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PREFACE

This third volume completes the catalogue of Antonio Gardano's publications, 1560–1569. Three decades ago, when I began my work on Gardano with my dissertation at Brandeis University, I had no idea that a large part of my career would be dedicated to this project. Now, after countless European trips, visits to more than sixty libraries, more grant proposals than I care to think about, detours to write on other subjects, and the help and encouragement of a small army of friends, colleagues, students, and research assistants, I can look back with some satisfaction on the completion of the work. At the same time, the press of deadlines has meant that inclusion of much of the commentary I had hoped to publish in this volume has had to be postponed. Those chapters are partially complete, and I hope they will appear separately in the near future.

I owe a tremendous debt of gratitude to many individuals and institutions. First of all, I wish to thank the University of Pittsburgh for continued financial support for this project through the Richard D. and Mary Jane Edwards Publication Fund, the Hewlett Small Grant Program of the University Center for International Studies, the Faculty of Arts and Sciences Third Term Stipends, and the Central Research Development Fund. I would also like to thank the University's former Music Librarian, Norris Stephens, and the current Head Music Librarian, James P. Cassaro, for their help and for obtaining materials for my research. Work on the third volume of the catalogue was also carried on with the support of a Guggenheim Foundation Fellowship and a Fellowship for University Teachers from the National Endowment for the Humanities. At the beginning of the project the Gladys Krieble Delmas Foundation, the Bibliographical Society of America, and the American Council of Learned Societies also provided financial support.

Of the many libraries that have graciously made their collections available to me. I would like particularly to thank the Bayerische Staatsbibliothek (Munich), the Österreichische National bibliothek (Vienna), the Civico Museo Bibliografico Musicale (Bologna), the Accademia Filarmonica (Verona), the British Library (London), the Herzog August Bibliothek (Wolfenbüttel), the Staats- und Stadtbibliothek (Augsburg), the Bibliothèque Nationale de France (Paris), and the Bischöfliche Zentral bibliothek (Regensburg). I would also like to thank Iain Beavan of the University of Aberdeen library for sending me valuable information. Very special thanks go to the Isham Memorial Library at Harvard University whose superb collection of microfilms allowed me to prepare basic descriptions of editions before traveling to European libraries, and whose staff was always ready to provide help and encouragement.

Particular thanks go to Joshua Rifkin, who gave me initial guidance on this project while I was still a graduate student, and who has been an abiding source of advice and encouragement over the years. Giulio Ongaro and Jonathan Glixon have frequently come to my rescue with information on things Venetian. My gratitude goes to Gillian Rodger, who sent me a beautifully detailed description of the copy of Aiguino's La Illuminata in the University of Michigan Lilbrary, and Jeffrey Kurtzman, who provided information on the copy of the Novus thesaurus musicus in Ljubljana. Maureen Buja and Stanley Boorman have read portions of the book and offered many helpful suggestions. Jane Bernstein has offered much practical advice as well as empathy from one who has been through the process!

Special thanks go to Bonnie Blackburn, who has undertaken the heroic task of copy-editing the entire book and catching many flaws before they could see the light of day. Her patience, professionalism, and encouragement are deeply appreciated. Others who have provided help, advice, and information include David Brodbeck, David Bryant, Sara Casey, Kathryn English, Leofranc Holford-Strevens, Gristle Collins Judd. Kathryn Logan, Joan MacDonald, Melanie Marshall, Jessie Ann Owens, Helen Rees, Deane Root, Dorothy Shallenberger, and Elizabeth Way. Megaen Reilly applied her sharp eye to the material in the last stages of the work, catching numerous mistakes and inconsistencies..

This volume might never have been completed without the devoted work of my student assistants. First among these is Nemesio Valle III, whose fierce dedication to perfection brought the accuracy of the catalogue to a higher level than I could ever have achieved on my own. In the latter stages of production of the camera-ready copy, Jason Grant applied a similarly perfectionist approach to the indexes, bibliography, footnotes, and minutiae throughout the book. Their work has been indispensable to the usefulness of the volume. The remaining errors are my own.

LIBRARIES VISITED FOR THIS VOLUME

Without the gracious assistance and generosity of the following libraries. I could not have compiled this volume of the catalogue. I wish to thank all these libraries and their staff members for making the rare materials in their collections available to me.
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I

GARDANO'S PRESS IN THE 1560s


CHAPTER 1

GARDANO IN THE VENICE OF THE 1560s

On 7 December 1562, Adrian Willaert passed away. The musical father to the composers of Venice and beyond thus ended his tenure of thirty-five years as maestro di cappella of San Marco, during which he was the chief musical force in the Republic. His artistic legacy had been immense, but his death marked a watershed in Venetian musical history. A fresh generation of musicians was taking command, and their creations can be seen among Antonio Gardano's publications of the 1560s.

During the last decade of his life, Antonio Gardano continued to publish music books of fine quality whose contents reflected not only favorite music of the past but also the work of younger composers new to his press. In fact, the 1560s were especially productive, as the firm saw at least 187 editions through the press in that decade, as compared with 108 in the 1550s and 143 in the 1540s. One hundred and nine of the editions from the 1560s were newly printed (see table 2-1). While production of new editions slackened a little in the middle of the decade, in his last years Gardano printed substantial numbers of new works. In 1569, the final year in which he was involved with the press, he produced a total of 27 editions, 13 of them new, the most editions he had ever printed in a single year. In 1567 he had published 17 new editions, and in 1568, 13.

Gardano's repertory was truly cosmopolitan, but any history of the last decade of his printing career must begin in Venice, for it was republican Venice and its flourishing trade, love of the arts, intellectual aspirations, and religious freedom that fed the printing industry that had been one of the city's glories for a century. In the end, then, Gardano's production rested on the splendid and multi-faceted musical life that was central to Venetian culture itself, even while he issued music by composers from many other centers. From what we know, Gardano was an active participant in the musical life of the city, perhaps not as a performer, but as a friend and supporter of many of its musicians (see vol. 1, chap. 2). This chapter sketches the musical and cultural life of Venice during the last decade of Gardano's career.

After Willaert's death, his position as maestro di cappella at the ducal church of San Marco was taken up by Cipriano de Rore, who spent a miserable year there before fleeing back to the court at Parma, where he had worked earlier, and to the service of the Farnese family. He died in Parma in September of 1565, and thus another giant among Gardano's composers passed on. Rore was succeeded by Gioseffo Zarlino, a pupil of Willaert. who held the post until 1590.

Other composers published by Gardano who were active at San Marco in the sixties were Baldassare Donato, Annibale Padovano, Vincenzo Bell'Haver, Gioseffo Guami. Perissone Cambio, Claudio Merulo and Andrea Gabrieli.1 Madrigals and motets by Donato, Cambio, Londariti, Willaert, and Rore were copied into the manuscript Wolfenbüttel 293. probably by Cambio, undoubtedly for use in private concerts and services in the churches and scuole of the city (LewisR). It would appear that these composers from San Marco were part of a company of musicians that was hired by individuals and institutions around the city when the best music was desired.

Beyond San Marco, the city's musical life continued more or less as usual, celebrating the grandeur of the Republic in competitive splendor that produced an abundance of art and music. Two doges governed during the decade. Girolamo Priuli was elected in 1559, and was then succeeded in 1567 by Pietro Loredan, who served until 1570. Five years after his election, Tintoretto, then at the height of his powers, painted a much-copied portrait of Priuli, shortly before the artist began to create his stunning series of paintings for the Scuola di San Rocco in 1564. At San Marco, the procuratore de supra, Antonio Capello, was deeply involved in the planning and fiscal management of such structures around the piazza as the church of San Geminiano (EdwardsE, 456.). In the early part of the decade, Titian was completing a magnificent painting of the Annunciation for Gardano's parish church of S. Salvador, the sanctuary beneath whose pavement Gardano was to be laid to rest in 1569. This, then, was Gardano's world in his chosen city.

Music making still flourished in the houses of the wealthy, even though details are difficult to discover (EdwardsE, 43). A famous passage in Orazio Toscanello's I nomi antichi, e moderni of 1567 describes music-making at the house of Antonio Zantani. He tells how Zantani hired two different companies of musicians, named the Fabretti and Fruttaruoli, “most excellent singers and players,” and “kept in your pay likewise the incomparable lutenist Giulio dal Pistrino.” Most importantly, Toscanello then lists several musicians who “convened” at Zantani's, all of whom were published by Gardano: Annibale Padovano, Claudio Merulo da Correggio, Baldassare Donato, Perissone Cambio, Francesco Londarit, and “other musicians of immortal fame.”2 An earlier description of music at social gatherings can be found in Gardano's dedicatory letter to Marco Trevisan in Willaert's book of six-voice motets of 1542.3 In this letter Gardano asks that Willaerf s motets be performed at Trevisano's “most honored salon” where the finest performers played and sang the best music, with the most noble of personages attending (LewisA, 219–22). The wording of the dedication strongly implies that Gardano was present at one or more of these gatherings. We can assume that these descriptions represent the most noteworthy household performances in the city, in which individuals vied to present the newest and best music performed by the most skilled musicians available. The music that Gardano printed, and perhaps the printer himself, were undoubtedly part of the performances at these gatherings.

Undoubtedly many upper- and middle-class families purchased printed music for their own use or possibly for hired musicians. Performers evidently brought music as well, both printed and manuscript, the latter especially when the music was new and perhaps not yet published. Such would have been true of Wolf 293, mentioned above, whose pieces were printed by Gardano shortly after they were copied into Cambio's manuscript.

Other Venetian venues where music published by Gardano was probably performed included the academies, churches, and scuole. Performance in the academies, generaliy short-lived private clubs of learned men, could have been either by the members themselves or by hired musicians. At least some of the San Marco musicians belonged to academies themselves. For instance, Donato, Cambio, Domenico Parabosco, and possibly Willaert were members of one of Venice's most renowned academies, that of Domenico Venier. The members met at Venier's palazzo at Santa Maria Formosa to discuss literature and listen to music (FeldmanC, 83–87). There the literary theories of Cardinal Pielro Bembo were discussed and put into practice, powerfully influencing the music of Willaert and his disciples. By the late 1550s and into the 1560s, more formal academies were formed, such as Federigo Badoer's Accademia Veneziana, or Accademia della Fama, founded in 1557 (FeldmanC, 116). Zarlino was a member (FeldmanC, 172). More ambitious than the earlier academies, the Veneziana only lasted for four years. The Lettere of Andrea Calmo mention, besides Venier's academy, the house of the German merchant Cristoforo Mielich, the representative of the Fuggers at Venice, and the house of Francesco della Vedova, who was a “promoter of plays and lavish festivities,” as places where fine musical performances could be heard.4

In addition to academies and private homes, music published by Gardano would probably have been performed at services and festivities of the scuole. The scuole, Venetian confraternities devoted to charitable deeds and the burial services of their members, were prominent consumers of music, both vocal and instrumental (GlixonMS, 5974). As Jonathan Glixon has shown us, music at the scuole could often approach a grand scale.5 In the largest scuole, the scuole grandi the disposition of musicians that had been settled in the fifteenth century still held true: two groups of singers and one of instrumentalists. The first of the singing groups, known as the cantadori di mora or cantadori vecchi, were four in number and were hired to sing for funerals. These singers were often poor members of the scuola who had minimal musical training, and probably sang chant and monophonic laude. The second group of singers, four or five in number, and known as cantadori laudi or cantadori nuovi, were skilled professionals who could sing polyphony and polyphonic laude, and who were hired especially for masses and processions. There was often an organist as well, usually belonging to the church where the scuola held its services. After 1520, the standard instrumental group consisted of four or five lire da braccio. Around this same time, the best-endowed of the scuole, the Scuola di San Marco, hired a third choir, the cantadori solenni, for special occasions (GlixonMS, 60–61). Glixon has pointed out that in Treviso, the singers in the processions of the scuole performed from the “standard printed motet repertory,” but one that was adapted to their needs (GlixonH, 108).

As further ev idence of professionals' use of personal copies at the scuole, Glixon has pointed out that no records survive in the scuole for the purchase or copying of music (GlixonH. 108). Glixon has, however, identified one manuscript, Treviso 29,6 a set of partbooks based on Venetian prints of mid-century that he believes was used by a musical company that performed at churches and scuole throughout Treviso (GlixonR, 315–16). Quite possibly, the leader of a musical company, or even one of its members, owned one or more sets of partbooks that would have been distributed among the performers as needed.

Processions sponsored by the scuole, churches, monasteries, and by the city itself displayed lavish costumes and floats, with as many musicians as the institution could afford to hire. The scuole and churches vied for elite musicians. In the scuole the professionals in the cantadori nuovi sang polyphony at festal services, in civic and religious processions to San Marco and occasionally to selected churches (GlixonH, 107). Surely, some of the sacred music Gardano printed would have been part of the pol) phonic repertory at these services. The processions took place during Lent and on the first Sunday of each month, and at visits of one scuola to another (GlixonH, 107–8). Hired professionals sang polyphonic music on all these occasions.

Glixon points out that in the second half of the century, the scuole encountered numerous problems involving the singers' unions, government regulations, taxes, absenteeism, and discipline among singers and instrumentalists (GlixonMS, 69). Professional performers hired by the scuole for festal celebrations were often musicians from San Marco, a situation that led to numerous disputes and directives, including threats of fines for the singers by the Procuratori if they missed a service at San Marco in order to perform elsewhere.7 Glixon has published a lively account of the quarrels and negotiations that took place as the musicians moved from one venue to another. Most important, however, is the fact that some of the best musicians in the city provided music for services in the scuole and churches.

Yet it is difficult to tell exactly what part Gardano's publications played in the performances of sacred music in the churches, convents, and scuole. As far as we know, Gardano never published any laude, although these seem to have played an important role in the celebrations of the scuole, at least in their earlier years. Little printed sacred music survives that can be firmly connected to the churches and monasteries of Venice, and as noted above, professional musicians may well have brought their partbooks or manuscript leaves with them. Much of the music sung in the scuole would have been chant. While Gardano's sons printed a few chant books in Venice, none survive from Antonio's press (CrawfordR). Gardano did own two fonts for printing chant, however, according to the inventory of his goods made after his death.8 As far as I can determine, Gardano used chant notation to any extent only once, in Aiguino's treatise La Illuminata de tutti I tuoni of 1562.9 Liturgical books with musical notation had been printed in the city in abundance from as early as 1482 (DugganI, 27) and Antonio may have decided not to compete with established liturgical music printers.

