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"il fine dell'Autore circa la dilettatione dell'udito"
Frescobaldi and Listening in Early Modem Rome

Andrew DellAntonio

Scholars and performers have for decades been mining Frescobaldi's writings -
textual and musical - for information on how to interpret his keyboard works,

debating the often cryptic descriptions in the prefaces and deriving both theoretical

and practical inspiration. Some recent insights by Christine Jeanneret and
Rebecca Cypess, among others, encourage us to contemplate the toccate and partite

as evidence of a tactile process of exploration.1 For example, in a recent essay
in Recercare, Cypess suggests that

Frescobaldi's toccatas and variations present elaborations of standard chord progressions,

providing idealized versions of such elaborations as a script for other players attempting
to master the rhetorical, expressive style of figuration characteristic of the early Seicen-

to... [a mastery achieved] through repeated practice of the bodily movements of the

composer at his instrument.2

Focusing on the scores and their physical analogues in the players gestures,
these readings have offered musicians much to contemplate about a performer s

ability to reconnect with Frescobaldi's creative process.

My goal in this essay is to dwell on the listeners whom Frescobaldi and his

contemporaries ostensibly sought to delight, at least if we are to believe his
foreword to the first book of Capricci:

[...] in quelle cose, che non paressero regolate, con l'uso del contrapunto, si debba pri-
mierame[n]te cercar l'affetto di quel passo & il fine dell'Autore circa la dilettatione
dell'udito & il modo che si ricerca nel sonare.

1 Christine Jeanneret, '"Places of Memory and Invention': The Compositional Process in
Frescobaldi's Manuscripts", in: Interpreting Historical Keyboard Music: Sources, Contexts and

Performance, eds. Andrew Woolley and John Kitchen, Farnham: Ashgate 2013, 65-81; Rebecca

Cypess, "Frescobaldi's Toccate e Partite [...] Libro Primo (1615-1616) as a Pedagogical

Text. Artisanship, Imagination, and the Process of Learning", in: Recercare 27 (2016), 103-38.
2 Cypess, "Frescobaldi's Toccate e Partite" (see n. 1), 104.
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In those matters that do not appear ruled by the use of counterpoint, one must first and

foremost seek the affetto (expression/emotion) of that passage and the goal of the

composer in delighting the sense of hearing and the way one chooses to play.3

These works continue to delight our sense of hearing today, in a way analogous
to the delight that Cypess and Jeanneret argue can be found in reproducing their
sounds. Indeed, while scholar-performers have convincingly argued for the

pedagogical potential of Frescobaldi's music for the practical application of
keyboard and compositional technique in the early Seicento, that music initially
performed its cultural work largely through the astonishing effect it had on early
modern listeners.

My project thus aims to explore a historical listening practice, and suggests

ways that such a practice might begin to inform contemporary listening, in a

manner analogous to the ways that Frescobaldi's words and notes inform
contemporary performers. Further drawing on Cypess's formulation of kinetic ways
of knowing as well as on recent work on music and cognition, I will argue that

bodily responses to both vocal and instrumental music were at the core of a

particular kind of active listening practice in the Seicento that was grounded in
versification - a way of musicking that involved the ears, the body, and the poetic-
creative mind in a type of analytical engagement that might still prove fruitful to
listeners in the twenty-first century.4

This project arises directly from my own delight upon hearing a performance

of Frescobaldi's aria "Voi partite mio sole" performed by Concerto di

Margherita in Windisch (Switzerland) in October 2015 and subsequently
uploaded to YouTube.5 Through my own multifaceted response to this
performance, I offer here an excursus in historically informed listening - derived from

my own familiarity with the musical language of Frescobaldi and musicians who

were his contemporaries, the descriptive language used by those patrons of
Frescobaldi and his fellow musicians who systematically crafted standards of listen-

3 Girolamo Frescobaldi, Il primo libro di capricci fatti sopra diversi soggetti, et arie in parti-
tura [...] Rome: Luca Antonio Soldi 1624, [3]. Translations throughout are mine unless otherwise

indicated.
4 I am here using the term "musicking" as defined by Christopher Small (Musicking: The

Meanings of Performing and Listening, Hanover: University Press of New England 1998), the

notion that musical activity can consist of a variety of actions, some consisting of production of
sound, others relating to the reception and fostering of sound production; with Small I contend
that early modern elite communities considered non-sound-producing actions at least as

relevant to the cultural meaning of the event as the creation of sound.

