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xvi Glossary of Ecelesiastical Tenminology

r(ujota: the revolving enclosed wheel at the gate of a female
monastery through which food and supplies were to be passed
i e 'Rasalad: Xat :

Sacra Congreg: dei Ve e

Episcop ¢t Regularium, post-Tridentine Vatican jurisdici

body, founded 1601, successor to the Congregazione de’ Vescovi

(Congregatio Episcop this latter founded 1586), with ibly
ultimate authority over all monks, male and female, in the
Catholic world

Sfu)or: normal ttle for nuns, professe and converse, in Franciscan,
Augustinian, Humiliate, Ursuline, and other congregations, also
used for converse in Benedictine houses

vicario delle monache: Milanese diocesan official whose major task
was to itor the didon of female mc ics, an office
instituted by Carlo Borromeo

vicario generale: Eng. ‘vicar-general', the diocesan official responsi-
ble for the daily functioning and discipline of diocesan institutions
as a whole

visitation: the Council of Trent established the norm of an annual
visitation by the bishop or regular superiors to female i

the proceedings and disciplinary orders were to be recorded in
wrnting
voice, active and passive: the right to speak and be spoken to
as ipli

inside dausura, often rescinded

a di

LIST OF ABBREVIATIONS

Acta ecclesiae Mediolanensis (Milan, 1896-7)
Archivio Storico Civico, Milan
Archivio Storico Diocesano Milanese (olim Archivio
della Cunia Vescovile)
Archivio di Stato, Florence, Mediceo Prncipato
Archivio storico lombardo (Milan, 1880~ )
Archivio di Stato, Milan
Archivia di Stato, Modena
Archivio Segreto Vaticano, Sacra Congregazione dei
Vescovi e Regolan
BA Biblioteca Ambrosiana, Milan
BT Biblioteca Trivulziana, Milan
Cant. Song of Songs (with chapter and versc)
DBI Dizionario biografico degli italiani (Rome, 1962~ )
DCA Dizionario della chiesa ambrosiana (Milan, 1988-93)
fasc. fascicle
JAMS Journal of the American Musicological Society
MSDM  Memorie storiche della diocesi di Milanto (Milan, 1954—68)
NG The New Grove Dictionary of Music and Musicians, ed. S.
Sadie (London, 1980)
p-a. parte antica (in ASM, Fondo Religione and Fondo
Culto)
pb part-book
RISM Repertoire International des Sources Musicales
RSCA Ricerche storiche sulla chiesa ambrosiana (Milan, 1972~ )
SCVR Sacra Congregazione dei Vescovi ¢ Regolari

I have not expanded the following conventional abbreviations:
R.V. Reverenza Vostra

Sigre(a)  Signore/Signora

V.R. Vostra Reverenza

VS M. Vos[tra] Signona Illustrissima

Part-book and voice-type names are abbreviated as follows:
(e] Canto, Cantus




List of Abbreviations
Soprano
Alto, Altus
Tenor, Tenore
Basso, Bassus
5 Quintus
Be Basso continuo
Bp Basso principale
BpO Basso per I'Organo
Org Organo
Part Partitura

RISM sigla are used for music libraries. Clef names use the standard
letter/line system (C3 = alto clef). Pitch names are designated by the
Helmholtz system (middle C = ¢). Expansions of abbreviations in
documents are italicized; editonal additions or notes are in squarc
brackets. I have neither modernized spellings nor changed conso-
nantal i and u and vocalic j. [ have used the Vulgate numeration of
the Psalms. All lations and iph musical and docu-
mentary, are mine unless otherwise noted.

LIST OF MUSIC EXAMPLES

2.1. Anonymous, De (el traga

7.1. Cozzolani, Dixit Dominus (1630), bars 20—34.

7.2, Voice-ranges in Cozzolani's motet books

7.3. Cozzolani, Ave regina caelonum (1642), bars 206

8.1. Antegnati, Laudate puen (1592), bars 18-24

8.2. Cortellini, Laudate pueni (1595), bars 16-24

8.3. Orfeo Vecchi, Gloria Patni octavo tono all’alio (1600), bars 1-7
B.4. Gallo, Veni, electa mea (1598), bars 31—42

8.5. Soderini, Dic nobis, Mana (1598), bars 1—12

8.6. Vecchi, Salmo settimo (1601), bars 1-19

8.7. Sessa, Vartene pur (1613)

8.8. Sessa, Occhi, io vissi (1613), bars 23-31

8.9. F. Rognoni/Palestrina, Quanti mercenarii (1620), bars 39—56
8.10. Stefanini, Ave sancta vigge Marganita (1606), bars 1—10
8.11. Triumphant sanctiz (a) Ambrosian chant incipit; (b) Stefanini
(1606), bars 1-16

8.12. Baglioni, Triumphant sancti (1608), bars 33-61

8.13. Baglioni, Gaudeatius omnes (1608), bars 81—04

§8.14. G. P. Cima, Surge propera (1610), bars 66-75

8.15. Pellegnini, Tortus certamina (1619), bars 31-79

8.16. Bellazai, Vox dilecti mei (1622), bars 55-65

8.17. A. Cima, Vocem Marige (1627), bars 84-115

8.18. Grancini, Adjuro vos, filiae Jerusalem (1631), bars 34-50
8.19, Rusca, Magnificat (1630), bars 8-23

§.20. Rusca, Magnificat (1630), bars §8-68

8.21. Rusca, Gaudete gaudio magno (1630), bars 1-15

8.22. Rusca, Jesw, dulds amor meus (1630), bars 1=14

8,21, Rusca, Veni sponsa Christi (1630), bars 28-37

§.24. Rusca, Salve regina caelonim (1630), bars 1-19

8.25. Rusca, Salve regina caelom (1630), bars 75-104
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The concern with limiting ostentation also emerges from the rules
prohibiting polyphony ‘with more than two choirs, or with instru-
ments besides organ and regal. Three of the volumes of the largest-
scale music with dedications to nuns of this period, the Vespers
settings of Antegnati (1592) and Mangoni (1623) and the Office
settings of Fedenigo's protégé Orfeo Vecchi (1600) fall within the
permitted categories of F {erigo’s term, being scored for eight voices
in two choirs, with organ in Mangoni's book (possibly in the Vecchi
collection as well). This provision might have been an administra-

tive, not musical, category designed to limit dissension among musi-
: 2 i
il

cians and to Org; per bly.7*

In an order more severe than the prelate’s own (another mark of
ecclesiastical dissension), Federigo’s curia also targeted the ‘ostenta~
ton’ of solo singing in liturgy, especially as a distraction from the
reception of the Eucharist (App. A, Doc. 32):

No [nun] is to sing solo. And at Communion at Mass, no motet should be
sung or [inserumental picce] played after the Agnus Dei, so that nuns may
prepare t lves for Holy C ion and show more devotion and
attention in receiving it . . . Nor is it permitted, as has been ordered sev-
eral times, that any nun sing solo, and music (established for the glory of
God and the comfortng of the faithful) should be made with gravity and
devotion, without any use of sccular tunes adapted to sacred words.”®

Still the restrictions, hortatory or administrative, rarely worked.
The motets dedicated to sisters in twa separate collections of 1598 by
Giuseppe Gallo and Agostino Soderini (composers working in patri-
cian circles) are pieces for eight or nine voices in two choirs; Gallo's
include one choir of instruments, which were to perform canzona
phrases beeween the vocal sections of motets. Whether these pieces
were performed by their addressees at S. Radegonda, S. Agnesc, or
S Paolo, or executed by the ducal band in the dhiese esterior, the scor-
ings and the techniques directly tr d the curial rules. Nor did
matters change later in Federigo's tenure: in 1622 the parish priest of
Legnano wrote the vicario delle monache Mazenta, complaining of

"Oxwotﬂ:nwbkhpdychﬂlupﬂmywbdn!bumd:mh:lmm
M_ﬂ.:naznmﬁxmndnnmndldnamﬁamﬁdmp’xmne. ing the
mquwdﬁ:vgpenudmfntﬁ‘mwmm-nﬂewimfmfwcwn)wﬁu
ten by Donati in the 16308 Antegnan's three-choir masies of 160} are actually dedicared o
?owbmm.lbcpulnzymhhh“—" sbjecti ! polychoraliry in and
.of ¥

7 Unsigned ondens, 10 July 1624, ASDM XI1, vol. 46, fos. 288 L8
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singir}g. instrument-playing, and dancing at S. Chiara during
C.‘_a.rmv:l."" In nuns’ churches, over-elaborate celebrations were for-
bidden around this time; the practices scemed especially prevalent on
the name-day feasts (App. A, Doc. 28):

Most Reverend Mother: . . . Sctting fires, shooting morars and
archebusses, playing trumpets, and similar things, are actions totally forcign
to nuns' tradition and piety, and thus are expressly forbidden . . . Music is
to be made only by nuns, with no instruments other than organ and regal,
and for two choins only; nor should any nun sing solo, and the picces
should be sacred and serious, far from any worldliness.””

e

A clear lics bee the two g who professed
vows under Federigo: the first around 1600, represented by such
singers as Sessa, and the second, women like Confaloniera. They—
and the music written for and by them—represent two rather differ-
ent cultural moments in Federigo's Milan: the first came to maturity
during the polystilistic ferment of the new century’s first decade,
with the public projects of the Ambrosiana, rhetoric, art, and music
that eddied around Borromeo, while the growing monastic popula-
tion began to display a higher and more public level of prominence
in art, music, and liturgy. The second generation reflected a move
away from public activity towards concemn with internal spintual
states on the part of sisters, the prelate, and indeed the cityas a whole.

