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Preface

Anyone familiar with Italian music of the seventeenth century cannot fail to be overwhelmed by its immense and at times bewildering diversity. This is especially true of instrumental music which reflects the social, political and regional distinctions of this highly diverse nation, not to mention the personal whims of patron and composer. Over a period of more than thirty years I have tried to provide both an overview of the entire century in all its complexity and an in-depth account of a single strand from these many developments, respectively in my books The Italian ‘trio’ Sonata from its Origins until Corelli (Oxford, 1992) and Arcangelo Corelli: ‘New Orpheus of our Times’ (Oxford, 1999). The former still provides the essential background to the present work.

My approach has always been ‘developmental’ in that it was originally inspired by the need to comprehend the particular processes which gave rise to the type of sonata cultivated by Corelli and widely disseminated in the eighteenth century. It is self-evident that Corelli’s sonatas, for their outstanding quality, their unprecedented success in his lifetime, and for their enormous influence on succeeding generations, fully justify such attention, yet early on in this extended period of study I became aware of other wholly independent traditions which, although of less longevity, achieved a good deal of pre-eminence in their time, and were themselves of outstanding merit in their own right. Of these composers, it was immediately obvious to me that Giovanni Battista Buonamente was among the most original and inventive of the entire century, showing a degree of sophistication in structural organization rarely equalled, and marking him out as a supreme musical architect. Even the sheer quantity of his extant published compositions and the unusual diversity of genres cultivated are remarkable for this generation, and that despite the loss of his first three collections. Furthermore, he was of vital importance in the transmission of the Italian style of instrumental music to the empire.

These may have been cogent reasons for selecting this composer as the object for a full-length study, but they were not the strongest: I chose Buonamente precisely because his works and the development of which he formed a part stand in direct antithesis to those that produced the Corellian sonata and later acquired the status of ‘norm’. Naturally, with the gift of hindsight the latter has received the most attention as the ‘dominant tendency’, but the belief, still prevalent, that Corelli’s music marked the ‘convergence of past trends’ implies an evolutionary inevitability which is wholly out of keeping with the true situation in seventeenth-century Italy. At no time was there ever this degree of uniformity. From Salamone Rossi to Buonamente and through to Marco Uccellini there exists a vibrant mutually influential progression spanning three generations which stands in stark contrast to that which produced the ‘movement-based’ sonatas considered almost preordained by the eighteenth century. Furthermore, these three instrumental composers were the most prolific and popular of their day: Salamone Rossi’s Book 3 remarkably achieved four editions from 1613 to 1648. This study was therefore conceived primarily as a corrective against the overemphasis on one particular strand in the vast tapestry of Italian instrumental music which may have proved the most long-lasting but was by no means felt to be pre-eminent in its day.

I wish to express my gratitude to Steven Saunders not only for directing my research in Viennese archives, but for coming to my aid when my own powers proved inadequate. His thorough investigation of the imperial court of Ferdinand II has greatly informed the present study. Also, I am indebted to Don Harrán for apprising me of several previously unknown documents in Mantua relating to Buonamente. I would particularly like to thank the librarians of the Haus-, Hof- und Staatarchiv, Vienna, the Civica Biblioteca e Archivi storici Angelo Mai in Bergamo, the Archivio Storico of S. Francesco in Assisi, the staff of the Settore musica of the Biblioteca Nazionale Centrale, Florence, and Licia Mari, who prepared my way in the Archivio di Stato di Mantova. I am grateful to all these libraries for permission to reproduce documents from their collections. Finally, I am indebted to John Holland for his invaluable expertise in the translation of some difficult Latin texts, and to Vania Centonze for her help in deciphering some illegible Italian texts.


Peter Allsop
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Chapter One
Life and Times: a Preview

Among those Italian composers of instrumental music flourishing in the third decade of the seventeenth century, the little-known Italian violinist, Giovanni Battista Buonamente may seem an unlikely subject for special treatment since only the barest outline of his life survives, and much of his apparent musical output is lost. Not so much as a reference in a publisher’s catalogue can be found of his first three collections, if indeed they were ever printed, but Sartori lists a set of Gagliarde e concerti allegedly published in Vienna (1623h) which he considers spurious, although there is at least a possibility that it may have been one of the three lost sets.1 Until the Second World War, Books 4–7 were all complete in the library of Wrockław University, with its rare holdings of seventeenth-century printed collections, but along with other unique Italian instrumental music, the Violino II part-book of Book 6 and all but the Canto I of Book 7 were lost, although the former is complete in Kassel, Landesbibliothek and the Bodleian Library, Oxford. Buonamente’s music has remained little known partly because of its inaccessibility, as no Italian library contains any contemporary print of his instrumental works. It was fortunate that Alfred Einstein devoted so much time in the early years of the twentieth century to transcribing material from Wrockław as part of his massive manuscript collection now held by Smith College, Northampton, Massachusetts. This included all Books 4–7, and his copy of Book 7 therefore remains its only complete source. Buonamente’s letters also reveal that as a matter of course he composed a quantity of solo violin music which, like the great majority of this repertory, was never published and has since been lost, and it is much to be regretted that none of his solo sonatas has been passed down to us. His extant instrumental collections span a period of eleven years from 1626 to 1637 and, except for the slighter Book 5 published in 1629 without his consent, are among the most varied and substantial of the whole century. His output embraces a wide variety of genres – sinfonias, free sonatas, sets of variations, canzonas, dances, and he is the first Italian composer known to cultivate the ensemble suite to any extent. His scorings range from two to six instruments, including the largest body of unaccompanied string music for the trio medium of the entire seventeenth century. In the later years of his life while maestro di cappella at S. Francesco in Assisi it is believed that he became a prolific composer of liturgical choral music of which only the smallest fraction survives, but fortunately an inventory of these works allows us to form a clear idea of the scope of his duties at the basilica. Buonamente, it seems, like not a few of his contemporaries such as Salamone Rossi and Biagio Marini, nowadays remembered chiefly for their instrumental collections, might actually have been responsible for the composition of a large amount of sacred vocal music, if it is accepted that these lost works were indeed by him.

Despite these inauspicious limitations, Buonamente has not escaped the attention of both performers and scholars, being relatively well represented by recordings, and there have been several dissertations on his music.2 These, however, have not attempted to add to the rather sparse biographical information contained in the standard reference works. The main source of information has therefore remained Stephen Bonta’s entry on the composer in the New Grove Dictionary of Music,3 although Fred Pajerski, while investigating the early training of Marco Uccellini, added significant information concerning Buonamente’s period in Assisi.4 The total documentation of Buonamente’s life would therefore provide but scant material for a biography, and archival research in the main centres of his activity has revealed relatively little (if highly significant) further information. Nevertheless, the broad outlines of his biography, encompassing courtly environments and religious institutions, offers deep insights into the nature of musical patronage at this period. From Mantuan lineage, he was presumably connected in some way with the Gonzaga household under that most discerning of patrons Duke Vincenzo I, and must therefore have come into regular contact with some of the best musicians of his age – not least Monteverdi. He was greatly influenced in his formative years by the celebrated Jewish musician Salamone Rossi, often suggested as his probable teacher, but his precise relationship to any member of the ducal household remains conjectural. When and how he received his musical education is largely a matter of speculation as is his training as a Franciscan. On the marriage of Duke Vincenzo’s daughter, Eleonora Gonzaga, to the Emperor Ferdinand II in 1622, Buonamente removed to Vienna as ‘musico’ where he remained at least until the end of 1629, despite some suggestion of certain indiscretions, quickly hushed up, which clouded his first year. He formed part of the Italian musical elite which dominated Ferdinand’s Hofkapelle and was therefore crucial in the dissemination of the Italian instrumental idiom in the empire, becoming so highly prized as to receive ennoblement, at least according to the title pages of his last three collections. His is in fact the only repertory of instrumental publications to issue from the Habsburg court in the 1620s and provides a fair insight into the role and function of such music there. Besides its obvious recreational use, Buonamente was directly involved in supplying music for events which had profound political implications – a reminder that this period of his life took place against a backdrop of plague, famine and war. If he were catalytic in the diffusion of the Italian style, his was a very distinctive brand since many of its unusual features were necessitated by the need to accommodate himself to local practices.

During these years he remained in close contact with the Gonzaga family in the person of Cesare Gonzaga of Guastalla, whom he frequently supplied with violin music, and there is little doubt that by 1627 he was angling for a return to Italy in his service. These plans were already fully formed by the end of 1629 but all his ambitions in this direction led to nothing with the outbreak of the War of Mantuan Succession which was to alter irrevocably not only his own fortunes but those of the Gonzaga household and its patronage of the arts, and by 1632 his patron Cesare had himself died. For Buonamente, this meant a fundamental change of career, and one which by all accounts he had neither desired nor anticipated. Instead of the Mantua of his youth, he returned to an Italy ravaged and despoiled. With no expectation of any courtly appointment he turned with evident reluctance to the Church, but his obligations as a friar soon proved a major obstacle, although it was still a number of years before he finally reconciled himself to the conventual life. Perhaps understandably, given the cataclysm being enacted in Northern Italy, there is no further record of him until he took up a brief and hardly honourable appointment as a contralto and violinist at S. Maria Maggiore in Bergamo in 1631. Following his clandestine departure after only a few months, he held an equally short post at the ducal church of the Madonna della Steccata in Parma. In 1634 he became maestro di cappella at S. Francesco in Assisi, where he served until his death in August 1642. If he did indeed compose much sacred vocal music evidently this was of little interest to the Venetian publisher Alessandro Vincenti who continued to supply the public only with his instrumental collections, and Books 6 and 7 appeared during his years in Assisi (1636, 1637d). His wider reputation therefore still rested largely on his abilities as a composer of instrumental music.

The details of Buonamente’s life are for the most part lacking, but in respect of his period in Vienna this is all the more frustrating in that the loss is relatively recent. In 1926 Paul Nettl reported that many letters of Buonamente had survived and these became the basis for his important article:5


	an entire letter then in the possession of Mr. Warocque of Brussels,

	six other letters which came into Nettl’s possession from Wilhelm Nevers who had acquired them from Carlo Lozzi of Milan.

	Lozzi had ‘a greater number’ of letters of Buonamente. In a short survey in the Gazzetta Musicale di Milano, he in fact mentions that he had twelve.6




Only one letter from this precious correspondence can now be traced (frontispiece) – the letter of 12 May 1627, which was acquired by the Biblioteca Centrale of Florence in 1996.7 However, in his entry under ‘Buonamente’ in the first edition of Die Musik in Geschichte und Gegenwart (1949) Nettl not only refers to six letters (presumably the ones acquired from Wilhelm Nevers) but also includes a facsimile of part of the letter of 10 February 1627, concluding with the composer’s signature – Don Gio. Batta. bonamente (Fig. 1.1). This strongly suggests that this letter, and therefore perhaps others, might also have survived the war years. The misfortune of their disappearance is mitigated at least in part in that both Nettl and Lozzi included extracts and summaries, and the former included an entire transcript of the final letter dated from Prague on 3 December 1627 (perhaps that of Mr Warocque) in his article.

Buonamente’s early life coincided with a surge in the publication of instrumental ensemble music in Northern Italy which lasted well into the seventeenth century, under way long before the turn of the century since instructional manuals on instrumental performance were enjoying a boom from the 1580s onwards and this must have indicated an already thriving tradition of playing across the whole of Northern Italy. His formative years cover several decades of marked changes in musical

fashion as in most other branches of the arts, and even in the relatively confined geographical area of the Po basin, cultural and political divisions produced marked local variations. Musically, Milan and Venice stood at opposing poles, each radiating its own influence, complicated by the fact that the secular and religious boundaries of the two overlapped. Bergamo, for instance, was within the diocese of Milan, but as part of the Veneto it looked to Venice for its artistic allegiances, evident in the appointment in 1627 of Alessandro Grandi, until then Monteverdi’s vice-maestro at S. Marco, to the directorship of its main church of S. Maria Maggiore where Buonamente was later to serve. The proximity of the main centres of instrumental composition – Milan, Bergamo, Cremona, Brescia, Verona, Mantua, with Venice enjoying a degree of splendid isolation on its island – offers the overwhelming possibility of reciprocity (Map 1.1); it would at least be highly unlikely that any violinist of Buonamente’s calibre would not have been fully aware of all the main trends within this region. Furthermore, composers of instrumental music from these very cities seemed to regard the various courts beyond the Alps as their own territories, promoted by rulers, both Catholic and Protestant, who were eager to be seen in the forefront of taste in importing the new styles issuing from Italy. With the publication of his Quarto libro de varie sonate in 1626, Buonamente was already at the peak of his powers, while the Quinto libro appeared three years later, the end of a decade in which instrumental music could easily claim to be the most diverse and prolific of the entire century. These years saw an exodus of Italian instrumental composers to the northern courts – Marini to Neuberg, Farina to Dresden, Buonamente and Bertali to Vienna, Merula to Poland – but this merely accentuated a trend already under way well before 1600.
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When Buonamente passed from Mantua to Vienna he was brought into contact with Italian composers whose musical allegiances were to Venice. Through his older colleagues at the Habsburg court, Giovanni Valentini and Giovanni Priuli, he must surely have had some experience of the instrumental music of Giovanni Gabrieli, perhaps on the grand ceremonial occasions for which the imperial court was famous. The chances are that he also became acquainted with the most progressive line of the Venetian development in the Sonate concertate of Dario Castello whose Secondo libro bears a dedication to the Emperor dated 15 September 1627. Buonamente himself shows little affinity with this radical style, and its influence is perhaps strongest on Antonio Bertali, who arrived in Vienna at some time before 1626.8 In 1622, Bertali’s teacher in Verona, Stefano Bernardi, became director of music to the Bishop of Breslau and Bressanone, who happened to be Ferdinand II’s brother. By the 1620s, then, the Habsburgs were surrounded by a whole gamut of North Italian musical styles. Circumstantial evidence associates Buonamente almost beyond doubt with Biagio Marini and Carlo Farina who followed similar careers as violinists. All three worked at one time or another at Parma (Marini served there from 1621 to 1623, and there is some speculation that Buonamente had connections with the city before his departure for the imperial court9); all spent an appreciable amount of time at foreign courts linked closely with the empire; Marini intriguingly describes himself as ‘attuale servitore’ to Ferdinand II in his Concerto terzo delle musiche da camera (Milan, 1649a), and when this might have occurred offers some scope for speculation since of all Buonamente’s contemporaries apart from Rossi, it is Marini with whom he has most affinity, at least in the kinds of instrumental music they cultivated; Farina was himself a Mantuan and in all probability would have known Buonamente during his youth. It is of the utmost significance that these composers were primarily violinists seeking appointments at secular courts rather than organists whose best chances of preferment would have been at religious establishments, yet it was the fact that Buonamente was a Franciscan that ultimately separated him from these other two violinists, and unlike them, once he had returned to Italy he remained there for the rest of his life.

Our historical perspective of Italian instrumental music during Buonamente’s lifetime is largely based on the substantial body of printed editions issuing mainly from the Venetian presses, since remarkably little Italian manuscript material survives from the first half of the seventeenth century. The formidable list of works in Table 1.1 may seem daunting but its close study allows telling conclusions to be drawn about the state of instrumental composition in Northern Italy, or more precisely within the Venetian commercial orbit. Too often, broad conclusions about Italian instrumental music have been drawn on the basis of remarkably few instances. Of the seventy or so collections listed in Sartori in the early seventeenth century only twenty were not published in Venice; of these, eight were German (Farina’s Dresden editions accounting for five),



Table 1.1  Publications containing extended free instrumental compositions, 1620-1629



	1620a	H. Porta	Sacro convito musicale	3 a2; 1 a4
	1620b	G. B. Riccio	Il 3o libro delle divine lodi	1C a1; 6C a2; 1C a3; 2C a4; 1S a4
	1620i R1625d	G. Mussi,	Il primo libro delle canzoni da sonare	16 C a2
	1620j	I. Vivarino,	Primo libro de mottetti . . . con otto sonate per il violino . . .	
	1621b	G. M. Cesare	Musicali melodie	3 a1; 3 a2; 4 a3; 3 a4; 1 a6
	1621d R1624e	F. Turini	Madrigali con alcune sonate	1S a2 1S a2; 1S a3
	1621f	S. Bernardi	Madrigaletti . . . con alcune sonate	7C a3
	R16211	F. Maschera	Primo libro de canzoni da sonare a 4	21C a4
	1621n R1629e	D. Castello	Sonate concertate in stil moderno	8S a2; 4S a3
	1622a	C. Milanuzzi	Armonia sacra	3C a2; 3C a5
	1622b	S. Rossi	Il quarto libro de varie sonate . . .	4S a3; 1S a4
	1622d	M.’A. Grancino	Armonia ecclesiastica de concerti	2C a4
	1622f	P. Lappi	Sacrae melodiae	Sin: 2 a4; 4 a5; 1 a6
	R1623a	S. Rossi	Il terzo libro de varie sonate . . .	3S a2
	R1623f	S. Bernardi	Motetti . . . a 4 voci con alcune canzone	6S(!)
	1624a	N. Corradini	Primo libro de canzoni francese a 4 e alcune sonate	10C a2; 2S a2; 1S a3; IS a4
	1624c	S. Bernardi	Madrigali con alcune sonate a 6	7 a6; 1 a12
	1624d	T. Merula	Motetti, e sonate concertate	2S a2
	1624l	G. Puliti	Fantasie, scherzi et capricci . . . in forma di Canzone	11 a1
	1625b	G. Picchi	Canzoni da sonar	5C a2;1S a2; 2C a3; 1S a3; 4C a4; 2C a6; IS a6; 3C a8
	1626a	G. Rovetta	Salmi concertati	2C a3, 2C a4
	1626b	A. Banchieri	Il virtuoso ritrovo academico	3S; 1C a4
	1626d	G. B. Buonamente	Il 4o libro de varie sonate	4S a3
	[1626e]	G. Cavaccio	Sudori musicali	20C a4
	1626f	C. Farnia	libro delle pavane	3S a3; 2S a2; 1C a2
	1626m	B. Marini	Sonate . . .	13S a2; 1 Cap a2; 6C a4; 4C a6
	1626n	ed F. Lomazzo	Flores Praestantissimorum virorum	2C a2; 1C a3; 4C a4
	1626o	A. Brunelli	Fioretti spirituali	1 sym a3; 1C a3
	[1627d]	I. F. Biumi	Canzoni alla francese	16C a4; 2C a8
	1627e	M.’A. Grancino	Messe . . . et canzoni	3C a8; 1S a8
	1628c	C. Farina	Il quarto libro delle pavane	2S a3; 1S a2; 1C a2
	1628d	O. M. Grandi	Sonate	2 a1; 8 a2; 4 a3; 4 a4; 1 a5; 1 a6
	1628e	T. Cecchino	Messe . . . con otto sonate	8S a1
	1628f	C. Farina	Newer Pavane	1S a3; 1S a2
	1628g	T. Merula	libro secondo de concerti spirituali	2C a3
	1628h	P. Poscentio	Concentus armonici	7 a2; 9 a3; 2 a4
	1628j	F. Frescobaldi	Il primo libro delle canzoni	8 a1; 15 a2; 6 a3;
	R1628j			8 a4; 1T violin and spinettina
	1629c	G. Pietragrua	Concerti, et canzon francese	2C a1; 2C a2; 1C a3; 2C a4; 1S a3
	1629d	B. Mont’Albano	Sinfonie	4 a1; 2 a2; 2 a3; 5 a4
	1629f	D. Castello	Sonate concertate . . . libro secondo	2 a1; 6 a2; 4 a3; 5 a4



S = sonata; C = canzone; Sin = sinfonia; T = toccata. Dates in bold type indicate collections consisting entirely of instrumental works. Parentheses indicate works only in partitura. R before a date indicates a reprint.

This table includes only lengthy abstract compositions. Some vocal collections containing a single instrumental work have been omitted.






and seven Milanese, Milan being the only other centre of publishing to maintain any degree of autonomy in the early decades of the century, although Rome also contributed occasionally. This concentration of activity around Venice, rather than representing the actuality of instrumental composition, merely reflected proximity to its presses, since naturally enough much of this output came from composers working in the Veneto and surrounding regions. The massive decline of publications in the 1630s must be attributable in no small part to the economic collapse brought about by the War of Mantuan Succession. Significantly, of those listed in Table 1.2, only Buonamente accounts for more than one collection during this decade, but this number must have been equalled by his pupil, Marco Uccellini, given that his Book 2 is dated 1639b, yet of his Book 1 there is no trace. With four major collections between them, Assisi would then have been a significant centre of instrumental music. However, the important proviso should be added that date of publication may bear little relationship to date of composition, and this consideration proves to be vital in assessing Buonamente’s output.


Table 1.2  Publications containing extended free instrumental compositions, 1630-1639



	1630b	G. Scarani	Sonate concertate	9S a2; 6S a3
	c. 1630 R1639	T. Merula	Canzon a 3	12C a3
	1631	M.’A. Grancino	Sacri fiori concertati	2C a4
	1632	C. Waesich	Canzoni a 5	16C a5
	R1634	G. Frescobaldi	Canzoni da sonare (rvsd.)	4C a1; 4C a2; 9C a3; 10C a4
	1635b	G. Arrigoni	Concerti da camera	2S a6; 1S a8
	1635c	H. Casato	Armonicae cantiones	1S a1; 1S a2; 1S a3; 1S a4
	1635e	G. Lipparino	Sacri concerti . . . con alcune sonate a 2 &3	5S a2; 3 a3
	1636	G. B. Buonamente	Sonate, et canzoni	5S a2; 3C a2; 3S a3; 2S a4; 5C a4; 1C a5; 1S a5; 2S a6; 1C a6
	1637a	T. Merula	Canzoni, overo sonate concertate	17 a2; 2 a3
	1637d	G. B. Buonamente	Il settimo libro di sonate	7S a3
	1637e	I. Ganasso	Vespertina Psalmodia	5C a4; 8C a2
	1638c	B. de Selma	Canzoni, a 1. 2. 3. 4	4C a1; 12C a2; 7C a3; 7C a4
	1638i	A. Molli	Mottetti e sinfonie	2 a2; 2 a3 2 a4
	1639b	M. Uccellini	Sonate, sinfonie, et correnti	8 a2; 2 a3; 2 a4;



S = sonata; C = canzone. Dates in bold type indicate collections consisting entirely of instrumental works. R before a date indicates a reprint.





The overriding considerations of these presses must surely have been ones of commercial expediency, since their primary objective was largely to cater for local tastes and needs. Elsewhere, instrumental music would have continued to circulate in manuscript and when any substantial quantity did reach Venice for publication it was generally due to the persistence of a single composer such as Adriano Banchieri in Bologna, where from 1596 until his death in 1634 he became one of the most prolific regional suppliers of instrumental collections. Bologna, however, had its own long-established tradition of instrumental music under the patronage of the civic authority or Signoria, whose church of S. Petronio was one of the largest in Christendom, and whose municipal band, the Concerto Palatino, was especially renowned for the quality of its violinists even before the turn of the seventeenth century.10 The ‘rise of the Bologna School’ in the 1660s graphically illustrates the well-worn paths by which our historical perspectives have been distorted, for in reality its sudden prominence stems from the simple fact that one of its local publishers decided to test the potential market and venture into music publishing perhaps in an attempt to fill the gap created by the decline of the Venetian presses after 1630. Until then, the extent to which early seventeenth-century composers of instrumental music such as Banchieri and Buonamente may be known today is heavily reliant on business decisions made by Alessandro Vincenti, and consequently, our perspectives of the history of instrumental music at this period are largely dependent on those bequeathed to us by the Venetian publishing houses.

Musically, William S. Newman saw Buonamente as ‘a direct successor to Rossi in both styles and forms’.11 This well applies to much of the overtly secular pieces such as the variations, short sinfonias, and dances, but it is harder to find an unbroken lineage between the two composers in their free sonatas and canzonas which require much wider terms of reference, nor does it explain Buonamente’s cultivation of the suite at a time when few Italian composers of ensemble music were in the least concerned with it. Buonamente’s indebtedness to Rossi is indisputable, but this seminal influence does not extend to the rather esoteric forms of Book 6 which draw upon a more eclectic range of styles as cultivated variously along the Po basin, together with other features more germane to the empire. A common misconception about the nature of Italian music of this period is the belief that there was a unified Italian style, whereas in reality the huge political and social divisions encompassing duchies, republics, Spanish dominions, and papal states inevitably gave rise to immense cultural diversity, and of all decades none was more varied than the 1620s.

Needless to say, the content of a composer’s submission for publication was very much conditioned by his day-to-day activities and would therefore reflect the needs and tastes of the patron. The four volumes of instrumental music of Salamone Rossi, consisting mainly of sinfonias, dances, and sonatas may fairly be taken to represent the needs of the duchy of Mantua. The fact of their publication in Venice, however, surely implies that they were a viable commercial proposition serving a broader potential clientele. As it happens, apart from the blind composer Martino Pesenti, hardly any Venetians published dances for instrumental ensembles, but must have relied upon the prints of the court musicians such as Rossi, Buonamente, and Marini. Along with the purely utilitarian pieces in their collections these composers all included a quantity of abstract instrumental music presumably intended originally as chamber music since it is not likely that a church would invest in collections consisting mainly of a good number of secular works such as the respective Book 4s of these two Mantuans, each of which contains only four free sonatas. In any case, it hardly seems feasible that any of Rossi’s contributions were ever intended for ecclesiastical use! These considerations directly affect our perception of Buonamente, since he is the only one of our musicians with a courtly background to publish a set of canzonas and sonatas without any overt secular connotation, and this immediately suggests that Book 6 was specifically ‘da chiesa’ for use at S. Francesco. The situation, however, is not as straightforward as it may seem, for the set bears a dedication to Antonio Goretti for use in his renowned Academy, and the possible intentions of Buonamente’s publication requires much closer scrutiny before rushing to conclusions about their intended purposes. Indeed, such functional considerations are a crucial guide to the actual date of composition as opposed to publication of Buonamente’s instrumental works, and this will be seen to have profound repercussions on their significance.

The unusually wide categorizations of sinfonia, sonata, canzona, aria and the like encountered in Buonamente’s surviving collections offer an invaluable aid to the study of terminology in the first half of the seventeenth century, especially as he is among the relatively few composers to include a quantity of variously entitled pieces within the same collection. It is indeed a moot point whether such terms indicated fixed and inviolable classifications in the minds of contemporary composers. For some of Buonamente’s close contemporaries, they were little more than loosely applied labels of convenience, since the seven instrumental works of Stefano Bernardi in his Madrigaletti (1621f) are all entitled ‘canzon’ in the table of contents but are identified as ‘alcune sonate’ on the title page.12 Although such inconsistencies are rife in the music of this period there is no doubt that other composers were more concerned with generic niceties, but this does not automatically imply any consistency of usage either among the individual composers themselves or between various regions: a classification such as ‘canzone’ incorporating Maschera, Gabrieli, Mussi and Riccio would of necessity be broad. Did Buonamente indeed imply definite classifications in his choice of terminologies, or was his usage as flexible as that of Bernardi? The point at issue is not Buonamente’s mere cultivation of pieces so entitled but his particular interpretation of each term within the wide spectrum of current usage. Furthermore, his Book 6 with its canzonas and sonatas for two to six voices allows the added dimension of possible stylistic differentiation between nomenclature and scoring – a crucial distinction at this period, and one with particular significance for Buonamente’s conception of genre.

Within Italy itself, Buonamente’s lifetime saw a relentless drift from ensembles scored for four to eight voices to smaller ensembles of two to three voices, solo sonatas remaining relatively rare in printed collections. The rise of the small ensemble had been anticipated by Salamone Rossi at the court of Mantua in his 1607c, 1608h and 161313 collections. His trios, however, are curiously scored without keyboard continuo and this was to have major implications for Buonamente, three of whose extant collections require string trio with no basso continuo.14 It is the dominance of the trio in Buonamente’s instrumentations that marks him out as a successor to Rossi, and also renders influence by other composers of his early childhood less likely since few of them cultivated it. In the 1610s, small-ensemble instrumental pieces appear mainly as part of vocal collections and it was not until Marini’s Affetti musicali (1617c) that any composer other than Rossi was to publish an entire set in the newer scorings a 1–3.15 Between 1620 and 1630, it would seem almost overnight, duos and trios make up the bulk of instrumental settings, including no less than ten volumes in which they predominate, and numerous similarly scored pieces are included in volumes predominately of vocal music. To this must be added the important Sonate (1641b) of Giovanni Battista Fontana published posthumously but pre-dating 1630, in which year he died of the plague. These composers, moreover, cover an area from Palermo throughout the Italian peninsular to Vienna and Poland in the hands of Buonamente and Tarquinio Merula. This metamorphosis is also paralleled in other branches of the musical arts, in particular the polyphonic madrigal, of which 118 new editions appeared between 1611 and 1620 but only twenty-four from 1621 to 1630.16 In his preference for the small ensemble, then, Buonamente is very much a child of his time, but, paradoxically, it is the inclusion of instrumental music for four or more voices which sets his Book 6 apart from every other Italian collection of the 1630s – a factor which will be seen to be highly significant. A single eight-part sonata occurs in the Concerti di camera (1635b) of Giovanni Giacomo Arrigoni, who was then organist to Ferdinand II in Vienna. If the works of Venetians such as Gabrieli were more admired than imitated in Italy, they struck a particular accord at the imperial court with its abundance of fine instrumentalists. Through the Emperor’s musicians Valentini and Priuli the connection with Venice was maintained and the many-voiced instrumental style flourished. Priuli’s two volumes of Sacrorum concentuum (1618a and 1619k) contain canzonas and sonatas for six to twelve instruments. The sonorous blends of wind and strings for five and six voices in Buonamente’s Sonate e canzoni of 1636 have no counterpart in Rossi’s music or in any contemporary Italian print, but may well have drawn upon influences within the Viennese orbit, a preference continuing into the mid-century and beyond at the imperial court. Massimiliano Neri’s Sonate da sonarsi con varij stromenti a trè sino a dodeci (1651b) dedicated to Ferdinand III is scored for strings, cornetti, tromboni, flauti, fagotto and teorba, yet as Selfridge-Field points out, most Venetian composers had stopped scoring for cornetts and trombones in the 1620s.17

