PROGRAM NOTES
In his preface to toccate e partite d’intavolatura, Girolamo Frescobaldi
provides a list of technical advices for the performance of the works in the
volume. His very first advice, however, is also of great conceptual
importance since it compares the performance of his keyboard works to the
performance of “modern madrigals”.
For Frescobaldi in 1615, “modern madrigals” are not the complex
polyphonic renaissance works that we tend to associate with the term
nowadays (even though he had written his fair share of those). Instead, he
is referring to what we usually call monodies : pieces for a single voice with
continuo accompaniment, written in a new style that was born around the
turn of the century, almost hand in hand with the birth of the opera. This
style was known by several names, developed and used by quite a few
composers (most prominently by Claudio Monteverdi), and frowned upon
by many others.
The main feature of this “modern” style is incorporation of rhetorical and
emotional elements from the text, into the music. This is achieved through
two kinds of freedom. first, by giving up on complex polyphony, the music
can be more rhythmically free and much more speech-like (those pieces are
often described, anachronistically, as “recitative-like”). The second kind is
the freedom the composers took by using unprepared dissonances, and
otherwise disobeying the rules of counterpoint. The justification for those
was always a harsh emotion or mood in the text, that demanded a musical
equivalent in the form of a harsh dissonance. Furthermore, the texts these
composers chose to work with often featured rapid and extreme changes of
mood. This is also reflected in the music, which requires the singer to be
able to change his entire attitude quickly, frequently and extremely.
On the more theoretical side, the huge and varied collection of rhetorical
gestures known to the intellectuals of the time were translated to equivalent
musical gestures that were used in abundance by the “modern” composers.

A similar thing happened to the catalogue of moods or emotions, although
here the correspondence to musical elements was generally more vague.
How does one apply these principles to instrumental textless music, as
Frescobaldi demands? It was this question that motivated this program,
which includes a representative selection of Frescobaldi’s music for the
harpsichord, performed alongside several “modern madrigals” from
various composers.

Fortunato augellino is the earliest madrigal in the program, and indeed,
among the very first examples of the “modern” style in general. It was
published in 1602 in Le Nuove Musiche by Giulio Caccini – a collection
famous among singers not only because of the monodies it includes, but
also due to the detailed instructions regarding singing technique and
ornamentation that appear in its preface.

Guinto a la tomba and Le Lagrime d’Erminia revolve around mythified
crusades tales based on the epic poem Gerusalemme Liberata (“Jerusalem
Delivered”) by Torquanto Tasso. Both feature a hero (or heroine)
mourning the death of a loved one, but while the one is rather abstract and
remote, the other is much more personal, immediate, and physical. This
difference in style is a result of Le Lagrime d’Erminia being a later
adaptation of Tasso’s text, and thus it is written in a “modern” style that
features more extreme emotions.

Così mi disprezzate is technically not a madrigal but an Aria. This means it
still uses the “modern style” discussed above, but the text is of a simpler,
lighter quality, with simple rhythms and symmetric rhyming patterns. This
simplicity is reflected in the music with the use of a repeated rhythmical
bass-line called Basso di Passacaglia, which is interrupted with sections that
are freer and more speech-like.
The famous Lamento d’Arianna is the only music survived from
Monteverdi’s opera L’Arianna. It is considered by many (including
Monteverdi himself) to be the most successful and effective example of the
power of the “modern style” to create this intimate relation between text
and music. The plot is based on mythology, and centers around Ariadne

being betrayed by her lover Theseus: after having fought the Minotaur and
fled the Labyrinth together, he leaves her to die on the island of Naxos and
sails on to Athens without her, and this is when she sings her Lament.

Se l’aura spira is probably the most well-known of Frescobaldi’s arias. like
Così mi disprezzate, it is of a light and simple character, and this has
implications in terms of rhythm and metrical symmetry. Here there are no
declamatory sections at all, and the entire aria is rhythmical and structured.
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G. Caccini

Fortunato augellino

(1551-1618)

from le nuove musiche (1602)
Text by O. Rinuccini (1562-1621):

Guinto a la tomba
from Le Musiche, Libro 3 O (1618)
text by Tasso (Gerusalemme Liberata,
Canto 12, stanza 96):

Toccata terza F 2.03
from toccate e partite d’intavolatura,
Libro 1O (1615)

Translation by Guy Pardo:

S. D’India
(c. 1582 - before 1629)
translation by Edward Fairfax (1600):

G. Frescobaldi
(1583-1643)

Toccata decima F 3.10
from toccate e partite d’intavolatura,
Libro 2 O (1627)

G. Frescobaldi
(1583-1643)

Le Lagrime d’Erminia
From Madrigali Concertati (1629)
Anonymous text paraphrased from Tasso,
Gerusalemme Liberata, Canto 19, 104-105:

G. Rovetta
(c. 1595/97 - 1668)
Anonymous translation:

Aria di passacaglia: Così mi
disprezzate F 7.16

G. Frescobaldi
(1583-1643)

from 1O libro d’aria musicali (1630)
Anonymous text:

Translation by William Jewson:

Capriccio sopra la, sol, fa, mi, re, ut
F 4.02
from il 1O libro di capricci (1626)

G. Frescobaldi

Lamento d’Arianna (1623) SV 2

C. Monteverdi

(1583-1643)

(1567-1643)
Text by O. Rinuccini (1562-1621):
Parte I:

Translation by J. Whybrow:
Part I:

Parte II:

Part II:

Parte III:

Part III:

Parte IV:

Part IV:

Parte V:

Part V:

Se l’aura spira tutta vezzosa F 7.15

G. Frescobaldi
(1583-1643)

from 1 libro d’arie musicali (1630)
O

Anonymous text:

Translation by Owain Phyfe:

