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PR EFA CE 

The present study is an attempt to enlarge upon the proposition that 
the age of Frescobaldi was, like all others, an aga of transition, in his 
case the transition from Renaissance to Baroque. Ilia position within this 
ohange is central, both in time and importance. In our first two chapters, 
-~he various categories o:f keyboard worlts which he enriched will be oonsideroo, 
with their prehistories, his contributions, and @~~ses of individual pieces. 
In chapter I the works mainly of instrumental origin r-ill be dealt with, and 
in chapter !I those of more vocal derivation. In the final chapter, the infor­
mation thus gleaned will be used to demonstrate his ua.ot IJO.si tion within the 
transition, particularly with regard to its two most important aspects, the 
harmonic field and tho interaction of vocal end instrumental elemonta. 

The edition of Pierro Pidou.x (Girolamo Frescobaldi: Or~l- und Klavier­
warke, 5 vols., m!renreitor-Vorlag, Kassel and .Beale, 1948:53) will 'bo teken 
as authoritative, einoe it roproduoes the U r t ex t and includes all known 
genuine composi tiona. References (pa.ge-llUlllbers, etc.) are _to this edition. The 
following summary of its contents is at the same time o oomplete catalogue of 
Fresoobnldi ' s keyboard workst 

Vol. i 1 Fantasia 1-12 (1608), Oanzoni alla Francese 1-11 (1645) 
Vol. ii a The "first" Book of Ca.:priooi (12), Rioercari (10) and 

Canzoni (5) (1626) 
Vol. iii ; The first Book of Tocoate (12), Partite (4 sets) , Corrente (4), 

3 sets of coupled danoesa l - Balletto 1, Corrente, Paaeaoagli 
2 - Balletto 2, Corrente 
3 - ~alletto 3, Corrente, Passaeagli, 

the Oento Fartite sopra Passaoagli, 3 Capricoi, Dalletto e 
Ciacoona, and Corrente e Ciaocona (1637) 

Vol . iv t The second Dook of Toccata (11), 1 madrigal passegiato, Canzoni 
(6), Hinni {4) , Magnifioato (3), 2 Arie with variations, 
Gagliardo (5) and Corrente (6) (1637) 

Vol. v t The Fiori ~~sioali (1635) 
In view of their developed fugue form , division of themes into short 

phrases marked by oaesurae, amount of roal modulation, end-stretti, eto., 
the fUguos wbieh have been printed under Frescobaldi ' s name are spurious and 
not included in Pidou.x•s edition. rl'hey e:rG very good later i mitations o.f his 
style, perhaps by one of hie rmpils , but they stand in the same relation to 
senuins works of Frescobaldi ao do the Masses of .fux to those o:f Palestrina. 



?he follo~dng abbreviations are usedt 

1loo.B I , ·i"'oo.B II - tho two r oocatu .Books 
Oa.~1:B I - the .Book of Oa1lri coi 
~ - Fiori Uusicali 
b . - bar no., bb. -bars 
F. - ~"antasia 
c.:r. - cantua firmus 

Phe soa.ll d.igi t in apostrophe following a bar-number refel'S to the beat of 
the bnr. The crotchet is gonorally reckoned ~s a beat for this purpose, evon 
if the mini m io the time-unit; thus b.l8 3 means the third orotchet of t he 
eigh·teenth bar. Onl y in i -time does tho e.post r o:phe digit refer to tho mi ni m 
bea:t. 

ii 



) Tha Toooate 

In di aoussing the moaning of tho tor.m toooat , we not e t hat it has 

C!!lhie;uouo i Clplioationa. 1'he verb toooe.ra, f ro::1 vlhioh toooo.ta ie derived, 

oril)inally i ndioa:ood o. ,po.rtiouln.r wrzy of playins ori cortain inserumonts, 

whoroao tho word toooa.tn hae also bean used aa a tom of .form. It will 

therefore be neaeo~ to sei->arc.to the tvo mooningil onu to ooain by 

olnrifyins t he variouo ir!l l ioations of' ntoooaron. 

This wrd OM varioucJ¥ rueM ''to t ouob", "to finc;or .. Ol.' nto bent" • 

. ~ attempts Qt oolvine the ~~atO~J of tho ori cin of tho toooeta - for 

m;yateX"Y it .remains - r ovol vc o:round t heoo throo mea..'lill6"0. 'l'bo fir ot t\";o 

are mlid to refer to tho r apid runo and paso:;aes t het boco.rno o. foa.turo 

of the toooata, in \tilioh tho koys Ql'O onl y liGhtly touched in passing, 

rethor than deproosed or stru«~, Ga in t he more doliborate pnscagos. ~o 

tbird mG~..ning, "to boat'•, rel'ors tho derivation baok to tho mediovul. 

pro.ctioe of aooompanying trt.U:lpet obcira by the boating of drums (Lang 1 

spoalte ot tho t'med1evul tocontat1 
1 , remnants ot which aom~ti tute another 

chnraoteris tic of tbe tooonta., its porousaive-feetiv& int roduction. 

boreas "to boa.tn c1~ oooo to refer to t}(lrcuosion instrumunto only9 it 

i o wall to rooull the ot ill ourront 0o.r1:wn toms "Laute sohlOJen" Qnd 

"f.>rgel s chla.gon" . 'uo must, bowovor, assume eaparato dovclcpconts for 

I tbe '•oroh.oatrt\1" tooonta, the ruocosaor o£ tho modiovnl toooatc. !1., snd 

tho other t ype tllat was l"Jrittcn for .keyboard inotruttmnt s {or lute) • 

• 30th typeo bosin ui tb a OOI'ieo of chords, but there oro :::1nrlced rhythmic 

difforonooo. '.flle orchestral tooon.to. i o atrongly rby't bmioQl. , ma.reh-like, 

and in a oodera.tely £not t oopof the k eyboard fom is morked b~· ouatclned. 

1 f c.ul lionry Lang, ~ usia i n oatorn Ci Vilisot ion, Dont, London, 1941. 
~ 7-hc olna~ionl oxno~lo 1o tuo ahort ~reludo t o !ontovordi •z "L' Orteo" 

(16(7) , labelled tocoatn. 

l. 



notea, few aooents (as befits inst~ento inOQpable o£ rendoring them 
af'feotively) and slow tempo. The orchestral toocata r OOlainsd oonf"ined.t 

as it uere1 to thia initial chordal aootionJ tho keyboard tom appe:nd$ 
furtho:r .oeotiona, whioh so oompletely ditte:rent \783Gt to tbe introduotion. 

Whon ta..ltGn tocethe~, th& throo oenningc of ttti':looare" ~ aeon to 

point to keybonri inoU'Umentra, to tho. orchostrn, and. to the luto .. The 

fil:'ot toeee.to bearing tho ~. those publiah.Eld 'by Dals:sa. 1n l 508t uo 
1 indeed £or th~ luta1 • Tho firot auoh for keyboard must be more or leaa 
oon~rary. Tlle wrd toe®ta alwo;rs roto.ined, a.o ono of ita possible 

neanil1ge, thio i'\U!O~ inatwmollltal oonnoto.t1ont ~ooobsldi sometic ors 

uooc it to moetn nothing mora th:m "keybOard viooe"' \71 thout arq stylis­

tio or formtll i!!Jp1ice.t1ono, l.Ut for thin one relatively unimportant 

• exeeption, those early me.."lnings of tho m>rd toocmta do not ooncf)m ue 
here, oinoe the toooato ot Frosaobaldi dorive from qui to o.nothe:r 
devolopnent. 

This developaent stems from a praetioo to whioh the name toooat~ 
wns not originally attached, the not~giving Qf the organiGt boto~ 

singing \'10.S to take plaoo in o. ohuroh servioo., O:risinnlly n oinglo 

notQ, :1. t wa.s ooon em'broid.orod by the organiot1 who used tho t och­

niq,UO aoqu1red thereby to also ombroid.or short anippotu of Plcdna¢ng 

in lorJ.6 noteo. Tho vary brief ;pioeas which reoultcd troo tho~ proeti0$c 
wore oull$d p o. u s a • and o 1 o. u ~ u l o. o l:"$Gpooti volv. An 

oxtenGive l'oportoiro ot :p~o, elauauloo• intono:tiol'd and prn.o:lO.buli 9, , 

Uhieh ~ oolloctivoly bo termed proouraors of tho prelude, arose in 
tho Fifteenth and eo:rly Sixteenth eonturios 3 

.. 

1 pointed ou·t b.v Loo Scihrade in Z~i tBOhritt :rt'ir ~oLtwisJienoOhp.ft',' p.t;ig-
£th.e OGrmcnl name for intono.tio. ' ' ' - " ' -- · '' · · · 
3af. o.s. Bodbrook, ICoJbG::l.rd .lllsio £ro1:1 tho Hid.d.lo ~ee to the, !m)inninsg 

of' tho Renaiooanoe, llt1omilla.n• London1 1949, P• 23f"f', tor a deooription ot thoeo minuto tomin~. 

- 1 .. ' - . .. 



3. 

The intono.tio freed itself from l ' l ainchant ' s bends -.nd from its in tont.tional 

function early in the Sixteenth Oentury. As a :r;otentia lly independent pi e ce, 

it now greatly expanded its di~onsions, fox· the .iJaUsfle, O.Lausulae, etc . , con­

sisting of a few bv~s, were too short to st.~d as independent pieces. At some 

moment in the middle o:t' the :3i:zteenth Jontury, the .first sufficiently expanded 

and indopondent intonlltio was l Q.l)elled '1'occata, and t wo unrel ted developments, 

that of the intona:tio and. ·that of the word and conoo};t toccata, thereby 

oomrorged. l.'hus there were now throe typos of toccata, one for eaoh of the 

three grez.t branoho::; of l3 roque musioc the Tocoe:tn. do. Camera ( lute and strine,--od 

keyboard instruments), the ioocnta da ahiesa (organ) and the ~ocoata del Teatro 

{orchestra). 

1'he conneo·tion between intonatio and toccata is reveale<i beyond doubt in 

the oorkm of Andrea Gabrieli, -vhe first master of the tocoa·t;c.. His nephe'rJ 

Giovanni, when publishing the posthumous comFlote edition of the or gan works 

of his uncle, grouped intonationi and toccate together in the same book, for 

there is virtually no difference between the two fcrms~ 'CXOe.pt for th$ latter's 

greater extent . Both begin with introductory ol:lc::L'fl:... o:i ... ioh are f ollowed by (for 

those da_ys) brilliant passage-work in one hro1d against sus t ained chords and 

suspensions in the other. Two of Andre~ ' s toooate havo a further feature whioh 

distin~~iohes t hem from t he intonationi, the presence of a contrasting middle 

section. Claudio Uerulo is often crsditod wit h the introduction of this middle 

seotion, but it is already present in ~he lute toccata of Dalza1 • 

Giovanni Oabrieli added no essentially new featuros to the toccata and in 

his contributions to the ge~_re unfortunately omitted the dynamic indications 

which are to be found in some of his other works . l'le are theroby deprived of an 

important criterion in judging the exact nature o£ the chordal introduction 

section. This has hitherto unquestionin~ly been assumed to bo festive and 

dynamic, nnd described as a plain series of chords as if vnth no interlinking 

molody. A oloser investigation of' the toocate of A. Gabrieli, :.erulo, and 

Fresoobaldi himsel£, convincee us that they wera rather intended to be broadly 

oral, GerolM~o .Fre!;ooba.ldi," verlag des '•Organist11 , Wintert hur, 1945, p .7 



lyrical, e.n<l that t hey \·;ere by nc means v.'i thou t melodic intorest. 1'ho introduction 

of the 'l'occata del 1:rimo ( si c) tono of .Andrea Gnbrieli i s moz·e .t·oigna.nt t i:lan 

f est i ve, h s a broad melody in the to}~ voic e , and even cont ain s some i ad te.tion 

(ox. 1) 

Rx . 1 Andr ea Gabrieli, 1'occa tn del prime tono 

{ 
~ 4 ~: ~ J. J~J d+o1

· .' .1 . [ J d-
l P ' iF r r r -&: o 

n: tt co · J d. .1 J , . , o 1, 
../ l ("I • f 0 p • g 0 0 

The lyric no.turo of:-;~ in~rod~otod sfcti~ is found i n the tocc ata of ~~erulo 
(whiob are somoti mee !lJildly contr n, •untnl ) and per sists in li'res c obaldi {ex. 2) . 

~. 2 F.reaoobaldi , roccntn VIII ( ~oc~ ! ) 

{ 
2 C ~ . ol ;:- ~ ~ .~1 il J ---- _I .' d. ,.--... J <p I 1 I ··1 f f ... •·.t i 

-'!. • I ~ J I ~ I J;;_ 't 
n· ~ T B o c, • • • • •·• 9 •• •• , d 
f C I I ~---~·~~--~ 

A genorntion after the beginnings of the Nor th Italian orean school, e 

s~oond school of I t a lian keyboar d compcser s erose at t he opposite end of the 

1.oninsula. Its members - Vg,lente, Ma cque , Trabaci and Mayone - worked in naples 

and v;rote f or cembal o. In the toocetn, n.s well as :in other forma , they wor e the 

immoui ate preueoescors of Frccoobaldi 1
• 'fhey created a species of t oooat& mark ed 

by dur ezze , ligatur e and. st:z.-avaganzi which w~s t a.o{on over by Fres cobaldi nnd 

•r.ill be diaoussed in connection wi t h his wor ks i n t ha.t styl e . 

FTesoobnldi ' s 31 toccate reveal a variety of forms ~nd styles. Throe main 

ty1:es can be distinguj shod: 

A) t he Gtandnrd type , usually consisting of n chor dal introduction, followed 
by brilliant passage- work , with or withou t contrasting 
mi ddle sec tions; 

.D) t he "stravll6a.nza" ty,pe J 
0) the "keyboard :piece", as described on p.2. 

~ Thin influenc e was f i r s t poi nted out -oy VJ . Apel i n hi s t-aper "Neepoli tan Mnks 
between Cabezon and Freaoobal di " , Lusical Quart er ly, 1938 . Apel shows how 
Fresoobaldi can be regarded as t he l ogical succosGor and indeed t ho oul~ination 
of tho Near olitan innovators. Ite is, as it were , the classi c o:nong the 
revolutionaries. 



In the 19 toocate of type A, !Tescobaldi preserves the chordal beginning 

in all but two1 , which begin with mild imitation 'dthout ohords 4 In these 

chordal introductions, the simple limpid ohorde of Andrea (and Giovanni) 

Gabrieli ' s introductions yield place to chords usually connected by sinuous 

Baroque interlinking material• ornaments, motives and imitation. 'rhe length 

of the chordal introduction varies considerably, from the long series of 

chords on pedal points of Toccata. I . ll to the "symbolic•• introduction to II.2, 

which consists of a single tonic ohord, after which the movement in erna.ll note­

values begins. The single-chord introduction, which is also found in two 

toccata by SWeelindk~, significantly shows the strength of the chordal intro­

duction tradition which persuaded a composer, even if he wished to write 

nothing more then e vir·liuoec piece, to PE\Y' lip-service to tradition by prefix­

ing at least one solitary ohordt it stands like a firm beacon of solidarity 

before dissolution into paasage-Nork begins. 

In his longer introductory sections Fresoobaldi sometimes uses a pri nciple 

that was already inherent in those of Andrea Gabrieli ' s toooate, whioh, in 

their limited confines, had t ended to remain on the tonic chord and therefore 

embryonically contained tho pr1nCil,)le of the pedal r>oint. r~Jost of .Frescoba.ldi ' a 

pedal points remain embryoniOJ elovon of the tocca.te 3 begin with three or four 

repetitions of tho tonic (with interlinking material) . Were tho bass-notes 

tied, one oould speak of pedal points; the s tep to the pedal point proper is 

a small one. In these few initial tonio ohords, Frescobaldi employs what m~ 

be celled ntonio weaving", a species of semi-melodic embroidery of the tonio 

ohord, an example of which has been quoted in another context (ex. 2). In 

Toccata I.ll the dooiaive s tep, that of tying roost of the tonic bass-notes, 

is takonJ having thereby arrived at the pedal point proper, F.resoobaldi at once 

1Too.B I.5 , !I.9 
.:&Jan P. Sweelinak, Verza..rnelde YierkGn, I>ool It Werken voor Orgel en Olaveoimbel , 

ed. by Max Seit'fe:rt. Als·baoh, .Amsterdam, 1943 - Nos. 25 and 31 
3I- 1, 2, 3, 4, 6, 8, 10; II- l, 7, 10, 11 

5. 



~Tites throe in ~uocession, one on the tonio for four long bars, one on the 

dominant for t hree, e..nd a return to ·the tonic for one bar. The final extreme 

i s represented by '.Poooato II. 5 and II . 6 {oarked "aopra i ped.ali e sen3a"), 

which aro •v.ritten upon pod~l points throughout . Toooeta II.5 begins with 

eight bars on the t onic G, whioh represent the furthest de·velopment o.f 

n·tonic weaving"• 11he pedal tben ruovco through c, F, A and D to G on the 

final chord. In this work, a new section with new material begins at each 

oh3nge of pedal point; in II. 6 ohange of pedal point and oh~..nge of material 

do not alw9\Ys coincide. Both toocate are \"'ri tten in such a way that tho 

pedal points oan be omitted. This seem3 a further indication that b1rescobaldi ' s 

pedal points derive from the tonio sameness of introductory chords and that he 

regarded a sarios of like chords as implicitly having pedal pointDj which could 

be pl~od or omitted in performance. 

Frescobaldi ' s introductions are followed by a number of sections. These 

are U3Ually short , oonsietinB of but a few bars based on one or two thematic 

fragments . The splintering-up process reaches its ex·treme in II.9, whioh oon­

oiato of no less ·than sixteen such sections, mootly very short. A number of 

means of achieving variety are used, notably rhythmics tho tim~-signature goes 

:f 4- t j~ g ~ i~ !t 3 ..i li. 'l' 6 !i & d ..t 11 f hi h t al rom 1; o T , fi , -r; , -v , -;. , :l , if , ·r , a , -;; , 6 , -;; nn 6 , a o w o are empor , 

not cotrio indioations 1 • 1riplets arc used freely against aomiquavers. Every 

section usoo now material, motives o~ sot~times only two or thrao notes being 

deemod sufficient to oarr,y a section. Tho fifth section, which oonsiots of one 

~-bar (b.21), is built on nothing more than tho fisuro fj.l repeatod five times 

in the right hand, answered ovory time by ft.1 in tho l eft , a second to a fourth 

lower a·b each repetition. :.rhe soveuth section {bo. 27-30~) has the figure .ryJ. 
six times in soquonce . This is the Prescobnldi splinter section reduced to a 

mero thra~. Between all theso many pertiol os, uith their even greater numbar 

of motivec nnd fragments, there is pr actically nothing that eould bo called a 

conscious thematic relationship. Simil arities are vague, few and probQbly 

6. 

1cf. the notes to this Toccata in ~. Apel and R.T. Davidaon, Historical Anthology 
,of t.ius;o, vol. II, Harvard Urlivercity f reas, Harvard, 1950 (no. 193) 



fortui ~cuo. '.rhe toooato are hold tot;etl:lor , net by unity of thoue}lt , but by imfulso 

an~i rostloso drivo. rho i m,t.ulso behind this tooca ta is indoed tromendcus1 it .!loa­

oeo over tho cn.donooe between the sections or •Us.t.onaeo with them (bb. 46- 47) an 

ir:l.tledioents to tho n:ovoment. It ie r'resoobaldi ' s (;;rCuteGt showpiece for the 

virtuoso~ tho words n o n a o n z o f a t 1 ~ a s i b i u n o a 1 _ i n o, 

writton at the end, ohow hie intention or ~riting dif£icult ousio . 

':h:llo the other toooato havE" sootions tthioh a.re no loss i'ragoentary, t!lCJy QrO 

interop9rsed with loneer or more lyrioa! soction3. ~ooc~tn 1.3 may be regarded as 

nn nveret.,-e sectional 1-•ieco. It bogins with a !'ull ahcrd on g , followed by a further 

r;orios of chords as aocom,paniment to the develoiJmont of' the thome which oecu:i-ioe 

the first bar o~ the euperius. It is a t onoe i mitated by tho tenor in the middlo 

of bar 1 when the superiue i s balf-~ny . rhc third ent ry, with ahortenod incipit, 

follows ~irectly in the bass, leading to what aounda like a half~loao. liaving 

been hoard thrao timon, thio thor-o doos not appear ag in. ~he oeoond eoetion is 

baaed on a.n0thor short thomo. It is firot heard in the baao, t he cecond entry 

following in the altue when the first is half-w~. !n bar 4, tho baeo haG & 

variQnt which prQcervoo only the rhythm, but omits the aooond of the two oinimo 

which conclude the theme. rhe r emaining minim forms tho bass of another ~~balf­

olooen 1. Tho third cootion, al so two baro in length, is m~.rkod by no ~~ticular 

t horne; it ooneiDta of ouapcnaions in the right bQnd over quavor ~aBeaBOS in the 

left. It ends on ~ writton-out trill with fUrther nhalt-olose"• 

.'5eotion 4 ic yet briefer th~2 tho preoedina aeotiona~ it boa.ste a total of 

twelve orotohoto (bb. 7-Blt). It i e muKed by a motive of four aaconding or 

decoending quavere in the right hand over oemiquaver ~na in the loft, with e 

oadence~figure at 81 -8~. Qn the beat upon which the resolution of the tenor 

~~sponaion takes plac~ (8 4
), tho upbeat of the fragnent which i~ to bo the 

oornoratone of oeotion 5 ia betlrd. rhio in ot a more oantabile char otor ( -
1 ~~ J ) 

and i a hoard six times more or leeo unohQnged in different voices, follc~d by 

a wri tton-ou t trill oadenoe-figuro and ha.lf- oloee ( ll1 -113 
) • At the boginning 

·1 ~hose oo-ouilod hBlf-oloaos vdll bo disousood in the half-oha~ter on Frosoobnld1 'o 
harmony. 



of oeotion 6, Freaoobaldi makes one of his rare transitions between sections 

by taking the theme f rom 5, preserving tho orotohet upbeat, but changing the 

f our descending quavers into semiquavera. This sets the paoe for a seotion 
t hat consists almost wholly of semiquaver runs . 

8. 

It is unneoessar.y to continue the analysis. ~bat followa is baaed upon 
the sumo principles of construction as that which has passed. ~e have traver­

sed about a third of t he toccata, one page of musio lasting less than one-a..t·ld­

a-half mi nutes. Already we have gone ·tltrough five sections, \T.ith material and 

texture changing with each section. Only in one case was there a tenuous bridge 

between seotions. 1he principle of obtaining unity by sustained metamorphoses 

of o n e theme, exploited by F.rescobaldi in many of his other works (notably 

the fantasia), is absent in the toccata. In their element of breathlessness, 

they are probably the most restless music written up to 1615 ~ . An i mmense dis­

tance separates them from the serena strains ot Palestrina ' s l ast llnss, written 

a quort~r of a oentury earlier. 

A large number of the toocata-seotions oonaists exclusively ot passage­

uork, suoh as the sixth section of the toccata discussed above (I.3). A great 

change hao tGkon place in this respect since the passages of Andrea Oabrieli, 

in which semiquaver eoale-aegments continue uniformly against sustained ohords. 

Fresoobaldi ' s passage-work, while using tho scale as inevitable building-briCk, 

interrupts it with countless leaps and twists. E1 repeating the interruptions 

at different degrees, he arrives at passage-work with melodic contours, capable 

of developmentt in other words,. i·t attains some thematic signifioanoe. :Being 

confined to one seo·~ion, the thematic development of necessity remains slightJ 

it is usually nothing more than the repetition of a motive at different points 

of the soaleJ but it must be remembered that the same device was used in the 

Development section in sonata-torm, when subjects appeared successively on 
different degrees, a device o£ten to be found even in Beethoven~ • . 

1The year in which TocB I was first published. Pidoux•s edition of this Book (vol . 
III of the aomplete edition, op. oit . } reproduces a later reprint with additions 
(1637), the last of a number to be published duri ng Frescobaldi ' s lifetime. 

~e.g. the Piano Sonata. in A major, Op. 2, No. 2 - .f!'irst Jtovement. Ct . also the 
discussion of the passage-work of nerulo ' s oanzoni (p. 45)1 tho figure-repetitions 
of the latter are simple, more uniform preoursors of those o£ Frescobaldi. 



FrGsoobaldi •g runG are infinitely moro mobile thnn thoao ot tho Vonetians. 
He inaugunted the relling ma.jeatio 13aroque run whieh ooverod tho enti;oe oxtent 

ot the keyboard of hio dt\Y 1 and whioh reaohed its oli.ma% in the preludes and. 

toooa.ttW ot Bach ~ hundred years later. Alt \7hereas the runs of llaQh equlU.ly 

ahow an upward or downward tondeney, those ot ~aoobcl.di that proooed. throuGh 
nll t ho voices Ql'Q almoot invariabJ.¥ downward. 

P'dllowinc the auat01:1 of thO timO, coot o:f Proooobnldi ' o 'W'Orke ond. without 

n ooa.n. Thrco oxcoptional Mdineu ~ be olGO:Jifi.Cd no rud.monta t4 tho tu tuft 

oodn. In Tooaata I.l the cc.denoea batwoan the tll.roe f'inal oect1ons t\r& omi ttod, 

thuo ,preparing for the end from bEUi' 31 <> onwards. ~owe.rde tho end of f.t'coao:tn I.2 

(bb. 36, 38) th&:rs cu-e two oeotionel overlaps llithou.t oa.denee. In ti.4 n ~ 

liko eff'oot d$VO!opa from prolcmgGd ilmer l*}.al points on A (bb• Sf' •54 II-J bb. 

553-5b~, partly unwritten) and E (b. S63ff) precoding the final cndenoe. 

Four ot Praecobaldi •o tococ.t.e· are in to~ :to#m ~, having tl oontrn.ot:tns 
middlo sootion of the so-oall~d Morulo type. This type of toccata onmo to be 
oalled the ricar~toacate. The dooignation seems somaw.hat 1~pprcpriateJ 1n 
tho toocat~ of Herulo the interpolations tlX'9 only vaguely imitative c.nd oon tain 

11 ttle o:t the dense counterpoint ot the olasaioa.l rioeroare .. llo~over• Uerulo 

used. both tho brilliant paoac.ges and tho interpolations equally- in h!B other 

orgoo v orks 3• In F;resoobal.dit too, the nri ting of tho contrru:.:rUns soctiona 
nevor appronches tho oonunpuntal. oomplo.xity' of h1e own rl.OGHari; 't;hough it 

i tJ coro strlotl.vin four par'a than tho tooonta eeotione propu. Tho in'Mr­

polntiona o~ Tooonta 1.9, I.lo and !!.10 are writt~n in poeudo-polyphonio 

atyle, TlhiOh; llDI.Ong ~ooobo.ld1 ' a other woJ'ka, oost olos 1~ r esembles tho 

at;rlo ot the oo.n~oni, 'l'ho I:iL\rmony of tho "t"icer~--ssotion (bb. 171-245
) 

of Toocata I.S is eimilar to that of a ligature-toooata. 

1 . g. Toccata I.l -bb. a:§, 15-17 
~!.8t 9, lOJ !I.lO 
3ot. th$ panzoni (lS92)s ed. by P .. Pidoux, 

3, bb. 2~-29 

" 'J&l I' 11 J 

Bttrenl'Oi te~Vorlng, Knssel, 1941 - No. 



Three of these "riceros.r''-tocoate aro in the first :Book and only one in 

the sooondJ the Neapolitan i n.fluenoG has. SUlle.rsed.ed the Venetian. 'This is 

probably due to the :fact that the more measured raidtU$ .section wa.a, like the 

intersectio-nal cad~nee,. regnrded a..s a barrier to the restless f'o.l"'t1ard propul­

sion of the tocea. t a.. 

The o t r a v a g a n z a. style ~.r. eat a.blishoo b;r the !Teapoli t nns 1 iG 

ch~oterisod by lcng aeriee of ohord.s, little (}:t' no melodie material, no 

brilli!mt pa.eaagcs, and f ew cmlenoes, in one continuous deRign. Or!ly three 

of .Frescoba.ldi•s tocoate, one of which is #per l e Levntione", are in tho 

J.>Ure strevnganzo. :.:rt;rle&. These J}ieoes are more ~emal'kable for their idiom 

than for t heir :fore, whioh i s unfixed ancl, !nd~, rlif'.fioolt t o disce...~. 

Tho rwa.ining :fmtr El ovaticn- t oooate 3
, though th~J ~h()W t he i nfl uence of 

tho otravaganza s tyle in t heir amount v£ chordal writin~, ohromatioiam and 

sucpensions,. i.ntar s:perae i t ~th motives and runs .. Tllo l a.ttor are neither 

profuse nor brill innt, which would be unsuitable in works with a li tursionl 

t\meti on • 

.fl.. purel y r hapsodic fo.rm and texturo ifs :f.'inally roa.ched in the five 

oooaa.ta of t;r.po 01 nll of whioh are to be f mmd i n the Fiori fusic.al:i 4-. 

Thooe ~ive pioooo contain most of the t enturos o~ both type A and t,ypo B 

of the toccata, r:~ixed eooording t o no f:Jxed :pattern. Their l ong t 5. tlos ell 

ha.·~ nuv::mt:i. n in oomr1on as t he s econd worc1, cuffioient indioo.tion tha t tho 

oomposer here uaos the term toccat a in t be s ensa or Mpr!)luden. 

Like -t:~toor OO!!Ipoaers, ~~acobald.i haG hie shal'o of mannerisms, \1hioh 

are particularly in evidonoe in t he t oocat e .. Many are motivus whicn recur 

ill a number o£ di£f'erent wox•k s . 1'he f'r~nt fj} ,. for ex001pl e , is i'IZ'i tten 

in so oany pla ces ·t1u1t one oan, not tmfairly ; speak of' a clieh~ (II. 5, b.ll; 

1 ct . Dacuuo •a Oonoona.nzo s tr3va.ganti , quotod by AJ?al and Davidson, op. cit ., 
Vol~ I-(1946}, NO. 174 

~ 1 .. 12, I I . 8 and nft p .. l 8 
3II. ), II. 4t Fa, PP• 42 & 60 
lrpp ,.. 4, 24, 34, 48t 56 

10. 



11. 

!!.6, bb. 3-5f II.7, bb. 3-BJ II.9, b. 21). Eefo~e some themes and passages 

there is a prefix which takes the form of .~ • This is used as s means of 

arresting attention, as in the olarien call which introduces the third sec­

tion of Toccata I.6 (b.ll) 1
• F.resoobaldi•s most oharaoteristio mannerism in 

the toooate is the "pre-oadentia.l lower bass-note"• 'l'his means that, wha.teve~ 
the leap that may result, the last note ot the extensive downward-rolling runs 

will almost invariably be one note lower than the relatively long bass-note · 

upon which the passage oomes to rest (e.g. I.l, b. 6b' 24 b). 

The toccata have a number of shortcomings . The passage-work tends to be 

oonstruoted aooording to a few standard reoipesJ as was implied above, Fresoo­

baldi is inclined to overwork his favourite devices in the tooeate. After the 

ohordal introduction, there is almost no melo~, and the motives that are used 

as themes are too scrappy to be impressive in themselves. The contrapuntal art 

which enhances most of his other works is almost silent in the toccate • . Never­

thel$ss, they are generally regarded as the most important part of hie keyboard 

works, :for they aohieve a great measure of ClObili ty and freedom from vocal 

domination. The development of virtuoso elements was Fresoobaldi's greatest 

contribution to the toooa.ta. 1Ehe stravaganza style1 uhioh was the result of 

temporary harmonia experimentation during a period of transition between two 

eras, disappeared from the toooata after :Fresoobal<li. Thenceforward, only the 

standard type underwent further development until it became oompletely 

identified with the toooata oonoept. With that, the duality whioh surrounds 

the origins and early llistory of the genre was overcome. Onoe a typioal 

keyboard idiom had been .forged in the toooata., it spread to all other bra.nohes 

of keyboard muaio. In this sense, the toooate of Fresool.)aldi are distant but 

important forerunners of the keyboard works of lat§Jr me.s·ters such as 

:Beethoven, Chopin and Ra·vel. 

1of. also II.l, b.l 



b) The Sets of Variations and Dance Pieces 

A great part of Sixteenth Centur,y musical composition consisted of the 

use, or re-arrangement, of existing material. Uelodio originality was not a 

prim~ consideration of the Renaissance, and the art of combination wa• 

prized more highly than the art of invention. 'l'his is probably a refleotion 

in music of the original impulses of the Renaissance, whioh were impulses of 

rediscover,y rather than of creation. The moat extreme musical instanoe of 

this ·tendency is the Paraphrase llaes, in which a. pre-existent wo:tit wa.e taken 

over bodily but for different words and onlY minor mu~ioal modifioationo. 

Luto and keyboard tabulation m~ be regarded as the eeoond great branch of 

Sixteenth Century composition in whioh structure, harmony and melody ot the 

original a.re taken over. The ~angement consisted no\7 chiefly of tho 

addition of soale-pasaagee and the ornamentation of the melody with trills 

e.nd turns. All such arrangements were regarded as new worlce, as is shown by 

Merulo' s gi-~ bia keyboard tabulations of ohansone new nameo, such as 

"La Zambecoara." ( deri -.,..ad from the name of the dedioa tee 1 ) • 

Varia.tion""'\Vl.'i ting may be regarded as a third brenoh of such "unoriginal n 

oompooition. It is somewhat rel ated to tabul~tion, but l eaves the composer 

muoh morv scope f or his own inven·~ion. Two strikingly different appronohes 

to vari ation-writing existed in the Sixteenth Century, t hat of ·Ghe English 

virginalists and thei~ followers 1 and th~t of Spain and Italy, from which 

Frosoobaldi derived. 

The usual basis o£ English variation-technique wns figuration, a method 

of composi-tion in Tlhioh decoration was added to the "oantus firmus" instead 

of polyphony. This t eehnique was taken over by Sweelinck, who medo it his 

chief mode of keyboard composition. over half of his keyboard work is taken 

12. 



ur) by ooto of variations, and ovon tho toeoa.to and 1'a.ntno1o C!Oko oooll use 

of the somo to~ique 1 • 

In Freooobald1 ' o oisnt ooto of vnri tiono~ 

13. 