Throughout the sixties, the many churches and religious houses in Venice continued to employ singers, organists, and instrumentalists. Archival documents published by Elena Quaranta and Glixon offer some idea of their rich musical lives. Quaranta's investigations revealed that far more musical activity took place in the seventy-one churches and sixty-two monasteries and convents that she lists than anyone might have supposed (QuarantaO, 31–33). Churches and monasteries hired professionals according to their means, and we find parish churches and other ecclesiastical establishments paying organists an annual salary of anywhere from 3 to 36 ducats (the latter at the cathedral of San Pietro (QuarantaO, 31–33). The larger institutions also paid a maestro di cappella, singers of polyphony (cantori del canto figurata), singing masters for the choirboys (maestro di canto per gli zaghi), and singers and instrumentalists for festive occasions (cantori e strumentisti per la festa) (QuarantaO, 36–41). As in the scuole. there is little doubt that music printed by Gardano was used in these churches, probably carried from place to place by the pool of professionals available within the city. Within the documents Quaranta has studied we find the names of several composer-musicians, whose compositions Gardano published over the course of his career. They include Antonino Barges (Santa Maria dei Frari), Ippolito Ciera (Santi Giovanni e Paolo), Andrea Gabrieli (San Geremia), Francesco Guami (San Giobbe), Giordano Passetto (Santi Giovanni e Paolo), and Gioseffo Zarlino (San Lorenzo and San Marco). In 1561 Ippolito Ciera. maestro di cappella of Santi Giovani e Paolo, had Gardano print a book of his five-voice madrigals. SS. Giovani e Paolo was an imposing monastery church with a long history of performances of polyphonic music, so Ciera falls within the category of Venetian musical elites alongside the musicians of San Marco. At the same time, we find scores of names of performers who sang and played at the churches, but who mostly remain obscure, names such as Francesco trombador, Gabriel organista, Nicolò cantador, fra Prospero (cantore), and many others (QuarantaO, passim).

The scuole records yield even fewer names of Gardano's composers. They include Vincenzo Bell'Haver (San Rocco, Trinità) Baldissera Donato (Trinità, San Rocco, San Teodoro), Perissone Cambio (Carità), and Gioseffo Zarlino (Carità) (GlixonH, passim). Most of these names occur in the records of the scuole in connection with the hiring of companies of musicians for festal occasions. These records suggest that music by Venetian composers that Gardano printed was used by the upper echelons of musicians of the city, especially those clustered around San Marco and the companies of professional musicians, and was heard by the public in that way. One assumes that these institutions worked with a contractor, much as presenting organizations do today, since payments were made and recorded to “cantori per il Venerdì Santo” or “cantori, trombe e piffari et altri sonador per la festa” (QuarantaO, 109).

Quaranta also has found a reference to Antonio Gardano in the records of the monastery of Santi Giovanni e Paolo. In 1564, an entry refers to the sale to Gardano of forty fields in the Ronchi di Loreggia near Composampiero in the region of Padua, for which he is to pay a total of “36 stara [a standard measure] of wheat in all and nothing else.”10 These fields are probably among those mentioned in Gardano's will.11 Gardano purchased the land as an investment, and a tax declaration of 1566 states that he received income of 13 ducats that year from twenty-six fields.

The effect of the Council of Trent on liturgy, music, and publishing in Venice appears to have been negligible. Gardano printed one edition, Kerle's Preces speciales, destined for use at the Council, but as Craig Monson has pointed out, the Council said very little officially regarding church music (MonsonC). While intelligibility of the text was discussed by some prelates, the full Council avoided official regulations on the subject, limiting itself to proscribing lascivious, secular, and impure elements. In most matters musical, the Council chose to let local bishops regulate the music in their dioceses.

Though there was some activity by the Inquisition (GrendlerR), and pre-publication censorship was maintained, the music printers of Venice seem not to have been particularly bothered by any book-banning fevers. Venice had always maintained an uneasy relationship with Rome, and as Grendler so aptly puts it, “The majority of Venetians, nobles and commoners, probably held Catholic views in varying degrees of fervor without concerning themselves with doctrinal subtleties” (GrendlerR, 26). The Council of Trent actually moderated the stringent Index of Prohibited Books (Index librarian prohibitorum) of Paul IV of 1559, replacing it with the more liberal Tridentine Index, which was first published in Venice in 1564 (GrendlerR, 145–48).

There were a few Protestants in Venice, but the nobility maintained the view that “a change in religion led to the overthrow of the state” (Grendler, 29). An Inquisition of a sort had been established in Venice as early as the thirteenth century, but had little effect and passed out of existence in the fifteenth century. It was revived in 1540, but without the power to make arrests except with permission of the civil authorities (GrendlerR. 356). The Inquisition's power was also diminished by the participation of lay deputies with considerable influence. In general, Venetians were more interested in maintaining peace and prosperous trade than in chasing heretics, despite papal pleas to the contrary. However, in the 1560s there was a tightening of supervision of printers by the Republic and the representatives of the Church, and prepublication censorship, inspections of bookstores, inspection of books at the customs house, and other measures became common (GrendlerR, 1624). The Inquisition was mainly concerned with heretical and lascivious books, and probably found little that was offensive in the output of the music presses. I know of no records showing that Gardano was ever in trouble with the Inquisition or had any books confiscated or burned.

In the autumn of 1569, Gardano was struck down by a fever. He died on 28 October, and was buried in the nave of the church of S. Salvador on the Merceria near the printing house and book store he had founded (SartD). He had surely been assisted at the press during the late sixties by his sons, Alessandro and Angelo, who took over the publishing house immediately on their father's death in 1569. Their apprenticeship must have made it possible for the press to increase its output during the last years of their father's career.

In sum. Gardano's musical connection with Venice in the sixties was, as always, deeply rooted in the musical establishment at San Marco and the various companies of musicians drawn from its ranks. At the same time, the music of other, less exalted, Venetian composers also found its way to his press. But Gardano's reach extended far beyond the lagoon, and an astonishing variety of musical societies are represented in his music books.

1 Cambio probably died around 1562. See GlixonM.

2 For the text of this quote, see FeldmanC. 67, and Einl. vol. 1, pp. 446–47. Feldman reproduces the entire dedication in her Appendix E. 433–34.

3 Adriani Wilaert musicorum omnium qui hactenus & nostra … Musicorum sex vocum … Liber primus XXXXII. (This Catalogue no. 34, vol. 1, pp. 343–47; RISM W1112–154210).

4 Calmol.

5 For a wealth of information on the scuole. see especially GlixonH and GlixonM, from which much of this discussion is drawn.

6 Treviso, Archivio del Duomo MS 29 (see BlackburnM; BryantMD).

7 GlixonMS. 62–63: GlixonM. 392–421.

8 Sec vol. I. p. 672. The inventory lists “Doi Canti fermi con madre ponzoni et forme” among the fonts owned by the press.

9 La Illuminata de tutti I tuoni di canto fermo, con alcuni bellissimi secreti, non d'altrui piu scritti, composta per il reveremlo padre Frate Illuminata Aiguino da Bressa, dell'ordine Seraphico d'Osservanza. Con Privilegio dell'Illustrissima Signoria di Venetia, per anni XV. In Venetia per Antonio Gardano, MDLXII (this Catalogue no. 293, vol.3, pp. 145–49.)

10 QuarantaO. 200–201. I would like to thank Giulio Ongaro for his help in the translation of this passage.

11 See vol. 1. p. 33. Quaranta identifies another entry as referring to Gardano (p. 217) but the records refer to a “m. Giordano” who is evidently a printer. However. Giulio Ongaro doubts that the reference is to Gardano, as hard G was seldom transformed into soft G in the spelling of Venetian names. He suggests the passage refers to Giordano Zaletti or Ziletti. who printed books in Venice around this time (1564).



CHAPTER 2
 
GARDANO'S PUBLICATIONS IN THE 1560S AN OVERVIEW

During the last decade of his life, Antonio Gardano continued to publish music books of fine quality whose contents reflected not only favorite music of the past, but also the work of younger composers new to his press. In fact, the 1560s were especially productive: the firm saw at least 187 editions through the press in that decade, compared with 108 in the 1550s and 143 in the 1540s. One hundred and nine of the editions from the 1560s were newly printed (see table 2-1). While production of new editions slackened somewhat in the middle of the decade, Gardano printed substantial numbers of new works in his last years. In 1569, the final year in which he was involved with the press, he produced a total of 27 editions, 13 of them new, the most he had ever printed in a single year. In 1567 he had published 17 new editions, and in 1568, 13.

The figures in table 2-1 should not be taken as clear cut. The “new editions” column counts some prints that were issued simultaneously by other printers. In the “reprints of own editions” column I have listed editions previously printed by Gardano, even if editions by other publishers had been issued in the interim.

 

TABLE 2-1

NUMBER OF EDITIONS BY YEAR, 1560–69











	Year
	New Editions
	Reprints of Own Editions
	Reprints of Others' Editions
	Total



	1560
	11
	4
	2
	17



	1561
	13
	6
	0
	19



	1562
	9
	9
	4
	22



	1563
	4
	6
	0
	10



	1564
	11
	7
	4
	22



	1565
	8
	8
	1
	17



	1566
	11
	5
	0
	16



	1567
	17
	1
	0
	18



	1568
	13
	2
	4
	19



	1569
	13
	12
	2
	27





 

Furthermore, Gardano had added the names of a new generation of composers who began to replace the older ones—Arcadelt, Jachet of Mantua, Donato, Ruffo, and Cambio. In the fifties he had already added the music of Lasso and Palestrina, and their works made up a significant portion of his output in the sixties. Other prominent new composers appearing in Gardano's prints for the first time in the sixties included Giaches de Wert, Andrea Gabrieli, Jacobus de Kerle, Alessandro Striggio, and Philippe de Monte. These are post-Willaert composers, only Gabrieli having been associated with the maestro of San Marco. They represent new musical directions and provided Gardano with a fresh repertory to sell alongside the older works of Arcadelt and his contemporaries. Though a part of the older group, Rore continued in popularit), and Gardano published a string of reprints of Rore's work throughout the sixties.

First Editions

The infusion of new repertory into Gardano's press can be seen in the number of first editions and new composers to be found in the catalogue of his publications of the 1560s. A total of 109 (59%) of the 185 editions he printed in the 1560s had not been printed before (see appendix A).

The range of composers represented in these editions is astonishingly extensive. Here I can only give a brief summary of the nature and contents of these volumes. In a later work I plan to investigate them from several standpoints, including that of the musical cultures they represent.

Some of the composers of these first editions, like Lassus, Ruffo. Kerle, Rore, Monte, Palestrina, Andrea Gabrieli, Vaet, and Wert, are relatively famous names, but others are less well known to us today. From the perspective of the present, we have tended to lump the publications of the other composers together under the heading of “vanity prints,” implying that they are of lesser importance. And yet, in the overall history of the musical society of the day, these composers played an important role, and we need to take more notice of them if we are to reconstruct a picture of musical life as mirrored in Antonio Gardano's publications.

In only five instances in the sixties did Gardano and another printer publish first editions in the same year (see table 2-2). Detailed comparison of readings might tell us the relationship between the two printers in the acquisition and publication of these

 

TABLE 2-2

CONCURRENT FIRST EDITIONS IN THE 1560S


[image: image]



 

collections. Previous comparisons have shown that the sort of duplication we find in these first editions can range from direct copying to use of independent source streams (see LewisT).

Old Favorites

A few of the old favorites from the forties and fifties still remained popular, but these constituted only a small percentage of Gardano's output. One reprint each of the first and second books of Arcadelt's four-voice madrigals from the earl) part of the decade mark the end of the phenomenal succession of Arcadelt's prints that Gardano published.2 Two books of Verdelot's madrigals, one of Janequin's chansons, some psalms by Phinot, and a new edition of Morales's magnificats complete the reprints of works that hark back to the first decade of Gardano's career.3

 

TABLE 2-3

MOST POPULAR COLLECTIONS PUBLISHED BY GARDANO










	Short Title
	First Published
	Total Editions4
	Editions by Gardano



	Arcadelt. Primo libro madrigali a 4
	1539
	56
	8



	Morales. Magnificat a 4
	1542
	25
	3



	Lasso. Liber primus sacrae cantiones a 5
	1562
	15
	3



	Lasso. Secondo libro madrigali a 5
	1557
	14
	4



	Rore. Primo libro madrigali a 4
	1550
	14
	6



	Lasso. Primo libro madrigali a 5
	1555
	14
	4



	Lasso. Primo libro madrigali a 4
	1560
	13
	1



	Palestrina. Liber primus motecta festorum
	1564
	12
	1



	Verdelot. Tutti li madrigali a 4
	1540
	12
	4



	Lupacchino & Tasso. Primo libro a due
	1559
	11
	1



	Striggio. Primo libro madregali a 6
	1560
	11
	3



	Verdelot. Madrigali a sei
	1541
	11
	3



	Madregali ariosi a 4
	1555
	10
	3



	Rore. Primo libro madrigali a 5
	1542
	10
	3



	Gardano. Canzone francese a 2
	1539
	8
	3



	Lasso. Terzo libro di madrigali a 5
	1563
	8
	3



	Lasso. Sacrae lectiones ex propheta lob
	1565
	8
	3



	Madregali a tre de diversi
	1551
	8
	3



	Rore. Terzo libro di madregali a 5
	1548/1552
	8
	3



	Striggio. Primo libro madrigali a 5
	1564
	8
	3



	Wert. Primo libro madregali a 4
	1561
	6
	3





 

Most Popular Editions

Besides the fewer-voiced works, certain collections that Gardano printed gained considerable popularity over the course of the sixteenth century (see table 2-3). If we compare a list of these prints from the sixties with a similar one from the fifties5 we immediately

see several shifts in ranking. Pride of place still goes to Arcadelt's first book of madrigals, which Gardano was still publishing in the sixties, and its total of fifty-six editions by various publishers throughout the sixteenth century. On the other hand, the duos of Jan Gero, which appeared in twenty-five editions over the course oï the century, are curiously missing from Gardano's output of the 1560s. However, the sixteenth century's sacred music top hit, the Magnificats of Morales, still formed part of Gardano's catalogue in the sixties, and he even reprinted them in a deluxe folio edition in 1562. The occasion for the production of such an edition is unknown, but the survival of comparatively large numbers of copies suggests a demand for the magnificats in choirbook format. Of course, the size and beauty of the print may also have contributed to its survival in the church and cathedral libraries where most copies are found. A fresh name appears on the list of most popular editions of the sixties, that of Orlando di Lasso. Lasso's international reputation and his penchant for working with several publishers at once resulted in a healthy circulation of his music in many editions. Gardano was the first to publish a number of these editions.

