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MUSIC FROM VENICE AND MANTUA 

PROGRAM 

Sinfonia - Gagliarda 
'La Massara' (1608) 

Lamnatseah binginot mizmor shir 
(Hashirim asher lish'lomo, 1622-3) 

Sinfonia (1608) 

Salamone Rossi 
(1570-1630) 

Salamone Rossi 

Salamone Rossi 

Ecco mormorar l'onde Claudio Monteverdi 
(Il secondo libro de madrigali, 1590) (1567-1643) 

Canzon Septimi toni 
(Sacrae symphoniae, 1597) 

Giovanni Gabrieli 
(1553-1612) 

Sfogava con le stelle Claudio Monteverdi 
(Il quarto libro de madrigali, 1603) 

O come sei gentile Claudio Monteverdi 
(Concerto: settimo libro de madrigali, 1619) 

Gerry Prody & Helen Nutter, sopranos 
Lynn Powell, harpsichord 

Canzon Duodecimi toni Giovanni Gabrieli 
(Sacrae symphoniae, 1597) 

sl, ch'io vorrei morire Claudio Monteverdi 
(Il q uarto libro de madrigali, 1603) 

Lamento della Ninfa Claudio Monteverdi 
Non avea Febo -- Amor, dicea -- Sitra sdegnosi 
(Madrigali guerrieri e amorosi, 1638) 

Sandra Lipsman, soprano 
John w. Ostrom, Richard Brunner, Thomas Estes, tenors 

Lynn Powell, organ 

0 quam suavis Giovanni Gabrieli 
(Sacrae symphoniae, 1597) 

Laudate pueri Dominum Claudio Monteverdi 
(Messa et psalmi, op. posth., 1650) 

INTERMISSION 

Con che soavitA Claudio Monteverdi 
(Concerto: settimo libro de madrigali, 1619) 

Gerry Prody, soprano 
Ensemble directed by Diane Steinhaus 

Canzona Andrea Gabrieli 
Dona Lee Brandon, organ (1510-1586) 

Magnif icat Claudio Monteverdi 
(Vespro della Beata Vergine, 1610) 

Lamnatseah binginot mizmor shir (Psalm 67) 
God be gracious unto us, an d bless us; May he cause His face to shine upon 
us; Selah. That Thy way may be known upon earth, Thy salvation among all 
nations. Let the peoples give thanks unto Thee, 0 God; Let the peoples 
give thanks unto Thee, all of them . O let the nations be g lad and sing for 
joy; For Thou wilt judge the peoples with equity, and lead the nations upon 
earth, Selah. Let the peoples give thanks unto Thee, O God ; Let the 
peoples give thanks unto Thee, all of them. The earth hath yielded her 
increase; May God, our own God, bless us. May God bless us; And let all 
the ends of the earth fear Him. 

Ecco mormorar l'onde 
The waves already murmur, leaves and bushes whisper, in the morning breeze. 
On the green branches sweetly sing the little bir d s. The East smiles, 
already dawn is rising, casting its reflection on the ocean and brightening 
the sky. Into pearls it changes the sweet dew, and steeps in gold the high 
mountains. O beautiful, fair dawn; the morning breeze is your messenger, 
and you are hers, which refreshes every burning heart. (Torquato Tasso) 

Sfogava con le stelle 
One tormented by love cried out his sadness to the stars under the night 
sky, saying as he gazed upon them, "O beauteous images of the one I adore, 
as you show me her rare beauty while you shine, so show to her my living 
ar dour. With your semblance of gold you would make her full of pity, as 
you make me full of love." (Ottavio Rinuccini) 

O come sei gentile 
O how sweet you are, dear little songbird; how similar is my lovelorn state 
to your captivity. I am a prisoner, you are a prisoner; you sing, I sing; 
you sing for her who keeps you prisoner, and I sing for her too. But in 
one respect my woeful fate is different: the singing life agrees with you, 
you live as you sing, but as I sing, I die. (Giovanni Battista Guarini) 

sl, ch'io vorrei morire 
Yes I should like to die now that I kiss, o love, the beautiful mouth of my 
beloved one. Ah! dear sweet tongue, give me such moisture as will make me 
die for the sweetness I feel in my breast. Ah, my iife! Press me close to 
your white breast until I faint. Ah, mouth! ah, kisses! ah, tongue! I say 
again, yes, I should like to die. 