~
eb) 3 seto o.:f Parti to on atook ba.sooa J I 

) 1 sot o£ Partite upon tho ~ioha-AriaJ - ToeD ! 
o) tho eaprtooio FrC1 J nco;pino, aopra l ' Arin d1 Ruggieraf 

(d) tho Arin dotts lbllotto o.nd Aria dettn Lt\ .FroDoobaldn ... ?ooD I! 
( o) tho Cnpriooio copra l ' J\rin Ol.' oho noi rieonn - Cap:B I 

tho vnriation-tochniquo ditfors trom that of tho English oehool. The pro­
minenco of otondard basses among his thanoa is .o. pointer to the :f'oundntion 

of his vnr1o.t1on-tcehnique, tho bass variation ot tho lkmais sanoo. lle f'ollowu 

Ronniaoonoo pmotico in UDing n numbor o:r ot.ock basooo and famGW.J aria co 

o.':olot:nJ. around bruJrn:tn U.;.?Oll v.:hi ch to 02'00t r.JUOiO O:f vn:rioua k.inWst M 

oxc~.lif'iod in ·tho \T()%'!tfJ liotoo undor {a ) and (o) o.hovo. Frocooba.ldi ' s 

Daroquo mind, ~.r, ohO\?U i ~colf not onq in tho 00..."1J.'l«<ti ty <.rf hio wpor­
a t xuotu..ros, l:ut aloo in t h::\t he doo:s not l :vo a'VOU t110 ooaa i tsol £' in ito 

traditional "i!nplioity. In tho Roman ooa YAria.tiooo, bo wil.r..ully il:lpoaes 

quad:tuplo tioo on a. baoo thnt i a intrinoienll.y in trl:plo time, a.e hl'l.o botm 

~;r• by Apol and De.vitl.oon £. no .turtho:r obooaros -the bnoa lino by d1 .uiv~ 
tho tmo ontry o:f t ho otock b.oco lzy' moano or rll;y-tht1io displ l.l()()Cont. (Ao an 

oxacple of E'rooCJobtlldi ' B vari ntion-taohniquo, and to ohow tho above 

oomplrodty, coco o-E the Rwonoaoa vnriationu tn•e sivon in Tabl o !t 'flith 

aotorioks to donot e tho otoOk bano.) 

In the romaillinB ootc 0'£ vartnti ons.l .Frosoobaldi bogina to novo o.way 

from Renaissanoo atook-baoa tochnique. The t heme is trnno.torMd to the top 

~ van den Si g-tonhor ot-l yor ala.ilna tho;!i 1 t wa n Sr<GOlinok wbo .first "b:rout~t ~rder . 
into the ~hat loooo ouooesnion ot earlior seta of variatiano: ~na~o arotero 
G01'lhoid bcroikt Siroolinok door de grc>o. Qring VQl'l do vari a tiEitth • • • De 
~eldlijkc t·~oo hcbbon oon e:roopQrine no.nr de bo;ro~, do:t i o duo rdk~ do 
notonwo.ardo" ,. Cf. D. von den Sigte.nhorot-l!eyer, Jan P. nwoolinok (S.yophonia 
:P.ool:on) • Dooht, .AnUJtordam (no dato) , P• 46 · 

J..AJ.Jel and l>uVidson, op. oit., vol. II, P• 280 



voice in the • onicha variations , while t heir baas shows departures from strict 

stock- bass writing, ns in the Quc.rta. Parte . lie takes a. further step in the 

Capriccio Fra J o.oopino, which has 2. sto.ndard melody both in the bass ( .Ruggioro) 

and in the top voice (h'a Jacopino) . !t'i ne.lly, in the two arie \'11th variations, 

both tho outline bass and the melody in the tof; voice are presumably F.rescobaldi ' s 

OVIn . (Perhaps ·this is why he called one of the sets "La Fresoobeldo.'•, on an 

ano..logy- ·with the names fo:rmod by !.!erulo and othors for their tabulations. ) The 

two bassos her o again serve as "generators o:f b.a.rz;;onio forruulu.s" 1 , while tho 

t op-voice melodies genereto melodic variati on . In these t hree sets, therefore , 

tha decisive step has been taken of gi ving the ·top v-oice equal i mportr.mce with 

the bess. !n this new polarity between the out er voices, as in the desire to 

var.t new rathGr than standard material , .Fras oobaldi has u ocd a. typical Reml.issa.nce 

device, variation over a standard outli ne baas, with a Baroque mind. 

The Oento Po.rti te sopra. Passo.cagli (TooB I) , whioh partake both of variation 

and o:f danoe oharaotor, consist of more than hundred sections , of two or four 

bars based on the :four notes D, o, Bb, A. The pQrtite are based partly upon the 

melodic outline of the bass, partly on harmonies suggested ther.eby, though 

neither are strictly adhered to. Tho only stable element thet characterises all 

particles is the per£0ot cadence bet ween them, i . e . , each section begins on the 

tonic and ends on the dominant. 'l'he t onio changes many times. 'l'he most remarkable 

part of the work is the section bb a 81-84, which oontains a flagrant discord 

(ox. 3) . 

.ax. 3 ~~escobnldi , Cento Partite aopra Paasacagli 

(p J o ...J r:. ' r:l r JcJ .. ~ J 

~ 
t: 

c f c.· ~ . 
I G· ." CJ 

I -~ I I 

.J ' ,..---- .J ~-:;f:r "! <• :'"1 r. .;.. b.r, ~ . . 
I d .. • j 

("I 0 

' 
p G r ,., C• ' 

. j 
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~ 

1Reose •s ~ords in describing the £unction o£ tho otook bass . Jee Gustave Roese, 
Y..lusic in the Renaissa.noo, Dent, London, 1954, p.524 



To some extent, t herefore, t his \Jork anticipates t he harmonic riobnese of 

later passaoaglias, in which a gradual cumulative effect \Yas aohievod by mea.na 

or e step-by-step enrichment of harmony 1
• It i s , however, too long as a whole, 

and t he varili.\tion- seGffients too short, to permit of a. like cumula tive effect. 

In this respect it resembles F.rosoobaldi ' s sets of variations, which l ack tho 

rhythmic accumulation of those of swoelindk. 

Dance character is more pronounced in 

(a) 2 

(b) 1 

suites containing a ballotto, corrente and passcoagli 
(Nos . 1 and 3, ToeD I, PP • 72 & 75 res~.)J 
suite containing a balletto and corrente only 
(No. 2, do., P• 73) 

These three sets gave Freaoobaldi yet another opportunity of exercising his 

favourite mode of composition, tha t of paraphrasing a theme. A typical example 

is Corrente I, which oh~es the quadruple time of Balletto I into triple t ime. 

The form is binar.y with the fir st seotion repented, each section consisting of 

4 (reap . 6) bars. The Passa.cagli I use a two- bar section with some affinity to 

tho beginning of the othor two dances, upon which six partite are ereoted. In 
the second and third sets, the relationship between the dances is less marked. 

Thou5h the olaim that Froacobaldi w~e the first to write a paesae glia bas 

been disproved, the bass-lines of hi s three _passaoagli-pieoes sho\7 the outline 

15. 

th t was to become standard for peasaoaglia basses, viz., step\7-lee deoconding 

{sometimes ascending) movement from tonic to dominant with frequent interposition 

of the subdominant before the final dominant. The first of the basses of tho two 

coupled ciaoonne (Balle·bto e Oiaconna and Corrente e Ciaoonna, from Tccl3 I) has 

s i milar outlines; the sooond sho~s no signs of an os tinato bass. 

The four corrento from TocB I, the six from PooB II, and the five gagl iarde 

from the lattor, are ordinary dances whioh make no use of keyboard figur~tion. 

That they o.re nevortheless Baroque works i e shown loss by their texture than by 

the irregular rhythmic constructions• ins t ead of the balanced periods of fcur 

bp~s which characterised Benaissanoe dances, the periods of t hese dancos var,y 

bet ween threo and six . 

1e . g. 0ouperin ' s La ~nssaeaille. 



CHAP'.I.'Jm II 

a) l'b.e Rieeroari 

It m~ seem strange that the I t alians h~ve no objection to using an 

infinitive, "to oearch", as the designation of a musical type. lf it is 

str~;go, it is, however, explioitJ one need only ascertain what it is t hat 

is being sought. Historians are unanimous tha.t the missing object is ·the 

theme. There is nothing mysterious about a rioeroare theme; i n its first 

appearance at the baginrling of a piece, it is boldly stated, often alone. 

The word ricercare must then refer to some later stage i n the piece when 

it baa, apparently, booome loet. "hen one reflects thQt the rioeroar was 

the collection of polyphonic devices par oxoellence, that every means of 

smothering the theme in counterpoint, or rendering it less recognisable by 

diminution, augmentation, inversion, retrogression, eto., was freely used, 

then ono m~ indeed speak of searching for n theme; in faot, liste~ing to 

a ricercare is doing just that. And only a superhuman listener will be oblo 

to "find" the theme by oar alone at its every a}>pea.ranoe. 'fo discover some 

of the more fnr-fetohad metamorphoses, ono needs the eye as well. A true 

rioa:rcare is therefore alweys, to some extent, "Augenmusik". 

The earliest type of pieoo written under the n~e ricercare seems to 

belie the above explonntion. Spinaccino made the first use of it for short 

i mprovi rmtory works consisting of chords and passagos1- which faithfully 

describes the early toocat~ in its proludo function; keyboard and lute 

(harp, vihuola ) music o£ the early Si xteenth Century is to a great extent 

pre- or postludial, in the l ast resort intonational, the seoulor counterpart 

·1i11 his t ntabolatura de l.auto, 1507. O.uoted in 11. ~chering, Gesohiobta der !...Usik 
in Beiapielen, :Breitkopf und Hartel, Leipzig, 1931, P• 63 



of intonatic, : au3a and clausula. Even Andree Gabrioli1 in the fifth volume 

o£ the Collected Edition (in s i x volumes~ o£ hio organ works published by 

Giovanni, still has cc.r.zo:rd ond riceroari in pairs, the tabulation of a 

chanson being followed by a riceroare on theme s therefrom, the latter an 

i nuepandent oontrnruntal compo~ition. 

·7ne first ricoxca:ri .for organ we:ro published by Jl.!aroo Antonio Oavazzoni 

i n his "Reeerchnri, mote tti, eanzoni, Libro r• o:f 1523 • .According to Reese·l, 

t hia collection contn.ins t vo :;:rnel?.!!ibul um-likc rioercari which show, nowevor, 

slight elements o£ imita-tion nnd development of ohnraoteristic notives. They 

rncr.k the beginning of the transit ion from prelude to i ndependent cont r apunta l 

ricercar, a tranei tion which seems to have been rarid.l y com1 leted during the 

1520's and 1530's. Francese Canova da Uilano (1497-1543 ) wrote the first poly­

P,honio ricercari for lute. In 1542 Girolamo Cavaz2oni published ~he first such 

r iceroari for keyboard. The polyphonic rioercar was thereby established; the 

oldor type soon diaappeared. 

'l'ho polyphonic keyboard ricercar presumably arose in imi ta.tion of the 

motet, to which it was originally only a l>relude. Like the motet , it consists 

of a number of sections beginning with an imita.tor,j- exposition of the first 

theme. In tho next secticn, a new· theme is stated and a further fUgal exposi­

tion takes place. The precess ia repeated in the r emaining sections. Some 

sections consist of nothing more than this fugal exposition; others append 

some further pol~~honio development of the theme or themes. As the later 

strict fugal exposition (one entry in each voice sucoessi vely) was !!Ot yet 

fixod, the entire oom1,1ex (with possibly more than one entry of the theme in 

one voice) m~ be desribed as the "fugal exposition" in compositions of thi~ 

period. There ie no r-ela.tionshil! betv.een the various themeo. •rhe r esulting 

"Reihenform" is acceptable in the motet, where eaoh new section reflects a 

new t hought , phrase or sentence of the text. It is less acce1:table in instru­

mental OOIDllOSi tion1 where the constan·t ohange of musical material lacks an 

·! R~ese , op. cit., P• 534:f 

l'(. 



extra-musical raison d ' etre. It was 1'1re:soobo.ldi who ma.de ·the most determined 

efforts to end this dissipation of themas by using some in more th~~ one 

section and~ particularly, by deriving all material from one mother-theme 

while ;preserving the series of fugal expositions. The path was then open f or 

the monothematic writing of the Baroque: 

In the 24 rioeroari of Andrea Gabrieli >-., the genre reaches a .firs·t 

f lowering . Gabrieli ' s rioeroari must have been written after t hose of ~ilano, 

f or while the rioercari of the latter still show the pclyx.;honio rioerca.r e i n 

process of becoming, those of Gabrieli ta...lte it for granted. He has various 

t ypos depending upon the number of themes used. Riceroari 1-3 from Vol . II 

aro monothema.tic pieces, in spi t o of lengthy episodes, much counterr>oint, and 

an excursion into triJ)l e time at the end of No. 1. His remaining rioercari are 

built on two, tl1ree or four themes , some of which are no more than fragments. 

In eome oases, the appearance of a new theme lllarks the beginning of' a new 

aeoti on, after which both themes m~ be heard in it; alternatively, the old 

theme may disappear and the new theme continue alone . In yet other cases, t wo 

themes nre heard together from the beginning, usually as oounterpointsJ in the 

sections that follow, in which new material i s introduced, the original t\vo 

themes moy remain, llisa.r~:rea.r, or return. 13ut ho\rover oapriciouo Gabri eli ' s 

retention or dismissal of used t hemes may seem, he es t ablishes the consistent 

principl e o£ borro1":ing between aeo·tions. 

Tho following three structure di agrams will show how, in spite of great 

uniformity of texture, almos·t oach Gabrieli ricor car has its own f•orm by vir­

tue of different thematic treat menta 

18. 

i~nis development is fully described by w. ~ischer in Adlers Handbuoh der Uu sik­
geschicht e , i r arutfurter Verlags- Anstult, Fr ankfUrt, 1924, P• 4B2ff 

~Andrea Gebrieli, Complete Or&an Works, new edition by P. Pi doux, Barenreiter-Verlag , 
Ka.~sel, 1952 and 1959, 5 vols. Hicoroari: vol e . ii-iv· 



Rio . 6 ( \Tol . II ) 

:Bars Sec -tion 

1-22 I 

23-24 episode 

25-40 II 

41- 65 III 

Rio. 7 ( Vol , II) 

1-44 I 

44-51 II 

51-112 III 

Rio. 9 {Vol . II) 

1- 54 I 

54- 88 II 

Theme 

A 

:a 
c 

A 

:B 

A 

}. 

A+ B 

~~rst appeerance of theme 

A1 tuo, bb. 1-33 

I . 
Altus, bb. 25 3-26 ~ . sec~quaver 

.Bass, b . 41 1 • • { 

l'enor, bb . 1-6 J, 

::mperiua, bb. 44·; - 47 :; 

Altus, bb. 1-7~ 

Tenor, b 'b• 54·; -56 ~ 

runs 

Apar·t from Andrea tlabrieli, rioaroa.ri were written by Jbus , Willaert, 

Padovm1o , Luzzasco Luzzaschi (Frescobaldi ' s teach~r) and many other s. 

A f ew have even beon clai med f or Pal estrina . 

~he ricercari of the Neapolituns aro of the polyphonic kind and 

r eveal the f ormal diversity and cons tructive principl es of the Venetian 

r icoroare. Apel point s out an additional characteristic. l n one of ~~one 's 

~icercari of 1603, the f ollowing design is apparent : 

Section 

I 

II 

Bars 
ca. 1-20 

ca . 21-40 

Jla·t erial 

A'1 A :J. ( c: fore phrase and a.ft orphrase) 

l~' A 'f.:B 

:s, howovor, shows such a strong r eaombl Mce to A that it mey- be derived 

from it ;. This i s a pointer to hTosoobaldi ' s princi~le of derivir~ all 

·f of. Apol., Neapoli·tan .tinks:, o:p . cit. 



themes from a mother-theme, u sed p~xtieularly in the fantasie 1
• nis relative 

indebtedness to the Venetian and Noapolitan schools seems, therefore, to be a 

moot point in the riceroari. 

20. 

Sixteen ricercari by Fresaobaldi are extant. Ten were published in CapE I, 

the remaining siX in F.M. They show an impor tant difference from t he A. Gabrieli 

r icercar in that thoy lack thematic~Jly unrel ated episodes ~ with rel axed coun­

ter!loint, shorter note-va lues, runs, and more inGtrumont al s tyle. While suoh 

episodes may seem desirable in the interest of contrast, F.rescobaldi probably 

avoi<led them in order to preserve the oontra,puntal density and sraver i ty which 

is the commanding :tee.ture of his rioeraari . ·.rhe texture of a Gabr ieli riaeroar 

is comparatively simple, the t heme or variant normally being given to one voioe 

at a time only, while the other voices add free counterpoint . Frescobaldi ' s 

object, on the other hand, seems to havo been to have thematio material i n as 

many voices simultaneously as poosible, end there are instanoes where rour -
themes are used simultaneously 1• 

Like Oabrieli ' s , Fresoobaldi ' s rioeroar-themes are remarkably uniform. 1rhey 

are slO\Y-moving, and the ovon r hythmic f low i s disturbed by nothing mo:re than an 

occasional dotted rhythm or pair of crotchets. This in~obility is a r elic, after 

a century of develoi;ment, of' the vocal pe.t erni t y of t he riceroa.ro. stretto is 

often used, but, unlike Bach, Fresoobaldi does not necessarily place his stretti 

towards the end of a piaco. lt is u sed, in other words , as an availabl e contra­

punt al davioe , but not for its ownulative power s. 

Sinao no t wo of Frescob~ldi ' s riceroari ar e alike in form, it is inadmissable 

to maka a division i nto hard-and-fast types . On the other hand, the marked simila­

ri·bies bet ween grou1~s o:f riceroari r eveal t wo archctnes bGhi:nd the many variants. 

·fhe .first is t hat of .Andl·ee. Ga:br ieli, which consists of a number of sections each 

lAs will be shown boiow, ricercare and .fantasia.beca.'lle intorohangable terms . 
~Hi story has by-pnssod ~Tesoobaldi in this r espect and r e-i ntroduced ths e1\isodes 

which Oabrieli had inserted; t hey became an ingredient o~ the l ater fugue. 
tcf. the discussion ot' Ricercar IX (below). "!'here are further exx. in .!" . XI and I<' • • GI. 



oharnoterised by one or more themes, some of ~hiob oould be usod in other 

sections also . The 3oeond archotYI1S, the unisectionP.~ riooroarot wbioh uaos 

the same material tr~oue~out, i s ~rosoobaldi ' s 0\7n contribution to the genre. 