The contents of three of the four collections of Buonamente, like those of Marini and Farina, typify the output of instrumentalists at court, except that unlike his two fellow expatriates, he left no examples of his solo violin music. It seems a perverse irony that his violinistic abilities – surely the most important aspect of his career until his return to Italy – are almost beyond estimation. The fact that he was a violinist of considerable ability must be regarded as critical, but his technical prowess will always remain conjectural, yet without at least some approximation of both his level of attainment and of the nature of his violin writing a huge lacuna opens up in any attempt at reconstructing his professional activities. This is unfortunately the norm for the great majority of violinist composers of his period for reasons which have not been fully understood. Advanced violin music was hardly ever published in Italy simply because the antiquated printing technology of typesetting
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Figure 1.2 Bowing indications in Buonamente’s Sonata 4 a 2 (1626d)





automatically excluded idioms such as double and triple stopping, and greatly hampered the notation of high positions and complex bowing styles.18 In his Book 4, for example, the minimal bowing slurs have been added by hand using a single template designed primarily for ties and therefore capable of spanning only two notes (Fig. 1.2), to which Book 6 adds a clumsy parenthesis sign across four notes. It is hardly credible that no other length of bowing slur was ever used by Buonamente, especially as one contemporary copy of Bartolomeo Mont’Albano’s Sinfonie (1629d) has copious hand-written amendments encompassing as many as thirty-six notes. Buonamente would surely have applied a similar technique to his demisemiquaver divisions.19 The inadequacy of the high position passages is graphically illustrated by the Sonata seconda a 3 from Book 6 (Fig. 1.3). It was not until the 1670s in Germany and considerably later in Italy that printers changed to the far more versatile method of engraving, although it had long been known and was sometimes used for keyboard music. Frescobaldi’s Toccate e partite (1615a) is ‘inciso in rame’,20 while the frontispieces of sets of ensemble music are often graced with the most intricately engraved illustrations, and this must suggest that it was not so much lack of expertise but vested interests which hindered the development of these new technologies in Italy. It is also quite remarkable how little manuscript material has survived, but then printing offered the opportunity of producing multiple replicas which could be purchased relatively cheaply instead of employing the laborious and expensive services of a scribe for a single copy.
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Figure 1.3 High positions in Buonamente’s Sonata seconda a 3 (1636)




Our knowledge of the state of advanced violin technique at this period relies almost entirely on a few publications of those players with whom Buonamente may have been connected – his Mantuan compatriot, Carlo Farina, and Biagio Marini. What distinguishes these volumes from all other surviving editions of the 1620s are the painstaking and complex means employed to enable the representation of the most idiomatic playing styles to have come down to us from the 1620s. It is highly significant that all five instrumental sets of Farina were produced not by the Venetian publishers but by the evidently more dogged and determined Dresden houses. Their printing techniques were nevertheless inferior to those of the Venetian presses, since they employed the same typographical methods, but with a smaller range of note values. The ‘solo’ sonatas of Farina’s Book 1 are characterized by their copious florid demisemiquavers – a note value which the Seiffert press obviously lacked since these are printed as crotchets and beamed by hand. Despite the limitations, Seiffert was stubborn in his efforts to overcome the problems involved in the publication of such advanced violin music. In the much-quoted Capriccio stravaganza from Farina’s Ander Theil Nawer Paduanen, Gagliarden, Couranten … (1627a) the passages of double and triple stopping were penned in manually after printing. In the ‘lira’ sections, for instance, the violin counter-melody is written in ink, and the triple stops in the ‘col legno’ section are similarly handwritten directly onto the stave (Fig. 1.4). This labour does not extend to any experimentation with high tessituras. The ‘Sonata la desperata’ from the fifth book (1628f) takes another bizarre route to the notation of part-writing in the violin by figuring the violin part as if it were a figured bass, with the instructions ‘where the sign B is found above the notes they are to be played using


double stopping, that is, it is understood that the number stands for the distance to be played below the note’ (Fig. 1.5).21
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Figure 1.5 Figured chords in the violin part of Farina’s Sonata la desperata (1628f)




Despite their ingenuity, these methods can only be described as crude.

The one other surviving collection containing advanced violin music is Marini’s Sonate, Symphonie, Canzoni, Op. 8, published by Alessandro Vincenti probably in 1629. The year of publication of this work has caused some confusion since the date is printed as MDCXXVI and 1626 is also confirmed by the letter of dedication, yet an extra ‘III’ has been added in ink to the roman numerals of the date implying that three years


had elapsed before the completion of the project – not an unreasonable time considering its complexity. Vincenti did not resort to the primitive expedient of handwritten additions for the extremely demanding passages of chordal playing but instead intersperses wood-block carvings between the typeset staves, and the marked contrast in these two methods is blatantly apparent. This allows the printing of the most advanced double and triple stopping of the period respectively in the ‘Sonata per sonar con due corde’ and the ‘Capriccio per sonare il violino con tre corde a modo di Lira’. Fig. 1.6 graphically illustrates the differences between the two methods in the contrast between the typesetting of the bass with its discontinuous staff and the woodblock of the upper stave for the violin part. This example illustrates the use of the C clef for the violin, and elsewhere Marini uses a movable G clef, but this never became popular. In the ‘Sonata d’inventione’ these occupy not only the middle line but also a line below the stave. In the use of bowing slurs, Vincenti is also more ambitious than the Dresden presses and the ‘Sonata per sonar con due corde’ achieves as many as eight notes in a bow, although the inscription is still clumsy and inexact, allowing small relief from the overriding difficulty of determining current bowing practice with any precision (Fig. 1.7).
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Buonamente’s letters of 1627 reveal that one aspect of technique to which he placed great store was the use of high positions. Writing from Prague on 23 October to his distant patron, Cesare Gonzaga of Guastalla, he expounds on the problems of teaching the violin, with a particularly revealing note about the labours which youngsters must endure in learning to play in the upper extremes of the violin as far as the fingerboard allows.22 This has special resonances in the works of his probable pupil, Marco Uccellini, whose much-quoted Sonata 8 from the Sonate over canzoni da farsi a violino solo, e basso continuo (1649b) climbs up the scale into sixth position – the highest note in any sonata of the period. Published only seven years after Buonamente’s death, it must surely represent the outcome of this specific aspect of his master’s teaching. At the same time, it graphically illustrates the limitations of printing technology. The spacing between staves remains equidistant and the G″ is in fact the highest note possible without colliding with the stave above, and even this is far from satisfactory (Fig. 1.8). There is no reason to suppose, however, that in practice this remained the upper limit of the violin’s range at this period, and the manuscript material of Uccellini’s younger colleague (and possible pupil) at the Estense court of Modena, Giuseppe Colombi, would suggest that eighth position might be regarded as an acceptable compass for a professional violinist.23 The cultivation of high positions may therefore be one important feature of violin technique in which Buonamente was especially influential.