In addition to Lasso, Palestrina and Striggio were other new names among the most popular editions. Earlier collections continued in popularity as well, with Rore's first book of four-voice madrigals, which appeared in a total of fourteen editions, his first book of madrigali cromatici for five voices (ten editions), and his third book of five-voice madrigals (eight editions). We even find Verdelot's name with the publication of the perennial favorites Tutti li madrigali a 4 and his six-voice madrigals. Both of these latter editions are still listed, however, in the Gardano catalogue of 1591, suggesting that Verdelot's popularity had begun to wane by the end of the century.6 The list of most popular editions contains only two anthologies, the Madregali ariosi a 4 of 15577 (ten editions) and the Madregali a tre de diversi of 15518 (eight editions).

It is not surprising that a collection for three voices would sell a large number of copies. While the madregali ariosi have received some scholarly attention (HaarMA), little work has been done on the three-voice madrigals. The Madregali ariosi had first appeared in Rome in 1555, printed by Antonio Barrè, as the Primo libro délie Muse. Madrigali ariosi. Gardano made some changes to the contents, and then he and Scotto proceeded to print new editions through 1569, followed by those put out by Gardano's

 

TABLE 2-4

GARDANO'S PRINTS OF THE 1560S BY GENRE










	Genre
	Number
	Genre
	Number



	Madrigals a 2
	1
	Motets 2 vv.
	1



	Madrigals a 3
	4
	Motets 3 vv.
	2



	Madrigals a 4
	33
	Motets 5–6 vv.
	6



	Madrigals a 5
	64
	Motets 4–8 vv.
	2



	Madrigals a 6
	7
	Motets 5–8 vv.
	2



	Madrigals a 4–5
	1
	Motets 6 & 8 vv.
	1



	Madrigals a 4–6
	1
	Motets 6, 7, & 8 vv.
	1



	Madrigals a 5–6
	4
	Motets 6 vv.
	1



	Madrigals a 5–7
	1
	Psalms
	5



	Villotte a 3
	9
	Lamentations
	3



	Greghesche
	1
	Hymns
	1



	Capriccio
	1
	Preces
	1



	Madr. & Mot. a 4–8
	1
	Sacrae Lectiones
	1



	Duos
	1
	Masses
	5



	Lute tablatures
	8
	Magnificats
	4



	Canzone Francese
	2





 

sons and Vincenti and Amadino. The primarily chordal texture of this genre and the clear declamation of the text probably appealed to singers of lesser skill, thus accounting for the anthology's lasting popularity. Stanley Boorman has suggested that many beginning singers bought books such as the Madrigali ariosi and Arcadelt's madrigals, and never moved on to more difficult repertory.9 Such a situation would suggest Gardano's customer base consisted of singers with a variety of musical expertise.

Gardano, and apparently other printers, appeared by the sixties to be somewhat averse to printing much sacred music. Evidently the Counter Reformation did not spur a massive return to composition and publication of masses, motets, and other sacred genres. However, the sacred music Gardano did print in the sixties included some of the most important or most popular of his output during that decade. These included the Magnificats of Morales, Lasso's motet volumes and his Sacrae lectiones ex propheta lob, Palestrina's first book of motets for four voices, I sacri et santi salmi a quattro of Willaert, Lamentations settings by Morales and Nasco, Hymns by Ortiz, and sacred works by Kerle, Isnardi, and Vaet. The composers of these collection are among the most noted of the period, and Gardano seems to have been less anxious to take a chance on sacred music by lesser composers.

Repertory of the Editions

Of the 185 editions that Gardano printed in the sixties, 116 were devoted to madrigal books (see table 2-5). If we add on the eleven villotte editions, a volume of gregesche, and Berchem's Capriccio, vve find that 129, or 69.7% of his output in those years was dedicated to Italian secular vocal music. Eleven more editions—a book of duos, eight lute tablatures, and two books of French chansons—round out the secular portion of his published repertory, accounting for 75.6% of the decade's production.10

Thus, we can see that the madrigal and other Italian secular repertory continued to be the mainstay of Gardano's output. However, one significant difference stands out from the previous decades, and that is the predominance of madrigals for five voices. Gardano printed 64 such collections from 1560 to 1569, almost twice as many as his prints of four-voice madrigals (33). The preponderance of five-voice works is in striking contrast with earlier decades. In the 1540s Gardano published forty-four books of madrigals for four voices, and only twelve for five voices.11 In the fifties, the proportions are closer together, with thirty-two editions of four-voice madrigals, and twenty-three of five-voice works. Clearly there was a trend throughout Gardano's publishing career toward the five-voice madrigal as a preferred genre. In the sixties, the number of madrigals for six and seven voices also increased.

Since the 1530s composers had begun experimenting, first in the motet, with the challenges and possibilities inherent in writing for five or more voices without the structural support of a cantus firtnus or canonic voices. By mid-century those techniques had been securely transferred to the madrigal particularly, but not exclusively, among Venetian composers. From the start, Gardano had promoted such a way of writing in his Mottetti del frutto volumes for five and six voices of 1538 and 1539. There he printed music by such French and Flemish composers as Gombert, Jachet of Mantua, Phinot, and Piéton in a style that eschewed the use of a structural cantus firmus and in many cases turned to a manner of syntactic imitative writing that was frequently dense and seldom homophonic and lacked sections of contrasting meter or reduced voices.

Even before Gardano's first publications, the acceptance of this new style in Italy can be seen in such manuscripts as the Newberry-Oscott partbooks of 1528,12 and the Vallicelliana partbooks from ca. 1530–33.13 Willaert and his disciples then championed this genre, and as part of the composers' response to Cardinal Bembo's theories of text setting and poetics, it was almost immediately absorbed into the madrigal, where it revealed itself most fully in writing for five or more voices, especially in Rore's first book of five-voice madrigals.14

Another source of the increased interest in works with five or more voices may be the concurrent interest in chori spezzati techniques and dialogues throughout northern Italy. Five voices allow for a substantial variety of vocal combinations, with the fifth voice often acting as a “swing” voice between two choirs of three voices. Kven greater flexibility and variety were afforded by six-, seven-, and eight-voice pieces that became increasingly common during the fifties and sixties. In many of these, the emphasis was placed on shifting sonorities and color, as opposed to the detailed exegesis of Petrarchan texts found in the works of the Bembists (FeldmanC and FeldmanCE). These dialogic pieces were favored not just by madrigal composers, but also increasingly found their way into an extensive range of sacred works, of which chori spezzati psalm settings are only one instance.

Accompanying the increase in voice parts was a penchant for extending the length of madrigals, in particular through the setting of canzone and other multi-stanza texts. Beginning in the late 1540s, the genre was propelled into popularit) by Rore's Vergine bella cycle, which first appeared in an incomplete version in 1548, and then in a revised and completed form in 1552 (LewisR). Throughout the fifties and sixties, multi-movement madrigals and even multi-part motet settings made up a large portion of the contents of Gardano's publications.

One characteristic of the multi-movement madrigals was a tendency to vary the number of voices from stanza to stanza. At the same time, many composers presented collections of their works to the printer in the form of mostly four- or five-voice settings with a group of six- or seven-voice works thrown in. Both of these situations presented Gardano with increasingly complicated problems of layout and pagination. The printer usually was able to solve them by placing many-voiced works at the end of the volume with the extra voices doubled up in one or two partbooks, sometimes with duplicate paginations or extra leaves or gatherings as a result. However, the idea of uniformly paginated partbooks and vertical setting (vol. 1, pp. 71–72) often had to be abandoned.

The preference for works for five or more voices suggests an increasingly sophisticated and professional market base. As Stanley Boorman has suggested, the madrigal was superceding sacred music as the most serious and interesting genre.15 However, at the same time Gardano continued to produce music for those of modest skills and lighter tastes. Thus, we see three volumes of works for two voices (see table 2-2) and fourteen three-voice publications. The latter are devoted primarily to a series of villotte prints with mostly anonymous contents.16 We may include in the category of lighter music the books of ribald villotte for four voices by Filippo Azzaiolo and other Bolognese musicians; the first volumes appeared from Gardano's press in 1557 and 1559, while Gardano printed book 3 in 1569.17

Anthologies

In comparison with the first two decades of his career, Gardano printed fewer anthologies in the 1560s. Leaving aside the books devoted primarily to a single composer but including a few works by others, we can count twenty-six true anthologies from these years, both new editions and reprints. These anthologies were devoted to

 

TABLE 2-5

ANTHOLOGIES PRINTED BY GARDANO IN THE 1560S










	Cat. No.
	RISM No.
	Short Title
	Date



	270
	156010
	Libro II0 Madregali Ariosi a 4
	1560



	271
	156012
	Libro I0 Villotte alla Napolitana a 3
	1560



	272
	156013
	Libro II0 Villotte alla Napolitana a 3
	1560



	273
	156014
	Libro III0 Villotte alla Napolitana a 3
	1560



	289
	156110
	Libro III0 delie Muse a 5
	1561



	290
	156111
	Madrigali de Diversi a 3
	1561



	291
	156115
	Cipriano et Annibale madrigali a 4
	1561



	311
	156217
	Libro I0 Villotte alla Napolitana a 3
	1561



	312
	156212
	Libro II0 Villotte alla Napolitana a 3
	1562



	313
	156213
	Libro IV0 Villotte alla Napolitana a 3
	1562



	314
	156214
	Libro IV Villotte alla Napolitana a 3
	1562



	327
	A2981–156414
	Libro I0 Villotte alla Padoana a 4
	1564



	335
	156416
	Malino. Libro II0 delie Greghesche a 4–8
	1564



	364
	156510
	Madregali Ariosi a 4
	1565



	378
	15661
	Liber Missarum Quatuor a 5–6
	1566



	379
	15666
	Libro II0 delie Villotte alla Napoletana a 3
	1566



	398
	156717
	Libro III0 delte Villotte alla Napoletana a 3
	1567



	411
	15682
	Liber I Novi Thesauri Mu s i ci
	1568



	412
	15683
	Liber II Novi Thesauri Musici
	1568



	413
	15684
	Liber III Novi Thesauri Musici
	1568



	414
	15685
	Liber IV Novi Thesauri Musici
	1568



	415
	15686
	Liber V Novi Thesauri Musici
	1568



	438
	15693
	Motecta Tri um Vocu tri
	1569



	439
	156918
	Libro III0 delle Muse a 5
	1569



	440
	156921
	Madregali Ariosi a 4
	1569



	441
	156922
	Diversi Autori. Madregali a 3
	1569





 

villotte, books in the Musel Madrigali ariosi series, three-voice works, the five volumes of the Novus thesaurus musicus, and one book of masses.

By contrast, fifty-four anthologies appeared from Gardano's press between 1538 and 1549, while in the fifties he printed only sixteen anthologies. Thus, the anthology production of the sixties was somewhat larger than that of the fifties, but overall production in the sixties was also greater. The increase in anthology production in the sixties was due in part to the multiple volumes of villotte that appeared in those years, as well as the publication of the five volumes of Giovanelli's Novus thesaurus musicus.

Gardano departed from his usual practice in one edition of the 1560s when he printed a theoretical treatise, Illuminata Aiguino's Tutti i tuoni di canto fermo of 1562, the only publication of his that I have found that uses chant notation.

Summary

In sum, Gardano's production in the 1560s was not too different from that of the proceeding decades. The major categories remained the same, with madrigals, other Italian secular genres, motets, masses, and magnificats most prominent. Publications of this decade included both reprints from earlier years and the works of younger composers of a new generation that succeeded that of Willaert and his contemporaries Challenges to Gardano's technical skill were posed by collections that contained mixed numbers and combinations of voices, due especially to the increased popularity of the multi-movement madrigal. Gardano printed works by composers from all regions of Italy and from areas beyond the Alps, with the latter increasing in importance during this decade.

His remarkable printing career, based almost entirely on music, far surpassed that of any music printer before him, and was equalled only by that of Girolamo Scotto, who was never exclusively a music printer and whose enterprises were backed by the enormous Scotto firm. The catalogue of Gardano's productions in the present three volumes reveals how widely his music circulated and what an opportunity it gave to thousands of amateur and professional musicians of all social levels to experience the greatest music of their time.

1 Montanus and Neuber of Nuremberg.

2 The books are this Catalogue nos. 257 (1560) and 273a (1561). A few individual works are included in Catalogue nos. 290, 321,364,440, and 441.

3 They are respectively Catalogue nos. 287 and 363: 260; 318, and 304.

4 These figures represent the number of known editions put out by all printers in the sixteenth century.

5 See vol. 2, p. 7.

6 For information on the Gardano sons sales catalogue of 1591, see chap. 6 and AgeeG.

7 Madregali ariosi a quatro voci vomposti da diversi eccellentisshni autori, et per Antonio Gardano novaniente con somma diligentia stampati. Libro primo délie Muse a quatro voci, 1557 (this Catalogue no. 237. vol. 2. pp. 367–70; RISM 1557'7).

8 Madrigali a tre voci de diversi eccellentisshni autori novaniente dati in luce, & con ogni diligentia stampati & Corretti. Libro primo. In Venetia apresso di Antonio Gardane. 1551.

9 Personal communication, July 2004.

10 These figures do not include the madrigals of Willaert's Musica nova, which was probabk reprinted during the sixties but does not survive. See p. 416.