The two possible extraoes, therefore, area 

{a) the ''t'lotet-ricoroare", in which eaoh new section is based upon ne't"l 
material and the old is discarded; 

(b) the uniseotional ricercare, with the same material used t hroughout. 

21. 

In a.ddi·Uon, Freoooba.ldi uses a device occasionally found in the ricercari of 

~ . Oabrieli , the oantus firrJUs or oatinnto . ~hough originally derived from the 

motet , the :rioeroare had ooce into boing at a time OOOll tho otmtus firreun had 

loft the latter. FTosoobaldi as it ~re fully re-introduces it and unos it in 

different wa;yo r anging from ·tho vagrant oantus firmus through o.ll voices to the 

purG ostinato. In most suoh rioeroari, the oantus io proer esaivoly onlargod 

during tbG course o~ the piece. Cantua firmu s tree;tmen·t is usually indioatod 

by the word "sopra" followod by solmisa.tion syllabloe in the title, a procedure 

that pos3ibly betrays the influonoe of Uasa-nomenolature. Two of the ric9rcari 

are sui goneris experiments. In the folloc~ncl individual ana~ses, oaoh riaer­

on:ro wil l be examined from tour viowpointsa archetype, variant, oa.ntus firmus 

trentoent, and opeoial fea.tu.ros. 

(a) .Rioeroari from OapD I: 

Rioeroaro No. l 

Fresoobaldi opens his aet of rioeroari \rtth an example o£ each of his t~o 

extrome types . No. 1 is unisectional (archetype 2) , and the flow of the music 

is uninterrupted by any strong ondenoes. In t his one respect it resembles the 

unisactional struvaganza pieoo and is ~ reman~able attempt to transfer a form 

ullioh is native to them to tho essantio.lly multi- sectional rioeroa.re. 

The follordng thematic material is useda 



A= bb. 1 & 2 (Used with shortened incipit bi?• 147-16 \ superius; with 
the r hythm changed bb. 235 -25 .,., su:perius; in t ent hs 
between altus and bass bb . 371-386

; with the l ast note 
as final middl e pedal point, 7315- 82, t enor; above B, lo­
ll, superius and bass; below B, 49-51, altus and bass; 
above o, 62- 64, altus and superius; below c, 37-38, 
a.l tus and superius . ) 

B :::: bb. 2-5 11-, altus (The first seven not es constitute the t heme proper 
and are melodically constant but r hyt hmically changed 
with a differ ent continuation in each entry.) 

22. 

0 = bb. 3-5, superius . (Remarkabl e for the way in which it is developed, 
apart from its contrapuntal uses1 

bb. 127-14.-:., superius - augmentation of a fragment 
overlapping an augmen·tation of a fragment of B, 13 7-14 6 ; 

bb. 25 6-266
, altus - rhytlli~ically changed fragment; 

bb. 275-29 ~, tenor - practically new theme from above 
rhythmicall y changed fragment; 
bb . 45 1-47 ~, tenor- another new variant of part of the 
theme.) 

In its formal simplicity, this ricercar e shows wit h particular clarity the 

concentration and intensit y of Fr escobal di' s art of thematic derivation. 

Ricercare No. 2 

This is a true motet-riceroare (archetype 1) with three sec·tions, clearl y 

bounded by Tieroes de PicardY. Each section has its own theme end oountertheme, 

none of which obtrude in other sections. 

Section Bar s Theme First appearance 

I 1-44 A 1-2 
OS I 3 j-4 superius 

II 44-78 B 44'j- 46 .:1. superius 
OS II 443- 45t altus 

III 79- 103 0 19 :- Bo' altus 
OS III 79.i/,- 8o' tenor 

In its second entry, theme A is in inversion, a device which i s al so much 



used in tht.l t reatment of' the other themes. Lorel'1 ·therefore o:;-ellk:s o:f' an 

inversion-riceronre. In b'i:>. 7';1-80 and 81-82 t he r are device of mirrored 

r efl ection bet·;;ecn t wo pairo of voices (al tus-tonor, superius-bass) io used. 

Riooroare No. J 

fh:ls pi ece mi ght be c alled an "adai ticn-rioer·oare" sinoo i ·t s second and 

t!lird s =:otions each add a nevt t heme to tbe existent materi a l and old and new 

subjooto ccntinuo Gi de by s i de . 

Section I - A 
oection II - A + B 
~eoticn III - A + B + a 

:lb. 1-30 
30-44 
44-85 

A speci al f enture of t his riooroare is the suspension th~t often accom­

panies a now entry cf theme A ( b . 16 - a1tust 18~ - bass J 21i - ouperiusJ 

24!. - superius) . i'his is an earl y an·tioipa tion of what was t o become a fea ture 

of fUgp.l ~riting~ • 

.Ricercare No . 4 

In this pioce a combination of mote t-rioercare with cantua firmus treat­

ment is undertaken. 'l'he solmiso.tion theme A appears in semi breves in section 

23. 

I , i n breves in II , and in longue in III . l1his marriage of sectional rioercaro 

wi ·th expanding ostinn.to repr esents, though it found no follower s , Frer;;oobalcli ' El 

mc rat strikiflE; oon'tributicn to the rioeroare . Excer tine; the oarJtus firrrJue , eaoh 

section has a different theme or t hemes• 
-- r 

I 1-28 A ( ,., ) I 1-2 
:B l J 3 - 1

r • 

' 
-J SUii9I'J.US 

II 28'~-55 1 A ( A) 
c 28 1-30 '' superiue 

III 5~-90 A ( ~) 
D 557 - 57' nltus 
E 55.:: -56'• supcrius 

i op. ci·t . , P• 14 
~even ne l~te as the AlleBretto (fU~ato section) of i~othoven ' s ~oventb oymphony 



Riceroa.re l1o . 5 

In this \"70rk all ma.t<lrlnl io successively stated at the beginning, 

aft .r which each theme is devoloped in a oe.po.rate section. In tho final 

section, t he three themes are reassembled nnu a climax roached when they 

are simultaneously heard at b . l20f • .BotHoen bb . 16 and. 38 , A is heard 

eight times, while B ~~d 0 each have only one entry {bb. 2(J~ and 32 j resp. ), 

B in strongly modi£ied form. The se~tion from b. l to b .3B may therefore be 

interpreted in ~1o ways: 

{~) ns one unifi~d sootion uning thr&e t hemes throughout; 
(b) as t·-o seotions, the f irst an e:tposi tion of three themes, tho second 

rul oxpocition of t hemo A only (with B and 0 intruding onoe) . 

In epi t€} of tho fact ·that t hGro iG no cadence at b . 16, the following di agram 

adopts the latt er clasoi£1oetion, e s a separ ate development- section of A io 

strollg'ly indicated bet~een bb. 16 and 38. 

I 1-16'" A 1-3( 
n 5 ~ -8" su,perius 
c 113 -13'~ tenor 

II 165- 38 A 

III 38 :1-66~ B 

IV 66 3-93 6 c 
v 937 - 123 A, :s, 0 

Thi s 11icoe may be oalled a nsonata-rioeroar". Section I r epresents tha 

exposi ·tion in \"Jhioh the material is introduoedf sections II, Ill and IV cor­

reopond to the develo_pmentJ V is the r eoarlitulation. 

Ricoroare No. 6 soprn fa, fa , sol , la, fa 

If we t~o into oonside~~tion tho £not that theme A ( = the solmis tion 

thorne = Fra Jacopino) is uoed as a cantua firmus , t hen the following structure 

diagram a 

24. 



I l-206 A 1-2 
D 23-35 tenor 

II 207 -561 A 
c 20 '1-22 9' baas 

III 56 '}-76 A 
D 56~ -58If- su:t-oriua 
~ 585-598 baas 

shows that the form of this rioeroaro is similar to that of No. 4 . The 

dif'i'Qronoc lies in thG treatment oi' the e . f . While it is :progressively 

enlarged in both pieces, its augmentations coincide with sections in Tio. 

4, but are i ndependent in No. 6. For example, it is heard both in its 

original rhythm ( ('oi c- rr , bb . 1-2) and in semibrevea in section I . It 

further shows its independence of sections at b. 20 by beginning an entry 

duril~ an intorsoctional cadence. Bot~reen augmentations, the o . f . sometimes 

t amFornrily r eturns to shorter note-values, in contrast to the striot 

auementation principle o£ No. 4• 

Rioeroaro Ro. 7 sopra aol, mi, fa, la, sol 

lToaoob~ldi here combines the unisootional rioercaro ~ithout caesurae 

{o:f. No. 1) with cantus :firmus treatm~nt. The solmisation theme A is used 

es an os tinato in the tenor throughout, the note-values being 

C' bb. l-29 

1=1 bb. 31-51 

t=J b b. 54- 68 

Two other themes aro used throughoutc 

B bb. 3-4, superius and altus in close imitation 
C bb. 57-6 ~ , bass . 

In thematic s imilarity this rioercare is the closest a~proaoh to the 

monothematio principle of the fantasie . B is a varied invers ion of A; a 

pasoins note has been added and tho rhythm changed. Omitting tho first noto, 

the following six notes of 0 are B in rotrogreosion. 



Ricercare No. 8 obligo di non usoir di grado 

ln t he title ~~osoobaldi undertakes to uee no eooonds. Ehe reoult shows 

hm"J indio!'enoablo atl interval the second is, without which it is apparently 

imposeible to m-ite dietin.guisha.ble thomas. '.Phe piece sounds like a sucoesoion 

of triado. Due to the sameness of material, the form m~ be regarded ae 

uniseotional . 

26 . 

~his composition stands some~hat outsido the gonoral field of tho riooroari. 

Its closest oo~panion ia the Ouokoo-Capriocio from Oap3 I . 

aiceroaro No . 9 oon quattro soBgotti 

This is the only ricercaro in ~hioh the number of themes 1s stated in the 

title, a practice to which b"'rosoobaldi was rnuoh given in the fantasia. 'l'he f our 

thQmeo are hoard in quick succession at tho beginning and are then ombroiled in 

a contra~untal ~~b of unique density in b~oscobaldi. ·~~ere aro tour places whore 

all themes ere oombineda 

i) bb. 33 34 35 

A altus 
B tenor 
c superius 
D bass 

ii) 37 38 

A tenor 
B ouperius 
c altus 
D bass 

iii) 59 60 61 62 

A bass 
:B superiue 
c toner 
D altus 

iv) 67 68 69 

A superius 
B tenor 
c bass 
D altus 



'l'he interrelationship of ·themes in the above four combinations necessarily 

shows a great variety of multiple counterpoint relationships. The four ·themeo 

are interderived. In spite of oadences (bb. 14-15, 24 5
, 38-39, eto. ) the piece 

is uniaeotional. All four themes aro used throuahout . 

Ricoroare No. 10 sopra. la., .fa., sol, la, re 

1~e solmisation theme A i s given out in the tenor {bb. l-2) and then pro­

ceeds through all the voioes at least once (bb. 1-9). During the rest of the 

pieoe it is confined to the auperius1 • In other wordo, A is used for a double 

pu:rposo, as oubjeot of e.n initial fUgal eXposition and as cantua firmus. The 

22 oatinato entries, which are in the Aeolian mode throughout, show great 

rbythmic di versi tya o , J , o · , .1 , 1=1 and syncopations arc used. The principle of 

gr edual auamentati on of c . f . note-valuos is ~bondoned. 

There oro several oounterthomes which allow the piece to fall into three 

clearly-outlined aectionot 

I A + OS I~ (1-32) 
II A + CS I + B (32-62) 
III A + G~ II + C (62-end) 

b) from the ru ... 

1. Rjoeroar dopo il C'red,.2. {Mass I) 

This is a rioeroar on t wo themes (A, B) . The exposition of A overlaps t he 

first entry of' B in the superius. 'l'ho l o.tter, though a t :first unde1'goir.1g an 

incomplete fugal e.xpoci tion, is then mainly used <lS a. oounter·theme. The :piece 

is diVided into two parts by a oadenoe and a :f'ermataJ the second part is marked 

si placet alio modo and i s based on variants of A and D. 

1but for one altus entry (bb. 13z-14") 
~Countoraubject I {'b. 2 3 -r - .t enor) i f! an inverted r otrogr ossion of' the first f'our 

notes of the ostinato. 



28. 

I bb. 1-29 A 
B 

II bb. 3o-47 A'~ 
B1 

Thi s rioeroare r epresents a combination of unified material with binar,y 

f orm. The latter io obviously conditioned here by the possible necessity £or 

having to ond the piece oarlier should the liturgical proceedings f orco tho 

organist to do so 1• 

2. Reoeroar ohromatioo poot il Credo (M~ss II) 

'l'ho chromatic progr eol!)ions inherent in the mai n theme (ex. 4) result in 

EX. 4 Frasoobaldi, Reoeroar ohromatioo post il Oredo (»~, Mass II) 

~ c () h J ~ d J t A 9 J ~' I .: .' .' -'. ~~ .' f' I 
- - - - £:._ _ _ __.1 ·---~ ---· - · 

a rioeroare that strongly r esomblos etra.vaganza J: ieoes. '.rhough richly chrome-

tic, it is not unisectional, a s the follotrl.ng di agram shows1 

I 1-19 

II 19-41 

Fugnl exposition and 
development 

Rioeroare sopra tre 
soggctti 

A cooplote onoeJ t hereafter A~ 
and A h eeparc.toly 

A 
B 

!II 41-69 Cantus-fi~a-liko A~ (in aemibr~ves) and Ab 
treatment of main theme 

Tho form is t ernary• ·the oomr~l~te themo is ste.ted n.t the beginning and 

disoeoted into its tvro components during the rost of the piece. 

3. Altro Boaorcar (Uass II) 

Tho r;rinoirJles o£ oonctruotion are sim].1a.r to those o:f the preoedinga 

Section I (bb. 1-24)& t hemo A 
soction II {bb. 25-40)a t heme B 
Section III (4o-54)• thomo C 
Section IV (54-80)1 At B, C 

The deliberate division into soctiona is stressed by the use of fermata 

over each final ohord. 

"~The srune proo~dure is followed in other .l.t"ll pieces. 



4. Ric i.•rcar con oblie;o del Basso come appare. 

B<.r "besso'' ~'rescobaldi in this oaso docs not !!lean a basso ostina.to, but 

a fi.zed four-nc·ta ·theme whioh appears in all the voices, i.e., a cantua firmue . 

The main oountertheme i s derived from tho altus at bb. 3-4. The }Jiooe is 

uni sectiona.l . 

5· Receroar dopo il Credo ( ass III) 

Its structure is as followsa 

I (l-24) a theme A + Counterpoint I (altus, b. 4 tt-.s ) 
II ( 25-end) • theme A in augmentation ·t- CP I ft'i t h variants 

6. Rooercar oon oblige di ,oantare la guinta parte senza toocarla 

A thorne , written below t he heading, i s to be added as a f ifth voice at 

various juno·tures, unspecified by .Fresoobaldi . Amid the various S:r.>eoula.tions 

about t ho origins of the word "rioeroare " as denoting a specific :form, we 

hav bore ~hat would seem to be the most re~sonnble explanation, ~ere t here 

many similar pieces . 

If we omit tho unspecified fifth vcioe, the four-part ricercare as it i s 

written constitutes a piece oomylete i n itself, also using the "nissing" theme 

as its main theme. Section 1, ·1hioh extends to ba.r 28, io based on this theme 

and a derivation thereof'. Section II adds a further t!1eme and counter point to 

tho o.zist ing material. 

After Fresoobaldi, the ric ~rcare lost importance, In i ts str~ight severity, 

it was a Renaissance rather than a Baroque form. Fresoobaldi ' s pupil Froberger 

s till \v.rote riceroari1 which are obviously modelled on those of his t eacher, 

but for their more advanced harmony. ( One i s in J sharp mi nor! ). Thereafter, 

1Johann Jakob .Froberger, Au egowahlte Cr~lwerke, ad. by Karl J.:att haei, Ilarenreitor­
Verlag, Kassel and Basle, 1931. 



riccrca.ri bccamo a rari ty1 • 'l'he rioercare had. ~i von wey tc the fugue, which 

adopted ito monothematic principles, placed the stretto towards the and, 

re-introduced the episode, and gave its themes greater individuality. Thus 

the culmination of the riceroare is to be found in the fugues of Bach. 

30. 

·iisolated l ater e:z:amplos are those of .Bach (in "Das t:lUsik:a.lische Opfer") o.nd 
those that have come about as a result of the attempt ed modern r cvitalisation 
of anoien·t :forms, particularly in Germany (e.g . the rioercar in .Karl Boller ' s 
"Orchester-Hymnen Uber gr 6gorianisohe Jhorelmelodien", op . 18, 1934). 



31. 

b) 1l'he Fantasia 

The desig.notions for instrumental forms which matured during the High 

Renaissance ha.d, during ·the f irst half of the Sixteenth Century, vague Qnd 

unstable meanings, as has been shown in connection with the toccata and ri­

oeroari . Only in the second half of that oentv.ry did they attain the meanings 

which they were destined to retain, in some oases to the pro sent day. The 

application o£ the term "fantasia" to denote a specific musical form has been 

shown by lKlffner·t to lie in the practice of improvising a strictly oontra­

puntal P:fa.nta.sia upon a themo" (or themes), as discussed in the treatise of 

Santa Uaria~- strict improvisation as opposed to the free improvisation which 

led to the toccata. The practice \me a.lso current in Italy. 