5 The recording was still available at www.youtube.com/watch ?v=art31Z5iDtA on 15

February 2020. At the symposium where this essay was originally presented, the ensemble

Concerto di Margherita performed "Voi partite" and "Aria Frescobalda" by Frescobaldi at the

conclusion of the presentation.
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ing practice, and the continuing discursive field created by the musical acumen
of performers as well as scholars who have been making expressive sense of this
music in the last half century. My approach draws inspiration from scholars who
have trusted their own insights as active performers as useful interpretative
springboards into early modern repertories. Singer-musicologist Richard Wist-
reich reflects directly on this perspective in his essay on singing Monteverdi in a

recent essay collection about the Italian grand tour:

Can I, as a singer myself, combine historical enquiry with my knowledge of the voice and

of singing to develop some genuinely empathie and productive relationship with the now
forgotten singers of the vocal music of the 16th and 17th centuries, from which new

insights can emerge ?'

Astute polymaths who have pursued similar intersections of performative and

scholarly epistemology in the context of early modern Italian repertories include
Laurie Stras, Nina Treadwell, Rebecca Cypess, and of course many others.7

My own epistemological insights are not as a performer, however, but as a

listener - one, in particular, who has for some time tried to dwell with the

strategies and rationales of early modern Italian virtuosi, connoisseurs of elite

experience, especially within the contexts of masculine sociable self-fashioning
that was essential to the culture of the Roman Curia and other powerful institutions

of the early Seicento.8 My goal, as a listener and writer, is to offer a possible

path into developing the kinds of "genuinely empathie and productive" relationships

with the listening virtuosi of the early Seicento whose engagement with the

music of Frescobaldi and his contemporaries fostered not only the development
of musical innovation but also a changing role for the actively engaged listener.

Further, given that early modern performing and listening virtuosi expanded
their creative musicking through collaborations of sound and word, I propose
that our scholarly engagement with the meanings of these repertories can fruitfully

expand to resonate in more complex ways with our performer-colleagues'
sonic experimentation on the field of historically-informed practice.

6 Richard Wistreich, "High, Middle, and Low: Singing Monteverdi", in: Passaggio in Italia:
Music on the Grand Tour in the Seventeenth Century, eds. Dinko Fabris and Margaret Murata,
Turnhout: Brepols 2015, 65-84: 68.

7 In addition to Cypess, "Frescobaldi's Toccate e Partite" (see n. 1); see also Nina Treadwell,

Music and Wonder at the Medici Court: The 1589 Interludes for La Pellegrina, Bloomington:
Indiana University Press 2008; and most recently Laurie Stras, Women and Music in Sixteenth-

Century Ferrara, Cambridge, UK: Cambridge University Press 2018.

8 Andrew Dell'Antonio, Listening as Spiritual Practice in Early Modern Italy, Berkeley, CA:

University of California Press 2011.
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Poetic Performance of Virtù

As I have outlined elsewhere, much of the elite masculine connoisseurship-prac-
tice - the performance of virtu - that was essential to the cultural production
and standing of these individuals took place in accademie, social gatherings rather
similar to the symposia where twenty-first-century scholars frequently gather to

present their insights - partly to each other, partly to those who come to witness
the "scholarly performances", as was also the case in early modern Italy.9 Like
those of us who are contemporary scholars, the virtuosi depended for their social

standing and advancement on the presentation of verbal knowledge that would
be understood as continuing and reaffirming a conversazione among peers. Like

us, the virtuosi gained and maintained their peer-status through distinction of
training and rhetorical craft, showing themselves to be worthy of continued
financial and social support by those in a position to provide generous compensation.

Like us, the virtuosi sometimes displayed their rhetorical prowess in
extended prose "discorsi" or "lettere" that were designed to be read aloud as well as

eventually published with the seventeenth-century equivalent of scholarly apparatus.