For this younger group, the career of Chiara Margarita Cozzolani
provides a typical example: wealthy-class origin, high monachization
rate, family ties to monasteries, later service as abbess or prioress, and
musical ability.”™ She had been born on 27 November 1602 to
Giovanni Battista Cozzolani and his wife Valeria, in the parsh of
S. Tecla, the former cathedral ive with the
Duomo; her bapusmal name was ita.?® Two of the family

7% Copy in ASDM XII, vol. 46, fo. 241%

TA prinm!ordrrnnlhannwpninu.qxdzlhmnﬁrblmumm choin and solo
singing, was isued on 10 Oct. 1603 by the vicar-general Antonio Albengat; this remarked
on the connection with the name-day celebrations (App. A, Dos. 23).

7 Corzolani's family ties ta S. Radegonda and the relatively plennful documentation of
her life =an be contrasted with Badalla's mare obscure carer.

' Milan Cathedral, Metropolitana, Battesimi 1 5981608, fo. 86 [Mov. 1602] ‘16. Ad 28
suddette. ) battizzata una fighia del Sr. Gio. Bartsta Cozzolani ct della sua moghie pata alli
37 del presente ct gl fu datto lo name Margania. 1l cumpadre £ 1l Sig. Gio. Bausea Guwano
dnq-wpumdﬂn.'s“l‘ednhadbeennudjnuu.bu(mlh.ﬁmalh: Duomo’s sdmin-
frative pansh. There are no surviving records carlier than mid-159%; thus there s no




142 Monastic Musical Traditions

(including the dedications by Casola and Caifabn to the lateer’s
inhabitants around 1660).

The mention in the Regole of music’s purpose—to arouse devo-
tion—seems related to the mission of the whole order.” In Milan,
male Franciscans figured among the leading composers of the dic-
cese? Several (Cossandi, Egidio Trabattone, and especially Reina)
dedicated music to nuns, or were requested as outside reachers. The
penitential, predicatory, and Marian-intercessory themes  of
Franciscan spirituality are apparent in their motet books.?* But cur=
ial efforts to split the male from the fernale branches of orders were
directed primarily against the friars. The 1621 orders for the
Clarissans of S. Orsola mandated a limit on name-day liturgy (2 mere
seven hours of Masses) and male mendicants’ access (App: A, Doc.
1)

In order to end the large tum-out of frars at this church and monastery on
the occasion of the titular feast of St Unsula, we order that on the said feast
no more than cight Low Masses are to be celebrated, along with the sung
Mass; as for the nuns, they are to celebrate it in the usual fashion, singing
and responding as the choir . . . Vespens is to be sung by the nuns only, with

no priest brought into the exterior church for the prayers.”®

Among the Augustinians the picture was more varied: some
monasterics (5. Marta, S. Agnese) had an active musical life, while
others had problems (5. Caterina in Chiusa, with Federigo's 1606

orders). Early testimonics to polyphony include Morigia's praise of

S. Maria Maddalena in Porta Romana (1595), and Gallo’s dedication
of a canzona to the Mantegazza sisters at S. Agnese in 1598, while S.
Marw's raditions were clear. Several of Federigo's sermons (ragiona-
menti) that mention music might have been given at this latter house.
Certainly Grancini’s 1631 inscription to the Fissiraghi sisters, along
with the documents, implies the performance of remarkably large-
scale concertato by the end of the archbishop's tenure. Later eviflm:lcc
is found at S, Ambrogio in Cantd, while Carlo Cossoni's inscription

7 See ‘Musica® in the Dirioniria deghi istituti di pefations, i (19%0); B. Baroffio on
the Benedictines (cols. 209-10); §. Pallini on the Observant Franciscans (21g-26); and
§, Zacearia on the Conventuals (326-30).

7 Of the m@ly;wmﬁnénmwauﬁﬁwnfmmid:m working in the dio-
tci'c.bﬂwc:_n 1585 and 1790, something like cighty were by Franciscans.

=

Monastic Musical Traditions 143

of his op. 1 reprint to Maria Vittonia Terzaga at S. Maria del
Cappuccio testifies to polyphony at another house.

Other orders were less present. Several Dominican houses oceur,
Morigia mentions S. Maria della Vittoria, and one of Andrea Cima's
1627 concertos was dedicated to Paola Maria Arconati at S. Mana
delle Veter, while Locatelli notes the singing at 5. Agostino Bianco
in 1664. Although Carlo Borromeo had personally encouraged the
growth of the only congregation not bound to dausura, the
Ursulines, this latter was relanvely undisunguished musically in

Milan, unlike Novara, where composers, organists, and singers flour-
ished 7 Capuchins show even less evidence for music-making,
except for the visits from the ducal musicians to the chiesa esteriore of
S. Barbara.
Yet despite the differences, certain occasions for polyphony were
indeed common to most or all of the religioni. Certainly one little-
S

studied but 1 gly imp « was the Saturday
(Commemorative) Office of the Virgin, which included the Manan
litany that often concluded printed polyphonic editions. Torre's
anachronistic hagiography of Veronica Negroni's life at S.
Marta noted the custom; while Veronica had a dialogue with the
Virgin,
The litany of the Mother of God was being sung by the nuns, since it was
Saturday, and this devotion was carried out all year long . . . d while they
| sang, the Blessed Virgin said to her [Veronica] the Salve regina, the antphon
recited by the nuns after the litany.™

This is one likely context for the Marian motets dedicated to or com~
posed by nuns, Cozzolani's Concerti saimi and Scherzi both have three
‘gencral’ Marian intercessory motets not linked to any specific feast,
while the former book includes settings of all four Marian antiphons,
sung seasonally at the end of the Saturday Office,™ O Maria, tu dul-
ds, a 1642 solo motet for alto, repeats the invocation and the ntual

7% The curial files do not mention ninic; 3 dedication to Constanza Francesca Brasca (S-
Marcellina) is in RISM 1679" (Angelo Zanew, Si Vi pro soki),

" 7 ‘dulle Monache veniuana le Litanic d'csa Madre di Dho Cantate, essendo giomo di
Sabbatw, vich questa divazione ture l'anno . . . € menlre QNGRS BV. ke andd
dichurando it I Salve Regina Antifona recitats dopo le Lisanie da loro stense”: Torre,
Specchia per 'anime, 303-4

a ™ Another puzzling text is Vienbroas i altitudinem maris (1650), which uses the languige
| ofMair &: 33 T, {Jesus and the sworm at i3) in 3 Manian intercessory confext:
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Ex. 8.3. Orfea Vecchi,

Continuity and [nevation

Gloria Patri octavo tono all'alto (1600}, bars 1-7
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presentation, recall the flood of printed orders and rubrics for licurgy
in the diocese as a whole and for female monastic life in parncular,
dating from Federigo's tenure.'

Qnly three of eight part-books survive from Giovanni Antonio
Mangoni's Messa, e salmi (1623), dedicated to the Clarissans of S.
Pictro in Treviglio. The overall style seems closer to Antegnati than
to the Vecchi faliobordone collection. Here again, vocal scoring is an
issue: the title-page describes the collection as being for two choirs,
one of ‘voci puerili’, one of ‘voci pan’. Frustratingly, the only extant
part-books are from choir Il (A: C4; B: F4). If the fist choir were
scored for something like CCAT, and the second for an ATTB voa
pani ensemble (a unique combination of high and low equal-voice
groups in the Milanese, and perhaps any other, repertory), then the
Clarissans might have been able to perform the collecton by trans-
posing the whole second choir an octave up, avoiding inversions by
using an organ. Although this would have entailed the loss of the
registral contrast, still, in an echo of the voa pon tradition, another
collection associated with nuns required icted-rang bl

Yet composers working for the patrciate continued to develop
other forms rooted in the late Cinguecento. The cross-section of
such music afforded by associations with nuns highlights a number
of new formal innovations, some with lasting effects; unlike the
Office settings, these pieces might have been performed in the inte-
rior or exterior churches, or (in the case of the madrigal contrafacta
and monodies) inside cloisters for spinitual recreation. The largest-
scale pieces, and the ones most closely related to stile anfico, are the
double-choir settings in two publications of 1598: Gallo’s Sacer opus
miusici . . . liber primus and Soderini's Sacrae cantiones a $-9. These
books were the first large-scale collections by composers working in
the parishes and contained some of the first dedications of individual
picces to singers and religious male and female. These inscripaons
(both feature four motets addressed to Milanese nuns) e the social
and devotional ambitus of the editions firmly to patrician familics.'*

Giuseppe Gallo's collection, edited and perhaps compiled by
Aurelio Ribrochi, is divided into four sections: six double-choir
motets a 9, most with four instruments and five voices; a mass; eight

1 [t printing in the Holy Year of 1600 may aba bear on it ‘monumental’ presentation
25 2 standard reference book for religiows Institutions in the diocess.

