ Totila: DoLce figLia (1.1b) sl'tows the newer concept

of an orcllestral introduction: the orchestra simply plays the first phrase
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of the aria whlch the singer then s1¡gs. Son Guerrien de LabeLta (L.8b)

fs sí¡nilar fn principle wlthout the supportLng strings.

The ner¿ problen ls expressed even more emphatically l-n the echo con-

tests which take .place aE the beginning of Andn Rona (7.3a) z first between

Èhe trr-unpets, then between the strings, and finally between Totila and Èhe

strings: this is altogether an original procedure and a great dramaÈíc

effect. After a tense begÍnning Ín which we witness the horror of the

Romans at the approach of the barbarian, the music reinforces the splendour

of the scenery and machines which present Totila among the ruíns of Rome.

Fortttna, no (7.9b) presents an unconnon approach to the motto idea.

After the singerrs notto has been announced, the contLnuo introduces a

theme of its om whose fallfng fourths have sore of the character of a¡t

ost,inato theme. It is thLs vhich Ls taken up by the singer. this

suggestion of the ostlnato aria continues throughout ¡¡l.th the bass therne

undergoing changes, but always appearing in finftatl.on ln the voíce part,

so that a scheme whlch we no¡mally assoclate ¡¡-fth the differentLation of

parts becomes an essay Ln lntegration.

this fs anoÈher highly original aria.

Speranza (1.13b) adopts a similar opening pf"r, Urrt is much less

ambitlous. In sinpler arias such as the two succeìslve ones: Qu.øtto uano

(1.1.4a) anð, Sappia resistere,(7 Ub\ the Ídea of the motto opening is used

Just so that the singer on repeating 1t can extend it into a broad phrase.

Because of the snall scale of the aria, there is no call for thematic

partlcipation from the continuo.

Another form of compression is found Ln Møt dtargento, (1.164) where

Èhe motto is Èaken up by the continuo, but the voice declines to take it up

agaln and goes on to a new phase. Wudo spetno (1.20a) proceeds sirnilarly.

It¡e following arías show no sign of the motto beginning:
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1. Arpie de L'Erebo (1.11b)

2. Amore non uoglio amo? (1.15b)

3. Come oago (7.19at)

4. Vai nutrendo .(osttnato bass) (1.19b)

5. Se baaiar (Io{tg opening phrase repeats) (2.1e/1b)

In dealing with the later acts it will be helpful to summarise the

findings on this one.

1. 2 arias show faÍrly stricÈ motto procedure.

2. 8 show various fonns of compressed notto procedure-

3. 5 show extended forms of motto procedure.

4. 5 shor¡ no sl-gns of motto procedure at all.

Of 19 arias fn Act II, the following do not have motÈo Èechnique:

1. Pereh'io søti (2.Ubr)

2. Dolee ppdrc (2.15b)

3. Per deriilere (2.15d)

4. Iln soL Wa?do (2.16b)

5. Cosi ezudele (2.16e)

6. Chi n?addita (Z.19ar)

7. Deh pieta (2.19b) ' '' -
8. Con eent' ecehi (1.11b)

9. Fugghñ pur cz'udeLe (2.13b)

L0. La saetta (2.15d)

LL. Se di spene (2.18b)

This is a very large proportlon.

Of the remaining eight:

Astti auuersi (2.1a) starts with two phrases; Èhe first announced by the

voice, repeated by the orchestra and again repeated by the voice; the second

announced the orchestra and repeated by voice.
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Su Noeehiere (2.15ar) simply repeats the firsE phrase without lnterference,

so hardly falls into the rmottor category.

htgnando, atterando (2.18b) is also borderline, being a series of echoes.

Ite uoù (2. Bb) usès straight repetition of a whole phrase wfth only the

briefest interruption fron the continuo.

Presey,Ðo mio oita Labile (3.L5b) has a straight repetition of a whole

phrase with no continuo interruption.

Si Lusingati (2.18ã) ís closer to the.rmgtto' idea,:,hut the interruption ís

very brief, an'd the phrase when resumed and completed does not repeaÈ the

motEo strictly.

Ttris leaves only two arias whÍch have strong rmottor characteristics:

E fo|Lia (3.2b) which combines Èhe motto principle wlth a¡r ostÍnato bass:

the tmottot staterænt is taken up in transposiÈ1on and the continuíng phrase

acÈually imltates the bass fíguratfon. So this is in fact quite an oríginal

treatment.

Iengo in porta (2.?b) is by conparÍson quite strict and most expansive.

In Act III, out of. 20 arias, the following have no basis fn notto

technique:

1. QueLLa Dea (3.1a\

2. Sin ehe Line del dí' (3.2b)

3, Lasciar d'ønar (3.5b)

4. Clte non fan due Luei (3.7a)

5. SiL tuo Labno (3.8b)

6. Sonno ønieo (3.9b)

7. Atterato aL fin cadzY' (3.15b)

8. Apri omai (3.17b )
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9. 0 Costanza (3.1'9a)

10. Chtio ttadori (3.20a)

11. )eehi beLli (3.20c)

L2. Dtentpio fasto (3.23b)

13. Gia sparite. (3.23fl

Of the rest, Snodnte i fremati (3.3d> does show the strict motto

paEtern. After an opening ritornello for trunpet and sEríngs, the voice

announces the motto, an orchestral ri¡ornello follows, the voice then

re-enters and completes the phrase. The rnissíng orchestral parts do

not obscure this technical issue - they can be restored with reasonable

confidence. CtadeL mostt'o (3.6b) bears a very slight resemblance to

motÈo technigue. Ttre voice Presen¡s a tyPical tnotÈor idea which is

not repeated. A short interruPtion ís follor¡ed by a complete new phrase'

ltre whole arÍa is on an ostinato bass.

Estinguo L'ira (3.10b) shows a comPressed forn of motÈo technique'

After a brief interruption, the voice repeats its ffrst phrase and balances

it wlÈh anoÈher.

Rttoti iL Destino (3.L3b) aets |n the same way but wfthout any contÍnuo

intervention.

Mio eore, Anante (3.14b> shows a variant of motto technique. the voice

announces the motto; the continuo alters it. The voice then takes up

rhis alrered form and corupletes the phrase. seienateÙi (3.L8a) follows

simílar principle. Ttre Torneo which concludes the opera has a group of

five arias none of r,¡hich show motto technique:

Generato fra densi' Qlb)

Di tre eapi (TZa)

Ne L'aríngo di battagLia (T3a)

Soltanosi Protei (T4a)

a

I

2

3

4
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5. Le riPaLi Deita (TSb)

Thelasttwoarlas,wlthtrumPet,showonlyslightresemblancesÈo

EorÈo technique. In IL monda festeggi (T'e) the voice rePeats the Èrumpetrs

phrase. In spieghi 'L suon (T'd) the trumpet repeats the vocal phrases'

In summary, it appears that in this opera the rmottor aria does not

get an excessive amount of attent.ion, that it aPPears as one Èechnique among

many for starting an aria, that its most effective and dramatic use is in

arias with an ostÍnato bass where the material given to the singer and the

instrumental bass Ís most clearly differentiated, and finally that in a type

used so moderately and in so varÍed a fashion there can be little justifica-

tionforconsiderlngítsuseasstereotyped,thoughbyitsnatureiÈmaybe

descríbed as rnannered. lJhat does emerge fro¡n this invesÈigation as from

many others 1s Legrenzlrs love of varíeÈy, and his íngenulÈy in working with

very linited technical rneans'

To this investigation, some observations from the other oPeras' earlier

and laÈer' are aPPended.

Tl¡edacaploatíalnitssinpleformlsalreadyapParenttnZenobia

e RaÅ.Ønisto. ftre aria with strÍngs: Non trctsa nai paee (1'5e) shows the

rmotto' principle very clearly, implyíng that it was already an avaílable

Èechnique and not sornething whích Legtenzi was introducing as hís own'

clearly, if the rmotto' ís approached from a literary point of víew

rather than a rhetorÍcal one, the two-lÍne couplet or single line with

caesura at the beginning of the verse, when compleÈe Ín itself, lends

itself to tmottof treatment, 4d is indeed Ehe rmottor of the verse itself '

Íhe line in question here is:

Non trova rnai pace I L'af'tlfEto mio cor'

VJhere the lines are not complete in themselves, as in IL eieL d'a'

cLtaLti eutlmini (1.13b), there is no true refrain and therefore the devíce

in rhis insËance is purely musical. R¿&L, o sorte, aL mio tormento (1'14a)
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is another aria fro¡n this oPera which shows the dn' eqo type of aria to

be fully operaËional, but in this opera, the repetition of the first part

of a statement seems to compete with a rival practice - the repetition of

the second part. Ihis can be seen very clearly in the setting of:

Vøtne, Annenia, /.io t'abbøtdono (3.1). Other practices include Èrans-

posing the first phrase for emphasis, for example in Deh Uieni' o martiro

(5.4b) StoLto nune (3.6a) atd Ctuda parca (3.7b). there are few ostinaEo

bass patterns for arias in this opera, all of them on descending scale

pat terns.

Not all arias which have ostinato basses have rmottor beginnings, as

Ís demonstrated by Di uendetta (1,4b) flom EteoeLe e Polinice. Moreover

this piece belongs to the number of arias in whích the gror-rnd bass is not

rnaintained literally. Íhere ís in fact considerable overlap and inter-

action between arias with a figurative basso continuo and arias wlth a

figuratlve ostinato whÍch rePeats regularly. Even so, the ostinato

repetitions are frequenÈly ÈrênsPosed for the sake of tonal variety' A

number of arias Ln EteoeLe e Poliniee observe the rmottor principle, and

iÈ is not necessary to name them all, but many of them devíate in some vtay

from what has cone to be regarded as a standard pattern. Laseia mi in

pace (1.L3b), for exanple, has an ostinato bass. The words Laseia mi are

presented in long notes, as ís frequently the case at the beginning of

arias when the bass moves in short note-values. It Ís repeated by the

voice in altered form before the phrase is completed. Ttre axía, Pensíero

(1.L5a) contains another varíant. in r¿hich the lnottor Ís transposed before

being completed by the voice.

An excellent example of the use of fmottot in a ground-bass aria ís

Lontanøtzain Anor in Germanico suL Reno (34?:1'14b)' Su, uibrateui

(L.17a) in the same opera has a símilar form, and there are many other

instances of rmott.o' usage ín this rvork, some with modifications'
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The last opera to survive in a complete score , Giustino, contaíns

fmottof beginnings in arias such as Itn guardo detquegLtoeehi (3'7) a¡rd

Ttinganni (2.12), but they seem less abundant than in some earlier oPeras'

and the use of ostinato basses has decllned also'

Legrenzirs use of ostinato basses is of some interest. It appears

that in Legrenzirs early r¡orks there is some formal use of ostinato basses,

but Èhat in the works of. L675-L677 they aPpear in almost equal measure '

and tha¡ about this tine the style of the basses themselves has become

affective, - the fÍguration used is in keeping ¡rith the character of the

texts. TotiLa, in particular, seems to mark a zeniËh for arÍas of this

kind. In the later works Èhe ostinato basses seem' as far as it is

possÍble to tell, not to play so conspicuous a role. It seens as though

some conspicuous l-nfluence was at work ín Ehese years, possÍbly that of

stradella, to bring arias enploying this technique into vogue. con-

spicuously a1so, the canÈatas published between 1676 and 1678 lack ostinato

basses, but the unpublished works: Desiri paït¿te (262) and Notte' Madre

dtozvori (325) contain them. Ttris nay perhaps suggesÈ that the published

cantatas were actually written before the vogue for arias on ostinato'-:--'

basses came in about L675-

Owen Jander describes the structure of many of Stradellat s arias

as a rfantasy on an ostinato patternt.2l Sonething of the same kind may

be said for many of Legrenzits works. The reason for the lack of a

strict approach to the tgrognd-bassr concePt is urost probably due to the

fusion (or confusion) of two tyPes of composition - the construction of

songs and dances on a repeated bass pattern which serves to outline a

harmonic structure - fundamentally a survival of Renaissance dance-music

practice - and the later concept of an aria with basso conÈinuo accompani-

ment employing rhythmic figurations related to the affection of the text'

Jander, 0., Alessandro Stradella and His l{inor Dramatíc l^Iorks (Phil'
Diss. Harvard, L962) p.2I6.

2I
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In the mid-rseventies Ít appears that these two concepts begin to come

together, so that a grourd-bass may become a hamonic pattern with

flgurative dlvl.sl.ons of an affectLve nature. Sfnce this uray also be

transposed onto various degrees of the scale or mode ft is no longer as

strict as the earlier nodels, and sfnce these ground basses are also

fairly lengthy ir, tfr"rs.lves, (0 ristot'o Ln Giustino 7.7e, rr¡ns to twelve

bars ) it is also not readily noticeable to _the ear íf the bass departs

from the pattern somewhaÈ or the composer establíshes a link between one

transposition and the next. Alessandro Stradellars oratorio, Søt Giouøtni

Battista, contains a number of arias which are built on this free use of

the ostinato bass. Its fÍrst perfomance rdas ín Rome on March 31st,

L675, very close in tine to the performances of EteoeLe e PoLiníee ar^d

La Diuisiorle del Mondp ¡¡htch were gfvèn fn the same season that year at

the Teatro S. Salvatore in Venice.22

From this investigation, Ít does appear that a technÍque of the

kind suggested at the beginning of the sectÍon is present in Legrenzírs

works and that it appears in its most distinctive and musically effective

form in relation Èo the arias with ostinato bass which the¡nselves have a

substantial role to play in the construction of the larger works. BuÈ in

general it must appear that this kind of device 1s noÈ to be singled out

as a standardised one. It appear" mo.tg the ebb and flow of devices for

getting an aria under way, and ít takes its place as a procedure whose

22D".ri.1r, D.lù.: Alessandro Stradella's oratorio Søt Giotsøtni Battista
- A lfodern Edition and a Commentary. (University llicrofilms, 2 vols,,
L964) p.9, pp. L9-20.
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sfgnificance is energing as more urgent and effective than some others.

It is certainly clear that the lnottor approach can be used to create a

greater expansiveness in the setting - and this 1s conspicuously evident

Ín the various arias on ostinato basses whÍch have been observed in ?otiLa.

But it is the length of the ostinato which creates the expansiveness not

the rmottor beginning itself, and it is this expansiveness whichat thistime

in the bistory of the aria gives the aria wi¡h ostinaÈo a place of pro-

minence in the hierarchy of aria treatment which has been previously

discussed. If the technique is used in some compressed form, then ít is

perfectly useable even in short-scale arias for minor characters. But even

sor the rmottor beginning must take its plaie anong other techniques for

starting an arla, so¡ne of them traditional, others riew. So¡ne arías simply

repeat the first phrase. Although this appears to be close to tmottof

technique, it has not Èhe dramatfc impact of the interrupted beginning

which would appear to be the essence of the technique r:nder observaËion,

A somewhat dffferent feell¡rg ensues if the singerrs phrase and its rePetf-

tlon are separated by a continuo statement. Ilere at leasÈ is the element

of expansion which furthers the lntegration of vocal line and bass so

characteristic of the aria at this Ëine. neyoni these devices there are

also to be fornd many others such as contrapuntal'echoes and initation of

themes which are musically valid a¡rd Ínteresting without being Ín principle

rmottof devices.

A further category of arÍa-beginníngs is just as fonrard-looking, but

militates against the dramatic urgency of the rmottor. This is found in

the increasing number of arías with string accompaniments in which the

orchestra presents the first phrase which is Èhen Èaken up by the singer.

This probably marks the first stage'ín the process which leads to the

orchesEral ritornello being in fact an exposition of themes. Azd.a Roma

(TotiLa, L.3a) may be taken as an example of this kind of aria wíth instru-

ment.al inE.roduction. The opening riÈornello appears in itself to put Ehe
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rmottor concept r¡rder Pressure by delaying the inpacÈ of the soloist's

entry. Nevertheless, rmottor begfnnings do occurr in conJunctlon wl-th

orchestral and solo obbllgato Íntroductfons'

the creative irnpulse which gives rlse to varfety ln the ln1Èiation

of arla settings'rnust probably be sought elsewhere than in sÈock musical

technfques. In all probability it arlses through habltual acquaintance

with the devices of rhetoric, which are predorninantly concerned with speech,

but frorn the sixteenth century comè to be Íncreaslngly applied to music, and

function both as a stimulus to invention and as a means of analysls'

Rl¡etorical prescriPtions 'for nusical procedures were publlshed in

LegrenzÍrs tfme, notably in the tlfursurgi rhetoricat of firchexts Musurgia

uniÐersalis of 1650, but lt was chiefly Ge:mans who offer such publications

and ft fs quite unlikely that Legrenzi read then, though Lt is l1kely Èhat

he was lnfluenced dl-rectly by the classlcal princLples of rhetorfc'

Scheibefs deflnitfon of Parøtomasia as fthe repetftfon of a musical idea

on the sane notes but wlth new addLtions afid alteratlons for empha"l"t rtt

which fLts the rmottot technique very well, clearly comes long after

Legrenzi and others were faniliar r¡1th it ln practLce.

Ttre tonal oreanlsatfon of Le ateÍLzL rs operas.

The comprehension of Legrenzits harmonÍc procedures depends very '--''

largely upon the recognition of hÍs nodal theory whlch hq shares in comton

with such North Italian comPosers as Merula, Marini, Neri and Fasolo'24

It may be regarded as a developed or debased system according to Èhe point

of view, but the arrangement in modal order of the sonatas from Opus 2,

some of Opus 8 and the posthumous collectlon of balletti and correnti

suggests that it nras Índeed a system, and one ¡¡hich was heading in the

direction of classical tonality which recognised keys as Èhe transpositions

of fhe major and minor modes alone. The system recognises eight modes (as

'JS.. NG George J. Buelow: tRhetoric and llusict'vol'15, P '796'
24Borrt", op.eLt., p.2L2.- A Eable of the modes as discussed in this section

is Eo'be found'oir p'102 of this dissertation'
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againsÈ the tr.¡e|ve of Glareanus) and all these excePt the first are found

to be transposltlons when compared with their church mode originals, but

they are not the transpositfons accePted 1n the Renalssance period.

Ttris series of modes aPpears to be a conflation of the twelve modes

proposed by Glareanus. the nisslng modes are the aeollan, the Lonian and

the locrian. Dismissing the hypothetical locrían, iE aPPears thaÈ the

modal paÍrs 314 and,5/6, despite their names, have taken over some of the

characteristics of the aeolian and ionian nodes. The semitone steP between

the first afid second degrees of the rnode is noÈ a regular characteristic of

thís ¡node 3, nevertheless ft ls in this Dode that'the Neapolitan 6th chord

which demonstraËes thls phrygian characteristlc nost regularly occurs' It

also seems likely that the tendency of legrenzfrs melodies to make a¡r early

move towards sharpenlng the 4th degree of the scale (soæthing whlch fn

later pråctlce roight be descrfbed as novLng to the do,minant too soon) l-s a

rellc of the ancLent lydtan node which apPears withln this system in trans-
6

posLtion. (e.g. Fortwta, no, Totil¿ 1.9b). Ttre occurrence of two versions

of node 7 (nixolydtan), one ¡¡lth a flat third and one r¡ith a sharp third and

both r¡ith a flattened seventh, fs due to the fnitaùfffty 1n practlce of the

third degree in this mode. the arrangenent of nodes 314 and nodes 415 Ls

more readily gnderstood lf the aeolfan mode is seen to be originally derived

frorn the phrygian in order to avoid naking t ""d"oä" 
on b, a¡rd that the

fonian mode was derived fron the lydian because of the regular lntroduction

of Bb into that mode.25 Other keys such as A, B flat and b mÍnor occur

outside this nodal system, but appear as further transposítions of Ít (i'e,.

modes 7, 6 and 4).

Tt¡e tonality tables to be found in the commenÈaríes on the works

fndicaÈe the shifts in tonality from section to section. Ttre tonality

does noÈ always wander as much as these tables suggest. l{haE ls given here

25P,rarr.r Aldrich: 'An approach Èo the Analysis of Renaissance Music. t }fusic
Revier¡ 30/11 Feb. 1969 pp.L-ZL (See p.6).
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is most often the first and last chord of a section, but thís is apt

to be deceptíve. Legrenzi frequently (almost generally in ínterlor

sections) begins a harmonic period on a chord whlch is remote from the

destination (or 'tonicr) of the phrase, e.g. IV-V-VI-V- I. Such a

procedure is a commonplace,here and ts highlyunusual in later ftonalt

music. (But iÈ does occur, âs can be seen

frorn the openings of the last movement of Beethovenrs E minor Quartet,

Opus 59/2, and of the last movement of Brahmsrs Piano Concerto No. 2 in

B flat). However, the intention of the tonal wanderings in multi-

secEional works appears to be to act as a corrective to the otherwise

critical short-r¡indedness of the sectíons. IE becomes necessary Èo seek

Èonal goals over wider expanses of music, which is to say, over more tha¡t

one section of the work. The same key-signature is retalned throughouË

a work because at the nost slgnificant points in the structure, at the con-

clusion of the maÍn sections, the harmony does return to its rflnalt or

I tonicr. In this way the lístener recognises that the music fs conceived
I

as a number of snall designs within the scope of. a Larger design. Rather

than dissÍpaÈe the sense of a tonic iÈ expands the arlareness of the range

of harmonic relationships available within the nodal system.

One of the factors militating againsÈ the ¡nodal system itself is the

use of nodulating sequences, which tend in the direction of a modulating

key-systen. Apart frorn the standard use of dissonances in the forrn of

suspensions and resolvÍng 7th chords, the nusÍc is remarkably consonant'

particularly by comparison with I outlandishr contemporary styles such as

those of Blow and Purcell in England. Some strong melodic dissonances of

a modal kind do occur, (e.g. the diurinished octave at m.3B of LaBenagLia

(379), Seay etc.), but infrequently. Ttre Neapolitan 6th chord and its

relation to the phrygian mode has been noted. lhe augmented 6th chord is

used occasionally in an affective context as a substitute for the milder I

(e.g. TotiLa 1.1 m.71). Chromaricism is used most frequently in the
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Èraditional context of Èhe chroruatically descending 4th. In princíple a

form of the chaconne bass, it nayfind its way into uPPer Parts also (e'g'

Lt1bizza, 386c)

Legrenzirs music yields nore if 1È is considered from the point of

vÍer¡ of modal theory than Ít does Íf it is considered frorn Èhe polnt of

vier¡ of the advancing classical tonality- Nevertheless, this ís becoming

a grey area in which the baroque theorist hinself Ís feeling some embarass-

ment,, particularly if' as in the case of Gasparini, he is addressing

himself to the performing musician. In fhe book of 1708 which he addresses

to keyboard players, Gasparini carefully avoids a learned discussÍon of the

modes and tells his readers that what makes the difference beÈween one scale

and another is the nature of the third.26 He then quotes a series of three

ascendÍng notes (rnajor and nínor) in various transpositions, going as far

as three flats and four sharps, the key signatures having one accidental

less than their later requirement excePt in the case of mínor keys wÍth

sharps. Moreover, Gasparini persístently uses the term TOnO to meart

either a mode or a key aecording to the context. It seems probable that

the problems of conflicting theories were less inhibiting for Legrenzi than

for the younger men, but his works nevertheless reveal the líkelihood of an

inpending theoretical crisÍs and it ís the composèrs-of the next generatlon

or so who must apply themselves to a solution. Legtenzl, however, with his

love of variety and his abilíty to see any given task as an artistic chal-

lenge Ín which he undertook to fulfill the possíbilities of the commission

rather than to transcend them, seems to have found his theoretical position

perfectly congenial.