Unlike us, they often trafficked instead in shorter forms, customarily in
verse: sonetti, madrigali, canzoni.

There are a few extant discorsi on music by these academic virtuosi - those

by Vincenzo Giustiniani, Pietro Delia Valle, Severo Bonini, and Grazioso Uberti
have been examined carefully by scholars yielding useful evidence on specific
musicians and practices, and in my own work I likewise undertook to unpack a

similar discorso by prominent Roman virtuoso, poet, and Barberini protégé Lelio
Guidiccioni for analogous information.10 In trying to make sense of the information

about listening provided by Guidiccioni's discorso, I repeatedly encountered
the same kind of ambiguity and opaqueness that has caused fruitful if contentious

discussion in Frescobaldi's prefaces. This lack of directness about musical

specificity was initially frustrating, not just to me but to colleagues to whom I
presented Guidiccioni's insights: following Claudio Annibaldi's perspectives on
Guidiccioni's fellow academician Cardinal Pietro Aldobrandini, they suggested
that Guidiccioni may not truly have been interested in specific musical experience,

but was rather a "political patron", displaying musical interest in the
abstract because it was politically expedient to do so. But multiple other points of
evidence seemed to point to a significant musical engagement on Guidiccioni's

part : beyond his being the recipient of his fellow academician Pietro Delia Valle's

9 Briefly on accademie, virtu, and musical listening in early modern Rome, see Dell'Antonio,

Listening as Spiritual Practice, 44-46. When this essay was originally presented at the

Symposium Stimme - Instrument - Vokalität, this passage was more specifically directed at the

cohort of scholars and performers who had gathered for the symposium.
10 Dell'Antonio, Listening as Spiritual Practice (see n. 8), especially Chapter 5.
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oft-cited Discourse on the Music of our Times, his testament left a harpsichord
explicitly linked to Frescobaldi's praise, and there are a number of other references

in his biography to discerning musical concerns."
In reflecting on the ambiguity of Guidiccioni's discorso in the context of

his role within the academic and curial communities in which Guidiccioni developed

his professional reputation as a cultural broker and taste-making virtuoso, I
found myself drawn to Guidiccioni's substantial poetic output, and to the
consideration that he was acclaimed as a translator and poetic-commenter on
Vergil. I found myself asking, what if Guidiccioni's ambiguity on musical experience

in his discorso was entirely purposeful, on the same order as the studied

ambiguity of his poetry? This led me to a consideration of early modern
academic poetry as a resource for our understanding of early seventeenth-century
listening experience.

Musicologists have remarked on the presence of several books of poetry that

were created in the early Seicento to praise musicians - most notably Adriana
Basile and her daughter Leonora Baroni, but also others, both named and
unnamed.12 Spécifie passages in selected poems from such collections have been

quoted in scholarly discussions for their direct reference to musical practice,
though those references have been characterised as vague and lacking the specificity

of musical content that one can find in the writing of musicians like Fres-

cobaldi. We might consider a few of these poems here before moving on to a

discussion of their overall characteristics; first, two poems from the collection
Teatro delleglorie delta Signora Adriana Basile:

11 For Annibaldi's argument about "political patronage", see Claudio Annibaldi, "II mece-

nate 'politico': sul patronato musicale del Cardinal Pietro Aldobrandini", in: Studi musicali 16;

17 (1987), 33-94; 101-76. For my discussion of Guidiccioni in counterpoint, see Dell'Antonio,

Listening as Spiritual Practice (see n. 8), especially 95 ff.

12 For a recent brief reference see Christine Jeanneret, "Gender Ambivalence and the

Expression of Passions in the Performances of Early Roman Cantatas by Castrati and Female

Singers", in: The Emotional Power ofMusic: Multidisciplinary Perspectives on Musical Arousal,

Expression, and Social Control, eds. Tom Cochrane, Bernardino Fantini, and Klaus Scherer,

Oxford, UK: Oxford University Press, 85-102, 90; and especially Amy Brosius, "II Suon, lo