15 Gallo was 3 Somascan priest, 3 membet of 4 pedagogical order, Soderini was the ongan-
istat S, Maris dells Passione, although there i no dedication o Sesaa in his book.
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(typically antiphonal) eight-vaice (purely vocal) motets; and two
canzonas. The dedications to nuns include three from the first group
(Veni electa mea, Ecce angelus de caelo, and a Magnificat), the mass, and
a canzona.'® Along with the other five motets in the fisst section,
Veni electa miea (addressed to Archilea and Angelica Archint at S,
Radegonda, the fist public tribute to the house's music) displays 3
formal novelty with important descendants in the Milanese reper-
tory:'? a motet which appears at first glance to be the combination
of a new vocal sering of the text (in choir 11) along with a pre-
existing canzona in the instrumental parts (choir 1), in this case
Claudio Merulo's 1592 La Bei (in a simplified version with
the viruoso figuration of the printed keyboard edition).'®

Yet the reworking is more complex than immediately apparent.
For the tuteis, Gallo wrote new instrumental parts (not found in the
original canzona) that meshed with the voeal lines, then doverailed
with Merulo’s canzona phrases (marked off by dotted lines in the
example); these lagter formed instrumental interludes between the
declamation of the motet text (Ex. 8.4). Furthermore, the original
canzona was approached with some freedom; only two periods werc
reused in the new motet.’® The vocal scctions, which stray little
from the modal finalis, begin with brief imitation and cadence in
homophony. The result is more like a vocal gloss on La Benvenuta
than a simple disscetion and reworking.

The next piece in the book, Ecce angelus de caclo, introduces a genre

1% The Missa sine somine is inscribed ‘Ad modum reverendis matnibus S. [oannis Daptisae

Civitatis Laudensis's S. Giovann Banisea wa a female Benedictine house in Lodi. Ribrochi
signed the dedication on 1 Jan. 1598, A rmanuscript note (over the Magnificat) in the D-
Mbs copy of the parifura reads 'Viola brazo'.

17 The piece is rubnicated ‘ln festivitanbus BMV., virginum a¢ mulicrum sanctanm’;
the generlity of the destination implies that it s a cento. The suniving pan-book (A1) 18
o texted, and the partiturs gives only cues, from which, however, the entire text can be
reconstructed: Veni electa mes, [et ponam in te thronum ‘meurm]; quia [concupivit Hex]
speciem buan; Specic [tua, e pulchrisudine fua] intende, [propere, b regnal, quia [coneu-
pivat Rex specicmn fuam’, a respomsory.

' The original had sppearcd in the Canceri dintaolsnas . . . lbro primo [Venice:
Gardano, 1592, mod. edn. by P Pidour (Kassel, 1941)); other picess in Menulo's book alio.
rculated in MS without the omamcentaton; cf. the cdition by B. Thomas (Feurtern
Canzonas for Fowr Instramants (London, 1982)), based on 2 source now in Verona

¥ The pautern of reworking i as follows: Gallo's ban 1-8 are taken from Menulo’s bin
18, 3744 = §-16; 6273 = 1737 [including the cormupt readings ‘of the 1§91 prnt. €2

* ¢ againat () on the downbeat of b. 62); 8191 = 17-37 (displaced by 2 semibreve). Gallo's
remaining matenal 1 new,

Continuity and Innovation
Ex. 8.4. Gallo, Veni, clécta mea (1598), bars 31-42




222 Continmity and Innovation
Ex. 8.4. conl.

of greater importance: the dialogue.?” This motet, rubricated as
‘Dialogismum Angeli cum mulieribus', is inscabed to Maximilla
Biumia at S. Radegonda, and includes one ensemble of voice (the
angel at the Tomb) plus four instruments and anather of four voices
(the two Marys).2! Its melodic matenial in both choirs, however, is
canzona-like, called La Galla in the instrumental ensemble but based
on no known surviving piece (hence probably newly composed,
possibly a self-identifying reference by Gallo).?* Easter dialogues of
angels and the women at the Tomb, both favourite models among.

”Th:mkukznﬁanan.:!:aﬂ'.;mmwl:nuy.ilaxmmhuﬁh:ﬁw
anciphons for Exster Viespers in the Romun rite (Angelus autem w0 Respondens aulem), with
which it shares its eighth (or seventh) mode.

1 Given the normal clef combination for instumental choin in this book
(G2/C1/C1/Cy ur Fy), probably the third line down in choir | (C3) was texted.