Francesco Gasparini: LtArmonico pratico al cÏnbalo (Venice, 170B)'

English trans. F.'S. Stillings (Yale. 1963), see p.66 and D.L. Burrows
foreword, p-ix.
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An examination

works of cornparable

Opus 14 - produces

the cadences formed

MoDE 1 (d)

dg

LL2 1

LL411

116 1

119

L20 2

L232L

150.

of nodal usage with selected examples drawn from

length - the moÈets and the cantatas of Opus 12 and

some noÈable results. Ttre examples given indicate

at the ends of the internal sections.

e cBb

2

F

1

I

a

1

I

1

G

1

I

I

I

I

2

1 11

.;\

I

ri

r

63633311
ftris is the most conmon and basÍc node in these works. Ilere a¡rd

elser¡here l-egreo.zL aims for varf-ety. lhe examples given are all from

Opus 17 and show the conposer varying the dfspositlon of hÍs cadences

rather than seeking a standard pattern.

c Eb

MoDE 2 (g)

Bbott

1

d

I

2

F

I

l
I

i

i

i
'f
t

[.

t
¡t

i

4
lr
I
l,

113

23L

245

247

254

I

I2

2

2L 2

1

1

1

I

1

1

526531

This shows a marked preference for cadences in d, but even so the

tasts for variety is apparent: 231 has no cadences in d at all and 254

shows a preference for c.
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MoDE 3 (a)

a

108

115

248

255

257

dcFb
I

ce

1

2

I
I

3

1

I

3

4L

1

I

8152L51

flrere ls a marked preference for cadences in c, but ll5 conpletely

changes the balance ln favour of e.

MoDE 4 (e)

ebGCdaA

10011

20311

11811

2332L1

239112L

2

23322L
,,

I

j

I

I

il
,ti

li

{
I

ftrere ls llttle preference to be noted here. tbro examples eurploy

cadences in b and G and avoid C and d; two .*"tpt"" employ C and d and avoid

cadences on b and G

e

MODE 5 (C)

c

109

L22 1

L44 1

L67 I

234 1

250 1

a

I

G

I

F

1

I

d

I

g

I

I

2

,l

{:

2

3

I1

1-{
r
{

55L27Ll
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There 1s a very posÍtive preference for cadences 1n G, but the

dÍstinctly urodal cadences on e are strongly represented'

MoDE 6 (F)

FdBbc

193 I 1.. 1

235111

2402L

242L

Exarnples of thls mode on F are surprÍsingly difficult to fÍnd'

possibly because of its nature as a plagal mode. Ttrere is a distinct

preference for the authentic modes.

MoDE 7 (1) (c)

c

2

BbCEb

I

f.ebbF

22

11

II

140

145

L62

237

243

I

I
2

1

3

1

2

I1 11

3 4 I 5 4 6 I '1.

Exarnplesincarequireconmon.Agalnthereisadifferenceof

approach between pleces r¿hich prefer cadences on g and those whlch prefer

cadences on Eb or even f. -

MoDE 7 (ii) (D)

DGAeb

10611

1334LL2

\6711111

31335
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Examples in D are quite rare and not to be found in the cantatas

of opus 12 and Opus 14. Ttre plagal character of the mode is indicated

by the preference for cadences on G rather than A'

MoDE 8 (G)

G e' C

L34111

161111

222

Examples of the mode on G are also very rare. Ttre cadential

preferences clearly indicate the plagal character of the mode, e.g. in

these examples there are no cadences on D. There are no examples of this

node in the cantatas of Opus 12 and Opus 14.

. A, B flat and f minor are also found' and may be taken to be trans-

posiEions of the basic modes.

Ttrere seem to be no grounds for consíderÍng the tonal orgairisation

of the operas on any purely musicalbasis. Variety is once again an essen'-

tial, and it is the llbretto which provldes the opportunity for it' The

choice of key is governed by the affection required at the monent, or the

topic under consÍderation. Ihe arias in Get'¡nøtieo SuL Reno show that in

each act Legrenzi uses all the eight modes as well as the keys of B flat

and A. However, the D form of ìfode 7 Ís used only ín Act 2: Act 1 also

has two arias in b, AcE 2 has one, and Act 3 has one aria in f sharp' The

allocation of topics and affections to particular modes is by no means rig-

orous, æd may be affected by practicalities which themselvesbecome syurbols,

such as the use of C or D for subjects related to warfare' since those are

the keys proper to the trumpet. Nevertheless, a cerÈain Pattern emerges

from considering the connection of keys and the affections associated with

tlrem. The topics given below are those of the arias appearing in Germanico
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sul Reno:

MODE I (d):

MODE 2 (e):

MoDE 3 (a):

absence (1.14b)

palns of love (2.14b)

wounds of love (2.2La\

suffering (3.9d)

pathos (1.1d)

resolution (1.3b)

tears (1.4a)

deceíÈ (1.9b)

anxious ]-ove (2.2c)

Jealousy(2.4b)

reJection (2.L7b)

flight (3.2t¡ (3.8a)

encouragement (1.4c)

valour (1.loa)

reJectlon (I-.18b)

contentment (2.8b)

sufferlngs of love (2.19c)

challenge (3.f,c)

hope (3.1d)

resolution (3.9b)

paradox (3.9b1)

reJecÈion of love (3.17c)

condition of love (3.19c)
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haPPiness (3.lb)

anger (3.5b)

disPlaY(3. 19a)

MODE 6 (F): desire (1.16a)

rejection of ternPtation (2'2b)

tormenÈ of delaY (2.10c)

self-PitY (2.16b)

love (3-4a)

fortitude (3.10b)

MODE 7 (i) (c): jesting (1.2b)

severÍty (2.6a)

reflection (2.13b)

faÍth (3.7b)

constancy (3.11a)

(.ii) (D): boldness (2.la)

enthusÍasu (2.18e)

MODE I (G): rebellÍon (start of Act 1)

constancy (1.7b)

rejection of suffering (1'I9b)

rejection of hoPe (2'2a)

hoPe (2.10a)

misfortune (2.13c)

laughing and weePirlg (2'20b)

reproach (3.13b)

warfare (3.16a)

A : nature and love (1'8b)

attachment (2.19a)

sri¡eetness ( 3. 15b)

B flat : fortiEude (1.15a)

indignation (2 ' 6c)
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f sharp

repose (2.11b)

the supernatural (2.22b)

inconstancy (3.3a)

constancy (3.10a)

consolation (3.12b)

emotion (1.13b)

sighing (1.17c)

prayer (2.18a)

favourable fortune (3.15a)

The nodes on G and F occur much more comronly in the oPeras than

elser¡here, but they are by no means bound by any notion of their being

plagal.modes. lfhilst it seems unprofitable to assume that Legrenzi had any

standard order in mind for presenting his keys, it nevertheless seems likely

Èhat early in the Process of composition he allotted keys to crucial arÍas

with a vien to getting as wide a Presentation of modes as possÍble, and it

can be said in relation to this opera that each of the acÈs begins brightly,

so that c, D or G are presented early onr g and c come fairly closely

together, A appears about three quarters of the way through each act, and

d and e appear quite late in each acÈ. In this resPect, the quite unusual

decísion to begin TotiLa in b whÍch turns to C and G only on Tôtilars

appearance says much for the key-planning in that oPera'

Viewed in this way, the opera becomes, in Burneyts phrase ta complete

concertt. All the keys are rePresented in it and linked to the affectíons

appropriate to them as the circumstances of the Plot give rise to them'

Music of all kinds appears and in various degrees of organisation and

elaboration. Ttre attraction of the theatre to a comPoser of Legrenzirs

ingenuity becomes clear. This ingenuity, together with the sense of drama

and purpose and the love of variety are to be found throughout his works'



L57 .

S Eructura I elements in the choral works and sonatas.

The iurportance of the rperiodt as a poínt of departure for the

construction of a movement has been pointed out by Bonta in his dÍsserta-

tion on the church sonatas of Legrenzi. Ttrls prÍnciple can equally well

be applied to theiir nearest relative, the major choral works - the

concertante Masses and the Vesper Psalms. Ttris wÍll not be totally

unexpected since in these works the texts are divided into sections which

t.hen become rtopicsr for through-composed music. The situation in the

motets is entirely different, theÍr poetic structures bringing them into

line r¡ith the canEaEa settings and Èhe dramatic works, where the structure

of the poem itself forms at least the point of departure for the structure

of the musical seÈting. Moreover, the liturgical requirements of the

church service fom a common ground for the choral works as for the sonaÈas.

Thre points of difference between chor.al r¡orks and instrumental sonatas

are equally instructive. The concertante style fo¡med a l1nk between

instrumental and choral idions from the early years of the century and

from these times, Èhe predominanÈly step-wise motion of the rstile antícol

begins to yield to the liveller-rhyÈhns and rrider intervals of string music.

In Legrenzirs sonatas, the thematic rraterial of the movements shows not

only the characteristic rhythms and patEerns with reþeated notes which

were traditional to the canzona (e.g. 362a, 412d) but also more sPecifically

violiniscic themes moving through a wider range and picking out the

arpeggiated notes of the triad (e.g. 3?9a' 385a, 414a). This material is

also to be found in the conEext of the Vesper Psalms. The survival of

tstile antico' styles and Èhe adoption of violinistic idioms ln choral

music greatly extends the range of material which the choral idiom now

affords. It explains tlre scope of both formal and fígurative material

which r¡as available in the great choral works of the late baroque '

That such a range of material r¿as indeed already comíng into existence

in Legrenzirs time can be seen from an examination ofhisrnany settings of
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the GLoria. The challenge of. having to treat this liturgically-required

conclusion at the end of each psalrn provided a livelystinulus Èo Legrenzirs

imagination, happy as he always was to explore Èhe possibilitles of movement

within strictly prescrÍbed circumstances. Ttre imporÈance of this to the

present issue of structure in the sonatas and choral works liesin the great

varíety in nature and construction of the ¡naterial itself, whether iÈ appears

as parE of a homophonic context or as matter for polyphonic treatment'

In the Ehirty setÈings of the GLoria which apPear in the Vesper Psalms,

the variety of construction is immediately iurpressive. The greatest

restrictions lie ln the tstÍle anEicot elemenEs of Opus 9, but even here

in the catalogue itens 30-47, there is as much varieÈy as the idiom wÍll

bear. Ttune signatures ínclude i C O î å and C l. Some settings (e'g'

30, 34 arld4l) are in two sectÍons, and the possibilities of honophonic

writing and Èhe. contras.ted antiphony of two choruses and orchestra are

fully exploited. But the style of Opus 9 o¡dts the contrapuntal element

in which Legrenzi is elsewhere so resourceful. In the settings of Opus I

and opus 5 (10-29), and in the unpublished psahns (48' 49), there ís no

duplication of structures. The schemes ínclude single movements, double

movements and even trÍpartite structures. (L0'' 25). Inthe first versicle:

Domine ad. aQjuuandun ne (1.0) for solo voice from opus 1, the tripartiÈe

scheme consists of a monodic introduction, an elegan¡ section in ! time

remíniscent of the cantata, and a fugal third section Ín r¡hich the orches-

tra parti.cÍpates. Íhe 'Glov'ia' of Laudn Jerusalem (25) surrounds a section

in I time with two contrapuntal choruses'

Tt¡e manifold sÈructures of the 'GLoria' settings contain the

following elements:

(1) Monodic style (10b)

(2) Fugal or imitaÈive sections in instrumenÈal style (e.g. 10b, l3h)

(3) Fugal and imitative sections in traditional choral style (e'g' 15b,

17bt)
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(4) Acconpanied fugues (e.g. 21hl)

(5) Dance-style movements (e.g. 22e, 48gr\

(6) FlorÍd vocal counterpoint derived from early baroque idioms (e'g'

L6h, zgf.r, 49f.)

(7) Antiphonal'exchanges between chorus and orchestra derived from

'cori spezzaEír techniques. (e.g. 18gt, 25jt)

(8) Sections utilising successions of thirds ín the manner of the chamber

duos (e.g. 11g, 23k1, 28e¡

(9) Homophoni-c passages of inÈroductory or transitional character such

as are found also in the church sonatas (e'g'23kr 49fl)

ALl these elements of style will be fot¡nd as sÈructural properties

in the design of t¡hole movements. Archaic elements are not entirely

banÍshed from the more rePresentative collecÈions or indeed from the

sonatas. Trrey are to be fourd, for example, in confítebot I (12) from

opus 1 and in rhe sonara for viols from opus LL (416b).

Regardless of the style of the material, the principle of construcËion

norrnally depends upon an initial tperiodt, which Bonta defines as a-harmonic

uniE - fa complete muslcal discourse' (p.262) tetmínaÈed by an authentic

cadence. lhe periocl itself nay be a slngle line or it nay consist of

more than one phrase, sometimes with a transient modulation (as in Fig'l)'

The structure of the movement may take this period as a point of departure'

or as the basi-s of a series of points of departure, but Ít nay also be set

against new periods r¡ith an episodic function' or introduce the element

of variation in a chain of periods of similar length'

Ttre first section of the ].ate Laudate puerL (49) nay be taken as an

example of Legrenzi's use of periodic structure Ín choral music' The

presence of the trumpet as an obbligato instrument in this work prescribes

an unusually operatic characÈer for the work as a whole, and may also

account for the fact that the periods are predominantly made up of phrases

whích are equal in length, and noE, as is often the case in Ehe sonaEas'
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longer in the second part Ehan the first. By being equal in lêngth

they conre to resemble a refrain in a verse sÈrucËure'

Ttre period on whÍch the first sectÍon of Laudnte pueri ls based

(Fig.l) is of rr"renry beats (10 + l0) wíth a dominant cadence in the

mÍddle and a full close at the end. Tiris is played by trumpeÈ and basso

cont.inuo only, wich a the functíon of a.ritornello. In the next few

bars (rn. LL-23) the same period is disposed for the full forces carrying

the first entry of the texÈ. The trea¡ment which follor¿s ernploys the

material in a variety of \{ays. These cannot usefully be described in

detail without reference to the score, but the tactics employed may be

outlined.

(1)lhefigureBiisenployedasapointofi¡nitationbythe

instruments alone and subsequently by the chorus (n.13-20). ftre short

fÍgure Aíi is enployed for the sake of rhythnic Pr¡nctuatlon in a manner

found conspicuouslY in OPus 9-

(2) A new perlod in b rninor (ur.20-26) is introduced for episodic

purposes (FÍg.2). A distinctíve texture is used here (CtC' Bc) which

reduces brilliance and consequently tension. Ttre possibility of dívidíng

and extending both Sections C and D fs employed'

(3) The first period (Fig. 1) is recapitulated with alterations,

and the second period (rig. 2) is also repeated in an altered form Èo

allow for interpolations from the trrmrpet. (m. 34-39). The two sections

c and D are presented rhythnically, but with free melodic interpretation

at m.39-43.

(4)Anewfigureisíntroduced(relatedbycompressiontobothC

aud D) r¿hich is firsr given to the trumpet and stríngs and then to the

chorus. (rig. 3). ftre effect of thís is a culminating one preParing a

drive towards the final cadence (m. 43-48) '

(5) The lasr ritornello (m. 48-69) differs from the opening only

in filling out the accompanirnent at the end'
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This ís only one method of employing periodic structure and each

movement of fhe choral work and the sonatas tends to produce its oI^m

scheme which can only be described by individual analysis. Some move-

ments, such as 49b in the work under discussion appear superficially to

be nadrigalian in procedure and to progress by introducing ne!¡ points of

imitation. llowever, in this particular sect.ion each nev¡ deparËure is

based upon a period which is divisible into two phrasi:s and the thematic

material is inter-related.

In both sonatas and choral works, interior sections are found v¡hich

combine to form a síngle movement. The sections 49d. (n.114-133) a¡d 49dr

(m.114-133) ãnd Laudnte pueri fV are exarnples'of this. These are areas

characterised by the greatest amount of tonal ínstability. In this case

the first section it å is particularly unstable, beginning ín D and ending

on a half-close on the doninant of e. The second section begíns on the

dominant of D and ends on the toníc. It is this tonic close whfch defini-

tively ends the movement.

Recapitulation may be seen as an optional element in Legre¡zits work

in sonatas and vocal works alike. It has iÈs place here by mirroring the

opening of the work just before the final 'Amen' (49f2), but this sense

of tda capot is in fact r,¡nusual and only represenÈs one of the ways lnwhich

recapitulation can occur. Many vorks can be found which divíde into many

sections and yet contain no elements of recapitulaÈíon. Ítris eleroent may

be compared with that of thematic inter-'relation. It ís a recognised

point of technique which may have its place but is not. obligatory.

Certain habits of compositional dependence may be noted, f.or example,

the habit of beginning by allowíng the bass to descend a semitone from the

Èonic and Ehen return again (e.g. 25a, e, d, j, j2). Ihis is very frequent

in Legrenzi's music as is the convenÈion of beginning a composítion wíth a

descending scale passage, vrhiclr may r,re11 have its origin in improvisational

practices (e.g. 25'D, c, h, j t). Stock methods of harmonising ascending
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and descending scales fonn a parE of the conventional theory of the

period. 2 7

The standard elements of ¡raintaining continuity within a sectíon

are suspensions and sequences, both of which serve to avert an impending

cadence. It is. by means of these devices that a composer may escaPe from

the rigidity of the structured period into the freer atmosphere of

development and organic growth, and it is in Ehe skill of his internal

organisation thaE Legtenzi particularly commends himself as a composer of

originality and stat.ure.

Lesrenzi and the French StYle.

The recognition of the French style by Italian comPosers is to be

found !n the direct references to the tstÍlefranceset in dance music by

such North ltaltan composers as G.M. Bononcini, ucellinÍ, Colornbi and

Vitali.2s Such terms are never to be found in Legrenzits work, and yet

there can be no doubt of his ahtareness of such a style and his use of it

after his otm fashion. Klenz indicaÈes that the ltalian comPosers not

only recognised the French courante and the lÈalian corrente as differenË

styles, but that they also indulged in hybrid forms which combined elements

of the Èwo. It rnay also be the case that Italian composers learned the

French style from each other rather than from studying the original

sources This rnay well be the case in relation to Legrenzirs somewhat

individual approach to this tyPe of music'

It is not to be assumed that Italians were entirely unfamilíar with

French music, particularly in such a metroPolis as Venice, though they

úrere naturally unpractised in it. If Caffits account is to be given

credence the domestic acade¡nies which Legrenzi held in hís or¡n house

included at least one instance of a performance of French music, when

three girls agecl 17,13 and l0 presented a performance of duets and trios

t'u.". Gasparini oi).,:it-, chaprers 4 and 5'
28Klon, , op. cir. , pp .94-97 .
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by Lul1y.2e this intlicates that, as might be expected, Venice h¡as not

ent.irely closed to music which challenged íts own from a sÈylistlc poínt

of vierv. To Europe at large, iÈ was particularly in the area of dance

rnusic that the French influence made its Ímpact. Legtenzí- himself was

interested in holding a position at the French courË and was obliged to

decline through illness. Ttrere is no evidence that he visited France, but

there is the possibility, and there is no doubt, from the evidence of his

music there, that his r¡ork was knor^¡n to Parisians. Certainly, in the

dance music, which is represenÈed chiefly by the posthumous opus 16,

evidence of contemporary French influence is to be found, which is not

evident in the dances of Opus 4 which were comPosed before 1656' AÈ

this stage, Lully had only held his position as a court comPoser for three

years, æd although his star was in the ascendanÈ iÈ had a long journey

yet to take. Th¡e followíng decade was to be crucial and witnessed the

introduction of his ner¡ style of dance music Lnto ltaly.

The presence of at least four examples of Legrenzirs theatre musíc

in the BaLletti e Coruentzi of opus 16 suggests that the work may include

even more music from such sources, particularly ln vier¿ of the lost oPeras

and the lost bal1et nusic frorn the existing operas. In their original

form, if," Ztt Balletto and Corrente apPear simply as a Sinfonía in relation

to the final entertainment (Ringratiamento) of' Zenobia e Rd'døttisto' Ttre

other examples are BaLletto Suinto (52) which is the Sinfonia Èo Act II

of. La Dí,uisíone deL Mondo and BaLLetto Settimo (486) whích serves as the

Sinfonia to Act 2 of Germanico suL Reno'

French influence is particularly evident Ín the Coruente Terza(479) '

which ís a kind of courante, though wiEhout a clear delineation of bínary

form. Legrenzi gives this dance a Cf Èime signature which enables the

characteristic hemiola rhythms to be evident in Èhe various Parts' Klenz

indicates thaE both Bononcini and Uccelini use this time signature or I

29 r^tf.t, op.cit., vol.l, p.313f
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alone for the French courante.30 Legrenzi uses iÈ in this dance only'

Even so, the use of inÍtation at the outsetr lighÈ as it is, does not

appear to be particularly characÈeristic of the French dances, though

similar examples are to be found in Bononcini (e.g. Opus 51L2, transcribed

by Klenz, pp. 131-136).

It seems that what is found in thís collection, is not so much the

French style itself as Legrenzits understanding of it, and thismayhave

been derived as much from his North ltalian contemporaries as from French

models. It seems that for Legrenzi a characteristic of the French style

was a dominant top voice surmounting free contraPuntal parts which lack

the precisíon, clarÍty and tonal direction which night be found in

contemporary ltallan music, includíng hís own. A siurilar approach to the

!.rench manner is to be found in the final Corrente Nona (497) on a ground

bass. Fine as this is in lts way, the vagueness of the part-writÍng quite

distinguishes it from Legrenzits usual manner. Moreover it makes no

attempÈ at the rigorous use of rhythnic figuration which was begínning to

lend strength to German and English instrumenEal movements on ground basses '

Legrenziis balletti show resemblances to the balletti and arie fn the

works of his Italian contemPoraries and to the rairs' in the instrumental

works of Lully. However, the term tariat is nevèr used by Legrenzi in

reference to an insErumental pÍece. Ttre 16th-note upbeat apPears to have

been inÈroduced by Lully to make the attack more effecÈive,3Ì and thís is

foun<l in four of the Opus 16 balletti (474,476,480,482), but not in the

previous collecÈion, Qpus 4. The same characEeristic is also to be found

in Legrenzirs church sonatas in movements which have a dance-like character'

but are not so designated. (e.g. 400a, 411a)'

3o*l"rr, , op.eit., p-106

See R.North: Roger:
1925) p. 1Bs.

31 The Musical Grammarian (Ed. H. t\ndrews) (London,
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It may be safd ln conclusion that Legrenzlrs dance music survfves

in such snall quanttties that fs hardly possible to form a clear fdea of

ft. It seems, nevertheless, thaÈ he aLmed at uaking it colourful and

melodious and that he contrasÈed hfs natlve style r¡1th his own version

of the tstiþfranceser. He nay also have attenPted to derlve from Lully

a sense of character ln devising dances for the stage' but of this there

is unfortunately very l-itrle evidence.



GIAPTER FOUR

SOURCES

The sources of LegrenzLrs music are Èo be found ín a large number

of libraries spread over a wide area from England Èo Poland, and also

in the Unfted States. These libraries are lÍsÈed belonr and are referred

to ín the texL by convent.íonal sigla:

Barcelona: Catedrale E-Bca

Berkeley: universiËy of california (olschki collection) us ' BE

Berlin: Deutsche StaaÈsbibliothek D - ddr - Bds

Staatsbibliothek (Stiftung Preussischer Kulturbesitz) D- ddr - B

Bologna: Archivio di San Petronio I - Bsp

Biblioteca del ConservaÈorto di lfusica G.B. Martini I - 81

Blblíoteca dellrAccademla Filarmoníca I - Baf

Civico Museo Bibliografico-Musicale I - Bc

Brussels: Biblíothèque du Conservatoire Royale de Musique B - Bc

Chicago: I11.: Newberry Library US - Cn

Dresden: Sächsiche LandesbÍbliothek D - ddr - Dlb

Durham: Ttre GaÈhedral Ll-brary GB - DRc

Ferrara: Biblioteca Cor¡mr¡nale Ariostea I - FEc

Frankfurt M: Stadt - und Ljniversltätsbibllothek D - brd - F

Glasgow: Euing Music LíbrarY GB - C€

Lodi: Biblioteca capitolare della Catedrale I - LOc

London: Royal College of Musíc GB - Lctu

TLre British LibrarY GB - Lbl

Loreto: Archivio storico della Cappella Lauretana I - LT

Modena: Biblioteca Estense I - MOe

Ifunich: Bayerische Stattsbibliothek D - brd - Mbs

Münster: Bischöfliches Priesterseminar r¡nd Sa¡rtini Sarm-lung

Bibliothek D - brd - t{tlP



Naples:

Oxford:

Paris:

Rome:

Tenbury:

Treviso:

Turin:

Upsala:

Venice:

Vienna:

I{ashingÈon:

I{lesentheid:

trùroclar¡:

Zürich:

]-67 .