Sguardo, il Canto: Virtuose of the Roman Conversazioni in the Mid-Seventeenth Century",
PhD dissertation, New York University 2009, which focuses on the Neapolitan-Roman virtuose

more broadly.
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DelValtezza Serenissima del Duca di Mantova Ferdi-

nando Gonzaga

L'armonia del Cielo Echo délia voce délia signora

ADRIANA Basile

Non è musico il Cielo

Dove spiega ADRIANA il dolce Canto,

Ma fermo tace in tanto ;

Et se pur laite Rote

Forman soavi armoniose note

No '1 creder no, che sia

Del Ciel propia armonia,

Ma di questa gentil Serena eterna

Echo fatto al bel Canto il Canto alterna.13

By his most serene highness the Duke ofMantova,

Ferdinando Gonzaga

The harmony of Heaven [as an] echo of the voice of
Signora Adriana Basile

Heaven/the sky is not musical/sounding/musician

Where/when ADRIANA unfolds her sweet song,

But rather it remains quiet and still then/there;

And if the high/remote wheels

Form sweet harmonious notes

Do not believe that it be

Harmony from the Heavens/sky itself,

But rather song echoing the sweet song

Of this gentle eternal Siren.

Del signor Cavalier Gio. Battista Marino
È rapito al Cielo dal Canto della Sig. Adr.

Ahi che veggio? Ahi che sento? Hor ben son io

Ne le flamme beato, e nel tormento,
La concordia del Cielo in terra io sento

Veggio le Stelle, è [sic] il Sol, gli Angeli, e

Si soave, e si dolce ascolto e spio

Con l'occhio ingordo, e con l'orecchio intento

Il bel sembiante, e '1 musico Concento,

Che il Mondo abborro, e me medesmo oblio.

Vinto da la dolcezza, e dal piacere

A gli accenti del Canto, à i rai del viso

L aima vien meno, il cor languisce, e pere.

E da la spoglia sua sciolto, e diviso

Mentre che spatia il senso infra le sfere

È rapito lo spirto in Paradiso.14

By Cavalier Giovanni Battista Marino
Ravished to heaven by Signora Adriana s song

What do I see? What do I hear? Truly now am I

Blessed within flames, and within torment

On earth I hear the concord of the Heavens,

I see stars, the sun, angels, and [God].

So delicate and sweet I hear, and see

With greedy eye and focused ear

The lovely visage, the musical harmony,

That I abhor the world and forget myself.

Overcome by sweetness and by pleasure

The soul faints, the heart languishes, perishes

At the sounds of her song, the rays of her face.

And separated, divided from its spoils

While the senses travel through the spheres

The spirit is ravished to paradise.

Then one from the collection of poems gathered to honour her daughter Leonora

Baroni (we will return to other poems in this collection below):15

13 Gino Doria (ed.), Teatro delle glorie della signora Adriana Basile. Alla virtù di lei dalle

cetre de gli Anfioni di questo secolo fabricato, Venetia e ristampato in Napoli: [s. n.] 1628, 15.

14 Ibid., 53.

15 L'idea della veglia. Roma: Heredi di Corbelletti 1640.
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Si esortano i Poeti à celebrar la Signora Leonora

Baroni

Cigni, che di Caistro, e di Cefiso

Sù le sponde fiorite il canto alzate,

A le chiare del Tebro onde beate

Pronti venite a l'armonia d'un viso.

Sta quivi Amor, quasi in suo trono assiso,

Di quell volto scrivete : in van sperate

Trovar pari à la sua vaga bel täte,

S'Amor non apre in terra un paradiso.

Se Leonora dal ciel quà giù scende

Ad imitar con musical canora

L'armonia di quel ciel, da cui dipende,

A ragione sul Tebro hoggi l'honora

Schiera de'Cigni, e suo bel sol, che splende,

Quasi nume divin, devota adora.16

Poets are invited to celebrate Signora Leonora

Baroni

You swans who raise your songs

On the flowery shores of Caistrus and Cephissus,

Quickly come to the harmony of a face

On the clear blessed waves of the Tiber.

Love dwells here, as if seated on his throne,

Write of that face; in vain you may hope

To find a beauty comparable to hers,

Unless Love opens paradise on earth.