B Ls Manisgazzs, dedicated o three eponymou siters at S, Agnese, is 2 typi

ical eight-
voice canzomia; Quis e tu?, 3 vocal eight-part motct addresied to the ‘pudicistimac” Zanobia
Visconti and rubricatd for St Agatha, may also have been a clothing piece for a novice,
faven the conflation of hturg: Th il de & mate-
. ﬁdhmmmmwhmhmdhlsmhwzhmhmwmmr
* to the interplay of sacred and sccular in Federigo's Milan.
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Federigo's similes for sisters, would have a long tradition in nuns'
polyphony. Ribrochi’s preface makes much of this new nuxture of
styles, and it continued in use as late as Rusca’s motets. The remark-
able feature is that motivic ideas and melodic phrases from two seem-
ingly diverse genres could be singled out and recombined in a new
sort of piece, a concept that would recur in the early sacred concerto,
and a formal expen! ion not unk in the other arts of
Federigo's Milan. And the employment of popular patrician music in
combination with religious texts would last well into the new cen-
tury.
A

s Sod

B ini’s book published later the same year contains a
wide range of pieces, large-scale works destined for major and sanc-
toral feasts. Again, several motets are dedicated to nuns at S.
Radegonda, with the name-day dialoguc for Agata Sfondrad at S.
Paolo. Soderini’s volume opens with two double-choir dialogues,
and the genre (not always explicitly named) is central to the collec-
tion as a whole, including: Saule, Saule, quid me persecutis?; Ave Virgo,
decus; Dic nobis, Maria; O rex gloriag; Angelus autem Domini; Quae est
ista?; and Interrogavi Angelion, the last a nir ice piece with unspec-
ified instruments. The dialogue motets in both books extended the
traditions of the genre to setrings of scriptural texts, another formal
idea that would have a long heritage in the new century.

For Dic nobis, Maria, inscribed to Francesca Stmpa at S.
Radegonda, Soderini selected the exchange section of Viimae
paschali laudes, another Easter piece featuring the topos of women at
the Tomb. The centrality of Mary Magdalene makes this a fitting
dedication to nuns. The sequence melody is not directly quoted or
paraphrased in this setting, but it may well have determined modal
choice (1). Here, as in other dialogues, there is a turn refrain (‘Dic
nobis'; Ex. 8.5), with the Magdalen's statements given to a scries of
smaller voice-groupings, rising in tessitura from Tenor and Bass 11
and increasing in texture from two to four voices as bicinia and
tricinia. A large-scale i takes up almost the last half of the picce,
with a remarkable supplementum on the finalis enlivened by cross

hythms. Given the maditions of music at S. Radegonda, and the
absolute lack of any evidence for performances in the chiesa esteriore,
the Benedictines were presumably the intended performers of this

* The surviving copy of Soderinis book lacks both a sona v and 3 panicurd, although
no pre-existing canzona melodies are used in the three nine-voice picces with instruments,
these are a clear imiragon of {or parallel to) Gallo's.
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Ex. 8.20. Rusca, Magnificat (1630), bars 58-68

constituted ‘musica spirituale’s not simple or clear music per ¢, but
settings that highlighted the values guiding their lives.
The two concertos a 2 contrast strongly. Gaudete gaudio miagno sets
2 non-breviary text for the duplex Common of Several Martyrs,
scored for two canti and beginning with an instr | part (prob-
ably violin, in the light of Confaloniera’s references and some simi-
lar pieces in the local repertory); this latter is a standard
h-mode canzona opening (Ex. 8.21)%" The vocal lines arc
simple, and the instrumental opening recurs thrice, twice to mark off
new textual scctions, and once as a tutti da capo at the end. The
structure is essentially unchanged from Gallo’s 1598 motets that use
a canzona as an internal marker for phrases, again similar to patrician
music that Rusca might have heard in her youth.

* The cnzona references mark it 25 more indebted to the syles of the 10101 than
Lm"nﬂmj‘ d dilectus mes, 3 Song of Songs dialoguc scored for CB and vio-
i o b mdm{mmpabmmmalmﬂbdmm&mmﬁw
and Protsins, or 55 Naborius and Felicis).