Paradoxically, then, the 1620s is the only decade before 1700 in which Buonamente’s solo violin music might have been published in Italy, and it is but slight compensation that at least an approximation of the level of his attainment may be made on the basis of that of his closest contemporaries. In their ensemble sonatas, Farina, Marini and Buonamente each shows great stylistic individuality, and there is no reason to suppose that this would not also be the case with their solo sonatas, yet there is at least some likelihood that they shared some measure of uniformity in the degree of virtuosity of their violin writing, especially as one assumes that Buonamente and Farina spent at least part of their early lives together at Mantua. This common technique would naturally have included chordal writing (such a fundamental feature of both Marini and Farina) but no remnant of this survives in Buonamente’s known output. With the collapse of the North Italian economy after 1630, the Venetian presses would hardly have been willing to undertake a project as demanding as Marini’s Op. 8. Not until Uccellini’s Ozio regio (1660d) which contains several correnti and a ‘Toccata a due violini da sonarsi tutte le due parti con un violino solo’ is there a suggestion of the practice in Venetian editions. Here, each of the two violin parts to be played on the one violin are printed separately, and the performer must necessarily re-copy them as a single part if he desires to play them on one violin as indicated. This is surely sufficient to confirm that an interest in chordal playing must have remained a constant feature of the Italian violin style, and that it formed a part of Uccellini’s instruction under Buonamente, now lost to posterity.

If one composer of this period were to be singled out for study, surely a better choice would be Biagio Marini, for his outstanding contribution to the development of violin playing, his ample, if not quite complete, surviving oeuvre of vocal and instrumental music, and for the substantial and revealing documentation concerning large parts of his life.24 Marini is an assured stylist some of whose music (but by no means all) epitomizes the most radical trends of his period, but there is a tendency to diffusiveness and a concentration on detail at the expense of the work as a whole. Buonamente, on the other hand, is almost obsessively concerned with fundamental principles of structural coherence, and provides a greater diversity of solutions to the organization of extended abstract instrumental music than any other composer of his generation, one might argue of the entire century. His complex through-composed designs often achieve proportions not equalled before the end of the seventeenth century, by comparison with which much of the music even of the 1660s appears short-winded and undeveloped. Furthermore, his contribution stands apart and indeed in direct contravention to other contemporary trends which eventually led to the type of ‘movement-based’ sonatas that became so familiar, if not to say stereotypical by the early eighteenth century. With the gift of hindsight, developmental histories have naturally enough focused on those trends which have proved the most long-lasting, neglecting others which did not stand the test of time, but posterity’s judgements may not accord with those of the day. If we are to trust the business acumen of the Venetian publisher Vincenti, Buonamente’s works must be considered the most sought-after of his generation singled out above all of his contemporaries. Furthermore, unlike Marini’s highly idiosyncratic instrumental music which does not appear to have given rise to any long-term progeny, it is a main premise of this study that teacher–pupil relationships extended from Salamone Rossi through Buonamente to be transmitted to Marco Uccellini, and that together they constituted one of the most consistent and prolific pathways in the early development of the main genres for instrumental ensembles. Buonamente’s sonatas therefore stand as a corrective to the over-concentration on those lines of development that gave rise to the Corellian sonata which imposed itself as a norm by the early eighteenth century.

Notes

1 C. Sartori, Bibliografia della musica strumentale italiana stampata in Italia fino al 1700, 1 (Florence, 1952), p. 294. For ease of reference, Sartori’s referencing has been used for dates of compositions. For a full listing of Buonamente’s extant works see the Appendix.

2 J. Solie, Aspects of Harmony and Form in the Music of Giovanni Battista Buonamente (MA diss., University of Chicago, 1967); S. E. Romanstein, Giovanni Battista Buonamente and Instrumental Music of the Early Baroque, 3 vols (Ph.D. diss., University of Cincinnati, 1991); R. Bartolo, ‘Le sonate e le canzoni di Giovanni Battista Buonamente’ (tesi di laurea: Università del Sacro Cuore di Milano, 1994–5).

3 The entries have remained substantially the same between the 1980 and the 2001 versions.

4 Marco Uccellini (1610–80) and His Music, 2 vols (Ph.D. diss., New York University, 1979).

5 Paul Nettl, ‘Giovanni Battista Buonamente’, Zeitschrift für Musikwissenschaft, 9 (1926–27), pp. 528–42.

6 5 April 1891, pp. 221–3.

7 Sette anni di acquisti e doni.
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