Lamento della Ninfa 
Phoebus ha d not yet brought day to the world when a maiden came forth from 
her house. Her sorrow showed in her pale face; great sighs would break 
from her heart as she gathered flowers and crumpled them; wandering here 
and there, thus she wept for her lost love: "Love!" she cried, pausing and 
looking up to heaven; "Amor, where is the fidelity that the betrayer swore? 
Send back my lover, as he once was; or kill me, so that I may no longer 
torment myself. Ah, wretch that I am! No, no further, I cannot bear so 
much coldness. By the gods! No longer will I have these sighs -- unless 
from afar -- no, no, nor these torments speak to me. If I torture myself 
for his sake, he is unmoved, and if I flee from him, he will again bid me. 
Even though he who is not mine has a pleasing smile, Love has not endowed 
his heart with equal fidelity. Never will you receive such sweet kisses 
from that mouth, and none more tender; -- ah, say no more, you know it only 
too well." Thus proudly lamenting, her voice rose up to heaven. So in the 
hearts of lovers, Love mixes fire and ice. (Ottavio Rinuccini) 



Laudate pueri Dominum (Psalm 113) 
Praise the Lord ye servants: 0 praise the Name of the Lor d . Blessed be the 
Name of the Lord: from this time forth for evermore. The Lord's Name be 
praised: from the rising up of the sun unto the going do wn of the same. 
The Lord is high above all heathen: an d his glory above the heavens. Who 
is like unto the Lord our God, that hath his dwelling so high: and yet 
hurnbleth himself to behold the things that are in heaven and earth? He 
taketh up the simple out of the dust: and lifteth the poor out of the mire; 
that he may set him with the princes: even with the princes of his people. 
He maketh the barren woman to keep house: and to be a joyful mother of 
children. Glory be to the Father, and to the Son, and to the Holy Ghost: 
as it was in the beginning, is now, and ever shall be, world without end, 
Amen . 

Con che soavit1 
With what s weetness it is , O scented lips, that I both kiss and listen to 
you; but if I enjoy the one pleasure , the other is denied me. My soul 
longs for both these your delights, yet having the one negates the other. 0 
dearest kisses, o sweet words! What wonderful harmony there might be if you 
could combine the sweetness of both together: kissing words, and talking in 
kisses . (Giovanni Battista Guarini) 

Magnificat 
My soul doth magnify the Lord: and my spirit hath rejoiced in God my 
Saviour. For he hath regarded: the lowliness of his handmaiden. For 
behold, from henceforth: all generations shall call me blessed. For he 
that is mighty hath magnified me: and holy is his name. And his mercy is 
on them that fear him: throughout all generations. He hath showed strength 
with his arm: he hath scattered the proud in the imagination of their 
hearts. He hath put down the mighty from their seat: and hath exalted the 
humble and meek. He hath filled the hungry with god things: and the rich 
he hath sent empty away. He reme mbering his mercy: hath holpen his servant 
Israel. As he promised to our forefathers: Abraham and his seed for ever. 
Glory be to the Father and to the Son: and to the Holy Ghost. As it was in 
the beginning, is now, and ever shall be : world without end, Amen. 
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Claudio Monteverdi was born at Cremona in 1567, the son of a physician. By 1582, at the age of 15, 
he had already pub I I shed his first works. The year 1590 coincided with the pub I ication of his second 
book of madrlgals and his appointment as a string player to the household of Vincenzo I, Duke of Mantua. 
In 1602 Monteverdi became "maestro del la musica" to the Duke, a positlo~ he was to retain until his dis­
missal by Vincenzo's successor, Francesco 11. In 1613 Monteverdi moved to Venice where he assumed the 
prestigious position of "maestro di cappel la" at St Mark's Basi I ica, where he was to remain unti I his 
death in 1643 at the age of 76. 