Biblioteca ConservaÈorio di Muslca s.Pletro a -Majella I - Nc

Bodleian Library GB - Ob

Ghrist Ctrurch LíbrarY GB - Och

Bibliothèque de Ste. C'eneviève F - Psg

Bibliothèque Nationale F - Pn

Bibliothèque Nationale (anclen fonds du conservatoire de

nusique) F - Pc

BiblÍoteca AposEolica Vaticana I - Rvat

St. Michaelrs College GB - T

BiblioÈeca Comunale I - TVco

Biblioteca Nazionale ljniversítaria: Fondo Renzo Giordana I -TTt

Ilniversitets Biblioteket S - Uu

Biblioteca Nazionale Marciana I - \Inm

BíblioÈeca Querini-Stampalia I - Vqs

österreichlsche Nationalbibliothek, Musiksanunh.rrg A - I^ln

Library of Congress, Music Division US - I'Ic

Musiksarnm.lrng der Grafen von Schönborn-tr'Iiesentheid D - brd - I'ID

Bibltoteka Universytecka PL - I'lRu

Zentralbibliothek Kantons -, Stadt r¡rd llniversiÈätsblblíothek

Øl-Zz

The account of the sources which follows is based chiefly on RISIí'

Bonta and the most recenÈ account in Bonta NG.

I. PRTNTED BOOKS

OPUS 1

C9NCERTI / t'lUsrC¡r,I / PER USo DI CIIIESA / ot I GI9VAIINI LEGRENZI /

primo organista in sanEa Maria Magglore, & Accademico / Eccitato dt

Bergamo / COItS¿,CmtI AL NOME IMMORTALE / OZL7-' ILL:mo ET REVER.¡o

CARLO NEMBRINI / VSSCOVA, DI PARMA CONTE &C / OPERA PRTMA I COr.

Prtvílegio / Ernblern / IN VENETIA / Appresso Alessandro Vfncenti MDCLIV

7 fasc. in 43 = CATBVIV2Be

I - Bc Psg t'IRu

tIRu lacks fasc- C A and T' Only Psg is complete
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OPUS 2

SONATE / a due, e tre / di Glovannl LegrenzL I Prima Organista In

S.MARIA Maggiore di Bergarno, | & Accademfco Eccitato / nedicate I

Allt A11To C trccTo Signore Marchese I Cto Carlo Savorgnano / Podesta

di Bergamo, Signore de Castelli Di Pinzano, Bula, / Flagogna' FolgarÍa'

Predemano, Zuins, Fornelli, tc. / l,i¡ro Prirno' / OPera Seconda'

Emblem : Ehe lion and the bear (OrsinÍ)

stampa del Gardano / In venetia M DC LV. Apresso Francesco Magni'

4 fasc. in 43 : vlv2vne Bc

!IRu

OPUS 3

Ilarmonia / O,Affetti Devoti / A Oue, Tre, e, Quatro Vocí / Consagrata I

All,Altezza Serenissima del Signor Prencipe / Àlessandro Farnese / di

parma / Oa Giovanni Legre¡zL I Prlno organista dl S. Marla Maggfore di

Bergamo / Et Accademico EcciÈato / l'tUro Primo, Opera Terza' I

Emblem : Farnesl anr.s (Coronet' six fleur-de-1is)

In Venetia / Apresso Alessandro Vincenti MDC LV

5fasc.in43CÀTBBc
I - Bc LOc Psg I{Ru

OPUS 4

suoNATE / oi ctriesa, e di canera, cnrrente, Ballettí, / Allemande,

Sarabande a Ere, doi Violíni, I n Violone, con il Basso Continuo' /

Dal Sig. Giovanni I Legrenzí' / OPera Quarta' I

Emblem : King David.

In Venetia. / Apresso Gioseppe Sala' !f' DC' LXntrI'

(1) Venezia, Francesco l'tagni, 1656

Four fasc. in 43: Vlv2vne Bc

ob

t
t:
iÍ
î
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(2) Second editfon: same Èitle' same contents

Venezla: GfusePPe Sala, 1682.

DRc l{n (hand-srttten vlolln Parts)

OPUS 5

SALMI / A Cinque, lre vocf , e due violini / Of Cf OVÁ'I\NI LEGRENZL I

Maestro Di Capella dellrlllustrissiroa Accadenia lÞlla SpÍrito/Santo

In Ferrara. / ALL.EMINmO. ET REV.MO SIG.T/ CARDINAL PIO/ I/ESCOVA DI

pERRARA/ gpera Quinra. / ff¡ vgxnTIA MDCLVII Apesso Francesco Magni A/

Sfx fasc. 1n 43: C T B vtv2 Bc

I-B'c Psg Pn l{Ru

Psg lacks C fasc.

' Pn lacks C

I{Ru lacks T fasc

OPUS 6

(1) Venezla, appresso Francesco lfagrl detto Gardano, 1660.

Four fasc. tn 43: PrLma parte, Seconda Parte, Terza Parte, Bc.

SENTII'fENTI / PnVOff / Espressi con la Ìtuslca dl due, e Ère voci'/

Del Signor GfovannL I Le,grenzi. / Novanente funprLssf. / Libro Secondo'/

Opera SesÈa. I

Ernble¡n: Klng David

In Venetia. / APresso Gioseppe SaIa' M' DC' LHO(III'

Four fasc. in 43: Prima Parte, Seconda Parte, Tetza partet Bc

.I - Bc Psg lJRu

(2) Second edition' same tltle' sane contents'

Antwerpen, les hérltiers de Pierre Phalèse, 1665

I-Bc DRc.Lbù¡Psg T

LbL is defectÍve

'1.

I

l,4
i;
,f

1

i

I

{

I

i

I.
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I
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i
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(3) Tt¡ird edltion, same Èitle' sane contents'

Venezia, Gulseppe Sala, 1683-

I-BcPcPn

Pc lacks Seconda Parte and Bc

OPUS 7

COI"PIEIE / Con le I€ttanie & Antifona Della B.V. a 5. voci /

Di Giovanni Legrenzí f ltaestro dí cappella dell'Illustrissima

AccademÍa dello / spirito santa Di Ferrara. / Alt'Ill.mo et

Ecc.mo Sig.re / ft Signor Marchese / Hippolito Bentfvoglfo /

Opera VII / Enble¡n of the lion and the bear / In Venetia M.DC.LXII.

Apresso Francesco Magni detEo Gardano D

Sixfasc. in43: CATBQBc

81 l,bl Pgg. Uu tIRu

Psg lacks B

- WRu lacks Bc

OPUS 8

(1) soNATE / ¡ uue, Tre, Cinque, e Sei stromenti / o' o' GIo

LEGRENZI/ Maesrro di Capella dellrlllustrÍssima àccadenia dello/ Spirlto

sanro dí Ferrara. / co¡lsacn¡TE / AL NoME DEt rLLTo ET EccTo src' r /

AI{TONIO BASADONA / Libro 3. Opera Ottava./ VSNntfÁ, M D CLnII

Apresso Francesco !'Iagni A.

SÍx fasc. in 4": Vl v2 2 r.rnnamed parts

Víola da btazzo, Organo.

BafI-BcI{Ru

1

i

I

,I

,t

t

¡.

t"
u.'

r
rt

I
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l¡
I
I
t'

Psg

(2) Second ediÈion, same title, same contents, Francesco lfagni, L664.
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(3) SON^TE/ A due, tre, cinque, e seÍ StromenEil DEL. SIG. D.GIOVANNI

LEGRENZI/ Libro Terzo, Opera OtÈava. / et Uotto IllusÈ. e Molto

Rever. Sig./ D. LORENZO PERTI/ Mansionario dell'Insígne Collegiate/

di San Petronio. / (emblem) / fl¡ BOLOGNÂ, MDLXI. Al Per Giacomo Monti.

Con licenza det Superiori.

Síx fasc. in 43 as in (1)

t-¡c(vl) Baf (org:+2 copies) Bsp FEc sE (-Vl org)

(4) SONATE/ A DUE VIOLINI, / CON IL SUO BASSO CONTINUO / PEN L'ORGANO./

DEL srcNoR/ o. crovANNr / lecn¡nzr. I opera oÈtava./

(ernblem)/ r¡¡ vs¡¡nTIA. / Apresso Gioseppe Sala. L677

Four fasc. vlv2 Vne o vla org

Ihís edition contains only ten sonatas.

I: - Bc DRc

OPUS 9

sAcRI E FESTM COIICENTI / }îESSA E SALMI a due Chori I con strornenti

a beneplacito / Consecratl I }J't'ALTE'zZA ELETTIe BEL SER.mo /

FERDIì'IANDO MÀRIA /Duo dell'alta e Passa Baviera, e del Palatinato: /

Prence Palatino del Reno, Landgravío I di Laictenberga, & Elettore

ð,eL / sacro Romano rmperio. I D^ GrovANNr LEGRENZT i oo"t. Nona /

Emblem / vSNnffR. MDCLXVII. Apresso Francesco Magni Gardano A

14 fasc in 4o: CIAIT¡BI(primo coro) C2L2T2y2(secondo coro VIV2AV TV Vb Org

Baf -I - Bc Bsp LbL I'fbs (organ onlY)

OPUS 10

(1) Venezia, appresso Francesco }lagni detto Gardano, 1673

ACCL^Ì,1ATIOÌ'II DMTE /a voce sola /di GiovannÍ Legrenzi / ConsacraEi

alf impareggiabil Merito / lett'Illustrissina Signora / Antonia

Francesca / Cleric.i / l'lonaca Del }lonastcro di Santa Reclegoncla in /

llilano. / t i¡ro Primo, Opcra x(i)

ì
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In Bologna, per Giacomo Mcnti, 1670. Con licenza det Superi(ore)

One fasc. almost 4o size

Baf

(2) Second edition' same tiÈle' same conÈenÈs

Venezia, .Gardan" (Mtg"i), fOaz

OPUS 10 (=1t)

(r) LA çETRA/ coNSEcRATi'l AL Nor{E TMMoRTALE DELLA sAcRA CESAREA /REAI

DTAESTA t Wl LEOPOLDO pRrlto/ sEMpRE AUGUSTO/ DA GIOVANNI LEGREIIZLI tÍ-bro

Quarto Di Sonate A due Tre e Quattro Stromenti/ Opera Decima'/(ernblem)/ IN

VENETIA 1673. Apresso Francesco Magni detto Gardano'

Five fasc. in 43 vt v2 Tetza Parte, Vla Bc

Baf

(2) Znd. editíon, same tftle' same contents'

IN VENETIA 1682 Stampa Del Gardano A

uiipl- ¡"

OPUS 12

(t) Bologna, Giacomo Ìlonti, L676

CANTATE, E CAIIZOI.¡ETTE I a voce sola / di Giovanni Legrenzí, I opera

duodecima / dedicate I a g1'Illustrissimi Sígnori Sposi / l'i SignotL I

I'farchese Gio.Giuseppe Orsi , I e Marchesa Anna Maria / Castracani'

In Bologna per Giacomo }Ionti. L676. Con licenza dersuperiori.

1 fasc. almost 4" síze

B-Bc Cn I-Bc LbL Lcm TVco

B-bhas incornPlctc Bc

1
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OPUS 13

(1) Venezia, Francesco Magni, 1678

IDEE ARI{oNTúIE I ESTESE / per due e Tre', Voci / COt'¡SnCnaTE I ALL!. /

SAcRAREAL MAESTA / DI / Canro II / RE / nnne GRAN BERTAGI{A (sic) &c.

DI/ çIOVA¡¡NI LEGRENZI I Opera Decima Terza. / Arms of Charles TI /

IN VENETIA. M.DC.LXXVIII. Apresso Franceso Magni detto Gardano /

Con licenza da Superiore e Privileggio-

1 facs. in folio

LbL l.rn

OPUS 14

(1) Bologna, Giacomo Monti, 1678

ECttI DI RMRENZA/Or C¡l¡re15, E CAIIZONI/ A Al Applausi festeggianti

be gli llinenei delle l]-tezza Sereniss. / Of U¿'RIANNA / Archduchessa

drAustria / n CfO. GUGLIELIÍO/ Prencípe Co. Palatino del Reno, Duca

di Baviera Giullers, Cleves, e Berges, &./at vataenta, sponheím,

della llarca Rauensberga, & l{oens, Signore, &c./ CONSECRATI/A11e

Medesime Serenissime ALtezze / DA GIOVANNI I^EGRENZI'./ l,iUro Secondo.

opera XIv./ (Emblem) / In Bologna per Giacomo Montí ' L678'

Con licenza det Superfori,

One fasc. in folio

gt Dsp Tacsirnile edition: Archivium llusicurn/La canÈata barocca 7

(Florence, 1980)

(2) Second edition, same title, sane contents.

Giuseppe Sala, L679

l.In
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OPUS 15

SACRI / I,ÍUSICALI CONCERTI I A Due, e Tre Vocí. / ttunilisri All'/.ltezza

Serenissima di / fne¡¡CfSCO II, / Duca di tfodena Reggio &c. / Da Gíovanni

Legrenzi. / Maestro di Capella della Serenissina RepublÍca di Venetia. /

Libro lerzo Opera DecÍma QuinEa.

Emblem: Ducal arms of Francesco II.

In Venetia apreso Gioseppa Sala. M.DC.L.XXXIX.

Four fascs. in 43: Prima parte, Seconda parÈe, Terza parte, Organo

IJD

OPUS 16

BALLETTI e CORRENTI I 
^ 

cinque Stromenti, con il basso

Contlnuo per 1I Cembalo / di Ciovanni legre¡zL I

Fù ltaestro Della Reggia Ducal Cape1l.a di S. Nlatco I

Consecrari / All'11¡Iþ eÈ ECCno Sigor/ ALBERTO GOZII I

Da GiovannÍ Varischini Suo Nipote, e Díscepolo /

Libro Quinto Posthumo @era Decinasesta /

In I'enetia Da Guíseppe SaIa 1691

Síx fasc. in 43: VlV2 AV TV Vb Cerrbalo

OPUS 17

Ì,ÍOTETTI SACRI / a voce soLa lcon tre surumento / ni Ciovanni Legrenzi

fu llaesrro della S(e)renÍssirna / Ducal Capella di S.Marco / Opera

Decima Settima / Consegratí I Allrlllustrissimo & EccelentissÍrno Signor, /

Alvise Pisani / ProcuraÈor Di S.l,farco &c. / Oa GÍovanní Varaschini Nipote

dell'Âutore.

Emblem: King David

In Venetia. Da Gioseppe Sala. 1692.

5 fasc. in 4": C VlVt V. O.g

BcF

0b
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II. I^IORKS Il¡ PTIBLIS}IED COLLECTIONS

Son tutto furore (270)

in t CanzoneEta per camera a voce sola di diversi auÈori ravolte dí

l'farino Silvani' (Bologna: Giacomo MonÈi' .1670) '

Baf Bl

SpÍrate aurae serenae (125)

in ,Ilotettí sagri a voce solo con instru¡nenËi raccolta di diversi autorir

III.

(Bologna, C.M. f4gnani, 1695).

BI Ge LbL Zx

Ge and LbL lack organ Parts

MANUSCRIPT I^IOR.KS

(A) Operas wiÈh Surviving Music

Zenobia e Radamisro G42)

Librettos of:

(1) Ferrara producËion, 1665 (Bologna, Ìbdena)

(2) Brescia production, 1666 (nologna)

(3)Veronaproduction(accordingtofétisandAllaci:

(4) Macerato production, 1669 (Brussels)

lfus ic : Nc

Eteocle e Polinice G44)

Librettos of:

(1)VeniceproducEion,16T5(Bologna,Venice'VJashington)

(2) Naples production, 1680 (Brussels)

(3) Milan production, 1684 ( Bologna, Modena)

(4) ì'lodena production, 1690 (Uodena)

Music of:

(1) Vnm

no knorrn copies)



(2) Ìlc (copies ín Brussels and i^Iashíngton)

(3) None

(4) I'lOe Pn

ltaì Divisione del Mondo

L76.

l-675 (Bologna' I'foclena, Venice, rrJashington)

Iùashington)

LÍbreÈto of Venice Production'

MusÍc: Pn

Arias: Tn

Ger¡ianico sul Reno

Libretto of:

(1) Veníce productÍon, L676 (Bologna, Brussels'

(2) Milan production, L677 (Bologna)

(3) Reggio production, L677 (Bologna)

(4) Bologna production, 1680 (ìlodena)

Music of:

(3) Moe

Totíla

Libretto of Venice production, L677

I{ashington)

Music: Vnm

(Bologna, .Brussels, lbdena, Venice,

Arias: Vqs

(37 Arias listed in BAlfI, Venezia' 14)

production reviewed ín Le Nouueau Mercune GaLant, August L677'

11 Creso

LibreÈto of: venice production, 1681 (Bologna, Brussels, lfodena'

I,IashingÈon)

lfusic: Arias : ßc Vqs
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Antioco il Grande,

Libretto of: Venice production, 1681' (Bologna' ßrussels' Þbdena'

ltashington)

Ìfusic: Arias : Bc Vqs

Pausania

1682 (Bologna' Modena, I{ashíngton)
LÍb ret.to of : Venice Product ion '

I'fusic: Arias : Tn Vqs

Lisimaco Riamato da Alessandro

Libretto of:

(1)Veniceproduction,1632(Bologna,Brussels,}fodena,I^Iashington)

(2) Bologna production, 1688 (Bologna)

NG also mentions productions at Florence, 1690, and Ferrara, 1693.

Music of:

(1) Arias: Vqs

Giustino

Libretto of:

(f) Venice Production, 1683 (Bologna' Modena' l{ashington)

(2) Naples productlon, 1684 (Brussels)

(3) Bologna ProductÍon, 1691 (Bologna' Modena)

(4) Rome production, 1695 (Bologna' Brussels)

(5) Verona production, 1696 (Oologna)

(6) l{odena production, 1697 (Bologna' l'fodena)

Music of:

(1) Vnm: Arias.: Vqs

(2) l'lc

I Due Cesare

LibreEEo of:

(f) Venice ProducEion, 1683 (Bologna, Brussels, llasìringtorr)
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(2) MÍtan producÈion, 1676 (Modena)

Music of:

(1) Vqs

producrion (l) reviewed ín l,lercure Galøie, l{arch, 1683.

(B) Oratorios of which the music survives

I1 Sedecia

Libretto of the Ferrara performance, 1676 (Ferrara)

){usic: - Rvat

La Vendita del Cuor Humano

Libretto of the Ferrara perfornance, L676 (Ferrara)

MusÍc: lfOe Rvat

La Morte del Cor Penltente

Libretto of the Vienna performance, 1705 (Vienna)

Music: !ln; Ifs f8890

(c) Sacred Vocal Music in ManuscrlPt

In ì,Iativitate Dolnini: Invitatorium Intro ítus ad I'lissam

(crc2 [tr ]e2tlT2BrB2vlv2vba vne org)

Vnr¡

I'fessa a cin voce con stromenti (clc2A T B vlv2Av TV Bc)que

Och

llotets for one voice:

VoLo uiuen (1.24) (^ Bc)

Bds
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Motets for six voices:

(a) rntret in eonspeetu (crc2c3A T B Bc)

LbL Facsi¡nile in HandeL Sources (ed. J.H. Poberts) vo1.9 (Garland' 1985).

Opus Joannis Le grenzl a Serenissima Venetils Reipubblicae

Magístí. Dei parae Laurentanae : Dedícatum. Mlssa Ouinque Voclbus.

(cArQB)

LT

Prosa per mortuis: Dies Írae (clAtTlBlc2A2T2B2vlalvlazvla3Bc)

Vesper Psalms:

(a) Cxe&idi Ifi GS) (vrv' AV TV Bc)

Bds

(b) Laudate puerL tv (4g) (ctc2e r B Tt. vrv2Av lv vb Bc)

Bds

(c) Secular Vocal Music in ManuscriPt

Caritatas

Pn

(a)

(b)

(c)

(d)

(e).

Doppo tØLti maY'tirL (259) (C Bc)

Nc

DaL eaLore agitato (276) (s nc)

Nc

Apw dt æeeLso monte (26L) (B Bc)

Nc

Desiri partite (262) (C Bc)

Nc

Ueeidetemi, sospiri (263) (c Bc)

Nc
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(f) Con inquieto Passo (264) (C Bc)

Nc

(e) Non ti iloler (26s) (C Bc)

Nc

(h) Cintia doLente (266) (c vrv? ¡c)

Nc

(j) Anor ti Punge iL seno (267)

Rvat

(k) VuoL farni Piøgere Q08¡

Rvat

(1) Voti di mtsieale PLa*so (2GÐ

P. Caærinl collectipn, Montruglio nr' Vcrona

(¡n) Si, sí, che va eosi (299) (c Bc)

Nc

(n) Dite wt's.oolta'(300) (c Bc)

Nc

(o) Notte',madre drLoworí. (328) (c Bc)

Bds

(p) Dispenarsi (329) (cs ¡c)

Lbl
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'l'trematic Catalogue of the Music of Giovanni Legrenzi

Editorial Principles.

Each entry gives the following information:

(r) Title, opus number and specification of the vocal and/or instrumental

forces employed.

(2) Sub-sectíons of an entry give a lower-case identífication, €.8. (a),

the bar numbers of the section, €.8. (m. 1-5), and Èhe scoríng where this

is in doubt, e.B. (VIV2 Sc). Bar numbering assumes regular bars wheLher

these are so written ín the sources or not'

(3) Musical quotations are complete and parts are lderitified in the

margin. Abbreviations are standard. c (meaning cantus) ís commonly used

for the vocal part with a Ct clef except when Legrenzi specifies Soprano'

rCanÈus'however establishes no preferefice for the type of voice required'

(e.g. treble, soprano or castrato).

(4) The form of notes and rests used Ín the orÍginal sources are adhered

to as far as possible. There is no reduction of note-values.

(5) Each vocal secËion is provided with a translation (excePt in the most

familiar and obvious cases) wíth a view to attracting attentíon to the

affectíon of the text and the kind of sentíments whlch it embodies'

(6) r ¡ indicates an editorial amendment of some kínd - an omission or a

correction.

(7) A indlcates a tie onltted 1n the source'

Commentaries âppear at the end of a work (in the case of a maJor work'

such as opera or an oratorio) or a group of works (e.g. at the end of Èhe

published l4asses , or a group of motets from a printed collectlon) ' The

grouping can be judged from Èhe Table of Contents'

The commentaries give the following information (where applicable) :
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G)

(2>

(3)

(4)

(s)

(6)

( 7)

(8)

The origl-n of the text (w/a)

The collectlon (w/a)

TLre sources used

Ttre clefs employed 1n the sources

Tirne-stgnatures 1n the sources

A table gíving the tonality of the sectíons of each work

Literary references (w/a)

dbservatíons (on the musfcal structure, on the text &c)



SECTION I : SACRED VOCAL MUSIC

A : MUSIC FOR THE MASS

1 MESSA a 4 voci e duoi viollni (opus LIL) (cArts vt'rl gc)

1.1 KYRIE

(a) (n. r-5) (rutti)
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x.Èl\++-,¿.'

e

c
A

T
B

.vr

v¿

-T, rt. "l

Bc

("t ) (rn. 6-14) (v t v'g")

alle3ro e þresl-o

("') (m. 15-6g) (rutri)

(v'
i-

--¿--

Son e- le

e- le- i (s"r,)

(

vl
vz

Bc
b

L
I

(1- -i- ?- e- le - r - 5o- e - le- ¡ - Son

I

I
--õ----- ----t-- 

---=

-è------ --r----'-

I-w-- | Itt

-_,______-l-.-.

r, (!) +



fI t
t¿r r---a-

- )vr
w

B.

c

T

(b) (m. 61-89) (v v Bc) RiÈ?
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L.2 GLORTA
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A

(b) (m. 21-83) (rutti)

(c) (m.84-107) (ruttt)

te

Bc
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þ¡
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(e) (¡n. 130-154) (r vt v's")
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Jr L"\ t I
a I t-{\r'¿l r 7-]''
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c

8c

C

B

Bc

B

Bc

(i) (m. 254-272) (c vtv'¡.)
ada gio

1 It

c

( j ) (n.27 3-325) (rurti) A lf e,X-o , e_ la.3 o

(k) (n. 326-373) (rurti)

1.3 CREDO

(
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5

(a) (rn.1-27 ) i)ttTu
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(c) (rn.59-96) (Tutti)
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EP

(e) (m. 154-161) (rurti)

C
A

f
s

incarraq-l-r¡.J eSF

(f) (rn. L62-L96) CATB Bc)

adagìo

'!.