If Leonora comes down here from heaven

To imitate with singing music

The harmony of the heavens on which she depends,

Rightly a gathering of swans honours her

On the Tiber, and devotedly adores

Her beautiful sun, shining almost as a divine being.

And finally one from a collection of poems by Lelio Guidiccioni, to which we
will return again below, in this case praising "il canto di un virtuoso" - an
unnamed male singer, perhaps a castrato

Sopra il canto di un Virtuoso.

Nè in fonte mormorar liquidi argenti,

Nè Rosignolo in su le verdi fronde,

Nè Cigno in laco, ô per marine sponde

Rinovare Alcion dolci lamenti.

Nè di Sirena, o pur d'Orfeo gli accenti

Ch'il gran patto impetrö da le negre onde;

Nè di colui, che luce al giorno infonde,

Il canto allhor, che custodia gli armenti;

Spirto immortal, più si rammenta, ö apprezza;

A par del tuo, ch'amor ne'i cori accende,

Sprona i lenti, erge i vili, e i duri spezza;

Santé Sfere del Ciel, gratie à voi rende

Stupido il Tebro, è immoto à la dolcezza

Del suon, ch'è vostro, & sol da voi discende.17

On the Song of a Virtuoso

Nor liquid silver murmuring in a fountain,

Nor nightingale on green branches,

Nor swan in lake, or on sea shores

The recurring sweet laments of Halcyon;

Nor Siren's song, nor that of Orpheus,

Who took the great pact from the black waves ;

Nor the song of he who gives light to the day

At the time when he guarded the flocks ;

Immortal spirit, is more memorable or valued

Compared to yours, which lights love in hearts

Spurs the slow, raises the lowly, breaks the tough ;

Holy Heavenly spheres, to you the Tiber

Gives astonished thanks, motionless at the sweetness

Of the sound that is yours, and flows only from you.

16 Ibid., 126.

17 Lelio Guidiccioni, Rime di Lelio Guidiccioni, Roma: M. Manelfi 1637, 112.
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Scholars have often characterised poems such as these as "academic" in the

negative sense - drawing on metaphorical commonplaces, very similar to one
another in imagery and gesture, and ultimately almost formulaic in their repetitive

iteration of very similar tropes : Frederick Hammond's remark that "certain
terms of description and approval recur constantly, suggesting that the mere

presence of the thing described was more important than its quality" is representative

of accounts of this tradition of poetry and other writing in response-praise
of musicians and their performances.18 This may be, perhaps, why scholars seem
heretofore generally not to have considered the poems a useful resource for our
specific understanding of musical activity in the early Seicento.

I would suggest, however, that in these poems the academic virtuosi left traces

of their listening practice - not by descriptions of musical-technical terms,
but through the poetic and linguistic patterns in their verse, which like Fres-

cobaldi's keyboard musical practice was designed to convey the impression of
extempore creativity despite being carefully planned and rehearsed. Cypess

suggests that Frescobaldi's variation-set partite in particular provided

models for the engagement and reengagement with a single idea, a single musical

"object" - from multiple perspectives. The notion that there might be multiple ways of
approaching a single phenomenon, whether in nature or in art, was a key concept for

philosophers, patrons, and amateur academicians of the early seventeenth century.1'

The many poems in honour of musicians likewise consisted of multiple models

of "engagement and reengagement" with the musicking experiences of hearing
the musicians sing and play, experiences often mediated by other poems by
fellow academician virtuosi, which like the music they reflected on were also regularly

"performed" out loud. This created an ongoing discourse-about-music that

performed social cohesion as well as individual expertise among the poetically-
musicking noble virtuosi-, or to draw on Mario Biagioli's formulation, "the
experience of oneself as a distinct individual resulted from a subjectivity constituted

by peer-recognition of one's social distinction - a subjectivity one developed

precisely by being enmeshed in a tightly interconnected social figuration".20
Musicking in this context comprised the creation and spoken performances of
poems intertwined with the composition and performance of arie, toccate, and
such.

18 Fredrick Hammond, Music and Spectacle in Baroque Rome: Barberini Patronage under

Urban VIII, New Haven, CT : Yale University Press 1994, 105.