The earliest fantasias seem to contradict this theory. Apparently the 
first ever published is that by Marco d ' Aquila in a lute book of 15363

• It 

begins \.dth a ftlgel exposition of the first theme and then falls into a num­

ber of short sections, each \T.ith its own unrelated material, and homophonic 

r ather than polyphonic. The oame description holds good for the fantaoie ohich 

form the bulk of Luis Milan ' s "Libro ·de :usioa", also published in 1536. 

Chordal fantaaie with embellishment rather than imitation { = praeambuli) 

ooour in the 1540' s in works of Fiorentino and Abondante. 

A different pr actice was followed in the "Orph~ntoa Lyra", published in 

Sevilla in 1554 by I.tiguel de fuenllana, uhioh contains numerous tGbula.tions 

often paired with fantesie~. In the latter the vooal models were treated with 

1 o. Deffner, 'Uber die :&ntwioklupg der Fantasia fUr Tasteninstru.mente, Doctor ' s 
·Theoia, Uni versi·ty of Kiel, 1927, PP• 15-22 

~ 'l'oma.s de Santa J.!a.ria., L' .A;t-te de tanner .fantasia, Valladolid, 1565 
3 G.A. Casteliono, Intabolatura de Le.uto di diversi autori, Milan. Aquil n' s Fantasia 

is quoted by Schering, of• oit., Uo. 94 
~As has been otated (p. 11}, A. Gabrieli oftan paired tabulations of chansons ~ith 

ricercari on the same models. 



B:COC.t frcedor.:l, short snippets £rom the original beina tak:on and troa.ted 

oontra1ru.ntally.1 Sooo timo betwoon tho 1530' s and 1554 tho f'a.nteoie must 

t h0ref'ore havo turned a~ from tho toco~ta and praeambulum and approached 

the r-lcercs:re, with whioh it :ts aynon;ymouo tor a certain period ::,• The ohango 

sc:::r.:~s to ho.ve t aken 11laeo, once again, in tho works of Franooso do. !Jila.no 

(of. P• 17), probably sinlll taneously w.i. th the turn to the :polyphonic ricel.­

o.oro. He wro·t;o both imitative :fantasio, sOI:le of whiob ern body, in statu naa­

oendi , .Frosoobaldi •a later ••Lei tmotiv" tecbniquo 3, and others in which 

riooroare and toconta el~onts still alternate. In the eooond half of the 

oontury, tho torm £antafilia supplante.d the te:nn :r:-iooroare aomO!.YlU:\t . A :fantasia 

waa t hen a polyphonia oom:position, o.lmost al\VL\YS a 4*, ba.sed obie:fly upon t he 

principle of irr~t~tion. 

32. 

Dof'.f'nor obae.rvos as charaoteristio of the later fantasia• "Dns orato Thoma 

ist als Kornthame anzuseh~, das gedrulklioh und f ormal die StrQ~tur der anderon 

bceinflusat und boi den moiston Fontanien eine bedeutonda Rolle spielt" 5• 

Indeed, the movo to\mrds the moncthomatio, wioh has beon centioned in connec­

tion m th tho rloercari {p. 18) 1 r Ga.Ohes ito olimax in the lo.t er fa..'l'lt asi n of tho 

Noallolitcm ocllool ood parti(JUlm.-ly of the t \10 groa.toot me.otoro o:f tho mono­

thematic fru1taeia1 Sweelinek and P.rosoobaldi . Each seotion of their monoth~ntie 

fan~csio is dominatGd by a different motamorphooia of o n e mot her-themo. 
1 Tho advanced sto.to of dcvolopaent of ~enllana.' s c~unter,I,oint io sbc1m by hio 

"Fantasia aobre uno. paesad.o foroado" in \1hi oh a t hane is r epeated 29 timoo in 
various guises with continuous oount art.oint. It adumbrates t he ostinato, of 
whioh t horo are many ezamplGs in the riceroari and t"ant asie ot Frasoobe.ldi. 
{of . Reoee • op . oit., P• 623f) 

.ira t h .Fresoobnldi , tho t~ ty:pes again bogin to di vcrgo. 
3Detfnor9 op. cit., p . ~2-23t eoe also below, Chapter III (b) . 
""f'or four voicos". Folloiling Recso, t hi s mode of designation will bo adopted 

i n this otucy. 
5Doffnor, op. oit., F~ 48-49 



In hardly another branch of instrumental oom~osition during the 

Renaissance are the reoourcos for \?bich a piece was written so clearly 

stated as in the fantasia. In Italy, the oolloctions are insistently marked 

"per .l~to (liuto)", which in Spain could be replaced by vihuola, guitar or 

harp. In other countries, the fan·tasia was often played by an ensemble of 

melodic instruments. In 3ngland, especially, there wen a host of composers 

33. 

who wrote fantasias for n *'ohest of viol s" a .Bull, !orley, ~oopor (901), 

Perna·by, .!i'erra.bosco II, Deering, Lupo, Ward, 'romkins and - to head the list -

~d nnd Gibbons. !!any of their fantasies are highly orgo.nisod works , with 

imitation, cadences between sections and monothematio treatment . ~Tee from the 
limitations o.f the luto, the Englisboen wrote for any number of ports: f'if·tcon 

o£ "Horloy ' s :fantasias are for t\70 voices, throo of .Byrd ' s for six. 'Phe English 

stri ng fantasia continued alive far into tho Baroque perioda Purcell ' s famous 

examples date from about 1680. Some ~Tench composero of tho second half of tho 

Sixteenth Contu~ (e . g . le Jeuno, du Caurroy, Guillet) ~Tote ensemble (not 

necessarily string) fantasias . l~e first keyboard fantasia is, apparently, 

that of Hans Kotter (c. 1485-1.541), roughly contemporary with the earliest 

known lute fantasia . It is only in tho second half of the oantury that the 

keyboard variety becomes common. The inf luence of keyboard ~iting soon be­

comes apparent i n the frequent use of shorter notQ-valueo without abandoncent 

of' ctriot polyphoey in special ''toccata." or· "a.nimato" seotiom~. 

Sr:aelinak ' o Fant asia I-KIII1 generally adopt a pr i nciple of oo~position 

that ho.s been notod in connection with his variations (p . 12-13), i . e . the 

uoe of the main theme as "cantus firim.ls" througnout , with different oounter­

rne;~erial in oa.oh section. l'bis procedure is almost literally followed in no. 
12& in the others , the themo undGrgoes very slight modifications, such as 

inoipit ohanges, augmentations, and omission of an aftorphraae. The oounter­

mn·toria.l consists chiefly ot :real themes, but someti mes o:f mere decoration. 

ics published in Jan P. ~aeelinok, Verzamelde erkon - I, op. oit . a the 
followina ohPxacterisation doos not apply to the Echo Fantasias. 



This proocduro ~ bo di~ticnlly ~iaed Qe followsa 

Sootion I A 
" II A 
" III A 
n IV A 

CP I 
OP II 
CP III 
CP IV 

Tho rnu:abor of oaotiono is vorie.blo, ::md otriot parts el tornatc m. t h froor 

and virtuoso oootione. In other \70~da , ~weolinok ' a f a.ntosio oix tho el onta 

ot rioeroare and toooat~. 

Froooobaldi ' o Book of b"ontoaie is divided into :four e:roupo of three 

t'IOrko Ol'lCh , on ono , wo, throo and four t homas reopoativoly. 'rho faot that 

ho io one o~ the f iret o~~pcaora to state tho nuober of thocea u~ed in tho 

hoo.d.i.ng of oa.oh \JOrk ("sopre. una. BOlJ6"0'tto" , oto.), ehooo thnt oonaoious 

orgooiontion haa roplaood tho ;potpourri of t ho Otlrlier "pa.toh" or "quilt" 

:fc.ntc.sia.. 'l'bo main t hameo v.i.ll. bo ohOJ:IGOd in cueh .a. wo.y tha.t eo.oh sootion, 

dominated by tho pa.rtioula.r derivation, will ho.ve its definite oharo.oter. 

34. 

Tho moat common formo of vari.o.tion arc those of r hythm (quadruvlc to ternar.y), 

of opood ( sl0\'1 to fast) · and of harQOcy (diatonic to ohronatio) . Thoro aro 

ot hOJ:", r arer possibil i tioo, liko oantus tirmus troc.tr:lent or o synoopnt od 

vornion. After otatint; the n0\'7 foro of the theme at the beginning of oaoh 

seotion, F.ronooboldi subj ooto it to a fuBal exposition and/ or contrapuntal 

troatrJont. I n other words, tho oyrnphonio prinoiple i a avidont in t ho meta­

morphooeo of the theme, tho derivationo of whioh ore then treated aooording 

to contrapuntal prinoiples. Frasoobaldi ' s "Abwandlung" of t hemeo is carried 

so w oh further tho.n that of Swoelinok that i t must be r egarded as aomothing 

nw. It ia both a pertcot:i.ng of Tlhat hao gone boforo, end a branohins out to 

now principles that YJOro onlY to ooco into general uoe muob later. While 

Procoobaldi • s contra. pun tal toohniquo dori voo froc tho Renai aoa.noe, tho 

monothOtllltio idoa. and t ho uAbwa.ndlu.ng" of t homas points to the Baroque and, 

ovon furtbor , to the Cloaeio ABo• 



35. 

Fr()soobaldi ' s thrGe monothoma.tio .fa.ntasie (Uos. 1-3) begin w1 th n four­

part exposition followed by several additional entries of the theme. During 

their further oourse, the pieoea differ in formal structure though having 

corresponding typos of sections. 

In F.I, the triple-time section is framed by two animate parts- the second 

of whioh serves as coda:. Its theme is similar to tha.t of the ea:rlier o.nirne;to, 

but introduces chromaticism,. In these toccata-like sections, the runs aro not 

simple passages, but derivations in short note-values o£ the main theme. Since 

tho part-\?riting continuest the toooata sections are integrated into the poly­

phonic structure and a-~ t heref ore no longer mere insertions, like those o~ 

!l'weolinok. 

li'.I 

Section 

II 

III 

na.ra 

l-26 

Dasoription 

EKposition 

Anima. to 

•rriplo time 

•roocato.- oodo. 

•!'heme or derivation 

A ~~ G 0 (J J I d .,I .' ·' .' ; I .. I • I 

N i b " f ·l l l. • ~ • ;-r;r: ..• :· .I 1.. o I? I I ' I I I • • l.Li I 

")(.-A i. J 0 ., 1 "' 0 i l d' I . I • .p 11 ""' 
0 

I j C' CJ ('! c C' 0 0 • 

F.II consists of rive eeotione, two o£ uhioh are in triple time. The 

first six bars of the closing section are given ·t;o syncopation, the remaining 

sixteen to ohromatioism. ThG theme of this last part (ex. 5) 

!i!lt. 5 Frosoobaldi, E'8n·tasia. II 

~ l> '7'7 I - ---:· = 
,.. - .v tl 0 . 

' ' Jl.~. l.~ -;."· + I I 
I it i 1 i 1 I 1 

i o a ohromQtic derivation of the diatonic main theme (ex. 6) 

Ex. 6 ~Tesoobaldi, Fantasia II 
I I ' ... ; ; 



In tho proooso it booon1os n ohrOLl&tic doseont aooticm and endo m th fivo bars 

of rich harmony (ox. 7). 

Tf 
J 

36. 

4his ax r lo ohowo how Fro~oobaldi uaeo ohro~atioism oa o s tructural taotor by 

oon:f'tning it to one ceotion, in \'i"h1ch it Will t hen predominate. 

? . !I 

I 

II 

III 

IV 

l-31 

6A-10~ 

7Cl''-76:t 

76; ..,..1!)2 

3Epooit1on and 
diuinutions 

Triplo time 

Anicnto 

'i'riplo timo 

~ynoopation 

Cl:lromntioism 

.\ (ex. 6) 

Invo.reion of pn.rt of A 

l -

A1 ~ ~ ¢ 1 ~-· ~ •. • - I J 

A a. ~ ~ i ,J ~': .! ; I d _; ) I c -­

A3 ?; ~ L f , .. I j' 

A.._ (ox. 5) 

P. ni has .tour oootions. I!I 1o an anioato in dlioh o quavor vooersi on of 

th& main tho::.lo i o used aimul t o.noauoly \11th a. voroion in l ongor noto-vnluoa 

(e . g . in minico in the bnsa - b.45) . IV i o oonatruotGd upon o. c ntuo tir;:ua 

on t ho firot threo notoc of tho main t ho::lO. It op¥Oo.rc tb.reo timoe (in oltuo, 

tenor, tanor) in untied doublo bravos. ~bo our~rius entr,y (bb. 7C-76) i a 

oli ahtly alterod. 

F. III 

I l - 241 li;tpoaition A 1pG I ....LJ .' 1 I 
1 1.1 ' J 

"'(f"' ~ i.. ::;:-:--+-- 7"' .. 

Il 24- 42"'· '.?riplo timo A1 9· j 
C". c· ~c C' ~ 

c <' r. I I I i , , 

III 42~-55 Anitla.to AJ. ~c ·; . J:[ .· t .. l ( ~ d 
t l ! t : .. I - ,__ 

IV 56-85 CMtuS t irmu.s A in double bro-vos 



Fantasia IV-VI (sopra doi soggetti) beefn with si multaneous expositions 

of bc·th themes. Tho triple-time section, which bas been found to be ooc.-non in 

~. I-III, is only retained in F. V. ?hough u s ing the same modes of vari ation 

as do tho monothematio £antasio (ani mate, chroma.tioism, cantua f i rmua, eto. ) 

t hiG second group oomes closer to the rioeroa.ri in unif ormity of texture. 

In F. lV t ho ooroposer ' a penchant f or \~iting short bioinia1 as a relief 

f rom ·the strict four-part counterpoint ia i n particular evidence; 3ome of 

them, ooming @~ter more rhyt hmic parts, have s trong lyrical appeal, like the 

bioinium at bb. 517-53~, whioh is a new combination of themes A and n. Since 

all featureo that dioti ne,">Uieh a fantasia from a ricarcare are absent in sec­

tion IV, it has been labelled "rioeroare" in the di agram below. 

l-l7 .:t. Exposition 

EEposition of A1 

II Anima to 

III 33 8-5lb Chromatio ani mato 

rv 517 -end Rioeroare 

A ~~ b c 0 i" r 1 ,:-~ . ' J .' ) .~ ) 1 o~ 

:B ·~ b 
0

1. _1 oi J d ,i ) d 

.:£2 

B1 " if):~ _, I i i i iJ ,- o
1 

3't 
~ 1,,._,. A3 liS I> I • . • • '";i J 

I 

~ ( 1 I B~ · b- • ~ • r 

C ("" A4-) 111b _I ~- ,1_l,l_t I J 

D ( = gl$) ~~ J • . ·R' I I I I !.J '-o 

At ve:i ations on t he beginning 

} 1>-51 

Ba augmentation of first hal£, B oompl et0 

1Bis only counte~~art to A. G~brioli ' s opi sodos. 
~bb. 173-18 6

; 275 -29 1 J 3l s-325 J 46~-477 



In F.'V tho seoond theme is an inversion of the first . Fully half of 

its unusual length is maintained in its oontus firmus function in section 

IV, whioh is consequently abnormally long. 

F.V 

38. 

I Canon in inversion 
Exposition 

A l/3 ° r) I"' d .I J ,· rl \I' i rr r w fto;~:u-.I'J 

II 

III 

IV 

I 

II 

IV 

98-117~ 

117-123 

Ce.ntus firmus 

f!'riple time 

Ccda. 

B = inversion of A 

A + ~ mainly in double breves, untiedJ 
A, B 

A
1 ·1 J. c I i .J. " 0 0 I 0 ~ -e- .e: -&- • !:\""-& 1'Y -e-

A fr8&7ffientsJ one B entr.y in base {b. 120) 

F.VI presents no special constructive features . 

EXposition 

26- 46 ' Anima to 

Augmentation of n 

Chromatic 

Cantus firmus 

A 1/3 0 0 I 0 
0 J .: 

B (!$ J. ) 0 ( I o
1 01 .' ) i i I I 

/}.1 , , 3C J _I .r; I .i ) .r]}! F 
e-r 

D 1 ., : i i i 1 i (f w:.I.r 1 

A~ ,1 i ii 1 r i i r 1 
D.'t ~ o c-

1 cl I J d J 

A 3 ~ ) . ~} ~) I ) _/ o l ol 

A in double breves, untiedf B 

In the fantasie on three themes (VII-I~), Fresoobaldi is inconsistent 

in t he ooun·t;ing of his aoggetti . In B' . IT he had regarded an inversion as o.n 

individual theme . In ? .VII, the inversion of A i s now taken as a mere 



derivation, since ·there are two further independent themes. In F. VIII, on the 

other hand, the inversion of A is again oounted as a second theme. F.VII and 

F.IX are chiefly remarkable for their harmony, from whioh point of view they 

\v.ill be discussed in Chapter III(a) . 

F. VII 

I 

II 

III 

F. VIII 
I 

II 

III 

IV 

v 

l-54' 

1-42..1/., 

Exposition 
merging in to 
modulation 
aeotion from 
about b . 34 

Anima to 

Coda 

Exposition 

'l'riple timo 

78 8-87~ ~oopation 

873 -98 Chromatic 

A ,,{i o r r Tr i i i -' -' c1 

:a ~ 0 0 I o' I" i ,oTF o 

5 

c ., : o I i ' J o I o 

f I i i i i .G ·iJJJ I J 
~ ' 'J .r.o I ... ·'.I -' .r:u I ..J 

C in dioirru tion 

A vari ations (including two oo.ntuo firmus 
auementa.tions ) 

B unusod 
C in orotohet a 

A ~ 
0 0 1 c:Jj ) J J _I •1 .} _I I d 

.:B = A inverted 

c4 f I d. ·.l i .'.'-' l o 

A 1 9: 3 .) I i t i i I J 

c1 · 9: t F i r ·jo F 

A:~. , , d 1 i ii i' li.LJ .. li.Li l 

c.:t. ~ r J:r:'J .'JT.' Lil.J' I u I ~ r f' 
A + B, chief l y in crotohoto, \T.ith oyncopation 

B 3 'J' I f F ~ f I F i i i i f 1 
A and C di atonic and ohromatio variants 



F.IX. 