Continuity and Innovation
Ex. 8.2r1. Rusca, Gaudete gaudic magno (1630), bars 1—1

Jesu, duldds amor meus (CC) is an entirely different kind of piece. Its
text, written in fluctuating line-lengths, uses late medieval language
in its Christological meditation:




APPENDIX C:
PRINTED MUSIC DEDICATED TO
NUNS IN THE DIOCESE,

I15902—1679
=

1. Antegnati, Vespers a 8, 1502
Salmi a ofto vodi, di Costanzo Aniegnani . . . alle Molto RR.MM. Osservandiss.,
D. Hertensia Marchi Abbatessa, D. Hieronima Bimaga Priora, & Compagne del
Monastero di S. Vittore in Meda (Venice: Gardano, 1592)
Dedication: in Gaspari, Catalogo, ii. 160

Domine ad adinvandum

Drixit Domiitus

Confitebor

Beatus vir

Laudate pueri

In exitu

Laudate Dominum omnes gentes

Laetatus sum

Nisi Dominus

Layda Jerusalem

Credidi

In convertendo

Domine probasti me

De profundis

Memento Domine Daid

Beati omnes

Magnificar
RISM Ar264
Modern edition: Laudate pueri in Kendnick, ‘Genres', 91542

2 Cortellini, Vespers a 6, 1595
~Salmi a sei vodi di Camills Cortellini . . . (Venice: Vincenti, 1595)

|
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Dedication: ALLA MOLTO ILLVSTRE, ET R.DA DONNA PAOLA
ORTENSIA SORBELLONI; SIGNORA, ET PADRONA OSSERVAN-
DISSIMA. Hauendo deliberato mandaralla Stampa quest mici Salmi,
insieme ancora hé nsoluto dedicarli 3 V.S molto Iustre, & Reuerenda, si
perche co’l fauorirmi di farmi comporre assai volte molte cose, posso
immaginarmi, che in parte grate le siano le mie debole compositioni, Come
anca essendo lei non meno colma di nobiltd, che picna d'ogni vired di
Musica, si nel cantre, come nel sonare, non [posso trouare soggetto, che
pidtillustrare e dare forza possi 3 quest Salmi cosi compost da me in Musica
per poteme con essi seruire a Iddio. Resta dunque che lei con la solita sua
cortesia di fauorire tanto i virtuosi, voglia con benigno, ¢ sereno occhio
nguardare 3 questa opera, che essendo lei Religiosa, d'essa potra seruinsene
se pid I'affetto, che I'effetto considererd, che pregandoli da N.S. ogni pros-
pentd humilmente i bascio le mani. Di Bologna il di xxv. d'Agosto 1595.
Di V.S. molto Mlustre, & R da Deuotissis L Camillo
Cortellini detto il Violino.

Dixit Dominus

Confitebor

Beatus wir

Lavdate pueri

Lawdate Domisiim

In exitu

Magnificat

Laetarus sum

Nisi Domirs

Lauda Hierusalem
RISM C4161 (repnnts of 1609, 1617, and 1618 not considered here)
Modem edition: Laudate pueri, Kendrick, ‘Genres’, 0431-56

3. Gallo, Mass and motets a &, 1598
Sacer opus musicum alternis modulis concinendum, liber primus . .
M.R.D. fosepho Gallo Mediolmnensi (Milan: Tradate, 1598)
Veni electa mea, *Concentus duplex, i
p Optimis, lisque Chnsti famulis D.D. Archileac,
Angelicacque Archintis, M ij S. Radegund tafevirtage:
et umilitate osservatissime’
Ecce Angelus de awelo, ‘La Galla Concentus duplex vocum, &
Insrumentorum. Summe  valdeque venerandae D. Maximillaie
Biumiae S Radegondae’
Magnificar, 'Canticum B.M.V. duplici concentu, vocibus instrunien-
tisque; concinendum item multum, observandis DD. Annac QI!\J!]IE.
& Blancae Margaritae Sororibus Vi itibus, sacrarum Monial
S. Unsulac Mediolani®

- Authore




480 Appendix C
La Mantegazza [Canzona), ‘Cantio instrumentis Musicis, alternis mod-
ulis pulsanda. Venerabilibus D.D. Archangelac Manae Coronae
Sororib )5,  pracclanssimi 1) S. Agnetis

Mediolans®
RISM G270

4- Sodenin, Motets a 89, 1598
Sacrac cantionss octo et noveni voabus, liber primus . . . Auctore Augustino
Sodenino Mediolanensi (Milan: Tradate, 1508)

Saule, Saule quid me perseaitis, 'In die conv. S. Pauli’ (a 8): Iustrissimae,
ac Multum Reuerendac D. Angelicac Agathae Sfondratae ex Collegio
Monialium S. Pauli Mediolani”

Dic nobis, Manis, ‘In die Resurr. DN Jesu Christi Dialogus® (a 8): 'D.
Franciscae Mariae Stampac Religiosissimac Matri Monasterij Sanctae
Radagundae®

Vidi Dominum sedentem, ‘In solennitate omnium Sanctorum’ (a 8):

“D. Angelae Catharinae Briuiae, Virgini lectissimac Monastenj Sanctae
Radegundae’

j: “In sol ibus Vi novem vocibus':