ü
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(et) (rn. 203-225) (rurtr)

ci - f;-

+ 3

Ef -È€ Sr¿Y- -r+- xit

Cr-t+- xu5

V

b"

vr

B.

C-^- cl-

tu.--
__L¿-

f-
T

XtlS

*< V

+-

ltll

'#-4þ-



EF ascendi| q s n- dir in Çe(ur',

191.

(h) (rn. 226-253) (Tutti)

T

Bc

c
A

f
B

Yr

,!

- Furt¿S

(i) (m. 254-267) (rurti) alleg*o

(j) (',. 268-289) (ruttt)

(k) (rn. 290'324) (tuttt)
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i
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Þ - n"in,^rn

B

ü
,¡

T

Bc

C

Bc

i.
i

i

,l

I

!

).

r
rt

(

.ri

r'
i
t'

-II-
)^'

_,å
r

l- i - fe.-
L1

l-e. - -rørn,-
-a
rr¿'-r et-

SÞ¡#fut'r SqET tn

---l -- -?-,

Sancl-a ^ 
C-q l-ko - Í,- co*

)af¡-aL-- 
l t

r 4



:'-
--

: 
Á

'
+

_n
1j

..=
;-

' 
-i 

.:l



193.

-r
B
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T¡
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c'
A.

c'
.A,

-rr
B'

2 MEssA (opus g lL) ( cra tT tB tc 2l\282 vr vt Av rv Bc)

2.L KYRIE

(a) (m. 1-16) (tuttt)

(b) (¡n. 17-41) (Tuttl)
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2 .2 GT.ORIA
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(b) (¡n. LO-24) (TuÈti)

(c) (rn. 25-35) (tuttt)

(d) (rn.36-69) (Tutti)
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't.

(e) (m. 70-9r) (Tutti)
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2.3 CREDO

(a) (m. r-49)

16

t The correct order of the violin parts

Tr
Be

+vr
V'

âv
T\/

Vb

B.
i
ì

I

i
I

i

¡.
:,
,t'
r
,t

I

'til
i'

opl -+ bvt

CæÀâ i n

-9_-e-o
ìr¡r vn

*w--*--

De_ l¡rl1

rd

tHt

lÍ'-- o o
Cte&t in

L

IyI

t, - ltre,¡.¡

E-- a

l¡hzr



198(b) (m. 50-56) (rutti)
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Publlshed Masses. Opus I and OPus 9.

I : I'lass for four voices and instruments from Opus 1.

Text: Ordinary of the Mass.

Concerti muslcali... OPus I

Psg (SAT) tIRu (B vrvz ¡c)

Kyrie: a

Gloria: a Cla d Gld a ð' Ale a

Credo: a Cla EIC cle a F/¿' e/c a

MacDonald, pp.L66-L67. tOne of Legrenzirs finest examples

of concertato stYle. I

(1) Structure of the openfng of the Kyrle:

(a) chordal start ("t) rltorneilo (^2) choral fugue,

fs st1ll valld in Bachrs }f,ass ln B mlnor'

(2) All Legrenzi's Glorla and credo settings begin wlth

the first words' excep! (1) - fn rstfle anticof which

requlres a plafnsong lntroductLon.

(3) l.Iord-painting at Crueifiæus (1.3f) , aseendi¿ (1'3h) '

(4) Trtpte-tlrne thirds at et unøn søtetan cathoLícan

(1.3k); cf. Bach: Mass in B minor.

(5) Thenatl-c lnter-relation as ln Èhe sonatas'

Collectlon:

Sources Used:

Clefs: sÈandard for the work as a whole

canrus (cl) Alto (c3) Tenor (cq) Bass (Fq) Violtns (G2)

Basso Continuo (Fq)

Tfme Slgnatures: C,.|, å, I

I

il
r

(

Tonalltv:

Literature:

ObservaELons:

2 If;ass from Opus 9

Text: Ordinary of the Mass.

CollecÈlon: Sacrl Festivi Concentl-... Opus 9

Sources used: LbL

C1efs: As befor:e, plus Alto Viola (C3) and Tenor Viola (Cq)

Tirne Signatures: C, Ol, å, i, i

.{
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TonalÍtv: Kyrie:daF/d

Gloria:dadd

Credo: d Bb/F d

Literat,ure : Macllonald pp.183-188

Observatlons: (1) Time slgnaÈure Ol does not appear fn 1 or 3.

IÈ belongs to. rstfle antfcor.

(2) For manner of performance, see p. +3.

(3) Quonia¡n (2.2e) shows chorus echoLng technLque and

rhythmic punct,uatfon by strfngs.
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(d) (m.1f7-138)

(e) (m. 139-162) (cIc2s vrv2Bc)

(f) (rn. 163-186) (T vr v2trc)
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(i) (m. 238-255) 1lr vrv2vc Bc)

a dagïo J

(j) (m. 256-290) (c vrv2vc Bc)

(k) (m. 29r-350) (rutti)
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5. PR0SA PRO MORTUIS: DIES IRAI
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(s) (¡n. 517-514) (rutti) Pious Lord Jesus.
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3-5 Unpubllshed Masses and Mus lc from the Mass for the _q4.
3 : Mass for five voices and insEruments

Text Ordinary of the Mass.

Och C5 1000 (oI1m G 1I)

As before. Strlngs are placed above the vocal Parts

with Bc below the vocal bass.

Source:

Clefs:

Time Signatures: C, 332¡ b.

Tonality: Kyrle: C G C

Gloria: c Flc clc GIC cla F ð/c Gla g.d a C

credo: c alG c/c a/F cld alc

Observations: (1) Not referred to by MacDonald'

(2) The only LegrenzL Mass wl-th an openÍng Sl-nfonla, buE Èhese

had been ernployed at leasÈ slnce Amadeo Freddi's llass of

1616. I

4 : Mass for five voÍces (1ó89)

Text: Ordinary of the Mass

Source: LT

Clefs: As before,

Time Sisnatures:

plus Quintus (Cq)

Tonality: F (transposed Ionian)

LLterature: Bonta p. 114

Fogaccía p.253

MacDonald pp.87-92

0bservatlons: (1) Copyfstrs name ls gfven as GLovannl Francesco di Sartl.
(2) Dedfcatlon to the B.M.V. fs rhe only rspfrLÈual'

dedicatlon fn Legrenz!, other than Deo gratia at the end

of Credldf III (48)

(3) Use of 0å f" 4.3 Ís unique. Tt¡e breve ls perfecr
without the usual doE of augmentation.

+ô,

See Schnoebelen, À.: The Concerted l"Íass at San Petronio (Ph'D' Diss' '
University of lllinois, 1966), p.160.
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(4) Ttre strÍctness of the fdlom nay well be due rargely
to fts lntentfon as a votl.ve Mass.

(5) As the work fs unbarred, no bar-num.bers are given.

(6) Ttre forms of rests are those ln lß.

(7) use of c¿rnon fn 4.5 and _4.6 r,s delfberatery academic.
4.5 ls performable either at the gve. and 4th. above the
tenor, or at Èhe 5Èh. below and 4th. above, Ln which case
alto and bass are at the 8ve.

(8) '*r" 
," the onry Legrenzf work Èo fncrude rfgaÈures.

Modern EdiÈÍons: Gloria (MacDonald, Vol.2: pp.146-154)

å Prosa pro mortuis: Dies Lrae

Text: Mass for the Dead.

Pn: Vml ,298

as before except Vlola f (Cl), Vfolas 2 and 3 (C3)

Source:

TÍrne-signatures: c,

Tonallty:

Clefs:

3
2

3
I

Lfterature:

c g Eb c f c/¡b Bb g g Eble c F d Bb Eb/nb g c

Fogaccia p.252

Observatíons: (1) Ihere ls no dfrect evidence that thís is part of the

Requiem for Pallavlcino described in the Pallada Verteto

lfarch, 1688.

(2) Ttre dlspenslng wlch violÍns may be traditlonal.

(3) The uniflcation of the themaÈic material is assisted

by the repetfÈfve rhythms of the poeÈry. (Cf. 5(b), 5(f),
5(e),5(1t).)
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(f) (m. 237-267) (Tutti) He sha1Ï smite the head
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(e) (m. 176-193) (ruttt) The sinner shall see" '
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L4 LAUDATE PUERr r (Opus L/6) (CIC2B nc)

(a) (n. 1-55) (Tutti) Praise the Lord, You servanfs

(b) (m. 5ó-83) (Tutti) From the rising to the setEing of the sun

A Soli S oa- lw

(c) (m. 84-L25) (tutti) Who is like the Lord our God?
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(futti) He raises the humble from the earth
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(e) (m. 148-168) (Turri) Thar he may ser ht-n r¡iÈh rhê prtnces
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15 LAUDATE DOMINIIM I (OPUS TI7) (C N T Q B BC)

Praise the Lord...(a) (m. L-32) (tuttt)
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(b) (rn. 33-63) (tutti)

Glo- 'ri - a ?,-'ÞÅ *

t
o

c
A

T

B

Bc 6(,

c3

do-l-¿ Þotni ¡,¿L^*

' vni rT¡rnn gr'rrtneJLouàa'le
F-T--

gewles lat*-

CI
Gto -.i^ ?o. - lri ¿r

F+

O -11 - c
Gt" - ri T,?a- f"i .l F¡ -

--I-- _I I



237.

vr
v2

6.

Bc

c
A

Í
B

vr
vt

16 MAGNTFTCAT (OPUS Ll}) (C A T B Vrv2nc)

(a) (m. L-28) (vrv2nc¡

("r) (rn. 29-65) (Tuttl) .[My soul] magni-fies lthe Lord]

(b) (m. 66-96) (Tuttt) And [mv sptrtt] reJoices

(c) (m. 97-L53) (tuttt) Behold from henceforth
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(e) (m. 191-193) (vrv2nc)
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And has exalted the huirible
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239.

(S) (m. 220-3Oo) (Tutti) He has hetped his servant Israel
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(h) (m. 30l- 342)
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'10-16 Vesper Psalms and Maenlficat I from OPus 1.

Texts: t0: Responsory for sunday aÈ vespers. Ps.69 (Vulgate numbering)

1I: Ps.109 i LZt ?s'110; !1¡ Ps'111; fl: Ps'112

15: Ps.116; 16: Cantlcle of Mary' ,Luke 1:46-55;

Sources used: Psg (S A T) I,IRu (B vlv2Bc)

Clefs: Standard for Èhe work as a whole'

Sísnatures: 10: C,?; 11: C,? ); tZz O1
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Tonality:

240.

cld dlc c dlc cle clc Glc

f/c

Eld d

dle cla alc cla d ela

Bbls s

A/D D D/A A

ald ald Gla a Dla

MacDonald pp.166-169.

(1) The resourcefulness of Èhe many treatments of the

GLoria is a particular feature of the psalm settlngs.

(2> ll.ct, m.98: superfluous repetLtton of c and f

1n Bc.

.(3) The tlme signature of 12is indicattve of rstile

anticor. MacDonald (p.168) cortrnents on widely separated

key centres producing enharmoní¿-s (e.g. C flat = B natural,

C sharp = B flat, F sharp = G flaË.)

(4) 13 and 16 both show an orchestral ritornello which

serves as an exposltlon of materlal before the chorus

enters - a slgniflcant tmodernt procedure.

(5) 14 shows an unusual degree of thematic unificaËion

(cf. a, b, d). In several cases, the tonallty of the

section 1s not clearly set by its opening phrases, agreeing

wi-th a Èendency to begin wlth har¡nony remote from the tonic

chord. Some passages suggest Erlo sonata style'

(see MacDonald, p.168, wl-th regard to contrastlng textures

and tlmbres).
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169
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Literature:

Observations:

Modern edltions: Magnificat I (16) (MacDonald vol.2z PP.1-33)
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17 DOMINE AD AD.]WAIi¡DT'M II (OPUS 5/L) (E rTT2VIV2g")

(a) (m. l--241 (Tutti) Lord hasten to help me

vì1,-¿

(b) (m.25-sB) (rutti)

(b t ) (m. 59-87) (ruÈti)
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18 Drxrr DoMTNUS rr (oPUS 5/2) (C r s Vl.V2sc)

(a) (rn. 1-16) (vlv2sc)
J. +)-

(ar) (m. r7-56) (Tutti)

(b) (rn. 56-72) (¡ Vlv2gc) Lrntfl I make your enemies [your footstool]

vw uS

(c) (m. 73-1OB) (Tutti) The rod of your strength" '
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(d) (m. 109-148) (Tutti) Vùith you the beginning" '

(e) (¡n. 149-281) (Tutti) The Lord upon your right hand" '

d d.ey,l-¡s l-u-- is

( f ) (m. 282-295) (rutti)

(g) = (a) (m- 296-311) (vtv2sc)

(et) (n. 3L2-349) (ruttt)
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19 CONFTTEBOR rr (OPUS 5/3) (C A T VIV'B")

(a) (m. 1-33) I will thank you, Lord wlch rny whole heart (Tuttl)

o - r'd -n<.

(b) (m. 34-L37) In the assemblY of the just
(Tu t ti)

and in the congregation
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He has caused his wonderful works to be rerrembered
(Tutti)
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(c) (n. 138-187)
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(e)

24s.

(m. 2L5-225) Holy and terrlble l-s hls na¡re (ruttt)
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(f) (¡n. 226-228) (vtv2nc)
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(e) (m. 25L'289) (tuttt)
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20 BEATUS vIR rr (opus 5/4) (a r s vtv2sc)

(a) (¡n. 1-8) (vrv2nc)

I .I

("t) (m. 9-65) Blessed l-s the man. .. (ruttr)
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(b)
(v'

(rn. 66-118) Glory and r^'ealth" ' (Tutti)

(d)
(v,

(n. 166-224)
4$

(The Just tiff U. held) ín everlasÈlng remembrance

(TutÈt)

.s- 6

(e) (m. 225-259) He has dlspersed (alrns), and given to the

poor (tutti)
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(c) (m. 119-165) (To the upríghE) is arisen (lfght) in the

darkness (Tutti)
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2I LAUDATE pUERr rr (opus 5/5) (c a s vrv2B")

(a)

ß.1:

(rn. 1-7) (vIv2nc)
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("') (¡n. 8;30) Pralse the Lord, You servants (tuttt)
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(b) (n. 31-75) May the name of Èhe Lord be blessed (futtf)
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(c) (m. 76-.LL6) . High above all people (c vrv2¡c)
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A
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(d) (m. LL7-L23) t'Itro is llke the Lord our God? (Tuttl)

ho¡l-¿t

(e) (r. rà¡-r¡z) And observes humbly" ' (ruttt)
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(f) (n. 133-174) Raising rhe lowly from the earth (¡, VrV2gc)
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(g) (m. 175-201) l,lho makes the barren keep house (ruttt)
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22 LAUDATE DOt"fINUt'f II (Opus 5/6) (CrC2n vrv2Bc)

(a)(m.1-30)PraísetheLordallpeople;pralsehím(Tutti)
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B.

c'

Bu

B

B.

t^_+P
-]

k

?4.- l'n ¿Ê

I

Glo -;-.. Ê;- lì -o

ô t

Gto-;- o
VI

a.k

I

l-=,

=
ok

r I | '' t
r Yso I

=

Þì" ¿f ru^4ce. l-scvn-C¿l '

Lo^.oto.-Þ" ),' t"i*'n^ dv^^e)

(b) (rn. 31-69)

esl-



t:

(c) (rn. 7O-L24> (Tutti)
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23 LAETATUS SUt'{ I (oPus 5/7) (A T B vrv2Bc)

(a) (m. 1-38) I was glad" ' ' (Tutti)

(;. )

#

A

T

B

I
S,

B,-

S ¿t"r

(b) (n. 39-49) ilhere Ëhey partlclpate together" ' (R r s sc)
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(TuEti)

(d) (rn.66-108) For there are set (the 5udgrnent thrones)
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(e) (m. 109-114) ?ray for the peace of Jerusalem (B Bc)

3øf- ywal- -t þaca'n

(f) (m. LL5-122) and prosperl-tv (TuÈti)

(e) (m. 123-139) (on Ehose r¿ho) are atEentive Èo you (Tutti)
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24 NISI DOMINUS

. (a) (m. 1-18)

r (oPUS 518> (trt2B v¡vzBc)

Ilnless the Lord (butlds the houae) (Tutti)
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(b) (rn. !9-L72) Unless the Lord kseps (the cfty) (ruttf)
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(c) (m. 173-234) Blessed ls the man" ' (tuttt)
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25 LAUDA JERUSALEM (oPUS 5/g) (s's2s3vrv28.)

(a) (n. L-26) Pralse the Lord, Jerusalem (futti)

255.

For he has sÈrengthened Ëhe bars (of your gates)
(s rsc)
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(f) (m. L42-L72) He sends hLs ice (s3sc)
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26 CREDTDT r (OPUS 5/LO) (A t B VtVtBc)

(a) (n. 1-20) I belleved and therefore I will speak (ruttt)
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(b) (m. 2l-26) I was brought very low (A s Vlv2¡c)
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(e)(m.80-95)(rwrtttake)thecupofsalvatl.on(tuttl)
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(h) (rn. 136-173) You have broken nry bonds (rurtt)
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27 rN CONVERTENDO (OPUS slLr) (S s r vrv2Bc)

(a) (m. 1-44) l{hen the Lord turned agaln" ' (tuttt)

(b) (m. 45-85)
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Then was (our mourh) filled with gladness (Tuttl)
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(c) (m. 86-L22) Turn agaín, o Lord (r vtv2sc)

(d) (m. L23-I55) They who so\^/ in tea
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28 BEATr OMNES r (OPUS 5/L2) (S S B Vrv2sc)

(a) (rn. L-25) Blessed are all they (rutti)

a,- h b- -o- h

(b) (m. 26-94) The labours of your hands (SIg sc)
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c

29 MAGNIFICAT II (OPUS 5/I3) (C T B V'V,B'¡

(a) (rn. 1-76) Ìfy soul magnifies the Lord (futtt)
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265.

(e) (¡n. L44-228) He has shovrn the strength of his arm (rutti)
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(f) (m. 229-239) (tutcl)

Çi - c",.t lor*?rx e* al 
þot--e..1 

,.o s l,tø>

oul lt>a-4-l\"l

L

(r t) (m. 240-274) (.ruttt)

B.

J-

ß

Vt
V>

Bc

Fe ¿k þ.
te ¡^. Fi avn I h

Cxl" -
4-n?.\ -



L7 - 29 Vesper seÈtl.ngs and MagnÍficat II from Opus 5

Ps.69; 18:

222 Ps.LLZ7

27 : Ps.L25;

266.

Ps.109 ;

23: Ps .LZL;

28: Ps .L27 ;

Texts: 17: Responsory for Sunday at, Vespers.

19: Ps.1l0; 20: Ps.111; 21: Ps.LLZ;

24: Ps.L26; 25: Ps.L47; 26: Ps.115;

29: Cantícle of Mary. Luke lz46-55.

Source used: Lbl.

Clefs: CandS(Ct)

Time Signatures: 17 z

2Lz ci 3; 22:

262 icf; 27 z

A (c3). T (e") B (F") ¡c (rt)

ci; 18: íc; rg: ci å [; 2o: cl

3; 232 cB I å; 242 ci; zsz cl 2 8;

oi ci; 28; cf,; Zez lc.
TonalLty:

18

26

20

2L

22 AE

D clD AID cle elo o

D D/A A D A/D D/A D A/D

d al^ F d/a d

d d/F c F/d d ela

gD alc Gle C cla clc G ela ale

F/Bb Bn/g g,ll dlp

glctFlcceccc/c
ddaddlg

ElceElFce

I Bb/e d Bb/g

a e C a d ald e G a a ela

Bb g/d Bb

MacDonald pp.L72-I75

23

24

29

19

27

28

25

L7

Literature:



Observations:

267.

(f) fZ U suggests the openfng rrnttor of an arÍa.

(2) In 19.g _ the strings origlnate Èhe opening poinr
of i¡nitation, a device providlng a strong concluding
section, but not often used cf. 10 b3. .

(3) At 19 e_ upper voices are, used for rhythmic emphasis
as the strlngs'are in Opus 9. Cf.2.Z e.
(4) the unificaÈion of 22 by retaining a slngle tirne
signature ls unusual. This ts the only known occurrence
of B rn Legrenzlts music.

(5) Note the rnatntenance of the key-signature throughout
26, though 1t properly belongs only to the fírst two
sectfons.

(6) There Ls no difference between the time signatures
01 and ?, tn Zl. Ttre choice of these unusual sígnatures
rnay be to relate the trtple metre to cornron tfme as a fast
tempo- But the c must be adJusted so that ada.gio is broader
than allegro.

(7) Ïhe use of. adagio at zg'.b'. , lndicates a slower bear
for C than the previous fl.

Modern Editions: Lauda Jerusalern (25) (MacDonald, Vol.2, pp. 46-79)
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30 DOMINE , AD ADJWATTDUM lfE II I (OPUS g / L)

(c t ctAtAtT tT'B tBtv lvtAvrv'-\b Bc)
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30a LAUS TIBI (clc2ArA2TrT2BlB2vlv2Av rv rrtb Bc)
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31 Drxrr DoMrNUS rrr (oPUS 912)

(clc2AlA2TlT2BlB2vtv2Av rv \¡b Bc)

(a) (¡n. 1-10) The Lord sald to my Lord: (futtt)

(b) (m. 11-39) lrhe lord shall send] the rod of your strength (TuEti)
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(c) (rn. 40-52) The Lord sr¡rore and will not repent (TutEi)
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(e) (m. 77-85) he shall drink of Èhe stream by the way and lift up

hls head (tutti)
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274.

coNFrrn¡on in (opus g lÐ (c rc2AtA2TlT2B rB2

(a) (m. 1-41) r wtll rhank vou, Lord (tuttl) vlv2Av Tv vb Bc)
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(TuËti)

ct
A'

Tt
ß'

(z
Ar

T¿
ß)

AV
Ív

Bs

Ct
À'

\/r
vD

!b

(c) (m. 49-115) Ihey should always be borne in mernory

(d) (n. LI6-L21) They have a good understanding (ruttt)
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33 BEATUS VIR (OPUS 9/4) (CIC2AIA,TIT2Av TV Vb Bc)

(a) (m. L-26> Blessed is Ëhe rnan (turri)
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(b) (m. 27-43) (To the upright) is arisen (l1ght) in the
darkness (TutÈi)
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278.(d) (m. 94-L2o) (ruttt)
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% LAITDATE PUERr rrl (oPUS 915)

(ctc2AlAzTlT2BlB2vtv2Av Tv vb Bc)

(a) (m. 1-1S) Praise the Lord' You servanÈs (futtl)
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(b) (m. 19-31) above all people (Tutti)

#
(c) (m. 32-4L) I^Iho is like the Lord our C'od? (futti)
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(f) (m. 7o-77) (ruÈÈ1)
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35 rN EXrrU rsRaEL (OPUS I 16)

(c I c2AlA2TrTzBlB2vtv2Av rv, vb Bc)

(a) (m. L-27O) l^lhen Israel carire out of (Egypt) (tuttt)

(b) (m. 27L-29s) (tutti)
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36 LAUDATE DoMrNtM rrr (oPus 9/7)

(ctc'AtA2TtTtBtB'vtv'AVTV vb gc)

(a) (m. L-24) Praise the Lord all people (Tutti)
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(b) (m. 25-48) (Tutti) 286.
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37 MAGNTFTcAT rrr (opus 9lg) lclc2LlA2lrl2llB2vlv2Av rv vb Bc

(a) (m. L-Lz) l"fy soul magnifies (the Lord) (Tutti)
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(b) (m. 13-18) and rny spirlt has rejoiced (Tutti)
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(c) (m. 119-47) because he saw Ehe hu¡nil1ty of his servant (ruttt)
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(d) (m. 48-61) and hl-s nrercy. " (ruttr)
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(e) (m. 62-72) he has puÈ down Èhe ntghÈy (Tuttl)
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(f) (m. 73-97) he has f1lled Èhe hungry with good thtngs (Tuttf)
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38 LAETATUS StM rr (OPUS 9/9)

(clc2¿,lA2TlT2BlB2vlv2Av rv vb Bc)

(a) (m. 1-68) I was glad when they sald to me: (tuttt)
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(b) (¡n.69-9L) (ruttt)
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39 Nrsr DoMTNUS rr (Opus 9/I0)

(c rc2AlAzTrT2}lBtvlvtAv w t/b vc)

(a) (m. 1-120) rf the Lord (TurÈi (b) (¡n. 121-157) (rutri)
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40 LAUDA JERUSALEM DoMrNrrM rr (opus 9/LL)

(clctAlA2TrT2B rB2

vrv2Av rv vb Bc)

(a) (m. L-20) Praise the Lord, Jerusalen (Tutti)

(b) (m. 2L-35> who sends out his commands (tutti)
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(c) (rn. 36-55) who gives snow llke wool, ffost like,ashes (TuLtt)

(d) (rn. 56-67) He sends out hls word (Tucti)
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(e) (rn. 68-91) he blew his breaÈh and the waters flowed (Tuttl)
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(f) (m. 92-123) (ruttf)
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4L CREDIDI II (opus g /L2) (crc2AtA'TtT'B tB2VrV2AV Tvr',\lbBc)

(a) (m. 1-15) _I believed and rherefore... (furrt)

(b) (m. L6-29) I was brought very low (Tuttl)
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(c) (m. 30-43) (I w111 take) Èhe cup of salvatlon (Tutti)
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(d) (m. 44-87) I will'PaY mY vo\^ts ('Lutti)
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42 rN CoNVERTENDO DOMTNUS TT (opus g/L3)

(c I c2AlA?TrT'BrB2 vtv2Av Tv vb Bc)

(a) (m. 1-9) I^lhen the Lord turned again. . . (futtt)
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(b)(rn.1O-19)Then(ournouth)wasfiLledwlthgladness(TuEti)

(p te r,-. )

(c) (rn. 20-32) then they said among the natfons (futti)
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(d) (m. 33-46) Turn agaln, Lord, (luttl)
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(e) (m. 47-69) tht'y thaÈ sow ln Èears (Tutti)
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(f) (m. 70-99) (tuttt)
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43 DO}IINE PROBASTI ME (OPUS 9 / L4) 303.