There is no doubt that Monteverdi was the greatest composer ~f his age. Though he was branded an 
incompetent contrapuntist by reaction I st critics in his own time, his experiments were initially at least 
firmly anchored in the traditional forms and styles he inherited from such composers as Rore and Wert. 
The second book of madrigals (1590) ls assured in technique. The chosen verse in the courtly tradition 
of Tasso is rich in imagery, important phrases are given ample development, and a sure sense of pro­
portion infuses the whole (Ecco mormorar I 1onde). Eleven years separate the third and fourth (1603) 
books of madrigals. During this period Monteverdi turned to the Introverted and complex verse of Guarini 
and Rinuccini which required a new approach. Instead of concentrating on concrete images al lowing ob­
vious equivalents in music, Monteverdi sought both to make the works audible and to express their em­
otional meaning. Declamatory passages and angular lines to underline the astringencies of the verse show 
Monteverd JI s indebtedness to Wert. But it is in the unusua I, though I og l ca I, use of dissonance which 
informs the madrigals of this period (Sfogava con le stet le, s), ch 1 io vorrei morlre) that gave Mon­
teverdi the reputation of being a progressive composer (irregularly resolved suspensions, freely treated 
chords of the 7th and 9th, and chords made up of as many as five adjacent notes of the scale). Mon­
teverdi's seventh book of madrigals (Concerto, 1619) is devoted to genres developed since 1600. The bulk 
of the works are virtuoso duets which now replace the five-voice madrigals as the medium for the 
sophisticated psychological expression of a wide range of emotions CO come sei gentile). There are also 
examples of solo recitative In the Florentine operatic style, and a completely novel piece (Con che 
soavit~) scored for solo soprano and three contrasting groups of instruments in which the interest lies 
I ess in the voca I Ii ne than l n the ka I el dos cope of var I ed sonor It i es. Monteverd JI s I ast book of 
madrigals (Madrigals of Love and War, 1638) ls a retrospective collection of works written over a period 
of 30 years and appears as a man I festo for h Is theor I es of the three sty I es of humours: anger, mod­
er at I on, and humility. The Lamento delta Ninfa is a work in the theatrical style ( 1genere 
rappresentativo 1 ) which develops the mood of loneliness with extraordinary Imaginative power. It is a 
triptych whose main central section, a soprano lament over a four-note ground bass, Is framed by an 
introduction and conclusion that set the scene. 

Monteverdi's religious music parallels in style his secular works and is equally varied. Laudate 
puerl, Dominum is a psalm sung at Vespers and comes from a large collection of sacred music written dur­
ing his years in Venice. The Magniflcat, the Canticle of the Virgin, which concludes Vespers, ls the 
second of two that Monteverdi published ln 1610. Unlike Its more extravagant sister work which requires 
a large number of instruments, it ls scored for organ and, unusually, Monteverdi specifies the stops to 
be used. It ls a sectional work exploiting duets, trios and full chorus Into each of which Is inserted 
the plainsong melody of the liturgy which dominates the cyclical ground plan of the entire setting. 

Giovanni Gabrleli's first music Instruction was with his uncle Andrea Gabriell, and later, like many 
North Italian musicians of the day, he spent some time at Munich as apprentice to Lassus. On his return 
to Venice he was appointed organist at St Mark's Basilica, a position he retained until his death. 
Although Giovanni published a number of madrigals he remained primarily a church musician and composer. 
Like his contemporaries Titian and Tintoretto, the polychrome splendor of Giovanni's grand manner was em­
inently suited to the imperial aspirations of the Repubf le of Venice. His motets, many of which set 
texts sung on the major Venetian state festivals are for two or more choirs, often cal ling for doubling 
o~ independent instrumental ensembles. The instrumental canzonas are remarkable for developing a more 
truly abstract idiom. Formal patterns are of decisive importance and most use da capo technique or rondo 
structure, sometimes approaching Baroque concerto first-movement form. 

Salamone Rossi was a Jewish musician who spent his entire professional career at Mantua. He had 
strong connections with the Gonzaga court and on several occasions collaborated with Monteverdi ln the 
composition of music for court festivities. His music reflects current taste at Mantua, though it Is 
conservative in style. Tradltlonal approaches certainty characterize Rossi's col lectlon of Hebrew 
psalms, hymns and synagogal songs, though his instrumental music, with its prominent equal upper parts 
and supporting bass, made an important contribution to the evolution of the Baroque trio sonata. 




























