I l-35~ Ex~osition 

II 351 -'131 t!od.u1ation 

III 738 -93 Chromatic 

A :;: r· ,. r r1 r r r '0 

1 r 
:s ''~ F r ;r u 1J 
c i o ,o rTr r· 1 rTIC> 
A, :B, C 

A1 ~ J . .J .J l_J I .( 
B, 0 

F.X- ZII a.re marked "aopra quattro soggotti". In F.X, howevor, Fresoobaldi 

renders his own statement untrue by introducing a new type of seotion (bb. 258-

66) in whioh a number of new thomas or derivations i s paraded. Bach appears, is 

inverted, end disappGere . The main themes are ogain interrelated, B and D being 

inversions of A and 0 respeotivoly. 

P •• 
• ~"-

I 

II 

III 

IV 

1-25.., 

90-113 

A ~ c 0 r· r I I !L:l J .o J ( ';t;:~~- ) . 
.__ .,. y · 

Exposition 

.B = A inverted 

G ,~ d .,I ,) I f f of .) j__, 
D = C inverted 

l:'olythema.tiOJ E , , r I T I j u ,. (dfe~:.:·t u) 
oantus f irmus · ~ .J 

F :y: f J__LJ •1 ) ) cJ (.;. ~~~-"""-) 
f

.,, 
o , , I r 0 r 1 I 1 

II :r F I I f If i l.; l F (~ibcm) 
A, .a, C as oa.ntus f'irmi 

Tripl e time A1 f> i 0 o (") I o .J o f I I 
Tripl e- t i me vorie~ts of B, C, D 

Chrome.tio 
!JS.' 

A~~ J J I #cl 0 

B ;~. = .A " inversion 

a ~ ~r 0 r· i 1 1 t r 0 

D :. = C ~ i nversi on 



I 

II 

III 517 -99 

F.XII 1 

I 

II 

III 
IV 

327-52 

53-761 

76-91 

Exposition 

Animate 

Cantua 
.f'irmus 

Exposition 

Anima to 
1l'riple time 

Anima to 

A ~r~ c -e- t' r 1 ° 1 1 

.s ~b 0 ~ J I F F 9 1 I 

(} ~ ~ J ol . .I I -' -' .I j J 

D ·:J= b J I (' f 0 
. . 

41 . 

A in minims to quavers, B mi nims and crotchets 

D in crotchets 

D, B, At C in double breves 
A, B, J , D variants 

A ~ ~ ~ - I 0 e- .I 
B ~ ~ F I ~ d. .I F T i ci .I J J I 0 

c ~J=~fo l ffii i F I 

D 9; ~ I 0 J I "' J 

A, B, J , D in diminution 

A, B, c, D in triple-time versions 

A, o, D in di minution 

B :t ~ ~ f I _r,r:rJ .r;:ry; ii..L· I J 

Thero is a r~semblanoo between many themes of different fantasia almost as 

acute as that between thanes ~~thin one fantasia. Such similariti es exist bet,.aen 

F.III (theme A) and F.VII (theme B, bb. 2-3), and between F. VI (A) and F.XII (A) . 



!n both oases, n series of four notes i s identical . Rhythmic identity, 

together with similarity of outline, exists between A and B of FoV and 

the themo of .r~ .I \ SUch similarities are, how-ever , a oonmon feature of 

thio period .lt.. ::md are further \"Ji tnossee to Renaisoa.noe indifferenoo to 

melodic originality. 

42. · 

1 :rriad themes are so often a.ssooia.tod with o cLio -rhythm in the fantasia that this 
may be regarded as a mannerism (o.g • .f"' . V, A and Bs F . VII, theme~, bb. 8 5-lO"" ... 
baSSJ F.X, A ~~d B) 

4-v-lde the resemblan-ce botr . .-e ~~i the beginnings of .i!'.IX and Hioercare III. 



o) The Cnnzoni 

OriCfinally connected with a. opooioo ot troubadour FO•t%71 tho word 

uohantlon" Ol)l".lc:> to be applied to musioo.l scrttingo e>t weh poores. A double 

stream of developmon~ froc thoeo monophonic baginningn finally l ed to the 

oanzona 1 ill ItcU.y Md to the ohoro.l Ch&naon in J?ranco4! Up to tho Si%toonth 

Contury1 theao two \'JOrde were thorofon exoluoiv-ely deoigna.tiollL1 cf typeo 

of wot\1 uuoio. 

Tho channon w o 1n the mtW1 cultiwtod by tho Atta.ingr.ant oi.rolo nnd 

ito follo ors crt. Tho ohi t OOt'lJiOBoro of thio aohool we.re Cloudin {do l"'ioy) 1 

Jonnoquin o.nd Gorton. l"hoir ohanoons wore coctly written tor chorua B 41 

tJUbjoot to tho aurrent ttpor oantnro o oonn.re" practioo. Tho 11 ht toxto 
\701'0 oat to oonocponding4" light moic. Tho contrapuntal oavori ty ot tho 

motot \"'/O.S avoided. I the texture was mainly Ohordal3 , apart :f'rom a .tugo.to 

opening and oooasional later imitation. Tho chanoon oonointod o£ oove~ol 
aootiono, hioh ro gonortU.ly Ollort m1d rurol~ overl~p~od "". Oocplot 

oo~ticno ~~ro otton repontod 5
• 

The inotrwnontal oanzonn o.rooe in Itnly 1n tho firot bnl~ oi" the 

Si.xtoenth Century in im.i tntion o~ tho ohaneon. Its henah origin io oon­

£1m9d by the tact thtlt oocpo oro nt firot labelled thoir piooeo ttoanzoni 

frtmooae". 

Tho ~at ~iono•~ ot non instrumental to~a in the Stxtoenth Oen~, 

Uar.OO .Antonio Cavnmzoni, \'me o.lao tho firet to write ins trumontal oo.nzoni, 

1ono ot tho frott~la forme. 
~Attcingnant pUblishod oolioo·tions totcU.lins no~ly 2000 oho.ncono bot on 1528 

and 1549 .. 
3ao oppoood to tho ohanoona of tho Hetherlando ooopocers1 whioh nero often core 

oontl'tia.IIUllto.l ond ~or moro tluln four voiooa. 
4in oontrnot to t ho Itclion mndrigol. 
"'A praotioo that lulrks ba<* to the Bef'l'n.in-toohniquo of tho r.Iiddle .Ageo. 



44. 

published in his historic oolleo·tion HBeoerohari, motetti,. canzoni, Libro Itt 

(1523) . The £our included oanzoni are tabulations whioh show both the i mme­

dia.to and the later repetition of sections~ ADAJ AAAa.
1 

f AADA. The writing 

is chordal with a few passing-notes. In 1542, Cavazzoni ' s son Girolamo also 

published a keyboard oolleotion containing oanzoni, whioh are treo transcrip­

tiono of chansons by' Joaquin and Passereau • .F'or e. long time hGrea.f'ter the 

oanzona remains dependent upon a vooal model. It adopts both the comparatively 

l arge number of little seotions and the olear seotion-endinga of the ohanson, 

two features that remain out standing oanzona chnracteristics and di stinguish 

it from the other instrwoontal :forms of' vocal l)&rentage. 

Two of the volumes o~ the old Collected Edition of the organ works of 

Andrea Gabrieli contain canzonie 

Vol . V a 5 oanzoni {three folloood by r1oerceri on the same c odols) 
Vol . VI a 8 oanzoni.~ 

'Pheea pieces show the typical division into short sections, fairly clenrly 

demarcated evon in tabulation. There are many ropeats of sections. In 
tabUlQtions of £our-voice \'10rke, tho part-writing is maintained and reasonably 

explicitJ if the original has five voioes (e .g. La.sso ' G "SUzanne un journ), it 

is simplified. Elements cf real instrumGntal writing- ~ild passage-~or.k, trills 

and other ornaments - herald the advent of a t Tpioal keyboard sty l e i~ tho 

cenzoni. 

The rioeroari on the same models wbioh follow three of the oanzoni in 

Vol. V hnve little resemblance to rioeroari proper. They are, rather, proto­

typeo of what tho o~nzona itself wae to become onoe i t had freod itsel f f rom 

vocal modols. ~he riceronr1 dispen2e wi·th t ho above ke.yboord elemont s , but, 
apart from some imitation, contrapuntal devi oos are rare. The.y oonsist of a 

number of sections, eaoh with its own theme or r.Jotive. 'l'he ooo·t iona shmv aomo 

1·flle uae of vari ation in the r epeats is a special feature of tabulat i on-oanzoni. 
~Republished in Vola. I, IV and V of Pidoux' s modern edition, op . cit. 



4~ .,. 
development or themoe end are therefore generally l onger than those of the 

oanzoni. 

The ca.nzoni of 1.1erulo still adhere to chanson forms 1, but marl~ an e.dvanoo 

i n tho pa!ilaage-vrork. In the pieo~s of his 1592 oollootion eli,' we find quavers, 

semiquavers, demisemiquavere , mixed patterns and even syncopations, ae oppoced 

to the almost invnria.blo quaver movement ot .Andrea Gabrieli. In t he l ast bea.t 

ot bo.r 2 of "La. Bovia." {ex. 8) 

. i ,· . 
L.:....!J 

tho soale-passa3o goos over into broken oborda, a particular penchant of 

Uerulo not found in Andrea Gabrioli. ~hon tabulating a eoriea of chords of 

equal length, t erulo sornetirnos acooi!lponiea t hem w1 th a figure which :tills a 

timo-unit i dentical uith that of the chord. This figure is repeat~d a number 

of times in dif£eront positions corresponding to the ohanges of t he ohord. ~ 

thio coons, an eff'oct of t homatio development is obtained (ox. 9). 

Ex. 9 Merulo, La Dovie 

{ ~p ~ f ~ J ~ ~ J dj I -
.i ; -. ~ ,. I 0 F I! I I I r- r ___.. I 

I 

, , p J.W~ [illWJ .._ ..L 
I I f3";i4 ·~ F,f1 1 . '"1 ~ ~· li i #l· bJiJ Lill' - , .. . .. . , • * • .. . I 

Those oanzoni adw~brete Fresoobaldi ' s devioe, often used !n t he tocoate 3 , of 

obtaining t hematic material from the contours of tho more i ntricate ornament s 

(g.g. Canzon III, bb. 12-14, top and middle voioeo). 

1as the structure- schemes of Nos. 1-5 will showa 
1 & 2t t\A1 .BB1 ; 3 & 4' A.A1 :BCC 1J 5. ABCC 1

• tl'he •'vari ants" ( A1
, B1 , etc.) a.rG VGry 

free; only t he underlying haroony i s identical . 
~Claudio Lorulo, op. oit. 
j e . g . Toooata I.l, introduction. 



Giovanni Gabrieli ' s innovntions in the field of oanzona-writing bypass 

the keyboard and lie mainly in the development of the Venetian orchestral 

can zona. 

Fresoobal di ' s 27 oanzoni are distribut Gd over tour boOkaa 

The 3ook of Oapriooi (5) 
The second Book of Toooate (6) 
Tho Fiori ruusioali (5) 
The poetbumous Book of Oanzoni (11) 

That these pi eces are no long6r t abulations, like tho works hitherto 

discussed, but i ndependent instrumental compositions, is shown by four 

f oat"Ul."es a 

{a ) 
(b) 
(o) 
(d) 

themat ic unitioationJ 
progressive i ntrusion of toooata el ementsJ 
presence o£ tri~le-tim~ s~otionsJ 
aboenee of repetition of complete sections. 

The oanzona thomos differ from t hose of the rioeroari and kindrod 

types in two respects; 

( a ) the characteristic inoipi t J .'J .' f 
(b) tho uoo of generally shorter noto-values 1

• 

Tho l atter featuz~ is responsible for the lighter character of canzona 

t homos (as compared to t hose of rioeroari}~. The di f£eronoe i s oxemplified 

in exx. 10 and ll. rhi s light0r qunlity i s eminently ouited to instrumental 

Ex. 10 Fresoobal dit Car~on VII {1645) 

I~ G •1 JJ -'· .~ I .'7JJ .' ·\t ,Q I ) -
~. 11 Fresoobal di , Riceroar I X 

1 ~ c o J d I oi 0
1 o I 

music and mado t he rapid development loading to the sonata and related 

.formo possible. 
·1 Both are inhe:ri tanoes from tho chanson. 
~of. Adler, op . cit., p . 484 



Tho principle of continuous derivation of one basic theme, already 

noticed in the fantasia , also prevail s in the canzoni. Canzona II (CapB I) 

offers particularly good examples o£ this technique (ex. 12) 

.Ex. 12 Fresoobaldi, Ca.nzona II ( Capl3 I) 

Initial theme :$ ~ c c1 .' :t) .! • r.1 9 -' .! j _I 

I~ 

Section II -~~ c .I J I .I # J r;.r9; .' J 
.:t3 

Section III $ j, 0 3 o · d J # d I 0 ~ J ol 0 

33 

Section IV ~ p c i i r ~ i i I i 
4-1 

Section V ~ ~ c .r:J .' ,rJ I ) 

Section VI ~ ~ c f l .f 4t I I f I i ({ -' 

section VII ~ b 3 f I ~I 0 

f !To· t f F i 1. 0 

'0 ·J • ~ •I 1°. Section VIII ~ J, c j iJ I Lf I 

I,tinor modifications of themes1 caused by necessities of voioo-leading must 

not be r egarded as variations in the above sense. 

The earliest of Freaoobaldi ' s oanzoni are probably those contained in 

Cap~ r. The date 1626 is usually given, but an earlier edition, which included 

theoe five pieoes, had boen published in 1615~. The above-mentioned four 

differences from Ilrevious oanzoni are already mani~est in some degree in this 

set, but the most importarrii formal tra.i t ot."' the earlier type, clear division 

into short sections, has b@en retained. 

1suoh as incipit changes • 
.li..Rioercari e Oanzoni f'ranoese, Rome, 1615. 

47. 



Oanzon III is notable for i·ta two distinct then&s. Theme B servos as 

counterthemo to A but f or i ts initial Golo appearance at the beginning of 

section II. 'rheir eimultanoous development can be demonstrated by means of 

the following aiagrama 

~rheme Oountertheme 

I l-114- ~~ 0 
I Z.r ) .I . .1 I .i j ol in abeyance I I 

II 115 -17 unohanged ij~ ~ • I ) .i .I I ~ .I ,..., 1""'JV -, _ . r~ / 

III 18-31-i:, ~~ 03"o'"'i J I ,,
0

o lcJoJ 0 I J ~b 0.3 o 0 0 I 0 

i I F o I I 

313 - 381 ~ p c .. . i I ( I .~. ~~ _j7J ) d J I .I J IV I p I 
. . 

v 38-49~ in abeya.nco ~: ~ J 01 cJ I .' -' i ,~ I I 

VI 493-61 $b o · 
I 1 r .I 1 o J. .1 1 o 

,...--.. 

11{3' b 
. 
v u· LiJCJd. i r 1 i I --

Canzon IV has a minute interlude {b. 29) i n which runs and suspensions 
are substituted for the l i ght ~olyphonio styl e . It sor~es as an extended 

oadence-intcrlude, and i s the beginni ng of a. feature strongly apparent in 

Frosoobaldi • s la:tor oanzono. books 1• 

The oix oan~oni of TocB II were first published t wel ve years later (1627)~. 
Thoi~ most i mportant innovation i o tho now marked pr esence of t occata clements. 

This can be sean in a eoneral tendency townrd shorto~ note- valuos, even i n the 

themes themselves, and in the longer oadential sections 3 • A typi cal toccata­

secti on ocaurs b0tween bb. 36 and 41 of Canzon II, i n which several demi somi­

que.ver f:i.guros n.ro used. Together with t hose ingrediente , the oharactoristio 

toccata manneri sm which \iO have called tho "pro-oadentia.l lower baas- note" {of. 

p . ll ) returns {ex. 13). 

1 soe next paragraph and p. 50 
~ Pidou_~ • s Adition of TooB II r eproduces a later r eprint {1637) 
3 Rudiments of which have been obser ved in Oanzon Iii ( Oap:B I) above. 



Ex. 13 Fresooba.ldi, Canzon I (To~ II) 

{ 
~ 

9 I I 10 I - - ·: 
p o . -11 , 1 • . <>1 ..# - PI 

· ~ blkhJ ..!..b:- ~-+- 1--!_ .• • "" ~I ;,1 
;): p j t- .LI ~· j I 

The most frequent use of toccata elements is made in the abov~nentioned 

cadential seotions (o. ,g. Canzon I, bb. 37-41) . Slcomples of such passages 

could be multiplied at length from the f irst four oanzoni. 

Apart from t ho in·U>uoion of tooca.ta elGments, a. :relaxation or poly­

phony t~~os pl ace i n thio collection. The main symptom i s the faot that 

three-part tv.riting predominates. The fourth voice often entor s with a 

single note to fill a ohord. Taoet voioes are not specifically denoted 

by rests. A furthor instance of freer polyphony occurs in bb. 9-10 of 

Oanzona I (ex. 13), in wbioh the altus moves from the leading-note to tho 

mediant in order to mak:o the entry o£ the su:perius \.7i th the -oounter theme 

possible . The irregularity, howover, l i es in the notation onl yJ a.ooustioal­

ly, the progression is satisfaotor.y, since the B flat of the altus continues 

the A of the auperius. 'l'his \'las regarded a.e being of' greater i mportance than 

the "correct" r esolution of the loadi.ng-note1
• 

Oanz~ni V and VI are sui generis. They are al most completely in triple 

time, the onl y exceptions being the chords i n common time whioh end each 

section. 'rhe thematic material is not presented by means of fugal expositions 

in Canzona v, which reoomblea stravaganza pieces. Oa.nzon VI is monothematic, 

the l c:iier seotiona deali ng vii th part o:f the main theme only • 

'l'he five canzoni from .l'!M, being li tu.rgioal "Gebrauohemuaik", boar ti tlee 

like ndopo la Pistola.0 and "post 11 Oomu.no" which indicate their position in 

49. 