(crc2Alez1t1zLlB2vlv2Av rv \rb Bc)

(a) (m. 1-101) Lord, you have searched me and known me (Tutti)

(b) (rn. 102-114) (rutti)
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44 DE pRoFuNDrs (oPUS glLs) (crc2ArA2TtT2BrB2

vlv2Av rv \tb Bc)

(a) (m.1-7) Out of the depths have I called to you, Lord (Tuttl)
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(b) (m. 8-20) Let your ears consider ('lutti)

h^ -q¿

(c) (n.22-66) If you should observe i,riqul-Eles, Lord... (futtf)
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( d) (rn. 6 7-83) ( tut tr) (dt) (rn. 84-97) (rutti)
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45 IÍEMENTO DOMTNE DAVrD (OPUS 9 /L6)

(clczAlAtTIr2BrBzvrv2Av rv vb Bc)

(a) (m. l-L67) Lord remember David (Tuttl) (b) (¡n' 168-194) (rutti)
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46 BEArr oMNES rr (opus g/L7)

(clctAlA'TtT2BtBzvrv2Av rv vb Bc)

(a) (m, 1-46) Blessed are all they (Tutti) (b) (¡n. 76-81) (rurtr)
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47 CONFTTEBOR TrBr (oPus 9/18)

(ctctAtA2TrtzBt82vtv2Av Tv vb Bc)

(a) (rn. 1-54) I w111 gLve you thanks Lord (TuÈti)
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30-47 Vesper Psalms and Magnificat III from Opus 9

TextS:

310.

Ps.1l3 ;

Ps.121;

Ps.138;

30:

31:

36:

39:.

44:

Responsory for Sunday aÈ Vespers. Ps.69;

Ps.109 ; ' 32 : Ps .110 ; 33: Ps .111; 34 : Ps.112 ;

Ps.1l6; 37: Canticle of Mary. Luke 1z 46-55;

Ps.I26i 4O: Ps.147; 4L: Ps.115; 42: Ps.125;

Ps.129 ; 45: Ps .131 ; 46: Ps.L27 3 47 : Ps.137

35:

38:

43:

Source used: Lb".

Clefs: Standard for the work as a whole.

Time Signatures: 30:c,?;31:cf,; 322 c,?; 33: ; 34: C,? ;

oï;

,?c;

ct

c.l35:

4L;

36: C; 37 z

34 CGClaClaG CaC

43 Ecc,
4s 91" c

47 aC

4L p b/D

30 drF/dd

38: C; 392 40 ci;c2 c2;

422 cl; 432 c; 44: c2; 45: 2 c2; 462 C; 472 c

Tonality:

35

39
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44
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Ll-terature: MacDonald, PP.183-188

(l) ALLeLuia (c) is not sung between Septuagesima and Easter'

vhen Laus tíbi (30a) takes its place. (l,tber usualis,

pp.250-251) .

(2)IhefrequentdifficultyofdistlnguÍshingthetonality
of a sectíon is shown at 30 b. whích is in F but begins with

a subdominant chord and ends with a domfnant chord'

(3) 31(a) shows the function of antiphonal choirs and rhythm-

punctuating strings.

(4) OÎ is used in 35 and Ín the Mass (2), but nowhere else

in Opus 9. IE indicates a f aster temPo than the 'l of other

works.

(5) The moving bass of 
=38G)- 

introduces figurative features

unusual in Opus 9.

(6) The cholce of Ci as the tfrne signature for the whole of

Observatíons:

3gnaybecomparedwiththechoíceofoiforthewholeof35.
ThesiurilarrhythmlccharacterofÈhetr¡opiecesdoesnot
suggesË any reason for the different signatures unless c,? is to

be considered broader'

(7)ThebasickeyofEminorin44isquiterare.l00and
165appeartobetheonlyotherinstancesinthesurvivíng
sacred vocal music'

(g) The tr¡o signatures å and cå appear Èo have Èhe same meaning.

It'is unusual for them to appear ín this order'

Modern Edirions z Laetatus sum II (38) (MacDonald vol.2, PP'lo5-L27) '
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48 CREDIDI III (a vtvtA v rv Bc)

(a) (m. 1-20) (v'v2A v r v Bc)
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(c) I will perform my vor¡rs to the Lord (TuEtl)
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(.t) You have broken my bonds (ruttt)
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(f) (I wtll pay) my vows to Èhe Lord (agc)
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hg LAUDATE puERr rv (clc2¡,t¡ Tr vlvzAvrv \tb Bc)

(a) (m. 1-5) (rr Bc)
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Bc

("r) (¡n. o-bel Praise. . . (Tutti) (b) (t', f ¡ -1o5) --tt:t 
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I
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(c) (m. 104136) The Lord ls high (tr ¿' sc)
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a
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f_:G>-.-'
E,rccl-

(d) (m. 151-119) llho ís like the Lord? (crc2tr vr¡c)
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(d') (m.185-216) He has lffted (rhe hu¡nble) from rhe earrh (turrt)

S,^rc,i' ta¡r a l-¿r'rc'

(e) (n.2I7-268) ftrat he may set him (A B Bc)
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("t) (n.269-32r) tr'Iho makes (the barren) keep house (Tuttt)
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(f) (n.322-36L) (ctc2 A T B Bc)
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(ifh (m.362-385) (ruttr)
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(+9 (m. 386-442) (rutti)
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4:8-49 Ûesper Psalms Ln I'fanuscriPt Sources.

Texts: 48: Ps.115; 49: Ps.112

sources used: 48: Bds

49: Bds þlB. ,3O22g (D32) From the Royal Library of

Frledrlch I'tilhelm IV.

Clefs: Standard- I¡r 49, Trornba (G2)

Time SiqnaEures: ¿s: '1 cå; as-z'cl 2.

Tonalityz 49 D A D Cle A'lD b G/D G e/D

LiÈerature:

B

(!!)smlthers,DonL.:TheMuslcandllistoryoftheBaroque

TrurnpeË before 1721 (Syracuae U'P', L973) ' P'91'

48
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C MUSIC FOR MATINS AND COMPLINE

IN NATIVITATE DOMINE

60 INVITARIUS: CHRISTUS NATUS EST NOBIS

(ctct [Ar ]A2TIr2BIB2vrv2v1" vne otg)

(a) (m. 1-17) Christ is born to us (ruttf)
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61 QUARE FREMIERINT GENTES (ctct [At ]atrtT'B IB2vrVzvla

(a) (rn. 1-BB) ÏJhy do the people roar (TuÈrl) Vne Otg)
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62 CAELI ENARRANT (C t Ct IAt ]ntTrT'B rB'VtV''V1. .Vtt" Otg)

(a) (m. 1-137) The Heavens declare the glory of God (Tutti)
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(b) (m. 138-157) (rurri)
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63 ERUCTAVTT coR MEUl"l (ctc' Iat ]A'TtT28rB'vrv2v1a Vne otg)

(a) (rn. 1-161) Ì'fy heart throws up the good word (tuttf)
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64 TE DELM (ctc2ALA2TIr'BlB2vtv2v1" vne otg)

(a) (m. 1-28) (I^Ie pralse) you, God (futti) I"-
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(b) (m. 29-96) HolY (rutti)
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C

(c) (rn. 97=110) I'rre beg yôu rherefore (Turrf)
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(d) (m. r11-r2s)

Ae - É¿--,,. l^. .tæ¡ .farcht lu

65 DOMINUS DIXIT: INTROITUS AD MISSAI,Í :

IN NATIVITATE DOMINE

(ctetTtB tvl" vn" org: c2 A2T2Bzdoubling)

(a) (m. 1-8) (B Vta Vne Org)
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Make them eternally (to be numbered) with your
sainÈs (TutÈi)
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(b) (m. 9-31) (The Lord) said ro me (TurÈi)
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(c) (m. 32-45) tlhy do rhe people roar? (B Vla Vne Org)
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(d)-(m. 46-54) and rhe people have.conremplated folly
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(.t) (m. 72-9L) (Turrr)

5¡-

(f) = (¿ + b) da capo: Dominus
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C: Music for Matins and ComPline: Antiphons and Lítaníes of the Blessed

Vírgin Mary

In Nativítate Domini : 60-65

Texts: 60: Invitatory at Matins on Christmas Day (L.U. p'36B);

6l: Ps.2 (First Nocturn) ', 622 Ps.lB; 63: Ps.44; 64: Canticle

atrríbured to Nicetas, Bishop of Ranesíasia in Dacia (c.400);

65: Introit for the FirsÈ l{ass of Christmas.

Source used: Vnm

Clefs: Standard for double choir and violins. Vla, Vne, gc (a11 F4)-

Time Síenatures: 60-65 : 4

Tonality:

F Bb Eblc Bb Bb/d Ela s E/c elc r

60a

63 a C/a

64 Bb c c/Bb

g

d

6I

65

62

Literature:

0bservations:

MacDonald: pp.I94-L95

(f) T\e aLLa breue time signature is not found at all in the

Vesper Psalms.

(2) The works belong to Legrenzits La:Le period at St. Markrs.

(3). The style is disringuishable from that of Opus 9 by the

índependent melodic (rather than rhythrníc) naËure of the violin

parts.

(4) The carillon motif in 64 a for the violins in unison ís

an original idea with a corresponding treatment at (d)'

(5) 65 is the only known plece by Legrenzi which is based on

a plaínsong Cantus Firmus. The construction is íngenious,

with (a) , (c) and (e) based on a basso obbligato and (b), (d)

and (e) on a varied contrapuntal treatment of the plaínsong.,

The settlng bridges the sequence from Matins to the Mass and

differs from the earlier items in its lack of obbligato violins

and reduction to one choir.
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May the Lord be blessed (C a f Q B Bc)

67 FRATRES SOBRrr ESTOTE (OPUS 7/2)

Brothers, be sober (f ¡c)
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67 .L DEo GRATTAS (Opus 7 12 -L)

Thanks be to God (Tutti)
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68 ADrUroRruM NOSTRUM (OpUS 713) (C T Bc)

(a) (rn. 1-6)
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70 CoNVERTE (OPUS 7/5) (c A T Q B Bc)

(a) (m. 1-23) Convert us O Lord our Saviour (tuttt)

(b) (m. 24-46) (rutrr)
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(br) (n. 47-68) (rurtr)
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7L CIJM INVOCAREM (OPUS 7/6) (C A T Q B Bc)

(a) (m. 1-15) Hear my invocation, O God (futtt)

6

(b) (rn. 16-31) 1n my tribulation (Tuttl)
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B.

B

A

(e) (rn. 70-84) and enquire that... (B Bc)
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(f) (m. 8s-123)

tc¿h

Be not angry (Tuttt)

(g) (n. L24-L44) consult your own heart (futtl)
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(h) (m. L45-L67) The light is impressed upon us (A Bc)
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(i) (rn. 168-f76) rich in fruiE (Tutti)
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( j ) (rn. 177 6-190) in peace (f tie down) (rutti)
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(rt) (n. 212-233) (ruttí)
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t2 lN'I'E DOMINE (OPUS 7/7) (C A T Q B Bc)

(a) (m. 1-61) In you, Lord... (tutti)
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B

B.

(b) (m. 62-98> May my refuge be ín God (tutti)

be..,'^ f-to 
t-a. ' ¡ù't',4'',

(c) (m. 99-113) Into your hands, Lord (futti)

o dog (g)ì "
c
A

T
Bc

2+

(e) (m. 120-131) (ruttr)

6? 6

(d) (m. 114-119) You have redeened me, Lord, tud of truth (Tutti)

c
A

a
B

¿ ,-.ri S l-r' ¡r"¿

+
h¡

3+ 3

c

Bc

'l-rr - a- s
r

So - d - n€
g-
r^d' ,a*l

K-,r

be-,- \^¿.ì.¡'- lÂ -

5or*À" D.,ro r¡e-i. Þa - È,1

J.ìJ J+ Ì---r

R< -dc-ø'-Sl-l ,-¿ )6- rrr'n-c

Q.-d.-r't shi

1

--e-

E

.¡t'a ?a - Fi
I¿a I

-t- 
¡-

'?6
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el-' ì,r

B

vl

S¿ - r,¡¡ -( -
3c

g t

eç rÀ

r LT
ctt - laSe-

\

r
et-

I

rh

-J

340,

("1) (rn. 132-158) (rutti)

c
A

T
@

ß
B

¿l- t\

(OPUS7/B) (cArQBBc)
He who dwells under the protection of the rnost high
(Tut t1)

73 QUI HABITAT

(a) (m. 1-87)

c
A

T
a

B

Ari ha-bi -l-al- it^ ad.j.,^- þ+c*. Al- h¡- ¡ I -,r.^

Q.^.- ho-bi -{-¿} * a.o(j*- Fo¡<u-t al- fir-si -r'^n
B'

P.: Bc

lt tr(t
^t)

| Il-¡V l.a
I I

a
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, 74 ECCE NUNC BENEDICITE DOMINIJI'I (OPUS 7 /9)

(cAraBBc)
(a) (m. 1-17) Beirold now pralse rhe Lord (Turtt)

Ec- <z ;,. be n. - d; - ç,. - f-t

r
c
A

c
A

t15 c-

-5-6 töt

(b) (m. LB-42) He who srands in rhe (Lord's) house (turtf)

r

(") (m. 43-91) You hold up your hands by nighr (Turrf)

e

Bc

c
A

b

T
a

B

cl
c.e

èr

tmo¿,,stz. - A¡ rn

ih,tr,o"'- h- q,- lþ, .t4'-k 
^ù|+.,.b,'r.¡

yâ&1,þ
bt ,¡ a - þl- l;'rc-

l,^¡ €>r - l¡ l- Li le m6J{V..Oirn. vr.o¿- h'-

&-
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Ã

;r,

75 rE LUCrs (OPUS 7/L0) (c A r Q B Bc)

(a) (n. 1-66) You, before Èhe endtng of the day (Turrl)

.76- rN MANUS rUAS (opus 7/Lr) (c A r Q B Bc)

6

(a) (m. r-26)

øAos(l);"

Into your hands, Lord (futti)

T

¿-í

- t+V -^1e+\
ï

C¿St¡^ - d.n - Fe

\-¡--

dtth1- Do t... rn ¿

L
-5-

+
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L

-r

77 NUNC DrMrrrrs (opus 7 ll-z) (C A r Q B Bc)

(a) (rn. 1-18) Lord, now let your servant, go (futtt)

l./-r,c d*r-riþlis

tv-r--¡¡r, .}o

(b) (m. 19-57) for.my eyes have seen (t ¡cl

,-\e¿l

6
(c) (m. 58-125) which you have prepared (futti)

Íh

l'l*tuv*

42

o
Uu,*c{i

ß.

¿
A

.1=,

a

B

a

+ó

4

B

5-

@¿

lV,-".. åi'^d bti¡ de¡n*-,t

o - Qt-1.4de - -n,*t-wt:lrq

gh

-¡1-

ra.

l.!. - st; yø4þ



Compline

Texts z 66:

97,

70:.

75:

77 z

Collection:

Source used:

Clefs: Standard,

Tirne signatures:

Tonality: 72

Llterature:

Observations:

344.

Versicle for Sunday at Conpline (L.U. p.2621L2);

Lesson; 68: Verslcle after the lesson; 69: Confession;'

Versicle; 7Lz Ps.4; 722 Ps.3OlL; 732 Ps.90', 742 Ps.133;

Hynrr at Complíne; 762 Short Responsory at Compline;

CantÍcle of Si¡neon: Luke 2.

Compiete con le Lettanie & Antifona Della B.V a 5 voci. Opus 7

plus Quintus (Cr).

66-É9: c; 692 ctr;

732 C 742 c,? 752 c,?

7Oz C,Î; 7Iz

C; 77: C,:.

69

ccelcc
g nb/f rb/c

g

daF/d

d

67

74

75

7L T Bb Eb/F F Bb/d Bb F Eb.F F Bb/F F

73

66 g c/rb nt/g

68 g Bb/e

70 g c/nu nu/g

76

77 ge Cla dla

I'facDonald : pp. 180-1-83

(1) The monodic treatmenÈ of the lesson

it stylisÈically from the other items.

Ç,? 2; 72: C,l å c,?;

(67) distinguishes
(67.1) fs the response

76

G

a

Èo thÍs.

(2) It is uncontrnon to find a corporate act such as the Confession

(69) Ueing set. This seems to be a regional practice.

Modern Editions: Salve Regina I (8f) (MacDonald, vol.2, pp.92'IO4)
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78 ALMA REDEMPTORIS MATER I (OPUS 7/L5) (c A T'Q B Bc)

(a) (rn. 1-19) Lovlng mother of the redeemer (futtt)

At - '¡¡ 
- ?c/ev''tþ l-onr

(b) (rn. 20-35) (you) to whom bow down-.. (rutcl)

N, t¿¡

c
A

T
a

B

Bc

c

l6

(irÉ )
¡llr, \

¿- rn¿- i- sh

T
a

B
B¿

c
A

Bc,

1r^

+ (

(c) (¡n. 36-60) your holy (father) bows down (Tuttl)

alle3.o Gen'.. '' - JË lu -.**. Sa"n¿l'u¿*

r-Í
Çzrt^.t" i-sh

?

At - v'r{ ¡-; ì'1a,1-e¡

At - na Reder'*þl-an r

V

1r,^ evþcrAt ' nrò

Ar - r',o. ?e/e,.^þroit
I'la - lqr

ez
l-¿rPla

a \rrrl
þ

'T*

1\

t

1t4o,e 
qf-h¡^'

t*e 3¿ h¡,t-

-E-------.) eQ^

_t

c3



79 AVE REGTNA CAELORlll"l I (Opus 7 /L6) (C A T Q B Bc)

346.

c
A

Í
e

B

Bc

(a) (m. 1-4s) Hail, Queen of Heaven (futti)

A- .,<. R.e - 3i - hq Cas lo -

A

(b)- (m. 46-74) Rejoíce, gloríous virgin (tuttt)

c
A

T
a

o- Sq

B

Bc

v-¿
A' '.tc R' !a cr

1

h-(*)A. \)< Pe -\¡¿

'-]-Ta--\Z 
^

G"r'ri!- 3a,uole

Mt vwrl.
F¿F

3ÒA1? 3lo'-i -o-Sa 1L"n-

--1

J

--TÃ-.-7_I '. I I ¡ _



347 .

T

80 REGTNA CAELr LAETARX (OPUS 7 /L7 ) (C A T Q B Bc)

(a) (m. 1-9) Be glad, Queen of Heaven (futti)

R.gr*". 
'¿aeL (a¿l-a'<- lae

BL

Þa r¿

(b) (m. 10-57) who bore in purity... (tuttf)

l-à -'<

(c) (n. 58-83) Speak for us (rutti)

¡,a' brr

ho- b¡r

A

a

a
B.

c
A

T
o

B
ß

le þ"-I' sh
(-^ -M'o T^qTf'

--f--Lc+

o- *Þ'

O- 'o Þ-
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c
A

I
a

B¿

81 SALVE REGINA I (OPUS 7/tS) (c A r Q B Bc)

(a) (m. 1-45) Heal, Queen (TutÈÍ)

(6) (m. 46-91) Now therefore (tutti)

C

B

$r,

€r - 3:
t4
)-

A
1

c
A

ã

(") (rn. g2-L22) And Jesus, the blessed fruit (tutti-)

alag(x)io

d-ìc l',^*,

B

$,- (

Sa-( -

3c
(Þ_J t1,*

\rt-

S.Ll - e-
\,r{-

\¡C

sô¿ -

1,
\¡¿

^q.v-4-Sa.l -

So.t-

?-t4

€r- goEe- ta

7

Et- lc- ¡,*. $z''"*

E r le¿'*^ b¿ne'

oücn^
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82 ALt'fA REDEMproRrs I'TATER rr (opus 6/2) (ctcts.)
(a) (rn. 1-63)

Al - -.o.

À

(b) (m. 14-68)

l¡- 'n'r ì1a' lc.

b N.Jì
e

cr
cL

A (na

B. J
+
6

83 AVE REGTNA CAELORUM rr (opus 6/3) (c A Bc)
(a) (m. t-I3)

ç1 Jil:

A

(c) (m.69-to6)

n *lI-_,--F-'-' ') -'
u¿, au€ P¿_ ltna

J---- -

Ò--- ---
(". )

øle

8"

c
A

6

c
A

ß(

eol

b

ßc

G-o* - al.¿ 9d4' cte
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+

A

T
B

84 SALVE REGTNA rr (OPUS 6/LO) (A T B Bc)

(a) (rn. 1-30)

b

SÀ¿
b _+-l

v€

I

\¡e

Bc

A

Bc

'l h(r)

(b) (rn. 3L-76)

nta - tw¡

(c) (m. 77-LL4)

cn(q

85 AI,MA REDEMPTORIS MATER (OPUS 6/LL) (CA- B.)

(a) (m. t-189)

Ar-

3

c
A

I

Ad h¿ c(a-

-fu--_

áa ejo ad-ut-

to
()

'Iì ¿.'{ e *þÞ-
-lL *-è P

l¡ À,

c4
At-3

-gtl---r--

I

At-
J

v^ ¿l r'ì

43 1t,
ß,-
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LITANIAE LAURETINAE

86 KYRIE ELEISON; MATER CHRISTI (OPUS 7 /L3) (C A T a B Bc)

(a) (m.1-35) (Tutti)

KY- n-e ¡<Y- -r1 - e e- le- r- Soer

c
A

f
a

c
A

f
a,

ß

KY. 'n-

e e-
vr'- C c-

B
B,- 1t

(b) (m. 36-51) MoÈher of Christ, Mother of divíne grace: (tutti)

Mc - t-+

5 6 ó.f

(c) (¡n. 52-84) Most prudent virgin (tuttt)

c
A

T
B.-

BR
K.á - l¿-

t<-

t- Jon

r - Soh

^
I

l¿ l - Jon
Þ.