11 See vol. 2, p. 9.

12 Chicago, Newberry Library, Case MS VM 1578.M91 and Oscott, Case B No. 4.

13 Rome, Biblioteca Vallicelliana, MS Inc.l07bis (olim S. Borr. E. 11.55–60), first series.

14 Di Cipriano Rore l madrigali a cinque voci, nuovamente posti in hue. Venice: G. Scotto. 1542. (RISM R2479).

15 Personal communication, July 2004.

16 For a discussion of the anonymous pieces in sixteenth-century prints, see Feldman A.

17 The three volumes are II primo libro de villotte alla Padoana con alcune Napolitain a quatro voci intitolate Villotte del fiore Novamente per Antonio Gardano stampate et date in luce 1557 (this Catalogue no. 224. vol. 2. pp. 341–43; RISM no. A2979–155718; Il seconda libro de Villotte del Fiore alia Padoana con alcune Napolitanae e madrigali a quatro voci Novamente Per Antoio Gardano stampate & date in luce. 1559 (this Catalogue no. 243. vol. 2, pp. 381–82; RISM no. A2984–155919); Di Filippo Azzaiolo Bolognese il terzo libro delit' Villotte del Fiore alia Padoana con alcune Napolitane e Bergamasche a quatro voci et uno dialogo a otto novamente stampate & date in luce…. In Venetia Appresso di Antonio Gardano, 1569 (this Catalogue no. 417. vol. 3. pp. 382–83.


CHAPTER 3

COLLECTING, THE PUBLIC, AND THE EVIDENCE IN THE BOOKS

In the three volumes of this study, I have documented as closely as possible the output of Antonio Gardano's press, and the location of the surviving copies. More difficult to ascertain, however, is the nature of the market for his books, and the various ways the public approached the acquisition of printed music. In this chapter, I will examine the buying and collecting habits of some of the owners of Gardano's publications, and at the manner in which buyers and collectors obtained his prints, formed them into collections, and preserved them, particularly in so-called binder's copies, collections of printed books bound together under one cover in a single volume. We can only infer from the surviving books the distribution of the music Gardano printed, as well as the tastes and purchasing patterns of the owners of his prints. I distinguish here between buyers and collectors, identifying the former as being more casual in their approach to obtaining music books, while the latter went about their purchasing in a more systematic, and often more comprehensive, way. Both types of consumers, however, tended to bring their books together at some point within single bindings, the better to preserve and organize them. These bound-together volumes, binder's copies, are among our best tools for tracing habits of consumption of Gardano's music books.

Distribution

While Antonio Gardano printed more than 440 books, we lack documents describing his business practices and distribution methods. We can, however, turn to his compatriot in music printing, Girolamo Scotto, for general information about the way books were distributed and sold at the time, since far more records survive for the Scotto firm.1 At the same time, we need to bear in mind that the Scotto and Gardano firms were essentially different operations. Girolamo Scotto was a member of a large general family printing house with agents in far-flung cities. Gardano's firm was small, specialized, and probably employed only a few workers (see vol. 1, pp. 17–34). No information survives on the extent of his business network, though he must have had some sort of distribution system.

We do know that Gardano had a bookshop in the Merceria in Venice, and that he shipped books north to the fairs of Leipzig and Frankfurt. He also would have sent books to dealers throughout Italy, as we can see from the similar actions of his sons as described in a letter from Angelo Gardano to Giaches de Wert of 1586. Ihere Angelo mentions that he has sent wagon loads of books every week to music dealers in Brescia.2

We also know from the account books of the Accademia filarmonica of Verona that the members made regular buying trips to Venice to purchase music books directly from Gardano and Scotto.3 Undoubtedly, other academies and individuals acted accordingly. The Veronese academicians bought mostly madrigals from Gardano, but occasionally acquired books of motets, masses, and chansons, as well as an occasional lute tablature and collections of ricercares. Presumably they made their purchases in his bookshop.

Outside of Venice, Gardano undoubtedly had contact with a number of booksellers. Tim Carter has written of Florentine bookshops and second-hand dealers who carried music books (CarterMS, 484). He examined the catalogues of three Florentine dealers, the Giunti, the Marescotti, and Piero di Giuliano Morosi. The inventories of these shops in the late sixteenth century contained 1100, 550, and 175 music titles respectively, a surprisingly large number of music books even in the small shop. In the most modest of these establishments, that of Morosi, Carter found that almost all the music books came from Venice, most from Gardano and Scotto (CarterMS, 489). In particular, Carter has noted that the titles Morosi carried ranged in date from 1537 to 1585, essentially half a century's worth of published music. He also points out that Morosi's music holdings were on the old-fashioned side, and his shelves devoted comparatively little space to the latest modern music issuing from Venice (CarterMS, 490). Like all booksellers, Morosi must have held some editions that had gathered dust on the shelves, unsold for many years. Carter sees Morosi's stock as typical of that of Florentine bookshops as a whole. In the inventories of his books, numerous items appear that could have been published by Gardano, although the publisher is not named. These include madrigal books of Ruffo, Rore, and Striggio, motet books by Lassus, the second five-voice book of the Muse series, Arcadelts three-voice madrigals, and many more. Thus, a casual buyer could have found something to his or her taste among Morosi's music books, while a collector might have found a missing book from a series.

From Morosi's records, Carter has also identified at least three customers and the music they purchased. In 1592, a customs inspector bought a bound copy of Moderne's edition of Rampollini's Il primo libro delia musica … sopra di alcune canzoni del … M. Francesco Petrarca of 1554 for six lire. In 1596, a leather worker bought a used copy of three-voice works and a dictionary for a total of three lire. Then in 1600, Morosi sold a bound set of Anerio's spiritual madrigals to Don Antonio, a cleric at the church of the Badia, for the reduced price of L. 1. 13. 4 (marked down from two lire) (CarterMS, 495).

As for sales outside of Italy, editions of sacred music found their way north with some regularity, but the market for madrigals north of the Alps in the 1540s and 1550s was limited for the most part to a few wealthy collectors such as the merchant families of Augsburg—Herwärts, Welsers, and Fuggers—and to a few literati and italophiles.4 The preservation of their collections in some of the great libraries of northern Hurope has skewed our impression of the general popularity of the madrigal in the north during those two decades. The popularity of Italian secular music in Germany picked up tremendously, however, in the following decades.

In general, though, many Venetian music books were sold at the semi-annual fairs held at Lyons, Leipzig, Frankfurt, and elsewhere. Some of the sales catalogues for these fairs survive, and we can find Gardano's prints listed there (see GöhV). The books found their way northward in the hands of book carriers, who shipped them by water on barges or overland across the Alps. From the surviving catalogues, it would appear that Scotto sent far more books to the fairs than did Gardano (BernsteinM, 125–30).

Merchant families such as the Strozzi in Italy and the Herwärts in Augsburg had a wide network of agents whose duties included the procurement of music and musical instruments. Richard Agee, for instance, has shown that Benvenuto Olivieri, the Strozzi's principal agent in Rome, sent music to Ruberto and Lione Strozzi while they were in Spoleto in 1534, while another Strozzi agent, Bartolomeo Cavalcanti, sent music by Cipriano de Rore from Ferrara to Ruberto in Rome in 1546 (AgeeR, 6, 15). While these two instances apparently involve the transmission of manuscript copies, printed music could well have been sent in the same fashion. German merchants, in particular, had their own headquarters in Venice at the Fondaco dei Tedeschi, where the exchange and shipping of merchandise was facilitated. Other nationalities, such as the Turks and Greeks, maintained similar warehouses and related establishments that enabled them to initiate the free flow of goods across international borders.

Travelers to Italy also brought music books back home. One of the most spectacular examples was Ferdinand Columbus, son of the explorer and a true collector, who carried a large portion of the books published in Venice back to Seville during the years 1512–35 (ChapmanP). During Gardano's career, merchants from outside Venice undoubtedly also brought music books back to their homelands, and musicians journeying to Italy to study or perform also had the opportunity to purchase Gardano's books. Some made their selections at Gardano's shop on the Merceria, while others must have frequented the establishments of the numerous book dealers found in any Italian city of some size.

Buyers and Collectors

Morosi's priest, leather worker, and customs officer probably are representative of the casual buyers mentioned above, buyers who are often difficult to identify. Collectors, those who bought in quantity, comprehensively, or systematically, on the other hand, can be discovered more easily, either through inventories of their collections, or copies—whether single on in binder's volumes—surviving in libraries today. Still, their identity often remains hidden, and we must rely on the evidence in the books to ascertain what their collecting habits were. For the most part, I have turned to binder's copies for such evidence, and have thus identified a number of different collecting patterns revealed there. However, archival documents too can provide us with valuable information about buying habits, especially those of institutions.

Collecting can sometimes be detected in the records of purchases made by a church or a group of churches, especially those that were well endowed. A particularly striking example of this is the overview of music purchases by churches in Umbria that Galliano Ciliberti has published in his study of musical institutions in that area in the sixteenth century (CilibertiO). Using archival documents, Ciliberti found records of purchases by a number of important churches in Umbria, and in some cases, those books can still be found in the churches' archives today (see p. 25 below).

Among the most comprehensive collections of the sixteenth century were those of the Fugger family of Augsburg, in particular those of Raimund Fugger d. J., Georg Fugger, and Philip Eduard Fugger. An analysis of the catalogues of their collections for editions that might have been printed by Gardano (SchaalF) does not seem to point to systematic collecting but rather to the purchase of a great deal of music, primarily but not exclusively secular. (For a list of these collections, see appendix A.) Many, but not all, of Raimund's books have equivalents in the Bayerische Staatsbibliothek and the Österreichische National bi bliothek. In most cases, the identity of those copies as the actual books owned by Raimund cannot be established.

As for the collections of Georg and Philip Eduard Fugger, I have been able to identify a number of copies now in Vienna, Paris, and Regensburg that probably belonged to them (see appendix A). Georg bought the three books of Verdelots madrigals that Gardano published in 1541, while Philip bought two books of Lupacchino's madrigals, one from 1543, the other from 1547. Otherwise, there is no evidence of systematic collecting on their part. Both owned mixed collections.

Binder's Copies5

Identifying the purchasers of Gardano's prints is difficult. Most surviving copies reside in large libraries such as those in Vienna, Munich, Brussels, Bologna, or London, where provenance is often difficult to trace; moreover, owners' marks on the volumes are few. There are, however, certain exceptions, mostly binder's copies, volumes in which a number of separate prints are brought together under one cover to form an anthology. It appears that owners of large numbers of music prints at some point had their collections bound together, sometimes according to genre, at other times according to composer or even format. Often no evidence survives to tell us whether the books were bound by the original buyer, or by someone else at a later date. These binder's copies are not always easy to interpret, as many have lost their original covers, and sometimes part of their contents. Others survive only as separate copies, their earlier existence in a binder's volume identifiable by handwritten folio numbers or index tabs; these collections were dismembered at some time in their history by book dealers or librarians, and sometimes reassembled into pseudo “complete” sets.

One example of the latter is a set of five partbooks in modern bindings at the Civico Museo Bibliografia) Musicale of Bologna.6 They contain three different editions of the second book of five-voice madrigals by Lassus, published by Gardano in 1559 and 1565, and by Angelo Gardano in 1585. The three editions were originally trimmed to different sizes and almost certainly were not part of the same volume when they were first purchased, but were most likely bound together by an orderly librarian or book dealer at some later date.

At other times librarians or dealers dismantled binder's volumes and put each edition under separate covers. Many singly bound partbooks in today's libraries have their pages numbered or foliated in mid-sequence, indicating that at one time the partbooks were bound together with others into a larger anthology. The presence of metal or leather index tabs on the title or final pages also indicates an earlier life in a binder's copy. Such is the case, for instance, for the Vienna copy of Lambertini 's first book of four-voice madrigals (RISM L391) of 1560,7 and the Cracow copy of Vaets first book of five-voice motets of 1562 (RISM V26, this Catalogue no. 308).

Many of the sixteenth-century music books at the Bibliothèque Royale in Brussels came from the private collection of the nineteenth-century musicologist and composer François-Joseph Fétis (1784–1871), and often contain information about their acquisition and the price he paid for them. Having passed through the hands of book dealers over the centuries, the binder's volumes have modern covers but notes in FéuVs hand suggest that the books are in their original groupings. Three volumes containing canto, alto, and quinto partbooks of madrigals by Lassus have modern bindings and may have been assembled by a dealer.8 On the other hand, with dates of 1566–68. the books—the first, second, and third books of Lassus's five-voice madrigals—could have been purchased in the sixteenth century as a compilation by a Lassus enthusiast.

The same might be said of a single volume of bassus partbooks in the same library, bound in parchment and containing the first through fourth books of vilkme alla napoletana published by Gardano in 1562.9 In this case, as well as in the case of the anthology just described, it would seem from the handwritten notes in the books that they remain as they were when Fétis purchased them, and were not rebound or reordered by him.

Many other binder's copies retain their original bindings and sometimes their owners' identifying marks. The Staats- und Stadtbibliothek in Augsburg, for instance, besides its books from the Weiser family, holds several publications owned by local Augsburg institutions and musicians. A set of five partbooks, bound in parchment and with the initials G.A. (for Gregor Aichinger) on the cover, contains Aichinger's ex libris.10 Aichinger, who had a lifelong relationship with members of the Fugger family, served Jakob Fugger and was organist in the family church of SS. Ulrich and Afra in Augsburg from 1584 until his death in 1628.11 Aichinger made two trips to Italy. During the first, from 1584 to 1588, he studied with Giovanni Gabrieli in Venice, and enrolled at the University of Siena. He may have purchased the twelve sets of partbooks in the Augsburg binder's copy during that trip. The twelve editions, published between 1555 and 1562, comprise a comprehensive and representative collection of the Italian madrigal in the late 1550s and 1560s. Included are three books of Rore's five-voice madrigals (the Madrigali cromatici of 1562 and books 2 and 3 of 1562 and 1560), books 1 and 2 of Lassus's five-voice madrigals from 1557 and 1559, the first three books of the Muse series (1555, 1559, and 1561), Wert's first two books of five-voice madrigals of 1561, and the first and second books of I dolci et harmoniosi concenti published by Scotto in 1562. While the works were already somewhat dated by 1584, he could well have purchased them as a kind of reference collection for his own compositional enlightenment. Such publications would probably have seemed too old-fashioned to Aichinger at the time of his second Italian trip, from around 1598 to 1601. At that time, Aichinger was studying for the priesthood, and according to the foreword of his Odaria lectissima of 1601, he was no longer interested in secular music. Aichinger might also have acquired the books through the Fuggers, who were major collectors of Italian secular music.