1This procedure is tho exact opposite of one common in the Renaissance in wbioh 
an acoustically "wrong" progression was disguised by "oorreot 11 notation. Here 
Freeoobaldi again shows hie distance from the Renaissance outlook. 



tho sorvioo. For the firat time, F.rescobaldi specifies tho tempo by means of 

the indications ttade.sio" and "alogro 111 • 1'he former is sometimes used as a 

hint that extended oadenoe-seotione with Aemiquavers should not be r egarded 

5C. 

a.e fast toccata insertions a.. ·.rhe only departures i"rorn the monoth.ematio 

principle &re occasional snippets and short interludes. Another characteristic 

is the greater richness of texture, a result of the increased importance and 

indepandonoo of tho mi ddle voices. Note, for example, the effective ent~J o£ 

t ho tenor ~~th the augmented initial thame in b.75 o£ the Oanzona poet il 

Oomuno (Mass I, p. 20), while altus and bass continue with a derivation of 

tho theme which they hevG begun in canon in tho preceding bars (ox. 14) . 

Ex. 14 Pxosoobaldi, Oanzona post il Comuno (.ll14, Mass I, p.20 ) 

f' J ~ - $ 

'1 JjJ J> 
·t u..i 1 ..--· ur · · - r· ·- r· r f !...l..lJ l! l I I 

~.J- J .J . . . .•. . J J ..!. ..J . l~ J .J 
'"" uj. u ( , . L...l.L- L[Jj L_LlJ .l.ld U llu' w li ( 

' 

The final book of canzoni, which Vicenti published posthumously a.s 

"Libro quarto 11 3 , oonta.inD eleven pieces which are not neoosas.rily contempo­

rary. (It is not permissible to draw oonolusions from stylistic dirferences 

or sirnilari tios, since Ii'l'escobaldi em1}1oyed differen t styles oimul taneout;l y 

throughout hio lifo.) 

Toccata elem~nts are plentiful in thesa ~orks. Oanzon I has two toooata 

seotions; Canzon II throeJ Canzon IV three; V none1 VI fourJ VII nonet VIII, 

IX and X, tv~ eaOhJ XI none. The eleven pieces also show the continuous 

thematic derivation technique which \?a have often observed as a oharaoteris tio 

of Froscobal di (of. ex. 12). In Canzona VI (La Pesenti ~), he introduces a 
i Sucb contrasts of speed \?Ore actually a characteristic of tho orOhO-st~r-a~l~o-&r_l_Z_o-na-.--­
~e.g. Canzon dopo la fistola , p.13 - bb. 35-38 
3 Vonice , 1645 
~The pieces of this set bo~ titles of tho type customary for onnzoni i~ the 

Sixteenth Oentur.y. 



:f\.u:'ther application of this mothcd. to two oontro.ating themes (ne in CariZon III 

from Jap~ I - sec ~.48) . In the initial section, thoy tu1dorgo euoceaoivo 

e:r.poeitiono Tlhio~ slightly overl:ll.h A.ftor boing treated eopc.:roltoly in suboo­

quent cectiooc, they aro roooo.bined in tno laot ooction .. 

I 

In 16~-201 

II 201-261 

lin 261-304-

III 305 - 401 

..., 
In'· 401-46 

T\7' 1 -· 47-53 

v 

VI 621-64 

0 

0 

3 
~ 

c 

3 

c 

0 

c 

c 

Double 
exposition 

oadenoe-
extonaion 

strotto-
o.xposition 

cad. on eo-
extension 

stretto-
exposition 

eooenec-
extonaion 

doublo-
exposition 

ox:pociti on 

oo<la 

A ' p c ·' )~ _c-; .Bl I .I 
D l ~ ~ I .T'JI. -~ .' I I 
~ - - ..... 

A:J.. I(~ ~ Lt L_1- ~ i 

B~ ~ ~ r~ Lid' 1 ' r i 

Oa.nzon<:l III (La Crivelli) io highly chromatic throughout. Tho piece cooms 

to be loosely divided into two pcrta by a. prolonged ouspension oe.dcnee whi ch, 

however, does not affect tho unioectional structure. 

51. 



Tho t homas of thea~ eanzoni are ~nerally light and in quick t(l)l}}po1 

oontainiug runs and repeated notes. The slorr, long and lyrical theme of 

Oanzon VIII ( SU!Jerius, b. 1-4 B) is tho most notable exeeptio11. D.lring the 

oourse of the e..xposi tion, ~"reseobaldi sopa.rates forG- and afte.rphrns&, thG 

latt~r becoming independent in parts. 

Like the rioeroare, the keyboard oanzona d0clined after Fresoobaldi. 

An isolated later example i s Baoh•s·orgen· Oanzona in D minor, wbiob revives 

the old form with deliberate arohaio intent, even· including scmo thematic 
r ominisoenoee of the Fiori"'• It is Baoh' a tribute to a predecessor '17hom he 

greatly a~~ired. 

52. 

·In. PaumgaJ.ttner, J . s. ~oh, Leben und we;rke, Atlantis-Verlag·, Zurich; i95o, P • 506f. 
Daoh made a copy of the Fiori in 1714. 
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d) '!'he Car>r i ooi 

Tho word eapriaoio wns used for the first time by the composer Ludovieo 

&.lbi in 1586 and vro,a a.r.:plied to a type of madrigal. fukofzer•s definition·' 

of a capriccio as a ca.nzona based on a. certain artifice suoh as the solmiaa­

t3.on hexa.ohord, a. clever obbligato, or an ostinato motive w1 th r apid oountor­

poi nt, indioatos that he r egards the word as a term of style rather than one 

of form. This definition is correot in a general sense, but does not apply to 

oach and over.y examplot an inevitable result of the vagueness of Ronaissanoe 

terminology.ll.. 

The most significant pre-Frescobaldi capriooi are t hose of Giovanni de 

:Maoque (o. 1552-1614), vJho mey be regarded as a member of the Neapoli tan oim­

baliat oohool. Maoque is the first of the Neapolitans to use the designation 

''a ur. (tre) soggetto", so ofton used by hesoobaldi (i.a . in connection mth 

one of his oapriooi). Ilia adoption of tho te:nn oa.priooio, a designation hard­

lY found among the Venetians, is perhepa a further aspeet of Neapolitan 

influence. 

F.rosoobaldi ' s First Book of Capriooi3 of 1624 includes eleven oaprioo1. 

Four fUrther exGmples are i n other collections: 

ToeB I- 1. Oapriooio del Soggotto soritto sopra l'Aria di Ruggi&ro 
(see Chaptor lb.) 

2. Oapriooio sopra 1~ Battagli a 
3. Capriccio pastorale 

FM - Co.pri·ooio sopra. La Oirolmota. 

Of these fifteen oapriooi1 eleven conform to Bukofzer•s definition. They add 
1 Manfred F. Bukofzer, Musio in the Baroque Era, Norton, New York, 1947, p.50 
~as has been noted in connection ~~th pr aeambulum, toccata, rioercare and fiL~tasia. 
3 This "Libro I" wa.s never followed by a second. The labelling of a collection a.s e. 

"first" Book usually meant that the composer was established and that the 
publisher hoped to issue a second volume soon. 



the follow-ing "whi ms" to hia list: a ouckoo onll, the use of different phraoes 

of a long melody ( Ruggiero) as sei.~a.ra·te themes, and t he addition of a si p laoet 

fif th voice, to be sung and its entries to be gueszed. '!'he r ·:.:maining four works 

.follo~? diff erent lines: the Capriccio sc;pra. un ~oggetto ( CapB I) could have been 

oallod a rioeroares the Capriccio chromatiao and Capriccio di durezze (both CapB 

I) rnsembla tho tocca:te o£ the samG description, and the Capriccio dol :·)oggetto 

sopra 1 • Aria d1 &tgeiaro (11oCl1 I) is a set of' variations. 

Because of these striking individual differences, each oepriooio uill no 

bo discussed separ~tely. 

1. Capriccio sopra ut, ~e, mi, fa, sol , la 

This is c capriccio upon the ascending solmisation hexachord 1 , one of the 

devices m0ntioned by Bukofzer. Thera is a total of eleven main sections, a num­

ber equalled only in the toccata. Some of theae end ir1 tho extended ca.dcnoes 

already oboerved in the cenzoni. The large number of sections and their greater 

extent result in increased overall length (196 bars) . 

Eight sections introduce their orm ocunterthemes, which do not migrate to 

other sections. sueh counterthemes are lacking in sections II, V and VIII, and 

are substituted in 

I! by the hexaohord and ita derivGtions in a series of' close imitations 
(in crotohots)J 

V by flo~dng, non-contra~untal 4,-time. The changes in, and h~oniaations 
of, the theme are judged sufficient variety to carry the seotionJ 

VIII by entries of t ho hexaohord accompanied by isometrio t~o-bar figures. 

The piece is .-;ri·tten in four strict parts and rea.oheo intensiti es of poly• 

phony which go far beyond the oanzoni and approach the rioercari. In a number of 

places there are four simulta~eous thematic strands (e . g . b . 69). 

1uhich refflained the basis underlying many fueue-subjeots until the l ate Baroque 
era (e. g . Bach, ~rK I, 1) 
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Section .Bars ·llime- Chal•aoteristi o Hexa.ohord GountE-rtheme 
signature transt'ormation 

I 1-21<}, c chiefl y in J, OT I ( .Ba.r 10\ sup. ) 
fugal a:x:pos . & bb. 2- 8 varying 
development countermat erial 

I a 213 -22 c toooe.ta.-codetta dimi nution of' 
CT !-motive 

I I 23- 32 0 a.scentting scales in .I 

III 33-481 

* in d J F~ for c·r II 
'fk 

1<' 9 
III3 4&-50 c toeoa.ta.-codctto. 

IV 51-76 0 chromaticism ch.romatioJ CI' Ill (altus , 'b .51~ 
inversion and inversion 

v 77-83 ~ homophony inversions 
rhythmic 

changes 

~ 84- 86 c toccata.-
intermezzo 

V (cont . ) 87- 92 71 
vb 93-94 c cadonce-.figure 

VI 95-113 c chromaticism A chromatic CT l'V and 
deriva.tiono 

VII 114-132 " \1 chromaticism A chromatic - c-r v 
inversion 

VIII 133-1481 '% triplets in j iscrhythmi o 
;:!. .figure 

VIII a 148-149 c codetta 

IX l5Q-l671 c i n o c·r VI 

I X a 167-169 0 cadence-figure 

X 17o-183JI. 0 motives OT VII 

XI 1831 - 196 0 descending ft OT VIII 
scales ( ) 
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2 . Capriccio sopra loz sol, fa, tliz ro, ut 

!'his COID1~0Si tion i s b~ood U!.On th, .. dcscer din€ hexa.cho:r(l . i'Jlough .foro and 

style are similar to the :pr • ..:cedi~· composi·tiorl, .r'rescobaldi nevorthelean succeeds 

in t.1akinc; this mor.:> than a mere ~ende.nt . l'he oalient now foa.turo is that n number 

of the countor ~hame3 are roluted due to the common use of altern~ting notes by 

uhich the otoptrl.so dorn1wo.rd rnoveocnt is decorated (ex. 15). 

Elc. 15 Freocob~~di, Oapri ooi o oopra ln.t sol, fa, n i, re, ut 

(a) Soction •~ - Countcrtheruo 

~ F ·. · i . t i I -J. . i .' J I cJ. 
(b) Section VIII - Oountertheme 

~ 
•T. ~- • • l ---L ' . I ~ ' I . ~ . ~ . . l ! } 

- .. I .. : • : ·~ • o - · ,'. • -:" 

( c) ;,ection I A - Countcrtheme 

X r r~ · t 1 .F-.f.i ,·/4 i-
~ - -~· . ! - J' ~ 

Triple-time sections ocour rr.o:re fl.'Oqu ent ly t h?..n in No. 1 . Greater contra­

puntal denoity rulJ the omission o£ toccata- interludes aloe make this piece 

shorter and t1oro concentrated. 

r~r diagram, seo .P• 57 

3. Capriccio aopra il Jucho 

1'ho os tina.to :figure D-:B, Phich ro:preoonts the ouokoo , appears in tho 

SUJ)or ius throughout. Inevitably, it underaoes onl y r hythmic variation. Its 

i 1001obili t y curbs the f'ree flow of the hnrmony to sooe extent. 'Mlo :fact t hat 

moot count<>r·themes r e.fl ect lih$ cuo.koo call makes also f or a certain molodic 

uniformity. 

4. Capriccio sopra la, sol, fa , re, n i 

'I'hi c is a. fa.ntn~da i n e i ght sec tions on a. sol!2ication thomo ·;;hich under­

goes va.rious rhythmic transformations but remains unclk-mged melodically. As 

(cont inued on P• 58) 
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section Bars •ri me Oharaot ristio Hexnohord Count orm torial 
·treatment 

I 1-23 ... 
v FUgcl exposition CT I 

II 24-32 '+- 3 strotto treat ment 

III 325-48 " '.J first si gns of some entries in C1' II 
e.lteration in syncopation 
oountorthome 

IV 49-62 b 
"4- in 0 · aooompnnying 

figure a 

v 623-77 c inversions ~ 1!1 

VI 78-102 {;1, ~ :)., ohroma.tio ex. 15(a) 
version 

VII 102 3-114 0 motoria chromatic 0'1! IV, chi efly 
quever- version in quavero 
movement 

Vlii 115-131:1. 3 motoria one inversion ex. 15(b) -r.. quaver-movement 
oontinuod 

IX 1313 - 164 ~ inoroesed chroma. tic ex. lS(c) v 

rbythoic 
() ) animation 

16.5-179 0 ohromati.oism some entries OTV 
inverted 



customary, cnoh section has its own oounte:rmatorial. In the .following 

diagram, only roal themes are ~arked by capitals. 

Soot ion I bb. l-44 A in vo.rioua rhythmic 8'\11 see 

II 45-56 A in triple tiJOOJ 3-bar oa.d.enot) 

III 57- 67 A (mainly d) + B (ohromatio animate) 
IV 68-88 ~-time. A ( o- ) + 0 (isorbythmio) 

rvn 88-99 A(o-)+D 

v lOQ-116 A in various reythmio suisea 

VI 117-129 A ( )5J?.l) toooatn 

VII l)o-141 A (predominantly d .' oL'.' ) 

VIII 142-161 A ( o ) , E, F 

5· Ca.;Eriooio sol2ra la .Basso. FiamenBa 

•rhis is probably the 011ly Fresoobe.ldi work that is based on a full 

sontenoe (with fore- and aftcrphrase) whioh retains its oomt>lGto form in 

most entries and variants . Though originally probably a stoOk bass (aeo 

p . l3f) , Frosoobaldi here usoe it as n theme in all voioos. 

6. Capriooio sopra La spagrolotta 

There is surely no othar thome in .Fresoobaldi •s works \"'hiob is so 

extensively dovoloped during tho oou~ae of a piece as this colody. A 

diagram (see P• 59) will make both th trancformation of themes and the 

la3out oloor. 

7. Capriooio Cromatioo oon ligature al oontrario 

Unlike the other ligature and related works, this pieoo hae clear­

cut themos, a modicum of theme.tio developnont, and unmistakable torna.ry 

tom V1i th ooda. 

58. 



I l-16 

II 17-30 

III 31- 42 

IV 43-51 

ya 6o-62 

VI 63-74 

VII 75 .. 84 

VIII 85- 911 

IX 91-107 

X l o8-l20 

tugal eXposition 

di mi nutiont ani mate 

triple time 

~-time 4 

t riplet fi~~ration 

coda 

similar to pr eceding 

triple time 

ditto 

XI 121-138~ triple time 

XII 138/;--153 

,.-- X - I 

A II~ b cJ. ) ol .' . ! I ol .I .' F 
x used as counterfigure 

A
1 ~ ~ .1 . • ~ -' .i"] ·' JJ d I 

CT I ~~ U . .t l d i ·' f ) I ) 
I '( I 

onl y y 'from C'l' I used 

A!l' i~ ~ c3 al . .l o1 I J . .I o1
1 J . . I I I 

CT I (y) variant a ~} .I .1 .' . I .I I .J. 

:B ( = x up and down )t ~ J, J .1 _! .! .I I ~ .I 
.P .-J ........ 3 

.B 1 (= :B in triplet a)t ~~ >t JJ .f'"J} I J. 

B~ (= D in dotted minims) 
~" r· r· 1 r· j, r 1 r· r· 1 r f · 1 

CI' II ~ p Li..f ~ L..L..G· I .D}J iJ..i.J' I j, i [j f I 
A 3 ·&h . J .J I .t -' J .. r"J_ I ~ 
A 3 

; A inversion in a_uaver s. ~ ~ n J /] J I 

A 4 ~ ~ <:: 3 
0 

J I ~J ) 0 1 I cJ · .I J I 0 · I 

A5 ~~G3 r · ~i l ~f il f .u_.J -' I J-1 

A' ~ ~ cJ .I I .I ~ ·' .I I ..! .J .J I 
:X 

A
7 ~ ~ cJ. ·' I .I ~ -r:t..! .n. l .1. 

or III ~ ~ U.i # _r.:J I J 

A 8 ~~ l£3 0 F I Cl I I 0 

X 

Ag ("" A3 ve.riant) 

:x: inver ted 



seotion I 

II 
In 
IV 

bb,. 