‘D. Angelae Catharinae Briviae, Virgini lectissimae Monasterij Sanctac

Radegundae’
RISM S3820

Modern edition: Dic nobis, Maria, Kendrick, *Genres', 957-85

5. Veechi, Falsi bordoni a 48, 1600
Falsi bordeni figurati sopra gl ofto (oni ecclesiastici . . - Magnificat, & Te Deum
laudamys . . . di Orfeo Vecchi Milanese (Milan: Tini, 1600)
Dedication: Alle Molto ILLVSTRI, ET REVER.% SIGNORE, SVOR
CLARA FRANCESCA, ET CLARA GIERONIMA GOSELINE, ET
CLARA POMPILIA ADDA, nel Signore osscruandissime, Se gl'é vero,
anzi de sapicnti tenuio verissimo, che molto niguardevole sij la nobilth con=
glonta con la virmh, ¢ che l'una e I'aloa venghi dalle honorate attoni
ia, ed’ ill che iglia, s'io lo queste risplend
nelle SSVV: molto Mlustri, come in proprio luogo ardisco presentarli
questo virtuoso dono, ben picciolo 3 gran meriti suoi, e dedicare la presente
Opera mia ? Musica 3 quelle che di cio (oltre 'infinite altre sue viru) ne
sonp i gandole insieme ad la con quella grand
d'animo, che sogliano le cose maggion: Et io f3 tnto terrommi molto
Pago del mio longo swdio, quanto intenda questa mia fatiea esser stata gra-
dita, ¢ cana alle 5.5 lora, alle quali per fine prego da N. Sig. il compimento
de gli aln desiderij suoi. Di Milano li 18. Marzo 1600, Delle molto Hlustri
S5.VV. affetdonatiss. nel Signore Orfeo Vecchi

-
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Domine ad adiuvandum (a ). Falsi bordoni del: Primo tono, Secondo
tono, Terzo tono alla bassa, Terzo tono all'alts, Quarto tono, Quinto
tono, Sesto tono, Setimo tono, Ottauo tono all'alta, Otaua tono alla
bassa

Magnifia, 1. tono, spezzato (a 4)

Magnificat, 8. tono, intiera

Dornine ad adiuvandum (a s). Falsi bordoni del: Primo tono, Secondo
tono, Terzo tono all'alta, Terzo tono alla basa, Quarto tono, Quinto
tono, Sesto tono, Settimo Tono, Ottauo tono all’alta, Ottauo tono alla
bassa

Magnificar, 1. tono, spezzato (a 3)
Magnificat, 4. tono, intero (a 5)
Gloria patri (a ). 1. tono, 2. tono, 3. tono alla basa, 3. tono all'alea, 4.
tono, §. tono, 6. ono, 7. tono, 8. tono all'alt, 8. tono alla bassa
Falsi bordoni d 8. nel Sicut erat: 1. tono, 2. tono, 3. tono all’ala, 3. tono
alla bassa, 4. tono, 5. tono, 6. tono, 7. tono, 8. tono all'ala, 8. tono
alla bassa
Domine ad adiuuandum (a &)
Magnifizat 6. tono (a §)
Te Déeum laudamus d 4. Pnmo choro
Te Deum laudamus d 5. Secondo choro
Tre verseiti insiemi. A 2. chon.
RISM Vio6y + Milan, Biblioteca capitolare della Metropolitana
Modern edition: Gloria patn octavo tonio all'alta a §, Kendrick, 'Genres',
98691

6. Nova metamorfosi a 5, book 1

Nova metamorfosi dell'infrascritti auteri, opera del R.P.F. Geronimo Cavaglieni
.. . (Milan: Tradate, 1600) (madrigal contrafacta and new motets by Lucio
Castelnovato)

Dedication: AI'IL & Reuer. Sor Ortauia Virginia Cattanea Organista
nientissima nel Monasterio delle Reuer. Monache di 5. Onola, in Milano.
Si come l'ingegnose api nel dolce rempo della Primavera sogliono andar
succhiando ne' verdi prati di fresche, e folte herbe: vestiti di vaghi fion 4
guisa de bianche perle, verdi smeraldi, e lieti rubini disting, la celeste rug-
wiada, per fame quel liguore al gusto humano tnto grato, anchorche
dall'istesse non gustato. Cosi 1o nel tempo della recreatione son‘andato suc-
chiando da molu valenthuomini quel liquore temporale, che al gusto mio,
& parso piti grato, e soaue, ¢ I'ho conuertito in armonia spirituale con inten-
tione d'adoprarda solo in seruitio mio. Mi essendo gustata questa doleezza
musicale da molti miei amici, ¢ giudicata non men grata, che soaue, mi
pemuasero non tenerla rinchiusa ne' buchi fra micle, e cera involta; mi