Scholars need to bear in mind that the owner who bound the individual partbooks together in a single volume might not have been the original purchaser of the books. Music books could change hands as gifts, be sold second hand, or passed on to new owners in other ways. In the discussion that follows, I have acted on the assumption that the original owners had the books bound, but especially in the case of binder's copies containing prints from a wide spread of dates, a younger relative or heir could have had the books bound instead.

In order to better understand the collecting habits of individuals and institutions that purchased printed music, I have separated the following discussion into sections devoted to those who bought sacred music, secular Italian music, mixed repertories, and instrumental music, as well as those who engaged in systematic acquisition of works by a particular composer or from a certain series. Few of the binder's copies I have examined bear any sort of owner's marks, but I have tried to identify those owners whose names or other marks appear on the volumes.

Most of my information comes from the books themselves, though I have relied on published documents and discussions as well. I have concentrated on binder's copies since they show patterns of collecting, but have not always limited myself to them. My account should be read in conjunction with Jane Bernstein's study of collecting, which it augments (BernsteinBC).

Collections and Collectors of Sacred and Liturgical Music: Institutions

An examination of the books that can be linked to churches, monasteries, and other religious institutions reveals that for the most part they bought, as might be expected, prints containing masses, motets, and other liturgical music. Wealthier churches often purchased many different titles, as we can see from the archives of Umbrian institutions studied by Ciliberti.

For instance, in June 1545 the canons of the cathedral of S. Rufino in Assisi bought, for two florins, “hmpni [sic] et messe et magnificatti in canto figurata” for the cappella, and in May of 1546 they spent three florins at the fair of Foligno, to buy for the chapel “two large books of polyphonic masses; one called the eight masses of Morales libro primo, the other by Pierre Colin, in which were contained eight other masses, eight motets and eight magnificats, costing three florins” (CilibertiO, 346).12 At the end of May of 1562 the canons acquired “six sets of music books for two florins for the church, namely passions, psalms, magnificats, lamentations and motets.”

From the collegiate church of S. Maria Maggiore of Spello in 1547 representatives went to buy “from a bookseller of Peroscia [Perugia?]” four books of lamentations in polyphony,13 and in 1597, at the fair of Foligno, they acquired “a set of motets a 5 of Palestrina, opera nuova ” (CilibertiO, 346). We can see that the two churches bought music from both bookshops and at the Foligno fair. This pattern would seem to have been quite common.

Between 1575 and 1577, while Giovanni Vincenzo Moricheo da Rieti was maestro di cappella, the canons of the cathedral of Spoleto purchased fifteen music books, of which seven contained masses (three by Palestrina, two by Morales, and one by Animuccia). They also purchased a copy of an anthology published by Antico in 1516,14 four partbooks of hymns by Kerle,15 a book of hymns and magnificats by Ortiz (still in the Archivio of the Duomo),16 one of antiphons and lamentations by Morales,17 and one by Morales whose contents are not specified (CilibertiO, 347), but which was probably Gardano's folio edition of his magnificats of 1562, which still resides in the Duomo's archive. Clearly, the cathedral of Spoleto was buying music on a grand scale. Just where they did their buying, however, is not known.

We have evidence that other wealthy churches and cathedrals, like Spoleto, bought a large number of music books for their cappelle. This is particularly true of the cathedral of Orvieto, which had especially strong ties to the papacy since the family of Pope Paul lil (Alessandro Farnese) had long been associated with the city.

In 1583, the cathedral of Orvieto bought twenty-two music books, including eleven mass books: three by Palestrina,18 two by Jachet of Mantua, one by Animuccia,19 one by Gombert,20 one by Guerrero,21 one by Morales,22 one copy of an anthology published by Antico in 1516, and one copy of an anthology published by Moderne in 1532. Also purchased were seven books of motets (one each by Hoste da Reggio,23 Jachet of Mantua, Layolle,24 Gombert, Palestrina, Porta, Ruffo, and Francesco Vecoli.25 Further acquisitions included a book of introits by Giovanni Domenico Petrucci,26 one of magnificats by Animuccia,27 one of litanies by Porta,28 and one of vespers by Rore.29

In 1590 Vincenzo Cossa, maestro di cappella minore of the duomo of Perugia, bought twenty books: six of masses (four by Palestrina, one by Morales, and one anonymous), three of hymns (one each by Giorgio Mirreo, Palestrina, and an anonymous composer), three of litanies (all anonymous), two of magnificats (one by Animuccia30 and one of Victoria31), two anthologies (one by Mirreo, containing “masses for the dead and the Te Deum Laudamus and the chants for Holy Saturday,” one containing anonymous magnificats and hymns), one of anonymous lamentations, one of motets by Victoria, one of responsories for Christmas, a sequence for the dead by Federico Campana, and “a large book in which nothing is written.” The large number of anonymous works suggests that at least some of these purchases were manuscripts, or perhaps anthologies. Such a view is strengthened by the fact that no printed music by Giorgio Mirreo is known. Moreover, the purchase of a large blank book (possibly to be ruled for copying) would indicate that manuscripts were still inscribed at the Perugia cathedral at the end of the sixteenth century.

In these lists from the second half of the sixteenth century we can see abundant use of mass books (25), magnificats (10 books), and hymns, with Animuccia, Morales and Palestrina leading the list of favored composers. In comparing the purchases of five churches (Assisi, Castello, Perugia, Spoleto, and Orvieto) Ciliberti noted a consistency in the repertory. Four out of the five churches owned the Morales Missarum liber primus of 1544 (Dorico), Palestrina's Missarum liber secundus of 1567 and his Missarum liber tertius of 1570, both also published by Dorico. The anthology Liber quindecim missarum (1516) and the first book of masses of Animuccia (1567) are in both the list of Spoleto and in that of Orvieto. The Canticum B. M. Virginis of Animuccia (1568) is cited in the inventory of Perugia and Orvieto and still survives in the cathedral of Castello. The Orvieto library had the most books in common with the others, with Spoleto and Perugia following. Orvieto's generous holdings confirm the peculiar importance of its cappella in the musical panorama of Umbria (CilibertiO, 351). While Dorico appears to have been the favored publisher for these churches, we can see that Gardano's prints were also among those collected. We cannot be sure where the churches of Umbria purchased many of their prints, but both Roman and Venetian printers must have had outlets in the area. Clergy might also have purchased books on trips to Rome. The Orvieto records speak of the arrival of a “consignment” of 22 books. Were they, perhaps, ordered from a printer's or dealer's catalogue?

Ciliberti totaled up the inventories of the most important cathedrals oï Umbria in the sixteenth century and identified 33 composers who were responsible for 631 pieces (204 motets, 109 masses, 102 hymns, 56 magnificats, 38 introits, 28 psalms, and four litanies).

TABLE 3-1
 COMPOSERS REPRESENTED IN THE
 MUSIC BOOKS OF UMBRIA'S CATHEDRALS32








	Composers
	Number of Compositions



	Palestrina
	116



	Ortiz
	  68



	Victoria
	  49



	Jachet de Mantua
	  46



	Porta
	  41



	Giovanni Domenico Petrucci
	  38



	Ruffo
	  27



	Animuccia
	  26



	Vecoli
	  26



	Colin
	  24



	Kerle
	  23



	Morales
	  16



	Guerrero
	9



	Layolle
	8



	Rore
	6



	Brumel
	5



	Févin
	3



	Gombert
	3



	Josquin
	3



	Mouton
	3



	Berchem
	2



	Genet
	2



	La Rue
	2



	Richafort
	2






Cilibertls numbers assume or suggest that every piece in every collection was actually performed. In reality, maestri probably chose only a few works from certain books, more from others. Most of Cilibertls documents seem to stem from the second half of the sixteenth century, and extend beyond the time that Antonio Gardano was printing music.

Still, his observations are revealing. The repertory was remarkably conservative and Roman-centered. Most conspicuous by his absence is Lassus, whose music seems not to have been performed at all in the region. Though some of the prints that I have been unable to identify may in reality have been from Venetian presses, another surprise is the relative scarcity of publications by Gardano and even Scotto. í he presence of more obscure Roman and Milanese printers, as well as some from France, suggests that the Umbrian churches were ordering their music from a dealer, probably in Rome, who dealt less with Venetian publications. We do not know what contacts Gardano had in Rome, but Jane Bernstein has noted that the Scotto firm had co-owned a bookshop in Rome as early as 1516, and that they designated Marco de Amadoro, a Roman printer, as an agent in 1566 (BernsteinM, 122–23).

Ciliberti also points out that there is a strong resemblance between the repertory he describes and that of the Cappella Giulia from 1550–66, confirming the enormous diffusion of Palestrina's music. To Ciliberti, the presence of so many of Palestrina's works represents him as the most performed composer of the pontifical periphery (CilibertiO, 348–49).

Other sacred institutions amassed large collections of printed music. A particularly notable example is the Convent of St. Anna in Augsburg, which owned at least forty prints of sacred music, now scattered in numerous libraries (BernsteinBC, 27–28). The title pages of the books are stamped with the monogram SANA, which Jane Bernstein has linked to the convent.

The monastery and church of SS. Ulrich and Afra in Augsburg, where Aichinger was organist, owned a print from Gardano's press, Jacob Kerle's Sex misse of 1562.33 The print is bound with a book of magnificats by Guerrero, published by Phalèse in 1563 (RISM G4868), and a group of manuscript masses by Lasso dated 1568 and 1569. The masses are Lassus's Missa Il me souffit, Missa Doulce memoire, Missa Quand io penso, and Missa Frere Thibault. If the dates 1568 and 1569 are indeed copying dates, then these masses were obtained by the Augsburg church before they were first published between 1570 and 1582 (HaarL). The dates of the manuscripts are also close to the volume's prints, which appeared in 1562 and 1563. Evidently, the Fuggers had access to Lassus's music in manuscript before it was published. I have found a number of such combinations of printed and manuscript material under one cover, particularly in books belonging to ecclesiastical institutions. In this case, the items were probably bound together because of their folio format.

The Biblioteca Nazionale of Palermo owns an incomplete set of binder's copy partbooks (the cantus and quintus are missing) that belonged to a different sort of ecclesiastical institution, the-library of the Jesuit college of Palermo.34 The editions it contains were printed by Scotto, Gardano, and Buglhat, and date from 1538, 1539 and 1541. All contain motets with the exception of three books of duos whose tenor books are bound into a volume marked sexta pars. The Gardano prints are the first books for four, five, and six voices of the Mottetti del Frutto of 1538 and 1539, the duos by Jan Gero of 1541, and the two-voice chansons that Gardano put out in 1539. The so-called sexta pars also contains one of two known copies of the Gero duos that were probably printed by Scotto in 1540 or 1541.35 The contents of these anthologies are what we might expect a Jesuit College to have purchased—duos for didactic purposes, and motets.

Another binder's volume in folio format belonged to the Cappella Giulia and, like the Augsburg folio, contains both prints and manuscripts. It is now in the Biblioteca Apostolica Vaticana.36 Collected for use by the choir of the cappella, the book's contents include masses, responsories, and masses for the dead. Two of the four items in the books are prints. The first is Palestrina's famed folio Missarum liber primus printed in Rome by Dorico in 1554. The second is Kerle's Sex misse for five voices issued by Gardano in 1562. The Palestrina masses were published during the composer's years as magister cantorum at the Cappella Giulia. The first manuscript in the volume contains anonymous works, and the second includes Palestrina's five-voice Missa pro defunctis and separate responsories, a five-voice Libera me Domino, and a four-voice Dies ilia. These volumes have the earmarks of a practical collection, perhaps bound together after 1562 because of their format and the nature of their contents. Some of the music may have been used by Palestrina while he was at the cappella, both during his first stay there from 1551 to 1560, and upon his return in the latter part of his life (1570–94). It may also simply have been collected together with the later print by those who followed him. Here again we have prints and manuscripts bound together in part because of their folio format.

Collections and Collectors of Sacred and Liturgical Music: Individuals

While we would expect religious institutions to purchase sacred music, numerous individuals and secular associations also purchased such a repertory. Above all, these consumers bought motets, which were probably regarded as vocal chamber music of a more serious nature. These buyers could range from professional musicians, composers, and clergy, to amateurs and wealthy collectors. Examples of such purchasing are described below.

Two binder's copies support the idea that conservative tastes in sacred music were not unusual in Germany during the late sixteenth and early seventeenth centuries. The Staats- und Universitätsbibliothek of Hamburg now holds a binder's copy of seven prints originally owned by the German composer Thomas Selle.37 Selle, or Sellius as he called himself, was born in Saxony in 1599, studied in Leipzig at the Thomasschule and the University, and served as kantor of the Joanneum in Hamburg from 1661 until his death in 1663. Earlier he had served churches in northwestern Germany (BraunS). During his travels, Selle had acquired several Italian sacred music prints, all of a relatively early date. In addition to publications by Giunta, Scotto, and Moscheni, his anthology contains four Gardano prints: the first book for six voices of the Motetti del frutto of 1539, the first book of Willaert's four-voice motets of 1545, Rore's five-voice motets of 1545, and the 1547 collection of six masses for five voices. Since all these books appeared at least half a century before Seile was born, and since he never, as far as we know, traveled to Italy, the Hamburg composer must have acquired them in Germany some time before or around the middle of the seventeenth century. Evidently Italian sacred music of a decidedly old-fashioned sort was being bought, either new or second-hand, by an admittedly conservative German composer, long after it had first been offered for sale in Italy. Selle's anthology squares with evidence that points to the use of sixteenth-century motets in Germany until at least the middle of the eighteenth century, as the continuing popularity in the Lutheran church of Erhard Bodenschatz's Florilegium Portense of 1603 demonstrates.

An anthology of eleven sacred prints in the Proskesche Musikbibliothek of the Bischöfliche Bibliothek of Regensburg belonged at some point to one Andreas Spanfelder, who had them bound in brown leather in 1600.38 The books were printed by Gardano, Scotto, and Castiglione between 1539 and 1545. We have no idea when Spanfelder actually purchased these books, but the contents are very conservative for 1600, the date of binding. All contain sacred music, mostly motets, and include Gardano's publications of Jachet's five-voice motets of 1540, the first books for five and for six voices of the Mottetti del Frutto of 1538 and 1539, Rore's first book of five-voice motets of 1544 and the edition of the same from 1545, and Willaert's six-voice motets of 1542. So far I have not been able to identify Andreas Spanfelder, but it is noteworthy that all his Venetian prints were in Latin rather than Italian, again demonstrating the lack of interest at this time by many Germans in Italian-texted music.