1; - e e'
r-

t_

-ì

O- ¡a .rO
þ

nt- b;s o-tu Þ*

CL-tst,
--t--

>--a

Ylat'ør à) ^nne Xra.- Lt -¿

I

-f-a

Vir 7, Þ* -den'

¿p

l'ts ' St 'vn4
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352.

c

(d) (rn. 85-106) recepËacle of rhe law (Turrl)

fe - de--*t

(e) (m. I07-L27> Queen of angets (Turrt)

A

B

A

u

lo-

87 AGNUS (OPUS7/T4) (CATABBC)

(a) (m. L-27) (rutti)

c
A

T
a

B
Bc

De- 1r

De- lri

f-ol - lis

Irl- ltr

Bc

- -?-

---J+-
R. -3 i na An3e -

Ag-

Aj-

lvLtt

nt(o

=f=..f



353.

Antlphons and Lit,anies of the Blessed Virgin Mary.

ï
l,i Texts: 78-85:

86-87:

Sources used:

82-85:

86-87:

Clefs: Standard.

Tine Signatures,:

Tonality: 78:

84z

86:

81:

82-.

83:

85:

792

80:

87:

782 c2:'

84: C,?

CaGIC

c

DGG aIGGID

d/F d Bb/d

g

d

d

F Bb/F

GDC/G

79: cïc; 80: C,? ;

Antiphons of the B.V.M. (L.U. pp.273-279);

Litany of LoreÈo (L.U. pp.1857/8).

78-81: Opus 7

Opus 6 (see p.101)

Opus 7

81: C,?

87; c.

082

8583 : 0'? c; 3
20 86 ^3ulr

Þ

Llterature: MacDonald: pp.92-LO4.

Observations: (1) AE 81 the chronological sequence is sacrificed to keep

this antiphon close to the rest of Opus 7.

(2) 0l i" uníque here. It appears to suggest (modern terms),

one slow beat to a measure.



D; MOTETS

(i) FoR ONE VOrCE

lOO ANGEI.ORI,N{ AD CONVIVIA (OPUS 1O/1) (C BC)

(a) (m. 1-15) AÈ Èhe angelsr banquet per 11 SantÍssímo
adagio

C

Bc

Ar..g" - fo-n- ad ct'^' \rl -rì - 4

(,

(b) (m. L6-43, 44-7L) Pactern of foods: Most wholesome meat

At ä . L.'go

.'I

fl,f

lii

¡

L

c

c

ci - bi
cç- *L

¿i ærr' . na
t€ Ia. yt¡ n'r
sþ''

Bc

(
acl,q

c) (¡n. 72-85) Divine rrystery

Hi <lu --i - a. ái,n.".,i - Ì-¿l{,

o

dIe
(d) (m. 86-98) who set ln rnotion

A^r^ sylz"r* Í¡¿ - v<Í

(e) (n. 99-131) Let worldly errors flee from your hearÈ

ga. t'e tv,,tr,claie. Lr¿rf þc-n'l-

i
¡

!

t

I

i

l.

['
I
,t

I

q

i'
t'

Bc

C

*

5,^b
S*b

#

-J t--

A-'ä

Er- t¡ - +¿r {-

T f
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al

101 CONGRATULAMINI FILIAE SYON (OPUS LOlz) (c Bc)

Per la BeaÈa Virgine

(a) (rn. |.24) You may.bè congratulated, Daughters of ZLon

(b) (rn. 25-35) Who fs thls so very beautfful?

ad ro

I

c

B¿

c

I

c

ß.

c

u

ïua'e eai isfz. +a^^ þ ]h.,.)(o

il
ri;

I

I

(c) (m. 36-64) o healrh, o lfghÈ

--r-'_-j
.¿----

O Sal'.a ô (-Í

:l--'-..*-
(d) (n. 65-77) You, moÈher of martyrs

l
i

i

I

i,'

ìt"
f
.t

(

4
i'
1'

aðo rò

T; Ala"r' ¡ 11a.fe¡

-. - : -----l----

Co*i'*h^ - lc' *i'- Fi- Ii'a¿
,v

5T^
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(e) (m. 78-81) Live to reJoice; exultant, triumphanË

C

, ' þha.

ß.

c

&.

c

(f) (m.82-100)

ad.a3i"

Live, vlrgln; reJoice, mother

C

B.

,l

LOz DURUM COR, FERREUM PECTUS (OPUS I0/3) (C Bc)

(a) (m. 1-18) Hard heart, breast of iron

þ, -n ,^^

iI
Cof

ì

(b) (m. 19-37) Chrlst îent Èo th.e Èree for nen
eCa t

tA

ì

I

I

I

I

i,

tï
I

(
{

__5,

lign< þ.o ho - t¡i -ru-

--{

i

Vi - t'l¿ lac l-z - t<- er< ul ' t-^ tn'

M'- ue Vìt,Xo lae - ha - F<- Hnte¡

)t -'.,^r-

#

_.c2'-._=9____:_-_

a)L ^

Cl.i¡h- ìx
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Èf f^ Anì- ,-,q nô^

c

357.

(c) (rn. 38-40) And you, my Soul, do not burn, do not langulsh

Artl¿t no:n La',,.Xwl-t

(d) (m. 4L-54) Blessed in dearh

Era a- fa

(e) (m.55-71)

Ario

In the arms of Êhe Redeemer

- fa-+rr

J

(f) (rn. 72-76> Love, my health

ad.a,g\o

9"

c

Bc

C

Bc

C

Bc.

A'*at vq¿tvr s4 .

(g) (m. 72-LO3) To love, ro adore

ln¡

ì

i

I

il
lt
t

I

L

be.-nro-fu

lnler bia.o[.rä Qeeea,

A- mo -'tt. êf -

'{ B.

J¿-*r
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(h)

Åoto.

(m. l.:14-116) I adore you; I honour you

3,ò

'Bc

c

C

^orD

(f) (rn. lt7-138; f39-f60) Susrain nc'wirh glory
Press lÍlfes upon me

4" - ; -b,'t

Sriþel'c'-r- U'tÅ'i¡

103 AllIllA ÌfEA (oPUs 10/4) (c Bc)

(a) . (n. 1-5) Uy soul, hold back the heart

J

a4agío
-:f-'.-f:.:
- ..¿. .Ò ..c

B.

A ]a¡ - r}.l4, ÃC- a Co'. d¿l-ì. n€- ra,

F.^t ci' lc v.c

{



---e :-l.r-

5u,sc-l' þe CaeL,'^

3s9.

c

,(b) (m. 6-14) Reeelve, Heaven"'

(c) (m. 15-30) You were not lndeed created...

i-sh

(d) (n. 31-35) Ilock, make sPort

ü* - d.'p-t

(e) (m. 36-52) Beware" '

(f) (rn. 53-68) Soul, arise in hasre

(g) (m. 69-7L) The serpent lies h.idden

adoglo

C

B.

C

B.

B

E"

c

t

c

Non g- ¡T,tw, C,r.€a.Fa

Ce.,( ca- ,+c

Sw(1 e þ+o- Þ.-aA',i -,n .

' Lq- f* a.h- 1'-t

B"



Bt

C

c

B"

360

(h) (m. 72-76) (h ¡ ) (n. 6r-89) t{herefore

(f) (m. 90-100) In thls fs'the end of pleasant naJesry
all¿ l^o

sF'- fi- a

(j) (rn. 101-184) o benign. . .

A-o Lar¿o

,iq _ ne

104 EN GENTES DESIDERATUM TEMPUS (opUs L0l5) (C Bc)

Per un Sant'o
(a) (m. L-24) See, people, the desired tine

sì - ol¿'o-- h'*, le"'-þ..n

(b) (rn:, 25-130)

Ana
Nor.r flowers, no'^¡ roses

T¿ -Sal

c

Bc

C

c

B.

Q,¡ou -

ÞTY--
rt4

I- ¡; ¡o- 
c;ø^Åil-is fìne i^a

--t-

)f- .t _
--F--- 

-.] o
t--

J o Be-

En S?-nl-eg de -

I

J+- --

(t"..at v1a^\ctV*r.¿
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c

L

(c) (m. r3t_15r)
ado4\o

(d) (m. Ls2-L6s)

Atleg'o.

You are the founÈ of grace

A',ä.

C

3c

es X*ìo'a {v,.

105 GAUDE NIINC GAUDE (OPUS 10/6) (C Bc) Per tl santissi¡no

(a) (m. 1-32) ReJoice, now

(b) (m. 33-38) Sweer, rcpose
a.lag,o

c

v

C

8c

rj t--' Iffi_-.t-¡
It_T-T 

T

-+ts:

Cro.rde J\^.lr.t*
J

littt 'ole

),^ 1,., 
11v.i 

er , d.,-lc.it
U
\ÈL\t7-tfffJ

la II,I

7+;et



362

(c) (n. 33-61) Clothed with gladness

C

B¿

c

B.

Vest-i f-e ¿nl-U-bø

(d) (¡n. 62-73) Now the stars of heaven drop dew

Io,u, sþi"o^f . J ,{.* Ca e Lic o-s aþ -'t1/5

-J----

(e) (m. 74-97) Blossoming mountain; overflowing fountain

c

B.

Ge..r'"i- na Moa-t þ

(f) (m:98-L2.7)

At i . Latgo'

u 1". - lc'

7(-

Gl.ve as a pledge the flowers of the forest

lX lvz?

c

Bs

_+---__f.*

'f-*,

. _ J- - -.---.---------.1

-ë.------- 
,

Dahe .ft"-; -a^ 
þi3,ro.a
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106 PANIS CAIIDIDISSIME (oPUS L0l7) (A Bc) Per la 'Beeta virgine

(a) (m. I-15) (Mosr whfre) bread

A

ßc

lì

B.

A

B.

A

B"

A

(b) (m. 16-53) þ hearr rrembles

(c) (n. .54-66) Yoir alone are

(d) (m. 67-83: 84-100)

Êf € ' f&+tl

Conre therefore, sqcred of the Father
Core, food of angels

.Vg v,*

V¿'.i
-r--t----.

(e) (m. 101-116)

e'- 3o Sa,- Cr¿ +ra,

Ct- bu-r Àng e lO- 11,a,Ã
?o

c+

+
Al-l¿-t-- ld-

$"

_¿-
êþ
1o

I

hrt
f++d Jal

aì sdF c-ôlCo'. - ¡* -

1.* Sal,- eÅ vltar' fa - (i,t'',r iur'a "'ten
.J

C+

f
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107 LAUDIBUS CONCINO (OPUS 10/8) (A Bc) Per ogni Tempo

(a) .(m. L-29) I sing wlth praise

A )
La.r^cL;- bu¿ c-o6 q¡ - ¡19':_J.;J

r'- l-..- . .-.:.-....

[.-¡-.-.:-J,'- 3

B.

BG,

A

dhgn

--o--

A

a

(b) (n. 30-44) Ah, corne, people

--.---

(c) (n. 45-62) How fneffably...

@^,c.",n, in-cl' þ - .u: -t.

(d) (m. 63-100) To you slng" ' (e) (101-1AB) Behold now Èhe pertl
B.

â

B.

At' ah þo-þ*-ti u¿-n".-hc

øv,.fa - le-T¿ Irc r OÞ1 þe- +t-ctt- t*
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A
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(f) (m. 109-137) Since wlth cheerfulness...

(e) (m. 138-152)

108 EN HOMo. QUAE PRo TE (OPUS 10/9)(T Bc) Per Un Santo

(a) (n. 1-24) Behold the man who for you shared the rorrent of the
Redeerer

a./,a3io

T

B¿

Er. ho- lyaz þ- k þ - Ê; -þ*r fz lenþf-or

ft;-la-í4
-¡

.I'IL

I

¡r?çr r-
Ar-

.t

c3 .?b+.* þ? tç+-

mexf-- fz Pc -
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(b) (m. 25-36) ' I^Iipe out, therefore. (c) (rn. 37-50) He shall hasten

T
f : ji-hw

Bc

(d) (m. 51-170) l^Iirh Christ the So¡i mosE high of the Father

109 PLAUDITE VOCIBUS (OPUS 10/10) (T Bc) Per ogni Tempo

(a) (¡n. 1-54) Acclaim wtth the volce and.the lyre

Bc

f

Bc

T

-u

il./

Ëxþ-X; - sce¿¿'
{

Vf?ViT(t
I L_T^^ I

I ar!
IT o

A.".le - .i lur

-f

a,----f-s/

--¿S trwrr¡íCh-,¿l-o tr;-li

-f----?-f----r---l 7

\@- ¿í - bu-t þsatLi're C1- K"- z.r

_***-f-

7E



(b) (m. 55-60) Exutr

367.

(c) (m. 61-88) Hall, hermics, the famous worshfpper

A-'ä 'b1'

T

f

B.

tate

(d) (m. 89-114) [,le prafse you

S.-,1þ i..,o )o '-""e

aola,3ìo

ct*J- Þor

(e) (rn. LI5-L27)

.Ì)" - (-

F

B.

110 SUSPIRO DOI"IINE (OPUS l-0/11) (gr gc) Per Ogni Tempo

(a) (m. r-10) Lord, I slgh (b) (m. 11-36)

?.-í::o

S." b¡ : fì)

Sc

(c) (t. 37-46) I have sinned: I have deserved pain

3

-ì-

',¿+- è'lQ. - wt¡

- [r
A

8

+E#l-++--l+T? - ,. t-'.-E.T 'l'l 7-

I IJJJ, r'

lrtt.t¿

6 LJ-:¡
Te- lo'^d" Al' le -f.^ - ìq

Pe..o. -.r, þ-..*. 
vr¡r ê +G-ar

l¡ll

g L
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(d) (n. 47-89) Be placaEed, plous Lord

B-

B'

8.

ßs!
O how bltter fs sweêtness(e)

¡.Jag. o

(m. 9o-L24)

B'

B.

cr/.o

(f) (m. 125-148) Ttrus I seek, thus I ask

ol,l4*

?Íu.o.2rr

(g) (rn. L49-L62) And Your PitY
odaS\o

&

Bc

=+1---

Ca,- r{Pta- .}..^;e,þi

-fj
4#

ì^ô4¡r AÃ.¡tu C¿( ,Iri-ôô

Sìc Þt' I s¡c

El- n"iserr'- c-o-4: * ìu- at
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BB(
Per uno Santo111 FESrrvr MARTTRES (OPUS LOILÐ f

(a) (¡n. 1-52) Cheerful martyrs

É_ÊB

Bc

ß

Bc

I

Bc

B

3

Fc st-,' -...i |la-rt,'-< ¡

F

(b) (m' 53-60) Tl¡¡¡l; [)É,Fsuri .i¡,: Jr)...'ttr; il.rle (c) (m. 61-82) He scorns the world

ll.tt tJ"t"a sþ*ø.rr'l-os4isro e-sY sþci'lsl-q, ¿sk

:-----

(d) (m. 83-97: 98-113) Among ltltes of chastLty
Among flares of lLvfng love

A-.ä

h^c¡nl

' (e) (rn. 114-117) Be happy (f) (m. ltg-121) Labour and anguish

Lae*r¡+. "bo. æs 4r4. lo . t<'t

-È-.

(e) (m. L22-L26) Ttrey awalt eternal Joy (h) (rn. L27-L3L)

-h¡fÀ

L

l¡ l-er
lntse¡

ta'Sl'i -
un,¡f a.

[i-¡¡¿
(lor,.',"rn^

-t I

L,A -

fèrr. a- At- P -t^.- iq- -fu,^daa n^on:.er.J-. A

=-'{--o'Í-- _.¿,.1--. II



C¡l,\;bo - +eo

37L"

B

(i) (m. 132-1-35) Labours and torments

$o - t<A

(j) (m. 136-140) lle reJoice eternally

le.- n*

(k) (m. 141-152)

-á

(k¡) (n. 153-157)

rq. _

B

B"

B

B.

B

k
D: l'fotets for one voLce.

MoÈet s from Opus 10.

Texts: fOO-lll-, ÂnonYmous

Collection: Âcclamationi divote a voce sola"' Opus 11 (= 10) '

So urce used: Pn

Gon'J c a'â,â ae

^ I r-

A¡ -l¡- lr^-in -

At- t¿- t,^ -

Clefs: Standard, Plus baríEone clef (F3)



372.

Tine sienatures: 100: Cl 6si

104:

108:

ci;

c8 3
2

101_: CB ,?;

!oå' c,? cå í;
fOg: C,? C6g;

ro2: cl i; 103:

106-: ci; 102:

rrq: cå i 8;

^3 6 3 3.v2 I I |r¡

ci ci;

rrr: cå ,c,? I

Tonallty: 109

107

LO2

104

110

106

100

103

105

111

101

108

c F/d clc Flc

clf cBb/ggc

c/n¡ su/t Eb Bb/Eb Eb/c

d Bb/d Bb/F r/d

d D/Bb c d/c d

o alb c el¡. AID

a ele e Cla D/G e

e/t u c c/D Gle cla alc e

e a ale cle C eln cle

F/BbBbdgdBb/F

G ^lc clc G.ld ble

a C ela a

LiteraÈure:

Observations:

MacDonald : pp. L69-L72.

(L) Lango 100 b... Davld Fallows, 1n 'Largo' (NG) suggests

that ln the 17th century Largo fs normally used fto lndicate

a contrast Ln tempo withln a faster moveuEnt. I In this moÈet

adagio ts glven to both the adJotnlng recfÈatives, so perhaps

Largo has the cautlonary meaning that the aria ls stlIl slow.

(2) The trir¡mph of the saints and of the worldly monarch is

equatable in the political theory of the tlmes, and finds

slrnilar expression in the moÈets as ín the-opera and courÈly

odes. (cf. lgl).
(3) Extravagant expre8sfon8 of emotion, whether of admiratfon'

at Loz(g), or suf fering , aE L-3:9 ' are as conmon in the motets

as the cantatas and find similar expresslon'

(4) MacDonald (p.169) conments on the consolidaÈed structures

of 104, whlch shows the s - F - s-F plan of the church sonaÈa.

(5) 105 contains no recltatives.

(6) The concluding ALLeLuia of -1-þ. -1g7-, 
109- ""U 

tU- suggests

theír utility as Gradual substitutes'

(7) lOL " and 107 g are both arias beginning with a short
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373.

polnt of lmitatlon' Thls 1s very urlco¡¡unon in thls set and

mny suggest an early work subJeçt to such influences' as Vladana'

(8) In'110, Ff clef 1s gfven in error tor 
l? 

and ls correcËed

1n. a contemporary hand' and marked rBaritoncír '

(9) In 111, Ehe patternlng of (f) - (k) ls unusual' wlth

recapitul'atlons at' the fourth below' Thls is probably

calculated to make the flnal ALLeLuia ot:- new rlslng theme

l{ode edl tlo

the more effecÈ1ve'

ns: Laudlbus concfno (Maclþnald vol' 2 PP' 128-134)

1

J

I

!.'

ril

r

Ii.
¡

I

l'

+
ti
lil
t.

I
,t

I

{
IJ

I
{
t-

,l
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,l

LL2 o DrLEcrrssrMAE JESU (oPUS L7 /L) (c vrvzvc org)

Per 11 Santlsslm
(a) (m. 1-13) (vrv2vc org)

Rì{e Ado6,.

col Vc.

("r) (m. L4-34) o mosr delecrable Jesus (rurri)

a--
I-
I

4-l+
E

(b) (m. 35-53) l'Ihat (are) the pleasures of heaven (futtt)

Vr

VG

%

t/t

Vz

V.

v

c
5t¿

-+
tl!
ì,.'

ul

B.
ll7b

Vt v âC¿

i

¡

!

't

1

i,

¡
:,ì{-
.,t

1
I

(

,{
t'
i
t'

c

vr
v'

vc
o'3 r

f-
Vr, fae.

_ t 
-j-

I)--

d

? f ''i-
I t,

I

_--_.__ r
S¡ - v.ri

ì-l
+rs -

I
Íe-

)

CacL; otc- ll - c^ -arArÅ

V

-

vI It
--r-f 

- o ? L
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(c) (m. 54-109) * Rito c.d. (tuttt)

A.,tor o À. ,",Ol.

(d) (m. 110-127) Make, most lovlng Jesus (C Sc)

c

&.

L

u
r{

I

(e) (m. 128-153) O how happy are they who reJoice in you

O pleasanÈ translence (futtf)

i
I

i

I

t

t
I

!

t.

{'
fl
I
¡t

(

'{
l,
I
i

c

B

f¿
F

FaC- d n:.am- l-is .. si -ne lø sq

o
o



376.

c

vr
v>

V.

c

u

%

113 O VOS DELTIARTIIM (oPUS L7 12) (C VrV2Vc bc) :

per la Beatlssiua Vergine

(a) (rn. 1-39) O you, the possessors of deltght (Tuttf)

fo - t<t

(b) (m. 40-49: 50-60) Chaste in love, behold the rose
Behold the lllY of modestY

orl

FAL

eñ\

(c) (m. 60-73) Approach, mortals (C Bc)

c< -olÅ-le- ttr.t¡î¡'lcl

I

(ruttt)

c

&
þ

¿?A-¡¡ - n 'ltt"trcil'O vrs

Co-ç¡1 A-o- -"
þc' ee- l^'li "'"*' Þ*-

cc - ctL

A.c< - "ti l'e, ÂG-
J ata



c

Vt

vt

Vr

8.

377.

(d) (n. 74-LL5) Thfs place (is) the conclusion" '

¿bt,ut

(e). (¡n. 116-128) Ttrls ls lndeed the cedar of Lebanon (Tuttl)

A¡io

Cc - ä'*, t

(f) (m. L29-L49) (ructi)

L

8,,

c

{

l)'ti ) +Í {-Lf-_¡l-

t-D-|?--¡- 1*)-

r¡ Irlf
-+ttï

v
Hocc o+{u¡ ur'r'

þ¿s rr¿+<-
J

t--

Al-tc -L¡- rq -

3q L3
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114 coRoNEMUS Nos Rosrs (opus L7/3) (c vrv2v" B"¡

(a) (m. 1-2s)
ordo"rte. ¿

C

{r
v3

V.

Bc'

Vr
V!

V.

Bc

Per ognl- terço

("1) (m. 26-89) + Rl-t. d.c. Let us crohrn ourselves wlth roses (tutti)

(b) (m. 9O-L24) The gloony slgns of maJesty depart (rutti)

th h -a?

(c). (n. L25-L32) But what shall I say? (C sc)

c

B.

L

C

)
(o - V",ar

(d) (n. 133-136) rfgorously armed (C ¡c)

-)--
+&+

#
fu1-

-ro - sCo - tr- n?-wrAt/t }1ot

Bece -¿o^* 'ru.^bf la itþr.o

-r(

Sea( îF
T

--J
I

tI

q,rr.ra - f? gi - oto

-i . I I

Dt



379,

(e) (m. 137-14f) From Èhe tfmid heart he retires, he .departs (C Bc)

(f) (m.142-151) Rlgorously armed (C Bc)

&

c

-l--+-+rr

zr - gl .Jo
d

q{]Ffla - h

c

a

(g) (¡n. 152-162) And am I not terrlffed? (C Bc)

c

B.:

$"

(h)
R:+?

(m. 163-167) (vtv2vcnc)

VI
vr

V
B.

c

1'¡

ì
(ht) (rn. 168-f86) Depart, frivolous mortal cunnLng (.TuÈËi)

e,x -ccs - s;Fce¿sil'A co+42 f;h'-¿â se-

EÊ ¡o,.,'c¿¡Þ^* - 9o 1.

J

¡ I

A - bi - F¿ h/^ -3 a'c(â tnad-¡.ll.ü,wr a.Sl'¡¡-¿
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( i) (m. I87-2O2) Be srrong (Turri)

115 OMNES cENTES (opus Ll/4) (c vrvzvc Bc) .per ogni rempo

(a) (ur. t-33) (vrv2vc tc¡
a ltca ro

(.1) (rn. 34-100) * Rtto. d. c. All natfons corrp ro Jesus (Tutti)

'!Ð

c

vr
vr

V,

vt
q7e

V.

Bç
-¿-
5 d

L
O* ',".,

Bc

f¿¿"t"'.