19 Cypess, "Frescobaldi's Toccate e Partite", 105.

20 Mario Biagioli, "Etiquette, Interdependence, and Sociability in Seventeenth-Century
Science", in: Critical Inquiry 22 (1996),193-238: 206.
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Commonplaces and Creativity

Like Frescobaldi's works, the poems written/performed about musicians by the

literary virtuosi also relied on the fruitful tension between repertories of rhetorical

commonplaces and the creative individuals ability to manipulate those

commonplaces into expressive gestures that would simultaneously allude to a common

language familiar to the listener and convey the creative individuals

mastery of novel manipulation of that language. This was a practice that relied

on the listener's memory of past iterations of similar formulae as a field onto
which new iterations could be perceived as both legitimate ("playing by the

rules") and creative ("expanding the field of possibilities") - one among many
such practices that were at the foundation of the systems of communication and
social exchange in early modern Italy.21 In other words, these poems are expressive

not despite their formulaic nature but because of it - just like the

Romanesca, for example, was a performers locus for display of individuality
within a commonly understood set of potential procedures.22

Frescobaldi's own invention of an instrumental aria ("La Frescobalda")

alongside his engagement with the more widespread arie such as Ruggiero and
Romanesca provides another useful analogy, since it participates in the sonic-

linguistic conventions of well-established arie while offering a syntactical
variant.23 We will return to "La Frescobalda" below. For now, let us briefly consider
Christine Jeanneret's excellent description of the modularity of musical gestures
in Frescobaldi's music, since I will be suggesting that poems by the listening
virtuosi follow a similar modular approach:

Rather than calling them concordances', these simple gestures, repeated again and again
in the manuscript, are perhaps better termed 'modules'. They function as building blocks

of the composition, juxtaposed one after the other, and represent formulas that were
assimilated by the musician over the years and were used at the first stage ofwriting.24

21 For a systematic discussion of this type of tension between template/commonplace and

creativity/individuality in the art of correspondence of early modern Italian elites, see Amedeo

Quondam (ed.), Le "carte messaggiere". Retorica e modelli di comunicazione epistolare: Per un
indice dei libri di lettere del Cinquecento, Rome: Bulzoni 1981; and Gigliola Fragnito, "Buone

maniéré e professionalità nelle corti romane del Cinque e Seicento", in: Educare il corpo, edu-

care la parola nella trattatistica del Rinascimento, eds. Giorgio Patrizi and Amedeo Quondam,
Rome: Bulzoni 1998, 77-92.
22 For an excellent discussion of the expressive potential of the romanesca within and

because of formulaic expectations, see Suzanne G. Cusick, Francesca Caccini at the Medici Court:
Music and the Circulation ofPower, Chicago: University of Chicago Press 2009, Chapter 7.

23 Girolamo Frescobaldi, II secondo libro di toccate, canzone, e versi d'hinni [...], Rom: Bor-
bone 1637, 80-82.
24 Jeanneret, "Places of Memory and Invention" (see n. 1), 72.
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How does Frescobaldi's modular approach described so elegantly by Jeanneret
find resonance in the poetic musicking of his patrons Some of the poems by the
virtuosi specify that they are intended "per musica" - see for example this can-
zonetta by Lelio Guidiccioni:

Per Musica To be set to music

Dove sono i desiri Where are the desires,

Fonti de' dolci affetti, Sources of sweet emotions,

Le speranze, i diletti, Hopes, and delights,

Tregua de' miei martin? That gave rest to my martyrdom
Dove le liete lagrime, e i sospiri? Where the happy tears and sighs

Con fuggitivo piede With fleeing foot

Ita è la gioia à volo ; Joy has flown ;

Sol grave, e amaro duolo Only harsh, bitter pain

Tutt'hor mi punge, & fiede, Always stings and wounds me,

Dov'è l'usata, Amor, cara mercede Where, Love, is the dear mercy of the past?

Dov'è il bel lume adorno, Where is the lovely adorned light,

Et gli atti, & le parole And the actions, the words

Di quel terreno Sole, Of that earthly sun

Ch'al Sol faceva scorno That put the sun to shame

Dov'è per me l'Aurora, & dov'è '1 giorno Where is dawn for me, where is the day?