In Naples, the Biblioteca Nazionale holds a bound anthology of eight prints once owned by Cardinal Alessandro Farnese, according to the inscription on the first title page (Del Rdmo Far. Vicecan).39 Farnese was the nephew of Pope Paul III, who appointed him Vice Chancellor of the Church.40 Seven of the eight prints contain masses, and the eighth contains the 1545 O. A. Scotto edition of the magnificats of Morales. The Gardano prints in the volume are the fourth book of four-voice masses for equal voices of 1544, the second book of five masses by Morales for four voices of the same year, the book of six masses for five voices of 1547, and the Quinque missarum harmonía diapente of the same year. The Scotto mass prints include the first book of four-voice masses of 1544, his own edition of the Quinque missarum harmonia diapente of 1543, and the book of five masses by Morales and Jachet of 1540. Almost all the prints contain music by Morales and, curiously, there is some overlap of contents between the Gardano and Scotto collections. Klaus Pietschmann has recently discovered a letter of 1545 from Morales to Cardinal Farnese (PietschmannR). In that letter, Morales begs the Cardinal's help in securing his papal subvention for the publication of the Missarum liber secundus. Evidently Morales had incurred a considerable debt due to the expenses of publishing the book, and had not yet received his promised payment from the pope. Despite the elevated status of the cardinal, Pietschmann notes that the tone of the letter is “less that of a suppliant than of a claimant, seeking payment for a service rendered.” We cannot know if this letter reflects a friendly relationship between Morales and Cardinal Farnese, but the presence of so much of Morales's music in the cardinal's possession suggests at least two possibilities. First, the cardinal could have been especially fond of Morales's music, and bought everything of his then in print. On the other hand, Morales might have presented Farnese with a number of his prints in gratitude for (or anticipation of) favors rendered. Certain aspects of the binder's copy suggest that the books might not have been used for singing, at least in their present state. The quintus books of the five-voice prints are bound with the bassus books of the four-voice ones, while the bassus books of the five-voice prints are now missing. Whatever may have been the case, the presence of both the binder's copy and the letter support some sort of relationship between Morales and Cardinal Farnese.

An anthology of nine mass prints, bound in parchment and bearing a variant of the royal arms of France, is now in the Archivio di San Giovanni in Laterano in Rome.41 The heraldry painted on the covers contains the blue shield with three fleurs-de-lys surmounted by a crown that is associated with the French royal family, and includes the motto “Ung Dieu, Ung Roi, Ung Foi, Ung Loi.” The shield is surrounded by a red ribbon with three coquilles on each side. Each partbook is numbered in Flemish, “eeen. tvvee, drije, viere, tfijsten deel.” The only other clue to its ownership is an inscription inside the front covers of the cantus and tenor, “Nunci|illegible| de Flandrei.” The collection, containing prints by both Gardano and Scotto, consists of mass books, dated 1544–61. The Gardano prints in the volume are the second book of four-voice masses of Morales from 1544 (RISM 15445), six masses for four voices of 1544 (RISM 15441), the fourth book of five four-voice masses of 1544 (RISM 15443), Colin's third book of four-voice masses (RISM C3308), six masses for five voices of 1547 (RISM15473). and five masses for five voices of 1547 (RISM 15474). The Scotto prints, dated 1549 and 1561, are also mass books.

The mass books just discussed and those belonging to Cardinal Farnese could have been used in their owners' private chapels. While not out of the question, the singing of masses for recreation would seem less likely than their use in liturgical rites. A set of five motet partbooks once owned by Giuseppe Baini and now in the Biblioteca Casanatense in Rome seems to have belonged at one time to an old and prominent Roman family, the Cappoci.42 The set, which was rebound in 1970, has an inscription, Alexander Capoccius, at the beginning of the seventh, and last, print. Probably the owner's name was written there when the print existed separately and before it was bound with the others. All seven prints in the set contain motets, and were published between 1547 and 1553. Each of the prints is devoted to a single composer. Bartolomeo El Conte, Zarlino, Jachet of Mantua, Gombert, and Phinot. All were printed by Gardano.

The Capella Sistina collection of the Biblioteca Apostólica Vaticana holds a binder's copy comprising a set of four partbooks containing thirteen prints, bound in parchment some time after 1592 (the date of the latest print), and containing motets and one book of magnificats. The first title page has an inscription “AI molto mag.co sig. mio oss.mo il sig. Bonhomio Amico suo.” On the last page of the volumes is another inscription “Al molto mag.co sig|nor| mio oss.mo il sig. Bonhomio patron suo semper ossmo Molto magco sig, mio ossmo il sig|nor| Sebastiano Morellis patron suo semp|er| Oss.mo Al Molto magco G|iovanni| Fra|ncesco|.”43 The inscription may refer to Giovanni Francesco Bonhomi (Bonomi), Bishop of Vercelli from 1572 to 1587.44 who also served as Papal Nuncio to Vienna in 1581–8445 and then in Cologne 1585–87.46 The Tabula of the tenor book of the first edition in the collection also contains an inscription, “Hie liber est Annibalis Petrasancte nec non amicorum.” Evidently Annibale and his friends were passionately fond of singing motets together, as the four partbooks of the binder's copy contain twelve editions of that genre. It may well be that Bonomi was the first owner of some of the books, and that after his death in 1587 they passed on to Petrasancta who bought the Massaino print of 1592 and had all of them bound together. All the other books in the collection were printed during Bonomi's lifetime. Both anthologies and single-composer prints are included, and the dates of publication range from 1538 to 1592, with the printers Gardano, Scotto, Angelo Gardano, Rampazetto, Buglhat, and Nigrini represented. All but one of the books contain motets composed by Morales, Gombert, Rore, Zucchini, Rinaldo da Montagnana, Joannus Gallus, Willaert, and Tiburtio Massaino. The exception is Scotto's 1554 edition of Festa's magnificats. Anthologies include Gardano's 1545 reprint of his Motteti del Flore for four voices, Scotto's reprint of Gardano's four-voice Mottettl del Frutto, Scotto's third volume of Motetti del Laberinto for four voices, and Buglhat's Liber cantus (vocum quatuor) of 1538. Thus, the volumes represent half a century of motet publications in northern Italy; that they also represent half a century of music collecting by the same person is less likely.

A binder's volume in the Bayerische Staatsbibliothek of Munich is devoted to ten books of Latin sacred music for five to eight voices that were published in widespread geographical locations.47 Four of the six volumes are in their original parchment bindings, with the voice parts written on the covers in ink. Each edition is marked by leather tabs on the fore edge. The covers were originally tied with leather strips; the leaves are tipped in green. The altus has a new parchment cover in the style of the others, but the sexta pars has a white cardboard cover; either this book is from another set, or it was rebound at a different time. Most of the ten editions are devoted to motets and many were printed north of the Alps; the volumes also contain Georg Schvv aiger's setting of seven psalms of David, printed in Munich in 1588, and Gardano's 1564 edition of Morales's Lamentations. The editions in the binder's copy were printed between 1548 and 1588. The presses of Gardano, Scotto, Merulo, and a Venetian printer named Guglielmo, Berg in Nuremberg and Phalèse and Bellère in Louvain are all represented. Either the buyer of these books had access to a remarkably well-stocked bookshop, a book fair such as those in Leipzig and Frankfurt, or he or she was able to travel widely or order through agents in Munich, Louvain and Venice, making such a truly international collection possible. We know that the prosperous German merchants used their far-flung business connections to acquire manuscripts, so undoubtedly the same would be true for printed books.48 Considering the connection of the Munich library's collection to those families and their holdings, it would be reasonable to assume that this collection belonged to one of them, quite possibly to the Hervvarts, whose library forms an important part of the music holdings of the Bayerische Staatsbibliothek.

Collections and Collectors of Sacred and Liturgical Music: Unidentified Owners

Sometimes it is impossible to tell if a set of books belonged to an individual or an institution. Even so, these anonymous binder's copies can give us insights into collecting habits. For instance, the Biblioteca Bertoliana of Vicenza holds a single volume containing four cantus partbooks of motets.49 The binding appears to be modern and no indication of the identity of the owner can be found. All four books were printed in 1539, two by the Scotto firm and two by Gardano. The Scotto editions contain the first and second books of four-voice motets by Willaert, while Gardano's are the first books of the Mottetti del frutto and Mottetti del fiore series for four voices. We seem to have here a collector buying the newest in motet publications. We have no evidence, however, to tell us if that collector was an individual music lover or a representative of an ecclesiastical institution, or even if he or she had assembled the collection at the time of issue.

Collections of Madrigals and Other Italian Secular Music

Binder's copies devoted to madrigals and other Italian secular music make up the greater part of those I have examined. They range from modest collections of two or three editions to as many as twenty prints bound together. As is so often the case, identities of original owners are difficult to establish. Predictably, few seem to have belonged to ecclesiastical institutions.

A collection now in the conservatory library in Rome consists of three volumes bound in parchment, each containing partbooks of eleven madrigal prints.50 The books were printed by several different presses, not only from Venice, but also from Rome and Milan. Represented are Gardano, Cesano, Dorico, Barrè, and O. A. Scotto. No sign of ownership remains, but whoever first owned the books must have had access to a bookseller with a large stock, or to a number of booksellers. With the exception of two books from Barrè's Muse series, all are single-composer prints, including works by Rore, Ruffo, Animuccia, Monte, and Cambio.

Among the holdings of the Biblioteca Nazionale Marciana in Venice are three parchment-bound volumes containing partbooks from twelve separate editions that form a collection printed, and perhaps collected, over several decades.51 An inscription on the cover of the bassus identifies the books as belonging to Giovanni Battista Cortina or Gortina (both spellings are used). The earliest print appeared in 1543, the latest 1583. All are publications of madrigals, most printed by Antonio Gardano, but others by Scotto, by Alessandro and Angelo Gardano, and by Merulo. All but two of the prints are devoted to single composers—Iacobo Peetrino de Malines, Ambrosio Marien d'Artois, Antonio Molino, Giovanni Maria Rosso, Antegnati, Zacchino, Lodovico Agostino, Oratio Tigrini and Giulio Fiesco. The anthologies are the second book of four-voice madrigals that Gardano printed in 1543 (RISM 154318), and the third book of four-voice notte negri madrigals that Scotto printed in 1549 (RISM 154930). Whoever bought these books seems to have had a taste for the unusual, rather than for the more popular collections by such composers as Rore or Ruffo. The bulk of the collection was put together after 1567; the earlier anthologies may have been purchased some time after they were printed. The owner was probably a Venetian, buying music from local bookmen.

A single volume bound in white leather in the Biblioteca Marciana contains five quintus books of widely varying dates.52 The earliest is an anthology of five-voice madrigals published by Scotto without a date, but probably from 1540 (RISM 154018). The latest is Merulo's first book of three-voice madrigals published by Angelo Gardano in 1580. All the prints contain madrigals. The volume comprises three madrigal anthologies as well as Merulo's first book of three-voice madrigals of 1580 and Rore's second book of five-voice madrigals of 1544. It is particularly unusual to find a collection where prints with different numbers of voices (3, 4, and 5) are included in one binder's copy. Obviously, the books were first bound together after 1580, but we cannot know if they were purchased over a forty-year period or around the binding year. The contents suggest an owner who bought casually by genre and not systematically, and the similarity of binding to that of Mus. 351 suggests they were owned by the same person. Since the most recent print in Mus. 351 is Manara's of 1565, we may speculate that the collector of the two volumes had been buying books for at least fifteen years.

Another binder's volume at the Biblioteca Marciana is a single partbook bound in white leather and containing the altus books of six editions of madrigals and canzone villanesche, all printed by Gardano.53 The anonymous collector of these volumes seems to have had conservative tastes for his or her day. This collection is based on the works of relatively popular composers, in this case Arcadelt, Manara, Donato, Verdelot, Cambio, and Donato. The publication dates are later than one might expect from the composers' names. The earliest is from 1550, the latest from 1565. Two other volumes bound in parchment and now also housed in the Biblioteca Marciana have the date 1575 on the front cover.54 The history of these volumes is complicated. A table of contents on the flyleaf, now scratched out, includes the first and second book of Rore's madrigals and an edition of Lasso's first book of five-voice madrigals, but all three are now missing from the volume. Moreover, foliations in ink on the leaves of the volume are not consecutive, indicating that they were once bound together in a different collection or in a different order. Mus. 353, the first of the two books, contains partbooks from five prints—the altus books of Donato's second book of four-voice madrigals of 1568, a 1575 reprint of the volume entitled Di Cipriano et Annibale for four voices, Ingegnieri's second book of madrigals for four voices (1579), and the quinto books of Rore's first book of five-voice motets of 1544 and his second book of madrigals for five voices from the same year. The second book (Mus 354) contains the bassus books of the Cipriano et Annibale madrigals, and the Donato and Ingegnieri madrigals. Evidently in 1575 or later someone took at least two binder's volumes of motets and madrigals and dismembered them, recombining them into a mixed volume of madrigals and motets for four and five voices. Perhaps the Rore and Lassus madrigals formed part of a separate binder's copy. We can only speculate as to what the motive for the rebinding might have been, but it does not seem to have been musical.

While some binder's volumes in the British Library may be modern compilations, the library also possesses a number of others that seem to be in their original state, or at least bound together early in their existence. This is true of two partbooks in old parchment bindings containing a variety of secular music.55 The books were part of the King's Library, specifically that of George III, in the eighteenth century. The large number of prints in the volume (eight) and the miscellaneous genres represented, suggest that the contents, if not the bindings, are original in their assembly. All were printed by Gardano or his sons, between 1553 and 1583, and contain Italian popular secular vocal music, including villotte alla padoana, villotte mantovane, balli, canzone villanesche, gregesche, and mascherate. The original owner must have purchased them in order to provide light entertainment and dance music for social gatherings.