Va - (<- l¿

I

z-,ô.L

?

_Ll )It-

r- -f¿gz4l'u qd

B"
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381.

" (b) (m. 101-117) Run (Tuttt)

(c) (m. 118-124) (vtvzvc ¡c)

c

4.

vr
vt

6(
He w111 see nothing lovely who does not apPreciate
Jesus (Tutti)

- (d) (m. 150-176) o happy people (C Bc)

(e) (m. L77-L99) Taste and see (tuttt)

ót
("t) (m. L2s-r49)

Anq : 
¿a,.. .¡.bLÀ' A ltegtu

C

V.,

Bc

L

B.

c

Vl
vv

w

Bc

-1-----.----
I

dc-lr^^r 1f lau'*-y'neN;l dntr-ci¿' vì

p- l, - c¿ro

Pr-l rlÃ I

-T---_--F=-----=-

(,

J"-trTl
d¿l¿Gm¡ta"F¿ t¡ -

r (')
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382.

(f) (m. 2OO-2L5> Approach' everyone (C ¡c)

v.J

(e) = (ar) (m.2L6-249)

116 AD LAUROS (OpUS L7 lr5) (C VrV2VcBc) :

per un Santo MarÈÍre

(a) (m. 1-B) iv,vtv"¡.)

L t 6 Lþ + ü

(m. 9-23) + Rlt. d.c. To laurels, to palms' to crowns of glory
(Tut tf)

B.

R.¡ tt. A ùteg'-

Vr
vL

Vt
þc'

(ar)

c

L"^t"-l oa" ?*L^o¿ a/
vo)

Bc

glo 'nè cô - n -nd'ô
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(b) (m. 24-44) Come and see (C nc)
{i

C

..8.

B(

c

c

Suffer; dfe (TuEtt)

b1o-'

c

Bc

h,a.t -Yl

1ì4vvvtL

C

(d) (rn. 1f0-124) Here lndeed the rnartyrr s splendour (C Bc)

sþlcv.J,r

(e) (rn. 125-154) O enpty tyrannv (tuttt)

ß

C

(.r) (m. 155-186)

v'
YL

Vc

F
1Þ- Fz+-

sì
r) JrÞ" -h

UYIã

[l,L ,r..¿ P1a*ì¡v.a

t¡L
-\.-¡a

+'c7-=TTt

O ue!- he l-ì -

A' le- Lr,- i4

ß"
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117 LAETAMTNT rN DOMTNo (opus L7/6) (crvrv2v" B"¡

(a) (m. t-r7)

Rire ftu.egm.

(.1) (¡n. 17-93¡ + nit'. d.c. Let us reJoice Ln rhe Lord (Turri)

(b) (m. 94-106) The day indeed fs solemnised Ín heaven and l-n
earrh (C Bc)

ad ro

D;¿s €¡..L so - ¡fzr+a

\rt t.

vr

ßL

c

8,.

c

B.

J-.Ð-

¡.l

,tu-; int, bo - 
^"' 

-tn.t

-a-Ò.--r- 
(' _-II

le r.^*1, ¿ ¡t- Ca¿lo cl- Å
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(c) (m.107-L28)

At i co¡'. V; o 1" .'

(e)

aI4n

("t) (m. 153-2oo)

A-no.

The Church exulÈs (TuÈti)

éÉ

c

vr
V

v"

r¡l' l¡l Êc-clc - siq

(d) (n. f29-135) And then it is EhaÈ they a-re very much honoured (C Bê)

g uæF

(rn. 136-r52)

c

8.

Vt
yr

V¿

ß.

C

B.

I
fIIIII

t_JUrJJ I-Jt I L-rLI

,/1È

J E¡'
^taTr

t-l ----
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(f) (m. 2oL-227)

A^à cø^. Viotü^^ . Aueg

(a) (m. 1-5) (vtv2vcBc)

per fl SantissÍrno Natale

nt

lO

c

6.

(t. t-:. )

11.8 O MTRANDITM (OPUS L7/7) (A VtV2VcB"¡:

aCcgio TE
Vt
yr3

V.,

B. I

A

T
fl:l

("1) (m. 6-18) O wonderful mYsterY

II

âf - l¿ -t*-, a At-
J

t-t\a- I -
t:

l.-

I

tv

.+

+dr^Åtnn r-'i - tPeà**'

8,"
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(Q (rn. L9-2s)

A''^ä ca^ r/ioli'¿ Aþr'ot '

(d) (n. 84-116: 117-149)

Ar,ä cr, Vi o l*,ì. A(ln'- .

_t 1r-
vr
V!

B.

A

f 6 ?L¡

(bI) (m. 26-7L> Sfghing, weeplng (futti)

(c) (rn. 72-83) The loving kiss ls sealed with the pure lips of

Christ (A Bc)

j' J-- f,-l-
Si5"o,t' 'otc^.la ¿Àa"i cl;¡rr Þ*-'. [4- bi-o-

4

\h
ßc

rl

A

B.

Sleep, eyes
le put to sleeP, be Pleased

A

V.

þ.'1. le.
dc-- l-e-

þ c

t-- ì=. ___ __ _ t___
o , I l_

:eF=

S,r-slri -
ta,ra.n - ¿lo-ra.h - d"

Do-',,ì l-e- , f*-
3o-þi-rcrSar^

Þ;
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119 SUB CrÏrARrS (OPUS L7/8) (A VrV2VcBc):

per la Resurretione

(a) (m. 1-37) Hasty nations acclalm on the cl-thara" ' (rutti)

Â øx Volrni :4!!ggg-

3Q^l-

(b) (m. 38-53: 54-69) The l1on conquers the world
Not by the cross or danger (futtf)

De 'wr¿rncj
. Crì - r1.r'- hq

A

(c) (¡n. 70-96) o drum, o sonor:ous pipe'

I R;"] c¿¡. Vio tin i .

(Tutti)

A

Vt
v!

V.

B.

þt"'.* tc þn;ez
È

Vi. C-{l- lco
Nic þer ar^r.

fr,(u-.dtr^
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(d) (¡n. 97-110) Sing to the PiPe (Tuttl)

I n-.i"] co n V;o ( ¡ r,..i . A lleg", .

(dt) (n. 111-141-) ChrLsr arlses (Turrf)

L20 NON SUSSURATE (Opus L7 /g) (n vlv2vcBc) : per ognt rempo

(a) (m. 1-8) (vrv2vcBc)

rã .L I+ L

.s

A

Vr

v

\rc

L

â

Bc

a lle

\
v¡

5 ç 16 6 fó

-L

J
Ca- yr - fe-Ir. f¡¿- b¿
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I

5ø*-r< - xìl
d
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Bc

A
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390.

("t) (n. g-L7) tllnds, do not murmur any ¡nore; be sÍlent (futtt)

lu,

¿<-Èe

+ s-6

(b) (n. L8-27) Gentle llghtning' sEop the murmuring

a.V rD

si - sl-il-t-

(c) = (ar) (m. 28-40)

(d) (m. 41-55) My tired soul (ABc)

atq to

$ af-r

A

B.

o-

f/o", SusJr¡ -l-øle

t L__t-¡l\I

$t^" ,rcr.- Ë fa

II

F.r( ,'.i ,n a.

+ þ t" c.i{q. VwL.rw.¡A

l- tr ls ^ r-L

Í-r -filn-r. vae d

,-Ò -l- ) -
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(e) (m. 56-87) Steepr my sout (turrt)
ln-- I .o^ vio !ini

(f) (m. 88-100) Yet here has struck... (A Bc)

ga - lva

. (g) (m. 10Ì-104) (vrv2vcsc)

(gl) (m. 105-137) See the .levy approaches (Tutti)
(yr

A

ù,
v¡

u
l.

J7^eA

R

B¿

V,
w

6

V.

B¿

A

Bc

**+--¿-*+- {?=41 VcEç
vL lce.

Fl-- -Y

-)ot*u.'
J- L'

@, Â ¡^1¡Êr^¿
a

Al 7ft "* hìi-þta-

l_-l l\,

-<l
l.r

7l^faYL ^rt)l 7 ^-l
Ã.

Aþ!-. þ,.i ' y'uat
ün)

I -e
í,i"'i-,r,'nl
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(h) (m. 138-160) Be caut,ious (Tuttl)

, Ad^gio.
L A-¡äl rr^on Vio l'' n i

(hr) (n. 161-190)

|,.,'-ta

LzL MEMOR.ARE PECCATOR (OPUS L7 ILO) (A VrV2VcBc)

(a) (¡n. r-8) l,fention the sinner (¡' ¡c)

cal-or

(" t ) (rn. 9-19) Earth , srnoke (A ¡c)

Qd¡

A

V,
vr

Yc

Bc

A

8c

B"

A

A

E sl', car¡h

Àl- lc- üt¡'ia, al - lc -

î"ìev'1or' e- 'ì^¿ <c-I

L^
Hu^ur
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(b) (rn. 20-30) (vrv2vcnc)

A-,à ro,,, V¡ol,ni . P;t? filte9ro.

6

(bt) (n. 3l-52) Nor so quf-ckly fades anay... (Turrl)

C,t - lo nnn t^o¿-¿asil'

V,
vL

\r/c

A

L

Vr
VL

u
B"

' (c) (m. 53-67)
adag',o

Come, therefore (A Bc)

A

(d) (rn. 68-75) (vtv2vc nc)

A'-ra con Viol;n, . ftllegro

bLb
+

6tt

f- r"-(*

Ëiq i- 3¡ -f*t

- : !; ¿_R_¡_
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(dr) (rn. 76-102) A touch of false Pain (Tutti)

(e) (m. 103-106) Now, in the manner of mortals

f-^ - lis

t

L22 O VOS (OPUS 7 /LL) (B VlVzVcBc) : per un santo confessore

(a) (m. 1-14)

[A;.J. Violinï

:j

B"

A

I
[,1

l:;

J V.
VÀ

Vc

B"

V'
vr

V¿

i
i

i

i
i

*
L

I
I

I

B

(ut) (m. 15-21) o you, l-n the midst of torment (Tutti)

i vt F¿ ¡ l'ot-t e-l'xt"'¡n

ic

i
1'

N*"^a r-r,ootq vt1,a1r-

-r-J-

t t->
ê:ffi -.1--_I__a)

+

-,t--
a>

O .tv|

a

te
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(b) (m. 22-79) They rack you with joy (Tutci)

[n^;1 ¿o^ V;oti^¡ Aado.qto.

Vr
Vr

v.
k

ß

B.

3

vr
VL

V.

B.

Bc

(c) (rn. 80-95) Here the holy, blessed by God (e ¡c)

B

- )¡¡ hO

rl
'å
,l

ì
i

I

I
I

rì'

Ir

t'
1

I

,{
I
I
t'

(d) (rn. g6-L23) I{iÈh your strong p'ropulsion (tutti)

IAt'øJ cc'v.\ÂoliY'i ' AtreS'"

LI

I

(e) (m. 124-158) And you, rebel souls (TuEti)

lAr'ri c¿r^. Violi,.ì . AJn4',o.

I rll

I ..-. bi -la
rll tl

Itt

lo1¡t"V"s

l*¡. $ anc be ,rclel-,^-, À

f YI

r¡i - vi- ¡,r-'Vc-st;, þ-þ-r s;s

E I .rot c I r¡o: -rt b+ ll t¿ 6¡ni - r'ra{
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(.t) (m. 159-tg4)
{ lf eg'o

who will always rejoice (futtt)

I

Vl
VL

V"

Bc

tí

$
{

L23 MTRABTLTA DOMTNT (opus L7 /L2) (B VrV2Vc Bc)

(a) (m. t-5) (vrv2vc nc)

Ado.gio . R:f9
^fr¿-

r66

("r) (m. 6-20) I{onder of the Lord (B Bc)

I

'l

VI
yt

V.
Þ'

i
i

!

t

I

i

¡.

ü'
r
.t

I

.rc

t
i
t'

B

Bc

,f-

I\J

b; - lra Þ" ¡*.'-ni¡4i- rq -
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(b) (m. 2r-23) lvrv2vc lc)
A-,â. htle n'o ' R;

"ffr
f.o.

vt
vl

\c

k

B

tt

(br) (m. 24-34) Happlly he honours' humbly he adores (Tutti)

.lo ..'-'f

(c) (m. 35-6i) and wfth bloornlng roses (Tucci)

hlleq*

'.a.n 
fa

(d) (m. 68-89)' t'lhY

ad.ag\o

do more falthful people wlth eager steP (tuttr)

b

Þ

vr
yL

V,
$r

tv,

B

'l

{

-Li{r

a

"/
Br.

La¿ln h,,-*,¿ þ*n'o. * -

+vc
Bc

Er
{L
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-rr C f1 :z

I

.I5,^.1 g
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(t.
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dd
(e) (¡n.90-104)

6$to
Alone then (B Bc) (f) (m. tOs-t09)

At ä Þnda-l. . iL l-'.

B

ßc

3

E,

+
V1

vL

uè

È. t I

b.

(ft) (m. 110-144) + Rlr d.c. The heaÈ burns (B Bc)

(g) (m. 145-158) For he does not know how ro praise... (turti)
A-,L. La.'3o '

d¿*-

(h) (m. 159-184) (ruttt)

ß

V,
vL

V(
Bc

5o l',s \ ' g: -ltt

Ífra

Cor

ltaI--- I7 I

Ma- nesc)t la¡r'

I
YI

?? ç ? f f f "
aa

l¿-t-ia -A1- ^ffirtn
L-EaAv

I IaÍIaI.)J II
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Collection:

MoÈets from Opus 17.

Texts: L]-2-I23: Anonymous.

Source used:

llotetti Sacrí a voce sola.... Opus 17.

F¡

Literature:

Clefs: Standard

Time signatures: LL2: ctr; 113: ci; rr¿ í cå; 115: c3 cB; 116: I ci;

117: c c; 8; I18: c! 8; rle: cB i 8;

L22 ClecaFdlC

121 'Slc Eb Bb/c c f/c

LIz e/e r dla d.

114 daBb/gdlFdBb/d

116 ð. alG d Gle a ald

119 d G G/e ale ald

120 d, ald Elc a F Bb F/d d

L23 dalddaF/gad

fI8 eba/Ge

113 g alBble d/F d Bb/e

115 aeeClgeeCa

LL7 Bb F/Bb F d Bb F/Bb

Bonta: p.116.

MacDonald: pp.79-81.

rzo: å c8;

Tonality:
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rvt

VL

LZ+ SpIR;ITE :- AURE SERENE (C VrV2 Vne o. Thiorbe Bc)

(a) (rn. 1-4) (vtv2 Vne Bc)

("1) (¡n. 5-28) Blow, serene breezes

-l<

Vt¿
B,-

c

4l

(l
v

--è

J
sÞ;- to, - l'¿ d-u.14 S¿ - tÞi..".- t'e ,ht# -ne



1f". sþ ;-n - hi
u'a- - J<a.teS

.) 5,r-(cer a-t¿ 'r't
Ac1ra,.t Q r^.þ: ol e

(b) (n.29-32: 32-42) ta. Sweer breezes

zá. limpid warers

401.

?

C

B.

v'

B.

a

V'
yi

(b t ) Rir.o (rn. 42-46:47-52)

(b2) (ur.53-56 256-62)

t
(b) 2a.

C

(b3) Rir.o (n.62-66267-79) = (br)

(c) RecLt. (m.80-88) !¡hy fndeed is rhe weak earrh gfven over

to celebratfons?

t"-ta*^

(d) (rn. 89-92) lvr v2nc)

J

I

jn-"o+ l"-þi. 4:,;,*,
vt

Vcrr.r.wr 
7¡-rl. þ,rt*

J

V"t
Bc

ß# 6 ¿Ê 6
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(d¡) (m.93-r0B:109-132) (c vlv2 vne Bc) la. Your birter pains are svreeÈ
chains

2a. Your eternal sÈrength prepared
for heavenlY thfngs.

fe - u:. '.i

þ-,,...

6i 6 6à 6 7s

(e) (¡n.I33-f45) Therefore the heavens were rejoicing

cc-1,

c

B.,

c

V'
vÞ

c

(f) Rlr3 (D.146-151: 152-157) (VrV2 ¡c)

Vnc

ßÈ

(f t) (n.158-163 :164-175)

(r2) (m.r75-r99) = (f)

(f 3) (m.2oo-205 :206-2L1)

lrr
T*o{ e-

J
þ. . fir¡.ê J-k¿¿ ca-
f¿n^f Þ*þ.-. r'o-C st^-

l¿ - fernl-. w t-
J

3i- lur

a

V,l

-

1

F.

t v t

ar
Irr

ø - Lì-rzt

Jc -r41't^cJ-
þIo+oli - fe.
C-ovt- c¡-l-,¡,
-:

þ"-- þ..- I
to- ñ-ts+.cScur;

f a r-r c¿.^tr. --¡-{-

B"

(ft) 2a.
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C

(g) (m.218-146) Allegro (C VtV2 Vne Bc).

Mot.eEs from rniscellaneous printed colle ctions:

L2l+ SpiriÈate aurae serenae

Text:

(t'., 
" )

B.

Source used:

CoIlecÈlon:

Clefs:

Anon¡rmous

Zz (AMG XIII 587)

MotettÍ sagri a voce sola con insÈrumenti

(Fagnanf , Bologna, 1695)

Standard

Tíme Simatures: c8

Tonality:. Ca F ð,aCa/C

Observatfons: (1) Ttre fact that this Ís a posthumous publication and that

it ls also the only notet fn ìlS wi.th string accompaniment

suggests that 1t Ls a late work.

(2) Three of the arias: 125b, d and f are in binary form

which is rather except.ional .

3
lt

¡*
le-rl. AtA¿

\,
le- - L^



A

Bc
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I25 V0L0 VIVER (A Bc)

(a) (rn-'1-73) I wish to live wJ-th rny Judgment

..
b; - tn'o\¡¡ - ut Fe A-f_u. lo

1-
rr< Fr"f¡

.)
Vo l"

(b) (¡n.74-92) I confess

(c)(n.93-116)'Arfalwouldll.ketodieaÈhousanddeaths

A

gL

|.

A

Vo - lo þo l.Lr r*,'' [li e s

(d) (m. LL7-L29) Recelve

h^ t7l

B"

A

S,^sci- þe

G^i- t¿- o{

B.
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B"

A

405.

(e) (m. 130-150) To serve yoú alone.

.¡rt€

*

(f) (m. 151-174) Attegro e PresÈo 0p9h rny heart, search- my inward Parts

æ- scQv<- uarc¿'rè'

þ

Mot.ets in Manuscript.

tË Volo vivere

Text: Anonymous

Source used: Bds Ms.N 124

Clefs: Standard

Time Sígnatures: CiCCB

tDel Slg. Maestro Legrenzf.f

-Ti- b: soli Se

A - p.; þr-eto - 'o

Tonality: Cc/r d a a c
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cr
c
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At,à

MOTETS

(ii) FOR TWO vorcEs

130 HODrE (OPUS 3/Ð (CICt¡.)

(a) (m. 1-8) Today the citizens of heaven (Tutti)

t¡¿9

-7 6

(b) (¡n. 19-43) o surety of the Thunderer (c rnc)

L a

ha, nh,-

#ç
(c) (rn. 44-60) Lead Èhe chorus of the angel troops (ruttt)

B,

-Ì 6

(d) (m. 6f-87) The faíthful extol Ehe pÍous lover (rutti)

Cz

þ; a. *,

l; -¿ek¿ a-

+o-r.f-""- Co¿L C'Ho- d¡ <- il qeC4

sþ,.'-so< þ'-

,qL t r
O- ta+14 *@t+qag

"L-bVL/vvU
},.c-|l-" cLo*we ang4-

J

l¡ - dzles A- wro,nl-? rn ¿aþlLiÞq-

B,
6

vr-a^Fet-t
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(e) (m. 88-108) Thus the powers of Heaven (TuEÈi)

ates

I

Bc )6e

(f) (m. 109-132) O harmful monster (futti)

CQal'uzq

+ *

(g) = (e) PrincLpatus dorninantes : The tyrannical leader

lm. r¡3 - 't5)

131 quAM AIíARUM (OPUS 3/2) (CrC2¡c)

DIALOGO DELLE DUE MARIE

(a) (m. 1-18) How bitter it is, Mary (tuttf)
da- o

ft- a

ct

B.

Ll

ßc

ct
cL

ö

(b). (m. r9-58) (ruÈri)

Ò JE

) I

o 1e- -Jq o

lt I l)- k^ -¡

bÞ lb

_l 
-\-

F Lr--l-
ll-o CoeG þ"FerF-

l. IIJ
r r?e

o
9î---_l-

wl.ozlrq n'O -

I)I
)'T--

Q)t"-^ d,ú..nn- e* Y1a-

._l D-t-_

B.

-Ju
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(c) (m. 59-64) Hothing good withouÈ you (Tuttt)

alleS.o r

c'

cL

M*t¡..r-. bo^r¡-r Srn¿ le

f

(d) (m. 65-91) Arise, Christ (TurEi)

'f6

(e) (n. 92-96) and have mercy (Tuttt)

Ê¿- -

+
L

(f) (m. 97:124) Arise, Christ (TuÈtl)

CL,itl-e

B(

c\
,Ct

B¿

cl

B.

(t

cL

(g) (m. I25-I34) and have mercy (TuEti)

k

î¿

l

k^

*_' '-uz

Su r.!< Ch'r ¡Ft
- ,----+-f+-

.J r I r'

E f r¡"i(cr-

f¡.tL

--y--

S,--- 31
J

El w..i- se
=

¿
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A

L32 OCCURTTE CELESTES (OpUS 3/3) (A T Bc)

(a) (m. I-44) Run, celesrial one (f nc)

aile

1<¿ft¿t

(b) (m. 45-74) Today, Sr. Charles, (Turri)

(c) (m. 75-L2L) You, faithful ones (Tutti)

+
"t<_le,t

ü

I'Vos vùs

(d) (¡n. L22-L44) So as to praise God r¿ith hí¡n (Tutti)

d.n*

Bc

A

A
T

B(

E.

T

k

Oc- -c.. . r.t¿- ¿? -

t"^i,i^ÍL#
(+"

+
frt¿

L

UF De.u-".,r-. iltr.r¡". lar.

þ.^ V1LY.¡lrrt w- --+-:-



B

4ro.

133 CADTTE MoNTES (OPUS 3/4) (C T Bc)

(a) (m. 1-8) Fall, mounrains (futtt)

¿^di - ,'¿

(b) (m. 9-12) They press upon me every evil (B Bc)

þ-ø*r.f

t(c) (rn. 13-46) So rhaË ir may nor be possíble (to do) more (ruttt)

a wr þt^ r.-C

(d) (m. 47-60) place me nexr ro you (C Bc)

(e) (m. 6L-72) I am an orphan and deserted ( futcl)

u

D

B.

c

Bc

+

fe

B

Bc

fo\ ''.sf,9- .^2

ul-¡,r,on 
þc'slì*,.,

(J

,r4- jr.+ -f"?a-e-

tt\ Þ \ | t

'1
ë-

de- *-Lì-l-tp
-t--Ò

S uart
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ß

ß

'aUe4n

Slì.r l,-,,-ro ,4-eo

m¿nltt

()

z 6

(j) (m. 99-120) Forbear (Tutri)

?n- -
þ 3

B r

(f) (m. 73-79) ,Therefore both good and evÍl (futtt)

b-nq

b -r.r

(g) (m. 80-85) If with patience (B Bc)

(h) (m. 86-90) o foolísh ¡ne (B Bc)

7

B

ß

B.

(i) (rn. 91-98) I arn like a mule (B Bc)

Cat^þ"'-^f,z Su-ø ju-
3

&

C

ar

"t oIa¿ì^^ vü- a-

Í^a - laO¡ara¡'- aZr- Jo

Si Þ*l-i- ev.. 't"*

r

Bc

-+
?ou- -



þae t aø

Aehù)
Þ

j,*1 <-ct,

D.^ tc-eo

4L2.

c

t
B.

(k) (rn. r21-I4 3) = (a)

(1) (m. 144-172) Sweet pains (Tuttl)

þ
(rn) (m.173-f97) Thanks be to God (ruttt)

Motets for two voices

MoteEs from OPus 3

Texts: 130 - 133 : Anon¡rmous.