Anni ingordi, & fugaci, Greedy, fleeting years,

Fugaci più ch'il vento, Fleeting more than the wind,

Di voi mi lagno, & pento, I regret and complain about you,
De' miei desir fallaci, Of my false desires,

Dove son hor d'Amor l'arco, & le faci ?25 Where are now the bow and arrows of Love?

While I have not been able to locate any contemporaneous setting of this specific
canzonetta, its metric shape and overall stanzaic form is very similar to that of
other canzonette of the type that both Robert Holzer and Cory Gavito have
documented as culturally pervasive among Italian elites during the flowering of
Chiabreran aesthetics under the sponsorship of the Barberini.26 Holzer makes a

compelling argument that Chiabreran canzonetta verse was often written with
musical setting in mind;27 I would go further in suggesting that the verbal ges-

25 Guidiccioni, Rime (see n. 17), 46.

26 Robert Rau Holzer, "Music and Poetry in Seventeenth-Century Rome: Settings of the

Canzonetta and Cantata Texts of Francesco Balducci, Domenico Benigni, Francesco Melosio,
and Antonio Abati", PhD dissertation, University of Pennsylvania 1990; Cory M. Gavito,
'"Quasi industre giardiniero': Giovanni Stefani's Amorosi Anthologies and their Concordant

Sources", in: The Journal ofMusieology 33 (2016), 522-568.
27 Holzer, "Music and Poetry in Seventeenth-Century Rome" (see n. 26), 33.
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tures of canzonetta texts are themselves sonically suggestive within a poetic-
musical aural landscape in which canzonette were customarily encountered as

song. Given that Guidiccioni would have heard many such canzonette
performed during the years in which he and Frescobaldi shared the patronage of the

Barberini circles, it is entirely possible that he envisioned (en-audited?) his verse

- whether specifically designated as per musica or not - with the sonic qualities
of musicians'voices (and their self-accompanying touch) in mind.

It is furthermore not incidental that the texts that were being sung for literary

virtuosi such as Guidiccioni were texts of their own crafting, to which those

virtuosi then responded with new texts - the musicking exchange was one that
was grounded in the performed nature of the poetic text, since even those poetic
texts that were not sung were usually recited aloud, their rhetorically vocalised

instances echoing the fully-sung iterations. In between the professional singers
expressive intensity and the virtuoso poet-orator's verbal display there was the

tradition of intoned poetic recitation to the chitarra spagnola through harmonic/
melodic arie that continued the cantar versi and cantasi come tradition from
previous generations.28 Poems manifested more or less directly as songs, and

songs generated new poems that could themselves become songs; the musicking
process was creatively dynamic and increasingly specialised as singer-composers
became responsible for conveying poems with sonic intensity that the poetic
virtuosi could then experience, remember, and process through their versification,
and hand over again to the singers and musicians to build the circuit of
exchange. Or in the words of poet Domenico Benigni 1596-1653), who provided
the introduction for - and may have been the principal editor of - the collection

in praise of Leonora Baroni L'Idea delta Veglia, "Eloquence knows how to
celebrate its treasures among the delights of music".29

Singers occasionally wrote poems of their own - verbal performance was a

more prestigious currency than musical performance - especially to assert their
place within the circles of distinction. See for example this poem attributed to
renowned virtuosa Leonora Baroni from the closing pages of L'idea delta veglia,
the book of verse published in her honour in which several of the poems above

also appeared:

28 See for example Margaret Murata, "Guitar Passacagli and Vocal Arie", in: La monodia in

Toscana alle soglie del XVII secolo. Atti del Convegno di Studi, Pisa, 17-18 Dicembre 2004, ed.

Francesca Menchelli-Buttini, Torino: ETS 2007, 81-116; Cory Gavito, "Oral Transmission and

the Production of Guitar Tablature Books in Seventeenth-Century Italy", in: Recercare 27

(2015), 185-208; and Gavito, "Quasi industre giardiniero" (see n. 26).
29 "Fra le delitie della Musica, sa l'eloquenza ancor essa far pompa de' suoi thesori", L'idea

della veglia (see n. 15), 16.




