A binder's volume containing a set of tenor partbooks is part of the collection at the Biblioteca Nazionale in Turin. The spine of the dark brown leather volume is stamped in gold, and the remains of a mostly-illegible brown leather label are on the front cover. Inside are three editions of Italian secular music printed in 1550, 1551, and 1552. The contents are Rore's first book of four-voice madrigals, Ruffo's first book of the same, and Donato's first book of canzone villanesche. Here one can imagine a buyer selecting three of the latest books of secular music.

Mixed Collections

Many collectors, primarily but not exclusively individual, bought both sacred and secular music, a mixture found less often in binder's volumes than homogenous collections, but still relatively common. Yet again, we often cannot be sure just who put together these collections of partbooks, but they provide useful insights into buying practices. Among the most notable collectors of mixed genres were the academies, especially those who stressed musical training and performance.

For example, the Accademia Filarmonica of Verona, that famous and august musical and literary association that still survives today, has retained a large percentage of the books originally purchased by its members starting in 1543. During numerous trips to Venice, its members purchased music books primarily of secular Italian and Latin sacred vocal music.56 The Accademia owned a large number of musical instruments, and since they purchased almost no books of instrumental music, the members must have played vocal music on those instruments, according to the usual practice of the day.

The tastes of the Accademia members ran, above all, to madrigals. They far outnumber the scattered books of masses and motets in the Accademia's library. From the records of the association, it would appear that books were bound as they were bought, as the entries in the account books record the purchasing and binding at the same time, and today one can still find those same books bound together on the shelves of the Accademia's library, in the organization's original simple parchment bindings.57

At first, purchasing seems to have been somewhat haphazard, with members seemingly choosing what appealed to them or was available.58 Beginning in the 1550s, however, collecting became more systematic, and purchases tended to group together similar prints.59

The appearance of both sacred and secular genres in the Accademia's library is not surprising. One has to assume that the motets and masses the members purchased served for singing and playing as entertainment, or as objects of study for the more serious musicians in the group, or perhaps even for performance during Lent.

A little-known binder's volume of twenty-six cantus books survives in the Bibliothèque Municipale of Carcassonne.60 Bound in parchment with remnants of leather ties, the volume's repertory was published in Venice bevveen 1547 and 1588 by Antonio Gardano, Gardano's sons (principally Angelo), Vincenti and Amadino, and Merulo. It is a mélange of genres and composers, but five-voice madrigals dominate. One has the impression that it contains the collection of an individual or family and was assembled and bound some time after 1588, the date of the most recent print. The binding is perfectly simple, and has no owner's marks or other clues to the book's original possessor. There are two books of motets: the first book for five voices of Andrea Gabrieli published by Angelo Gardano in 1584, and Claudio Merulo's second book of five-voice motets issued by Angelo Gardano in 1578. The composers represented in the twenty-six prints include, besides Gabrieli and Merulo, Luca Marenzio, Giovanni Maria Nanino, Annibale Stabile, Benedetto Pallavicino. Ippolito Sabino, Alessandro Orologio, Giuliano Cartari, Rinaldo del Mel, Girolamo Dalla Casa, Francesco Mazza, Giovanni Corona, Tiburtio Massaino, Teodore Riccio, Bernardo Giacomini, Bernardino Lupacchino, and Vincenzo Bell'Haver. The book includes the only known copies of Bell'Haver's first and third books of madrigals for five, and for four and five voices, respectively. The first print in the book lacks its title page, but is an edition of Marenzio's first book of five-voice madrigals. Since it is followed in the anthology by his second book, printed by Vincenti in 1587, it may be Vincenti's edition of the first book of 1586 (RISM M532). The volume also contains one anthology, Li Amorosi Ardori di diversi a 5 libro primo published by Angelo Gardano in 1583. The contents of this binder's copy show evidence of some systematic collecting—all three of Marenzio's books of five-voice madrigals, books 1 and 2 of Gabrieli's five-voice madrigals along with his five-voice motets, three madrigal books by Nanino, and the first and third books of five-voice madrigals by Bell'Haver are all bound together in groups. However, the rest of the volume is more miscellaneous in character. It would appear that most of the collecting of these prints took place in the 1580s. Earlier prints may have been bought from a dealer who still had them in stock at that time.

The Bischöfliche Bibliothek (Proskesche Musikbibliothek) of Regensburg holds an anthology that belonged to the Jesuit College of Regensburg, and that contains a mixture of secular and sacred French and Italian music.61 It comprises four books of motets and a book of masses, as well as the six-voice chansons of Jacques Buus of 1543, and Gardano's 1548 edition of Rore's third book of five-voice madrigals (which contains the first stanzas of that composer's setting of Petrarch's Vergine bella). Other Gardano prints in the anthology are Jachet's first book of five-voice motets of 1540. the five-voice motets of El Conte of 1547, and the five masses for five voices of 1547 (RISM 15474). While interest in Buus's music must explain the presence of the chanson volume, the book is in fact dedicated to the protestant sympathizer Renée of Ferrara. The other secular print in the collection, the Rore madrigal book, may have been purchased because of the presence therein of Rore's setting of Petrarch's poems to the Virgin.

Another set of volumes in the Bischöfliche Bibliothek in Regensburg appears to have belonged to one Johann Pöcherl.62 The voice parts are lettered by hand in roman capitals using dark brown ink on the parchment covers of the three volumes. On the altus cover, the word Graff appears below the voice part, and then the signature Johann Poecherl. The twelve prints bound together in these alto, basso, and quinto books are primarily collections of madrigals, but are accompanied by the Liber Missarum Quatuor printed by Gardano in 1566 and Portinaro's second book of motets for six and eight voices, also published by Gardano, from 1568. Eleven of the twelve prints are from the Gardano press; the twelfth, containing six-voice madrigals by Conforti, was printed by Merulo. All were published between 1560 and 1569. Although the volume contains a variety of genres, it shows some evidence of systematic collecting in its inclusion of all five books of Rore's five-voice madrigals and the collection known as Di Cipriano et Annibale, indicating a particular fondness for Rore's music on the part of the owner.

A set of four binder's volumes containing partbooks for eleven prints is housed in the library of the Royal College of Music in London.63 The eleven prints are highly diverse in date, composer, printer, and genre, suggesting a private, rather than an institutional, collector. Since the latest print in the collection was published in 1624, the volumes must have been bound together at some time in the seventeenth century. The only hint of ownership is the name Franciscus written on the flyleaf in roman capitals with a calligraphic initial. The brown leather bindings have gold and blind-stamped lines around the edges of the covers, with a small leaf design in each corner, and the pages are tipped in red. The earliest edition is Tiburtino's Musica diversa a 3, published by Scotto in 1549.64 The book contains a mixture of sacred and secular works, including motets, a mass, and madrigals. The latest edition in the collection is a volume of three-voice canzonette with basso continuo by Tomaso Pecci, printed in Antwerp by Pierre Phalèse in 1624. In between we find such varied works as two books of ricercari, one printed in Rome by Dorico in 1558, the other by Gardano in 1556, Annibale Zoilo's second book of madrigals for four and five voices printed in Rome by Blado in 1563 (RISM Z338), Dorico's publication of Animuccia's first book of Laude from 1563, and several books of madrigals published between 1562 and 1582. The madrigal composers include Lassus, Sessa d'Aranda, Zoilo, Lodovico Agostini, Spontone, and Alessandro Merlo. It is hard to know what to make of this miscellaneous group of prints. It could have been collected over a long period of time by a family, and finally bound together by an heir, or purchased as a lot by the person who had them bound. Many other scenarios are, of course, equally possible. Nevertheless, this binder's copy indicates that music as early as Tiburtino's Musica diversa of 1549 or Annibale Padovano's ricercari of 1556 was still valued enough in the first quarter of the seventeenth century to warrant preservation in a permanent binding.

On the simple paper cover of the cantus book from a set of six binder's-volume partbooks in Wolfenbüttel we find what appears to be a signature, Adrian Willaert.65 Comparison with Willaert's signature reproduced by van der Straeten and others66 is inconclusive. Moreover, the first print in the collection is Gardano's 1542 publication of Willaert's six-voice motets. Perhaps the name of Willaert refers to that first print and is not actually a sign of ownership by the composer. But the use of paper covers, the usual method of binding by most owners of printed music of the sixteenth century, suggests the music was purchased for use, not to be placed on the shelves as a collector's item. The cover of the altus book has an anchor and circle watermark similar to those found in paper in Gardano's prints, suggesting that the books might have been bound in Venice. Two of the four books in the set contain six-voice motets—Willaert's of 1542 and the six-voice volume of the Mottetti del frutto. They are followed by Verdelot's six-voice madrigals (Gardano, 1541) and the six-voice chansons of Jacques Buus that Gardano and Buus jointly published in 1543.67 The only thing the four prints have in common is their six-voice texture. In light of Willaert's demonstrated interest in composing works for six and seven voices during the 1540s, it would not be surprising for him to have owned editions of music in that genre during those years.

An internationally-oriented binder's collection in the Bayerische Staatsbibliothek consists of four books bound in dark brown leather with panels originally stamped in gold including fieurs de lys and cinquefoils surrounding a coat of arms.68 The voice parts are stamped in the top margins of the front covers. This mixed collection of secular music contains mostly madrigals for four to seven voices, a book of chansons for four to six voices, and a book of Lasso's villanelle and moresche for four to eight voices. The books were printed in Venice, Antwerp, Nuremberg, and Douay by publishers Phalese and Bellere, Angelo Gardano, Vincenti & Amadino, Bogard, C. Gerlach, and Antonio Gardano. Composers include Marenzio, Jean Machgielz, Wert, Lasso, Pomponio Nenna, Striggio, Paolo Masnelli, Pietro Antonio Bianco, and Lassus. The first print in the volumes is an anthology, Phalese and Bellere's Musica Divina di XIV Autori a 4–7 (RISM 158315), which contains madrigals by composers ranging from Arcadelt, Marenzio, and Monte through Palestrina, Wert and Nanino. Bellere's collection was reprinted at least seven times, well into the seventeenth century, and reminds us of the continuing popularity of the madrigal in the north during the latter decades of the sixteenth century. The owner of this binder's copy had assembled a collection of madrigal books that spanned the history of the genre up until the mid-1580s, with an emphasis on recent works, and included chansons and villanelle as well.

A set of binder's volumes in the Zentralbibliothek of Zurich contains three prints for four voices.69 Here, too, the genres are mixed, and include two madrigal books from 1541 and 1542 by Passetto and Ferabosco, and the first book for four voices of the Mottetti del frutto of 1539. The volumes seem to have passed through a number of owners, and there are inscriptions on the covers in several hands. The fronts of the parchment covers are stamped in black with a lion rampant holding a book in its right paw, and with its left resting on a shield. So far, I have been unable to identify this mark.

Systematic Collecting

Serious music collectors often attempted to purchase a sequence of a composer's works in a particular genre, the books in a series such as the Muse or note nere anthologies. Such systematic collecting was probably too costly for the average book buyer, and would indicate a purchaser of some means, whether individual or institutional. Some of the binder's copies described below are more systematic and comprehensive than others, but all show an effort to compile sets of prints.

A set of volumes with blind- and gold-stamped brown leather bindings forms part of the collection of the Biblioteca Marciana.70 In addition to the cover treatments, the spines are blind-tooled, and the leaves are edged with gold. The voice parts—altus, tenor, and bassus—are stamped in gold on the covers. Here the anonymous collector compiled a set of the very latest music, quite possibly bought soon after publication. Indeed, it contains all the Italian secular vocal music published in 1539 in Venice and Ferrara. The six editions found in these volumes seem to represent a methodical and comprehensive collecting method. All the books were printed in 1539 by Gardano, Scotto, and Buglhat. All contain Italian secular vocal music, mostly madrigals, along with the more miscellaneous repertory of the music for the wedding of Cosimo de Medici and Leonora da Toledo. In addition to the latter book, the volume contains the first four books of four-voice madrigals by Arcadelt (including Scotto's edition of the third book), and Buglhat's 1539 edition of the madrigals of Alfonso dalla Viola. This collector was buying more than casually, and evidently thought enough of his or her music books to have them bound elegantly and expensively.71 Alas, we do not know the identity of this well-to-do collector.

The Biblioteca Capitolare of Verona contains five volumes bound in original parchment and containing the methodically collected partbooks of sixteen madrigal editions printed between 1560 and 1574.72 The name Guido Micheli is written on the front cover of the tenor book; so far I have been unable to identify him, as the name is a common one. If Micheli was indeed the purchaser of these sixteen editions, he was certainly thorough in his collecting. The volumes begin with the five books of Rore's five-voice madrigals, followed by books 1–4 of Lasso's, and then five books of five-voice madrigals by Wert. Only at the end is the pattern broken by two madrigal books by other composers, one by Veggio and the other by Vinci.

A parchment-bound set of five books in the Bayerische Staatsbibliothek in Munich contains eleven prints collected in an orderly fashion; a sixteenth-century hand has written the voice part and a summary of the contents on the front covers.73 The books have remnants of green ribbon ties, and the leaves are tipped in green. The contents include books 1–4 of Lassus's five-voice madrigals published by Gardano in 1568 and his sons in 1570, all five books of Rore's five-voice madrigals printed by Gardano between 1560 and 1568, and five-voice madrigal books by Merulo and Conforti, printed by Merulo in 1566 and 1567. The books are bound in order starting with the Lassus works. The owner of these volumes had engaged in systematic and comprehensive buying and preservation. This was the sort of collecting engaged in by the Fuggers in particular, as well as by other wealthy German merchant families.