Collection: Harmonia dtAffetti Devoti " ' Opus 3'

Source used: 81

Clefs: Standard

Time signatures: 130: C
36
l{8 131: C2; I32: I c;

133: c I i

C

Bc

Þ-

6

Tonali ty : L32 C

133 D

131 f

130 ¿ì

E/C G/C

bD

Eb/Bb

F

Alb

f/c

afc

elD D/c Gle elo D A/G clD

Eb/c cl f

Caa
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I-itcraLure: Bon ta: p. J 9

MacDonald:

Observations: (1) In 130

pp . 169-1 71

the reference to thunder suggests the classical

lover of (d) recalls the loverJove (b) just as the pious

in the cantatas.

(2) The 'bitternessr suggested in the text is symbolised

in 131 by the remote, untuned k.y - f minor. Thematic

relationships of (a) and (b), (d) and (f), and (e) and (g)

may be noted.

(3) There is a regular alternation of key-signat.ures in

133, in which I does noE differ frorn ,? .

L34 0 vos rNSrprENTrs MoRTALES (OPUS 6lL) (CrC2sc)

(a) (m. 1-21) o you foolish nortals (rutti)
a,d,c^1(t ,o

tu. - l¿¡

(b) (m. 22-33) Gold shines, but by comparison with the sun (Cr¡c)

Éì-,o Atle5.o

so Ie

ct

-t
o

J LL
i¡ - ¡i - pì 4^1. - croot

a

sÞtev¿?* ¿;,-¡tr7¡ fc¿( c

.*-? ?+'+-?
Sþenføt Â{^'t^v\

c+-t-

L

Bc
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Cì'cL

C'

Bc

C'

B.

c'

4r4.

(c) (m. 34-52) Colour in flowers, scenr 1n balsam (tutrt)
ô- d.o-,<n t",. Ä,al.sa-^o

th

(d) (m. 53-66) UndersEand, morEals (Tutti)

nda5(1)i"
As r.¿- S<r-l¿

h"tr+ø- leÅ

l¿.

L

(e) (¡n. 67-73)

A-,à - Ît¿¿lo '

Joys pass ar¡ray as the sun 1n heaven moves (Clnc)

q

q() 6 q 6tr fr L
c
)-

(f) (m. 74-lLO4) It flees the dew (c2sc)

+'o-rü

L

ùt
i'l
rl

1

j

I

i

I
I

I

G

(i

T
{

B"

(g) (m. 105-f34) A1as, faithful soul (ruttí)

A - rt¡.'- r"te

q-Á-

I l^ f,
J?V
o¡<, (t- tø - t<t

a-

I
È4- tnastlc

+

vl
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-Ço la CoØb>**, sþa-li 'ad

a
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'135 Ruorrs cENTES (oPUS 6/4)

,, (a) (m. L-20) Listen, people (

(c I c2gc)

Tutti)

eÞ Åt-et - li -9; 'Ê¿

cr
L

cr

cl
cL

Lr
cL

,.'l'k )

B.

(b) (rn. 21-105) They are Penances (TuEtt)

A¡o. La'3. Gnr")

B

c

76

- (c) (rn. 106-114)

Alî¿"' od - rc

Take notÍce, people (tuttt)

oli+--- Å-i lt Jewttt

(
'¡

cL

ß.

t¿,-d) - f1

Bc

(d) (rn. 115-152) You would delight in the Lord (Tútti)

$¿ - f ec- l.o. - t-; -; ; Þo' 'J'*

(e) (m. 153-173) To God you cry (rutti)
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i

i
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(r
cL

(f) (m. 174-189) He has heaven wlth all good thlngs (Tutti)

ll-ç/- c-¿^ ^^ 
jl b" ' ^t^*"

(Ioút- acl^^

',136 unuoRIAM FECIT (OPUS 6/5) (e r rc)

He makes his wonderful works remembered (futtl)

Bc

- (a) (m. L-2s>

l\'te - r-o - ra4 þdf-. rn.rt - b', - ûi -arr,. 5,,1 - O -

A
T

&

l'T
lñor- i d-

L
(b) (rn. 26-46) Rejoice therefore (futti)

er- to

(c) (rn. 47-BB) ror this is the bread (Tutti)
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J-

A
f
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T

b"

c
T,
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L37 EXULTEMUS OMNES (OPUS 6/6) (C T Bc)

(a) (m. 1-25) Let us all exult (Tutti)

Ex ' c^(- l'e - ,n'.

Grr-*r)

b

(b) (m. 26-44) For today a pure virgin" ' (futti)

(c) (n. ,45-62) - O ciLizen of heaven, not of earËh (Tutti)

4rl.

4
For rne, poor sínner, without vlsion or decorum (futti)

C4rtl

c

ß.

(d) (m. 63-es)

C

Bc
6

A

138 O QUAM BONUÌ"1 (OPUS 617) (A B Bc)

(a) (rn. 1-36) O how good, hovr sweet, how pleasing (ruttf)

o bø..¡,* ,1foh à'^1,-o- If^ 3ra?u'n,

f l- _ã:

q

B
bo^*, 1¡o^ "l' k 1f*

b

P
6

I
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I
Ex- ut-
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+L
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o
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L
tl{rä t¿l^'A'

Itf

-

1<- nq¡!ó}- f?v 'cae- U
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?- ^o uìtcm lur-'
d

lrl.< h'.t alþ"lu \'a(
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lvalt*v,



A*^

4rB.

(b) (¡n. 37-53) I have sought through the garden' I have rushed through

Ehe woodland (A B C)

Salh"t

6

(c) (m. 54-61) Paradise (rutti)

(d) (rn. 62-80) The leader faithful to the good life (Tuttt)

$d"

{;r"

(e) (m. 81-121) O Queen of Heaven (A Bc)

A.to. Ao(a3ì" '

A

B.-

8<

A

B

A

Q7^a.øsi-vi Þa.
.) a

hrr+,. C ar..cr.-ri þ.-
2 4-

t\ LI

I7-t-E---Z

_I

?7Ji - s"¡

I

J

.Drx a/. .ít*- bot'^

3.,+ od v;lø-^6o*r.sJ

h
lÊt

CueAo

\__\hI

Bc

6ç

9. ¡4o



A

.B

B,

(f) (m. 122-f35) l^Ie praise you, happy ones (Tuttí)

(g) (m. f 36-143) lrle are able to come (Tutti)

o

4t9

Mo'f-tew,

1-1 al-r<tn

rr- bi - le

eh

(h) (m. 144-148) So that r¿ith Èears of joy, wiÈh sorrow and
gladness (tutti)

A

B

$.

T

&,

I
(i) (n. 149-164) = (g)

139 PECCAVT (OPUS 618) (A B Bc)

(a) (m. 1-18) I have sinned greatly (futti)

þc c-a - -r' YU -Yht¡

ta^^da,.^t^ tz |ael'i et- c¿ líwrrt t
¡ì

l¿tá"a^.'^ fe
T)/l

a-1P.

t? bol*^w fe
-¡l-a
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L
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Vc-
-
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--t ------ l I
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a

b
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6l'
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ct^lI

d"e - Si - ne 'ab

420.

(b) (m. 19-53) Cease from anger (Turtí)

T

B.
þ5

6

(c) (n. 54-77) Lord in your fury... (r sc)

4u- .'

(d) (m. 78-95) Lord, if thus... (r nc)

eq¡t

(e) (m. 96-116) Make us strong like you, blessed (Tutti)

d)¿ - lv-t

rr'f

(f) (m. 117-199) Already you havè turned my plight (inEo joy)

Y ê-t<.a.

f

ß.

T

T

B

B.

T

Bc

bI (t

'ol-
f,uro - '!¡¿ ,\ y'uto -'c
Ir

rh

7-E ---t (J .
-?-¿fre-Y- + ts-=-

Do- ,rt'-rnet o
þø -vvg--we Si l,è ,ri- vt lw

_.t _-

F,ol' hUi 3i u^F

3<-'.¿okc l'r¡, þ*e -

À

d
Tar'.. c-r'1rra. fi- sh þt" -*,".

fH_--_-r 4j- eÇÍIIIto)

(b

(Tutti)



42L.
Mot.ets f rom Opus 6

Texts: 134-139: Anonymous.

Collectíon: Sentimenti Devoti Opus 6.

Sources used:F.'n (1660), DRc (f665), P n (1683)

Clefs: Standard.

Time Signatures:

Tonalíty:

134:

,L37:

138

136

139

134

13s

L37

ÉcBi;135: ciB;136: Ê'

It.;138: ?,Ê: 139: øiî
c Bb Bb Bb/Eb Bb/Eb Bb/Eb Eb

F F/¡¡ Eb/F

f Í clf clt f

GeCClGelc

A/b D/A fx A

a F/c Gla

a

4

c

LiteraÈure: MacDonald: pp. L75-L79.

ObservaÈions: (1) fhe B time signature in 135 is unusual.

22 ís entirely i" 3.

(2) In 136 and 137, the minim in É is probably

equal to a bar of ;

(3) The text of 138 suggesËs comparíson with the pastoral

cantata.



422.

140 MTSERA QUrD CONFTDO (OPUS 15/1) (CtCtn")

DIALOGO A DIJE PER IL SANTISSIMO SACRAMENTO

(a) (m. L-Lz) Unhappy one, why do I trust... (CrSc)

îP'^F -h
B

c'

¿t

þc

A td".

b6
(b) (m. L3-20: 2L-28)

\If withlrnorÈa1 breath (c rsc)

L'

(c) (m. 29-35) The soul of sorrow truly (c2nc)

,.e bicl-e¡i r

5

Bc
L

f\4i-s€ -rq

v ct l>i-

la - l''JS; sþ,- 1a- cu - (,o lM - ,a4 ùf -

h¡ - nA-rA) .



423.

(d) (rn. 36-49) Open your eyes; cleanse your mind (C2nc)

c,

Bc

Þ

(.) (n. 50-6f) WhY do I sPeak? (Tut.ti)

b 'ì(
4

g-7

(Tutti)

c'

ct

cL

ß.

cL

6

A-,o
(f) (n. 62-9L) open your lovely eves (c2sc)

(g) (n. 92-L23) O morsel of death, O bitter fruit (futtí)

tc

È.
þ

(h) (n. L24-L29) tr^lhy therefore do I hope?

L

c'

6

ffi

A- Þ.-; l^- J.ñ¿a - r¡l â, e- vì -3¿-
'1 "

t+t Q-vt' f e-tt'

-È
f

T-X to -Tt J,"t Sr.¡. r eÅ
)

-Ð-

A' ¡'; lnt' ,-nCAn a -þe-, cùrv U^- c'J

0 n-ø-lin €-ô c-ô- o

0\-
t

ì^1 q, vl,á

tr

f.n^. . r¿

T,^'J , '1; -r*

þ<,

tÞ.- n, - fr



rl' c.rr v4a - v1¿ þ^-s¡ 
þ

A rra

(i) (m. 130-132: L32-L34) If by originat sin

n-e.r.-frl

(j) (m. 135-148) The death of the firsr parent (c2sc)

Jto - -,s

6b
(k) (m. 149-f8O) Come, runl (c2sc)

(r) (m. 181:197)

cb ( 7 ó

O sacred banqueE (c t sc)

$ aC*-l'<tt- ¿ø|^\¡l - úì 'l¡¡^

424.

Hail, bread. Hail, life, immortal, infinite

(tutri)

ct

B.

c'

B"

C

ct

C,

CL

B"

B.
6

(*) (m. 19 B-2t7)

.rt - fo inf hr.' fo

-.1
-='l¡i

b 63Lt b

lulo.r - fe þ-; G<å -
J

rtt€ Wt

? -_D-

C!-t - É'

ffi

J

/\

Au.

_.t_

B.

A*. Þ
Av!tJ i- - ot¿-o li '
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141 CANITE TI,JBA (OPUS L5/2) (CICzgC): PER LA BEATISSIMAE

(a) (¡n. 1-21) Sound rhe rrumper (ClSc) VERGINE

cl

Bc

(b) (m. 22-27) Who is Ehis arising from the desert? (C2sc)

cL

B"
6

(c) (¡n. 28-48) Virgin of virgins (Tutti)

fr

B,

O Jesus be blessed, in Jesus be happy (Tutti)

(

b

ollq
(d) (n. 49-62)
rD

(t

cI-

B.

O le-sv¿ .be a - lv'r

O fes* be a- - hu¡

-

ru- t¿
J

Co-

c¿^.I^l- o(e J. -S--- ¡- ?
Òo

t-/t-/II
-7T=rr I -lIl\l\aa

v*-3oVi- 'Feo virq | ' ù,.^,Y^
,JJ

?>

1-
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(e) (m.63-81)
ù"7*

Therefore, hasten, PeoPle (futti)

C'

B.

n o.l¿

(f ) (rn. 82-L23)

6

Rising

f
(rutti)

(g) (n. L24-I55) In the height of Heaven? (Tuttf)

h,,o-.o(, o

(h) (m. 156-168) Hurry, citizens of Heaven (futti)

C¡,L"rr'- ,.C

CöfL

ct

cL

B,

ct

4

B"

C

c,

Bc

F-g. C-c' P^ lft;'

9{¿6- k.r.rNsr::.-, -
\)

o{¿n l-a^o'g c-èrrctc¡ - l-c*d Ar.è*
^>

S.<-^r, o in Ca-ela cq-ñ

I

d

6'2U cì"¿r ac -
ù



427.
(Tutti)

CL

cl

B<

B"

(i) (M. 169-198) Thus, reigning Èriumphant (+ alleluia)

þ La-Êer',r

5 þ t*lo,-

76

L42 COLLIGITE OLIVAM (OPUS L5I3) (A A BC)

(a) (m. 1-23) Gather the olÍve' now PrePare the laurel (TuÈtt)

v^a-l-¿

¿i

(c (f c

(b) (¡n. 24-54) Triumphant choruses (TutÈi)

cen-h

(c) (m. 55-742 75-94) Be prosperous and haPPY

Voices harmonious and gaY (ar Ia2 ]s")
A^.

ct^J d
sFa ^l-e

A

A>

3"

A

6

A'

-? ìt

II

l¿ j.l( ¡oJe^^ +-,'-,^,-^-
- - - '' I I '

-T

-t 

¿ a atÌf Ilr
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Strn- e.^5þ. Se,^1þì - l-e,,¡tp-t

A - noçQ- so/o

428.

(d) (m. 95-105) Hope for everlasting glory, sole lover of ChrisE (Tutti)

aàaXio

A,

A
L

B.

A'

Ir

du

b

A.

B.

C l';sir

rr6t

(e) (¡n. 106-111: 112-117) Now truly rejoice in the triune God

Thus they reflecE Your worthY merit
(at [a2 ]nc)

+

(f) (n. 118-121) and 1f you fought boldly, and if you were wLse (futtt)

þ-.-1.e,,-

(e) (m. r22-L44)
r-66

You will be crowned in Heaven (futti)

&

b

ìr,r l¡ -rc N,^,*;-n<
f*o. aLì!ao.,nr<-;-Þ'

lVc¡a¿ r¡<ro
E-3o +{ -

¡u - bi -[c
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III^t
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A

429.

(h) (m. 145-170) Therefore, blessed rdomen, gather the ollve (Tutti)

a -Èa¿

Eno þe'.-r.. b€

L43 EXAUDT NOS (OPUS I5/4) (TITtB") r pER OGNr TEMPO

(a) (rn. L-22) Let us exalr rhe Lord (turti)

A

ßc

I

T

Bc

T¿

fr

E - )<cr¡¿of,i nos

.r

(b) (m. 23-87) Irrhat sweet pohrer (futti)

At^*n s -Â vrt On- *'- )" fu'^'t

@¡ a,¡^su n"¡)

Ot= D

6

(c) (m. 88-97) You have multiplíed your magnificence (Turti)

Exar.oL )0 r..^ . 
^-tt oJ

L:'-

-l--fL:,1,lr
* - l't - Cewl ì a-ryt f^ ' a--t

Bc o
I

T' ¿ z J L+L r L I
11,^lf ; - ÞU - co. sl-i rnag-

J J

a- Fa¿-
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Tr

B. þkr

(d) (m. 98-1Ol) I w111 praise you in eternity (futti)

{^ .- f¿t',4Þ l¿ lo't ' ol¡. ' b'

E ß

I

T

(e) (m. 102-114)

lr., CfLo-* t^ A".t-

On the lyre, in the choir, on the string and

the organ for ever. (Tuttí)

'rLl
se"*lv

("
ð'

L,-t= i,rV-
l* cor&ì.o el- ëana.-t^-o

r

(f) (¡n. 115-121) Now they have finished, hear our praise (rutti)

Teþte'ættw er- 3o
O.ra. y.o' Sl.q' ta' -J'e

lÈÉ,bf.
?øþlao-^l-u^r e1r 4f \ ttt'o - 3îv¡. lout - J1

I
t

(g) (¡n. I22-t25) = (d) d'c'

(h) (rn. 126-136) (ruttí)

l*- ta

B.

T

B Ðt.o:',t-

J'
Alls-(^^-rq J-lc-

-_ _t _-_-

6
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I44 sruPEr MORS (opus ß/5) (B B Bc)

(a) (m. I-zL) DeaÈh Ís amazed, hell roars (futti)

B

B

B

B.

Sc

ì(
(b) (m' 22-65) A long way off , the timorous are running a\^ray (nrnc)

(F
(c) (n. 66-81) rùhar is hiding?

f
(B rBc)

B

B'

Br.

B¿

6t
f$u

6

(d) (rn. 82-94) The lying rongue is silenr (n2sc)

S :Þa^f I i n3ue*, wr,e^ol.'-<t-c

(e) (m. 95-165)

Ad êtur

To arms

oA

( rur ti)
A ì-' nq

Hr.'t I5f,^¡.r

ln('-*, tnul'<--fSFwfr-F Hora

Ì--

- c¿sbi- tc fu*

I

L-,t/--l--\'

O-f . 'nn orlAa

-'-' .! l( l-t-

B.

ll--e- . -1ú'
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gt
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B c

432.

(f) (m. I66-L77) Then wíth applause and jubilation (Tutti)

jrLi:li5 qF jubi - t¡r

(g) (rn. 178-203) O most holv bread (Tutti)

O n"

b
(b) (rn. L7-32) I am not strong' whence deaEh (TutÈi)

åtf(-
(c) (*: 33-43) BuL just as death to such a \^rar (futti)

ad. htt_ 6.Jj,,^^

þ'.
-SO,r^(-i :- S, - yÉrn

C

145 SEMPER IGITUR (OPUS L5/6) (C A BC)

DIALOGO: PER OGNI TEMPO

(a) (¡n. 1-6) Always then fightíng for rne (futti)

AvtnA

S r^4* ì 1i l-.rr t^i )'" Þn trO-t J*

Bc

C

b"
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6

I
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433.

(d) (rn. 44-93: 94-143) You fight
You the defence (C nc)

UtJ->

(e) (rn. I44-I4g) You soul, thus armed, invincible (¡' Sc)

azr ì v-\ c\ ¿ .r, "Þt

(f) (m. 150-249) Move quicklY
Go quicklY (A Bc)

(g) (m. 250-268> Under such auspices (Tutti)

þr -c;.ri

(h) (n. 269-300) To fight under Christ, to decide the issue for Christ
(rurri)

S*r cL^tr" h--Ii-

C

\nÞ
'1.

I

I
't
¡

b"

A

B

C

b

C
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A

A
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6
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Vos
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434.

t46 QUrs ASCENDTT (OPUS I5/7) (C B Bc):

DIALOC'O: PER IJN SANTO

(a) (m. 1-5) Who shall ascend the holy hill of Sto^ (rutti)

¡*ø¡f-cr-. Sa-.c/-,.,* S l'ja"

t

b

(b) (m. 6-22) Fly (rutti)

\¡rC la-

(c) (m. 23-25) ltho is this? (Tutti)

Q,r*i 1r*t ""F I

(r.)

,t
tiil
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,f
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C

D,t

B

Þ.

i
i

i

t
I

t¡

'1-IÍ
I
,t

(

{
t'
{

(d) (m. 26-35) Run, celestíal ones (B Bc)

et^- a;' l'¿ è¡- - lestet

(e) (m. 36-40) Is lt Caietanus? (C Bc)

C"-ie - +ã. ' ,-'n ell'

J

tB.
6
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(f) (m. 41-86) And rhis pure life (turti)
illm*

C

Bc

I
A^'ett^ rãf-e r-, tÀ; - tc,

6 6

(g) (rn. 87-98) Among ardours (C nc)

do -¡+¿

(h) (m. 99-116) Pure raptures, as s$reeÈ as they are holy (C Sc)

Þ

J
(

C

Br

Lit,-,-
8 I L.,T,__L

A.4o *¿ C6,n- ¿-dres @n 
Au-o " S"^.*i

r
7b

(i) (rn. Il7-125) so that the lil1y of chastity (B Bc)

L.l- U'li, r-, ca-¿li - ¡s

h

(j) (m. I26-L42) in Heaven and on earth (n sc)

L

B"
6

3

B

B

X
6

6
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b
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O þre- olnr**, Ctt;¿H

H
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I o þ'<- LLo'+a.'ala CLrr'hþ;

ffi I I

436.

(k) (¡n. 143-150) O predestlned servant of Chrl-st (Tuttl)

c

9

B.

Serv¡t¡¡t

t<¡vll+vl

t

(1) (rn. 151-207) e:nrlt, be happy' triulÎPh (tuttf)

L47 CONSOLAI'IINI (OPUS 15/8) (A B BC) : PER OGNI TEMPO

(a) (m. 1-59) ComforË Èhe afflLcted People (TutÈt)

b6Lb l'6

(b) (m. 60-80) 0 you blessed; O fortr¡nate ones (C Bc)

ftl

ç

B

î

B.

A

Bc

B

A

B"
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A

(c) (¡n. 81-129) Ttrey are sllght labours; they are llght pal.ns
(rurri)

lo .¡+¿l

+)

437.

lÄl r

B

bc

ô

B

C

(d) (rn. 130-147)

5 6 e.5
Ttre sufferÍngs of these davs are "tt ";JTI,

B.

B

Bc

6

(e) (m. 148-201) Exult and reJofce, crucifyfng (lutti)

f6t(b

148 AD AUGUSTTSSTMIIM (OpUS L5/9)

(T B Bc) : PER IL SANTISSIMO SACRAIIENTO

T

(a) (m. 1-25) 1o the most august trtystery cone (Tuttt)
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T

(b) (m. 26-90) To rhe God of Èrurh (ruttr)

(c) (m. 91-110) Cone (tuttf)

t-

tu- fL
w

V¿-

t¡( r.,r,i. f-{-
6' Ve' r,r¡ - t¿

B.

1

B

Dc

T

B

B.

T

(d) (m. 111:132) He gives manna rwenty-fold (Turrf)

)'tar¡ra ,nfcr-f;l*.)

¿q ¡afi Lr-r

.lF 6 (t

(e) (rn. 133-136) Food of angels (rutrt)

e¿ (c" )
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l"foteÈs from Opus 15.

Texts: f¿9-f4.9.t Anonymous.

Collection: Sacrí Musicall Concenti. . . . . Opus 15.

Source used: Dbrd I,{D

dard.

140:

L43:

L46 z

Clefs: Stan

Tíme Signaturès: ct,?;141: cicSi;
c å 8; L44z c I I å ;

c i 8' ; L47z cA c å 3 ;

L42 z

L45 z

148:

ci
^6u8

ct

8;

,?;

?, :,

Tonallty: L44 C Gle clc cle c c elc

L4o gle clt Bb/c gc

Eb/ B

f Bb/Eb c

L45 c c/f. d/Eb Bb Eb Bb/Eb c

148 d ald Bb/d sld

L46 AIE A fx/D b GlD LIE A E El/.

L4L a e a d/e a d/a a

L42 aa e C/a a F/d d

L43 ale C Gle a Eld a

L47 Bb F d Bb/Eb Bb

Observations: (1) 140 fs a Èwo-part dialogue for the Most lloly Sacrament '

as is 148. 145 ts a dlalogue for any season' ar.d L46 a

dlalogue for a Saintrs Day.

(2) There is only one source and no llterature.