A similar set of five binder's volumes in the same library also demonstrates systematic collecting.74 In this collection twenty five-voice prints are bound together. The volumes are covered in parchment with remnants of leather ties, and with the voice parts written on the covers in a sixteenth-century hand. The contents are more varied than those of the collection just discussed, but prints by the same composer are placed together. As in the binder's copy above, all are single-composer prints.75 Their dates range from 1563 to 1585, all are madrigal books, and the composers are Marcantonio Pordenon, Teodore Riccio, Filippo de Due, Lassus, Andrea Felisiani, Andrea Gabrieli, Milleville, Nanino, Giacomini, Marenzio, Fleccia, Luzzaschi, Ingegneri, and Sabino. The prints originated in Venice and Nuremberg, and the printers were Antonio Gardano and his sons, Vincenti and Amadino, and Gerlach. The contents of the volume seem aimed towards comprehensiveness, as though the collector wished to gather up all the latest madrigal prints available. The presence of madrigal books printed by Gerlach points to a new trend in German printing. Until mid-century northern printers had shied away from printing Italian secular music, possibly because of a perceived lack of public interest as well as technical problems involved in setting Italian texts. Most of the earlier madrigal prints now found in German libraries belonged to collectors from a few wealthy families.76 With the spread of the madrigal northward later in the century along with the activities of Lassus in Munich and Wert in Vienna, the situation changed and northern printers began to venture into the publishing of madrigals.

Four comprehensive binder's volumes in the Proskesche Musikbibliothek in Regensburg may be in their original paper bindings, which are stiffened with parchment from an old manuscript written in Gothic script.77 The voice parts are inscribed on the covers in roman capitals with brown ink. The volumes contain partbooks for six prints, all madrigals by either Ruffo or Rore, and all printed between 1552 and 1554. The original collector purchased and bound in order books I, 2, and 3 of Ruffo's madrigals, and likewise books one, two, and three of Rore's, all printed by Gardano, and all possibly the fruit of a single buying expedition rather than of casual collecting over time.

A set of five binder's volumes containing eleven prints is preserved in the Herzog August Bibliothek in Wolfenbiittel.78 While the bindings are modern, fragments of the original leather bindings have been retained, and it would appear that the collection's original contents are present. These books reveal ample ev idence of having been collected in Germany, and thus the Gardano prints it contains were probably purchased there also. Besides five prints devoted to the sacrae cantiones of Lassus, printed by Gardano between 1565 and 1569, we find the same composer's Cantiones aliquot for five voices published by Berg in 1569, his magnificats and Sacrae lectiones both published by Gerlach in 1567, and his Newe Teutsche Liedleine for five voice printed by Berg in 1569. The only prints in the volume not by Lassus are the Novae harmonicae of Mathias Gastritz printed by Neuber in 1569, and Ivo de Vento's own Newe Teutsche Liedleine for five voices printed by Berg in the same year. The collector who gathered together these books was evidently passionately fond of the music of Lassus, and also enjoyed singing German Lieder. The presence of publications by German printers and the inclusion of books of Lieder identify this binder's copy as having German roots. At the same time, it shows us what company Gardano's Lassus prints might have kept in Germany.

At least one binder's volume in the Civico Museo Bibliografico Musicale in Bologna retains its original binding and most of its contents.79 The collection of nine cantus books has a large calligraphic C on the front cover, and in what appears to be the same ink in the upper left-hand corner, N°; 130, suggesting that the book may have been part of a relatively large collection. The name Sige Ferd° Milani appears on the front cover. The leaves are numbered 40–173, suggesting that material previously bound in the anthology is missing. All the prints in the volume contain five-voice madrigals printed by Gardano, Scotto, or Merulo between 1560 and 1569, and thus may have been purchased and bound around the same time. The music is up-to-date for its time, with Rore and Lassus being the oldest of the composers. The rest are part of a newer generation—de Monte, Rossetti, Merulo, Gabrieli, Textoris, Rosselli, and Corfini.

A binder's copy in the British Library contains the altus partbooks of the eight books of Sacrae cantiones by Lassus issued by the Gardano press.80 Whoever bought these books was aiming at comprehensiveness. Most of the books were printed by Angelo Gardano in the 1580s, but books 4 and 5 are Antonio Gardano's editions of 1569. One's first impulse would be to assume that the purchaser bought Antonio's editions because none had been published by Angelo more recently. However, in his edition of the 1591 checklist, Agee cites editions by Angelo of the fourth book in 1579 and one of the fifth book in 1584.81 These editions rule out a scenario in which a collector went directly to the Gardano bookshop around 1587 and bought all the books there, as Angelo would not have reprinted his father's editions unless they were no longer available. More likely, the books were purchased from a dealer outside of Venice who still maintained a stock of the earlier editions. The binding of these partbooks is brown leather with simple gold panelling on the front and back covers and the words Lasso Sacrae Cantiones printed on the spine in gold. It is difficult to tell even an approximate date of the bindings, and there is no identifying information other than the stamp of the British Museum and the stamp 8 DE 48 indicating the date of purchase.

A volume in the British Library, bound in parchment and containing six tenor partbooks of villotte and related genres, once formed part of the library of King George III.82 A gold stamp on the cover has the letters GR surmounted by a crown and a III, and there is a yellow stamp on the first title page reading GR III BR. Mus. enclosed in an oval. The books may have been bound together in part because of their format—oblong octavo—as much as their content, though popular songs of this type often were printed in oblong octavo. Included are five books of villotte alla napolitana for three voices and Andrea Gabrieli's Gregheschg et Iustiniane, printed by Gardano's sons in 1571. The collection contains the first through fourth and sixth books of the napolitane, all published by the sons except for the third book, which was printed by Antonio in 1567. Since the sons did not print an edition of the third book in the early 1570s, copies of Antonio's edition must still have been available in the warehouse.

Two more parchment-bound volumes from the library of George III containing altus and tenor partbooks of light Italian secular music are also held by the British Library.83 The eight prints in the set contain villanelle, balli, canzone villanesche, mascharate, and greghesche printed between 1546 and 1583 by Antonio and Angelo Gardano. All of the prints were still in the Gardano sales catalogue of 1591,84 and thus available for purchase after the date of the latest print in the collection, the Villotte Mantovane a 4 of 1583. Still, we must not draw the conclusion that someone walked into the Gardano bookshop in 1583 and asked to buy eight editions of villanelle and balli, for the collecting could have gone on over a longer period of time. Yet, the simultaneous availability of the eight editions is unusual enough to pique our curiosity.

Yet another partially comprehensive collection of Lassus's Sacrae cantiones can be found in the conservatory library of Milan.85 Part of the library brought from the Cathedral of Santa Barbara in Mantua, the set of five binder's partbooks contains the first five books of Lassus's Sacrae cantiones as printed by Gardano in 1566 and 1569. The books are bound in heavy white paper with spines reinforced with parchment, and may well be in their original state for use in the cathedral's music. They thus attest to the performance of Lasso's music at Santa Barbara.

A luxurious late sixteenth- or seventeenth-century binder's copy survives in the library of Westminster Abbey.86 A typewritten slip of paper, prepared for an exhibition, reads “Used by Dean Williams, founder of the Library …” but the Dean, who was at Westminster from 1620 to 1640 and again in the 1660s, probably was not the original owner of the set. The red leather bindings appear to be Italian, with gold-stamped paneling and a border of ovals on the front and back covers. Within the paneling are leaves forming a large oval surrounding the initials C. F. on either side of a smaller oval containing a painted coat of arms with a dog on its hind legs, holding three stalks of wheat between its front legs, against a background of olive, white, and red diagonal bands. The sixteen prints bound together in the volumes all contain madrigals, printed between 1559 and 1582, either by Gardano or by his sons, further evidence that the volumes’ contents were collected in Italy, perhaps even in Venice. Some systematic collecting is in evidence. The first, second, third, fifth, and seventh books of five-voice madrigals of Wert lead off the collection, followed by the first two books of five-voice madrigals by Marenzio. Also present are Rore's second, third, fourth, and fifth books of five-voice madrigals. The other prints are more miscellaneous in character. One might speculate that this elaborate collection may have been put together and bound in Italy in the sixteenth century, and then brought to England by the unidentified C.F.. where it came into English ownership by the early- to mid-seventeenth century.

In 1576 an anonymous collector had eleven books of madrigals bound together and identified the collection on its spines and front covers by the name of the first composer in the anthology, Cipriano de Rore. Now in the Biblioteca Marciana in Venice, these four remaining volumes of what must originally have been five are bound in parchment with the date 1576 written on the covers.87 This date seems reasonable, for the most recent prints bound there are from that year. The oldest is Gardano's 1559 edition of the Secondo libro de le Muse for five voices. While the collector was not totally systematic in his or her purchases, we see some attempt at completeness. Rore is represented by the first and fifth books of five-voice madrigals printed by Gardano's sons in 1576 and 1574 respectively, and while the first book of the five-voice Muse series is lacking, books 2 through 5 are included in order. The remainder of the anthology is devoted to five volumes of madrigals and canzone napolitane for five to seven voices by Lasso, Andrea Gabrieli, Wert, Renaldi, and Striggio.

Instrumental Works

Fewer surviving binder's copies contain instrumental music. Because the majority of instrumental music—that for lute or keyboard—was published in a single volume, instrumental works tended to have been brought together in their own binder's copies. These may then be subdivided according to format, primarily in Gardano's case in oblong quarto or in folio.

A single binder's volume in Paris containing three books of lute tablatures by Gorzanis was part of the collection Genevieve Thibault (Comtesse de Chambure, 1902–75) willed to the Bibliotheque Nationale de France.88 According to a label in the book. Francesco Canale of Florence bound the three prints. The binding is a handsome one of red leather with gold stamping and gold-tipped leaves. On the flyleaf is a label with the insignia of Mme. Thibault, a shield with three peacocks and a crown above, with a bear to the left and a lion to the right, a reference to Gardano's printer's mark. The fact that these three books were bound in the twentieth century prevents us from knowing if they were all owned by the same collector in the sixteenth century, or if they came together later through one or more dealers. The three prints, representing the first, second, and third books of lute intabulations by Gorzanis, were printed by Gardano in 1561 and 1564, and by Scotto in 1563.

Two binder's volumes in the Bayerische Staatsbibliothek were once the property of H. G. von Werdenstein.89 Werdenstein, a canon at the Augsburg cathedral, was an avid book collector, most of whose holdings were acquired by the Bayerische Staatsbibliothek. The first binder's copy is a single folio volume bound in white leather, with a coat of arms bearing the initials HGVW. Inside the front cover is the Werdenstein bookplate with four shields, and under the date on the title page of the last book in the anthology, H. G. V. Werdenstein is printed by hand in ink. The books are obviously bound according to genre and format. All are folio volumes of lute tablatures printed in Venice and Germany between 1566 and 1584. Two are the first and second books by Newsidler, issued by Gardano in 1566. The other three are anthologies printed in Nuremberg by Johann Eichorn in 1573 and 1584, and by Beyer and Gerlach in 1575.

Two- and Three-Voice Collections

Collections of works for two and three voices were perennial favorites throughout the sixteenth century. They served, in particular, for use by students and amateurs, or by those who could assemble only a small group for singing or playing at a particular time. Their inclusion in more comprehensive collections, however, shows they were not used exclusively in such circumstances.

Such is true of another set of books owned originally by H. G. von Werdenstein.90 They are bound in parchment covers that were originally tied with green ribbons, and with the leaves tipped in green. The covers have the same coat of arms with the initials H G V W as described for the lute books above. Here, we have binder's volumes carefully organized for the collection of a bibliophile. The partbooks each contain three prints of duos; one is an anthology printed in Louvain by Phalese and Bellere, the second contains Lasso's duos published by Berg in 1577, and the third, Gardano's book of two-voice chansons in his 1564 edition. Again, genre and format have determined the contents of these binder's volumes.

A binder's copy that is likely to have been put together in the sixteenth century is part of the collection of the court library of the Thurn and Taxis family in Regensburg.91 The three partbooks contain six prints, five of which contain works for three voices. The sixth is an edition of Lasso's villanelle for four to eight voices printed in Antwerp in 1582 by Phalese and Bellere. This latter anomalous book may have been purchased at the same time as the print that precedes it in the volume, Castro's three-voice chansons published in the same year by the same printer. The two Antwerp prints are also somewhat later than the others in the book, which consist of three-voice madrigals by L’Hoste da Reggio published by Gardano in 1562, and his edition of Festa's three voice madrigals of 1564. Two books of tricinia published by Gardano's sons complete the volume—Gero's first book of three-voice madrigals of 1570, and Andrea Gabrieli's first book of three-voice madrigals of 1575. The books are bound in red cardboard with parchment reinforcements on the corners and spines, and with metal tabs separating the individual prints.

A binder's volume in Padua containing six bassus partbooks may have belonged to someone named Franciscus Murranimus.92 At least, that is the name written above the printer's mark on the first title page in the volume. All the prints in this collection contain works for three voices, but have little else in common, except that they were all printed by either Antonio Gardano or his sons between 1559 and 1571. Four books contain three-voice madrigals, by Arcadelt, Festa, Gero, and Asola. They are joined by the 1569 edition of Gardano's Motecta trium vocum and the collection of Fantasie, ricercari, contrapunti in Gardano's edition of 1559. This does not look like a book that was simply bound and kept in a library, but shows signs of use. While the original binding has been replaced by a modern one of parchment, the old flyleaves remain, and are covered with roughly-drawn notation of the full gamut and clefs, including names of the notes on the staff, and examples of various note shapes. In a much neater hand are written “Adoramus & Benedicamus” and “R[everdendissi]mo signor Zuane mio gratio fratelo mio honorato.” The latter would appear to be a notation, and not an owner's mark. The leaves are foliated in brown ink, 1–135. Since three-voice works were often favored by amateur musicians, and the presence of seemingly pedagogical materials on the flyleaves would suggest that Franciscus Murranimus was an enthusiastic musical amateur who enjoyed singing and possibly playing relatively simple pieces with his friends. The spelling of Signor Zuane's name in the Venetian fashion suggests that the books were used within the Veneto.

Conclusion

The distribution, purchase, and collecting of music books during the sixteenth century resulted in numerous scenarios of transmission and acquisition. Purchasers included the casual amateur musician who picked up a volume or two at the local bookstore, avid collectors who sought out music on an international level, professional and courtly musicians who needed a repertory from which to learn and perform, clergy acquiring sacred music for private devotional use and recreation, and large ecclesiastical institutions who bought substantial quantities of music for their daily and festal services.

Some collectors specialized in one or a few genres, while others bought across the board. Some were conservative in their purchases, while others sought what was most up to date. In some instances, collecting appears to have gone on for decades; on the other hand, purchasers may have been able to find copies of older works still in the bookshops years after their publication. They presented the Venetian music printers with a challenging array of consumers whose needs, habits, and tastes they had to judge in order to achieve success in the market.
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