'bb. 
b'b. 
bb. 

1•28 A e.nd its oomi-invorsion A 1 t OT I ento~s e.t 
b. 17 (base) 
29- 45 .:s, C (A, B and C aro rwo.tol;t %'elo.tod) 
46-56 D + .. 4'1 

56-61 ooda.. No themost the OO()tion is ecr14plately 
chromatic, a laot extramo QpDlioation of a prin. 
oiple whioh ~~s been in use throughout tho pieoet 
liko tho 4-theme oombinationo uhieh often oome at 
the end o£ e. polyphonic p:iO:Oo on 4 ooggetti .. 

This is vagu0r, more in tho Qurez~e atyle then ·the foregoing, but 

divided in·to tvro see·tions with different material by a. cadaneo at b . 22, 

theme A, houever, beins common to both oootions. 

9. Oai!:ricpio so,pra. un so~~tto 

The t11ome is progroosivoly cb~ed by met~"lor,phosis, until lo.tar ( o.a . 
at the sixth derivation) one oan no lonaer speak ot a mctamorphoeis Q£ a 
thomc, but of a derivation of o. deriv-o.·tion 1 • Uo strong counter therae emerges. 

(the progressi ve metamorphosi s o£ the themo is best ohovm by ~a.na o:f a 

struoturo diagram• 

SeGtion Ea.l:'s 

II 2l -37 i,. 

(a) bb. 1-9 exposition 
(b) bb. lG-20 counter­

no·tiva appears 

triplG timet closo 
imitationJ ends with 
prolonged oadenoe 
(bb. 36-37) 

semiqu.e.vor rt.ms 

Uetamorphoais of theme 

A ~c f i' ~ i cr .r:rn I (' ·-
• · X ~ 

Oou.ntermotiw. ~ .1. JTJ. J 
(derived f':rom x) 

A/k J · ~ - ·1 .1 if I rrn J - . 
t;t> ~ •• '• ·::::.+·' 

1 It is the pr.ooaas of cont inuous developmont or "For·tspinnen"' v1hioh marks, 
£or example, the late Schubert piano s0natao. 
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IV 

v 

VI 

VII 

78-87 

88-100 

101-114 

ooda; semiquaver runs 

triple time 

suspensions 

ohromatioism 

A in augmentation 

various 3-time variants 

A 4 ~ .I I -f"[.D .I _j I -' 
A in augmentation 

A 5 ~ lJ .t:fT.' .I 

10. Ca.Rriooio di obligo di oan.tare la quinta l?t?.rta. senza toeoarla sempre 
_ii obligo sel SO!f:letto Si p1a.oat.,:.. 

Thi s is one of tho few "five-voioe" piooes F'.resooba1di wrote for 

keyboard. The missing theme provides the natural uni£ying link, though 

it lies rather outside the main texture. There i s a. number of sections, 

eaoh with its ~wn theme. 'rho themes are commonly derived, sometimes ten­
uously, f rom the mother theme, particularly from its initial leap of a 

third.. 

11. Ca.:ericcio sopra. 1 1 .Aria di Rug;3iero. 

The various phrases of the aria are treated as separate themes. 

Fresoobaldi thus gleans four subjects from one long melo~ (ex. 16) 

sx. 16 'rhe Ruggiero Aria 
-, : 

0 I f r J d I o · i I I f' o I o · J I J d 0 I o · l__l d 1 o I o II 
A - l 8 c.. D 

The f'irat three sections of the :pieoe (bb. 1-17; 18-35J 36-484- ) 

may be taken as a unit containing the complete exposition of the four 

phrases, which go in :pairs: 

Section I A + D 
II C + D 
II! 01 + D1 

61. 



The tonal outline of thio melody is often changed, since the single 

phrases appear on different degrees in t he course of their development. 

~ection IV uses all four phr&ses. In the final six sootione, Fresoo­

baldi f r eely Gixes phrases, variants and oountormaterial, as illustrated 

i n the fol1ovnng diagrema 

Section Da.rs 

I 1-17 

II 18-35 

III 

IV 

v 

VI 

VII 

VIII 

IX 

X 

65-77 

78-86 
87-111 

112-132~ 

1323 -150 

1503 -164 

Use of Ruggiero 

A, :B 

C, D 

0 1
, D (in 3-time) 

A, :a, c, D 

:81 

:B, c, D 

A, .B, c, D 

A 

c, D 

c, D 

Other material 

OP I ~ .I ·' .i) .I .I ol 

OP II ~ 1 ~r? ~ -' 1 .' r 1 
X 

only x used, frequently in inversion 

C.E' III ~ j J'} -1 .r: I cJ 

CP IV 
2 .' _I I . ~ I -. w . ~+ 

or~ v ~ = .3 o
1
· · ' i -' 1 ,O· t i i i I 

OPVI 2 1.· '· ·· · I~ IP L!...J !'L! I ,· -

ohromatio scales 

OF VII , , ~- I J 

OP VIII ~ 1 r:: .' :=; I ) 

aemiquaver scales 

12. Capriccio sopra l ' Aria Or ohe noi rimena, in partite 

The words "in partite" in t he title refer to the division into clearly­

outlined numbered sections with doubl e bars. In moder n te~inology, the piece 

might bo celled a f r ee fantasia on a t heme, tho relationshi p bet¥roen the parte 

and t ho theme being sor.1ewhat distant . '!'his i s probabl y tho .reason why Fresoo­

baldi oallod the work a capriooio r ather t han a set of variations. 
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The Capriccio sopr a. La Battaglia (·rooJ3 I) i s a l ate result or the vogue 

for battle-pieces which had l asted a oentury after .Tannequin•s "Ln Ouerre" 

(uta. Dataille de Ma.rignan") was publi shed in the 1530's. It oonei sto of a. 

number of very short sections (one to seven bare), eaoh repeated, imi t a.ting 

fanfo.rec, d.rur.a rhythms,. and tho bustle of battle •. As v:i th other suoh pieoes, 

t here i s no real theme or thematic development. It is obviously a harpsichord. 

piece. 

The Capriccio pastorale (TooB I) is an early example of a Christ mas 

pastorole 1 • Its long-sus tained notes and its pr escribed use of pedals make 
it a true organ piece. It shares pedal points and d .I d J -reythm with other 

pi~oes of this kind. 

In their contrapuntal density, tho oapricoi hitherto di saussed approach 

the fantasia and the riceroari. In its more facil e pol yphony, the Capriccio 

sopra La Girolmeta (FM) is nearer t he oanzoni. The t ollovdng di~am shows 
its thematic development (see next page). 

1 A type o£ oomposition that was brought to a climax by Oorelli, Handel and Baoh . 



I 1-33 

II 34-46 

III So-71 

IV 

v 86-101 

FUgal exposition of A: 
during which Ab enters. 
Development of both themes. 

A 4 in -i-vorsion, against 
augmented A b as oo.ntus 
:firmus 

toccata-interlude 

ohromatioism in 
oounterthemeJ 
anima to 

A a. mainly 1n 
orotoheto, Ah mainly 
in quavers 

A~ and fo! in triple time 

A~ . p f1 ) ()63,1 J I iT)l I f I J 
~ • r • · • • • ' , 0 d 

and. othor rhythmic veri ants 
51 

~h 9 · ·' }-;.! .· ,-. .-/:! ''1 iii;-~ ~ " w - -..61 . -......L! 

01' -~ .' _I # -LL_I-.' #oi l J ~-!fJ..-~ 
- .. , ... .. 

g~ 

A ct. '$3-.i ~ _! I J ~I •
1 r~; 0! I i 1 

Ab ~a -' .r 1 cJ ~i l r·9~ i 1 o1 -' rt 1 ( :-1 ( :rcr lc:Jl 



e) Fiori musioali and Vorsetti 

The Fiori musioali, the last o£ Fresoobaldi ' a keyboard oolleotions to 

be publiehod during his lifetime, oonsiet of three organ- Masses 

della Domoniea ( In Domini cis infra annum - [Orbie factor] ) 
delli Apostoli (In Featis duplioibus I- [Cunotipotene Gonitor Deus] ) 
della Uadon~a (In Festia B.u.v. - [Cum jubilo] )• 

While the fozms thus far discussed are Renaissance oreaticns, the orieins 

of tho organ-uaes so. back to the Middle Agos. In the Fourteenth Centur.y or 

earlier, it became customar,y to substitute certain sections of the nass, 
hitherto sung, by organ-settings thereon. Some of the earliest exampl es of 

such organ-Haas eeotiona are contained in the Codex Faenza ( o. 1410) . 

The coneeiaus artistr.y involved in writing complete orga~aaaes is n 

Ronaissnnoe phenomenon1
• Tho earlieot examples, apparently, aro those printed 

by Attv.ingnant in 15311 followed by those of Girolamo Oavazzoni (1543). 

b""reaoobald.i • a organ-Masses have only tht> name in common with these workst 

the KYrie- and Christe- settings being the only pieces that are based on Grego• 

:r.-ian Chant. For the remainder, F.resoobaldi provides a kind of compendium for 

organists in tho ~orm of preludes, interludos and postludes to be pl~ed dltring 

the Uase. The latter have already been disouosed under the headings tGooata, 

riooroar, canzona and capriccio. 

1As Tiukofzer correctly pointe out in his study on Caput {reprinted as tho leet 
chapter of his Studies in Medieval and Renaiss ance sic, Dent, London, 1950), 
complete unified aettingo of the Ordinary of the nasa are a rosult of Renaissance 
~orldlineas", in that aesthetio considerations have triumphed over litursioel. 
Thic ia equally true of the organ-Mass. 



'.rhere are 26 Kyrie- and Chriote-settings, os f oll owst 

Ma.ae I• 

tte.ss Ils 

Ilaas IIII 

Kyrie I , II (1-2) 
Christa I, II, III; IV (3-6) 
Kyrie I 1 II, III, IV, V, VI (7-12) 
KYrie I, II, III (13-15) 
Christa I, II (16•17) 
~ie I, II, III (18-20) 
xyrie I, II (21-22) 
Christa I, II (23-24) 
Kyrio I , II (2.5-26)"1

• 

In the main, Fresooba.ldi follows the given Chant f'airly closely. Some 

differences from the flVatioana", such os additional notes, mQY be due to t he 

faot that he probably used the Hodicaea idition£. Others , o. g . additional 

aooidentals, omission of phrases and rhythmic ohangos, reflect Frocoobaldi's 

development-toohnique. 

The Plainsong :melodies are usually placed a.s oa.ntus .t'irmi in long notes 

in one voice, around l?b1ob t he others have inoipit vc.ria.tions and imitationa 

partly based on the same melodic model s . In a number of vorsettit the oantuo 

migratoe from voioe to voioe~. A remarkable feature is the prosanoe of anum­

ber of long pedal points~. In s ome of the pieces, Fresoobal di even varies ma­

terial borrowed from the Chant of a di fferent Kyrie or Christa (of tbe same 

tlaas) f and· usos it together with the "correct" model 5 • In their combination 

of cantua f irmua and t hematic derivation technique, t he versetti are a mioro­

ooam of the larger world of some of the o.f. fantasia and rioereari . 

66 . 

1In discussing the vorsetti, the numbers in brackets lvill be used to denote them. 
~Published in 1614, twenty-one years before the publication of the Fiori. 
3o.g . No. 13 
*e .g. Noa. 3, 6, 7 
fie.g . _To. 3, which usoa the theme of t he pr ecedi ng Jcyrie i n b . 9 ( superius) 



Versetti ware also uritten Qn Chants to some texts used in liturgical 

fUnctions other than the l!aas. This practice, like that of wri tine organ-

Mass sec-tions, originated in thG ln.te l:iddle Ageo. The moot f'requently-usecl 

:oelodieo nel:'G thooo of tho Psalm-tonot~, often connected 'i'1i th tho ·text ot the 

JJagniZieat 1 • 'I'h.is tealmique finds oarly perfection in the "vo:rsilloan of 

Cabeson A• Each oot oonaiots of shon sections, nop~ated by double bare.. In 

ovo7zy section, one voice ha.s one co.mpleto state-...Ant of tho c.f. in long noteSJ 

it io n.llotted to a different voice :lt each repetition. The retiila.i.ning threo 

voioos presont a fUgal $XJ.}osi tion of' a th~e unrelated to the oantus. Other 

composor s of soma importance in this £ield are the two Neapolitans Antonio 

Valente ( Vorsi Gpiri tusli, 1580 )_ and Giovanni !rabaci ( Cento veroi s"Opra. 1 

otto final! eoolesiastiei, 1615) • 

.FZ'cscobaldi. •a 4 Hinni and 3 llagnificats ( TooB II) differ from the ver­

eilloa of Oabeso.n in thoir nuch freer tren:taont of the ormtus fi.rE:lUs. ThG 

latter is often r~hmically changed and nelodi<mlly enriched, and full 

statements in long notes are rare 3 • l.iUrthermore, the polyphonic VJri tine is 

very loose, and the countermaterial is not devised as a strong oontrast to 

the cantua fii."''..IUs. 

1 e.g. in Girolaoo aavazzoni •s Intavalatura. .cioS R.eeoroari, Canzoni, Hinni, 
~fioati (1542) 

stpubliahed poathuootlsly in Obra.o de l'il\1s1ca para. teola., nrpe y vib:ueln, I.lndrid, 1578 
3o.g. UQgnificnt aesti toni, quarto verso. 
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CHA.PTER III 

The Transition from Renaissance to Baroque 

a) Harmonic aspeotst From modality to tonality 

A alose study of the harmonic aspects of Frescobt:Udi • s keyboard works 

reveals the co-existence of traditional and progressive elements, an ambivalence 

already noted in our discassion of his form and style. Tradition lives in the 

use of the eoclesiastioal modes, and is responsible for the se~egation of 

modernistic elements into separate sections. The progressive trend is seen in 

the s trong tonal influence. The various disparate elements are used side by 

aide, but Fresoobaldi neither achieved, nor even attempted, a fUsion. 

Although he omits reference to modes in the titles of his keyboard pieoes19 

all adhere to modal tra.di tion at least in key signature and final chord. In two 

sets of pieces, the fantasie and rioeroari, this traditional attitude is stressed 

by a oonsoious arrangement according to modes£. The fact that there are two 

pieces to each mode is a remnant o:t plagal-authentio duality,. which by this time 

had become a mere convention. 

Reese quotes Johannes Tinctoris 3 as already (1476) stating that only a 

single voice can have mode. In po~hony, "the tenor provides the modal function 

for the whole, but each part is, by itself, authentic or plagal."il- This state­

ment confirms the aural evidence gained \'Jhile, listening to Renaissance musio, 

that any distinction between authentic and plagal is an artificial one in 

polyphony. 

1with the exception of the Ganzon quarti toni (F.M) 
~TWo pieces in each mode from Dorian to Aeolian in the ricercari of CapB I; the 

:fantasia have, in addition, two pieces in the Ionian mode. Such compendia vere 
oonn:non at the time, and the principle still pertains in :Bach's Wohltemperlertes 
Kla.vier. That Froscoba.ldi did not adopt Zarlino•s new numbering of the modes 
(Ionian I to Aeolian XI and XII) is a further symptom of his distance :frOCl the 
Venetian orbit, ond his adherence to the aoneerva.tive climate of his adopted 
mother-ci ·ty Rome. This tra.di tionalism WO.G still strong a generation after 
Palestrina's death in spite of deviationist practices like the continuo which 
Anerio added to the Yissa Papae !!a.rcelli 

31n his "Liber de natura et proprieta.te tonorumn. Reese, op. cit., p.l41 
~Reese, op. cit., p.l41 



However incomprehensible to us, the differentiation Vlas nevertheless long 

maintained, and even :found its W'83 into keyboard music. The modes of all of Andrea 

Ge.brieli's ricercari, for example, are stated in the title, where the distinction 

between authentic and plaga.l is made by the number of the tone. A clooe examination 

of his ricerca.ri seems to offer only one plausible criterion for his choice of the 

l atter, viz. that he still adheres to Tinetoris' classification according to the 

tenor. 

In addition to the abov~entioned remnants of modality, there are three 

special features of Frescobaldi •a harmonic idiom which are to be found in various 

places in the keyboard wo~s~ modal cadences, modulation sections and chromaticism. 

Though the majority of Fresoobaldi's cadences tends towards tonality, the 

following examples of true modal cadences m~ be cited: 

1. Dorian: Toccata I.l, bb.30-31 
2. Pb:rygian; Ricercar III, bb. 9 and 85 
3. lqdian: .Riceroar V, bb.36-38 
4. l!ixolydiaru Fantasia VII - final oe.dence. 

Modal cadences are not necessarily confined to works written in their partiaular 

mode 1. Combinations of modality and tonality in cadences are frequent £. As Sixteenth 

and Seventeenth Century harmony was much more advanced at the cadences than else­

where, the presence of modal influence in them shows the still strong persistence 

of tradition. 

F.rescobald.i ' s r.10dulation technique is, in the main, based upon the pra.otioe 

ou:rrent a.t his time, the exclusive use o:f a. few degrees closely related to the 

"tonic". In a 'fevr sections, however, he radically departs from convention and allows 

far-roaching modulation to become the dominating feature and an end in itself. Such 

seotions oecur in Fantasia VII (bb. 34-54) and Fantasia IX (bb. 35-64). In the 

latter, sudden alterations (Ft in b.361, C~ in b.647), which herald a complete change 

of harmonic atmosphere, sharply separate them from the other sections. In the former, 

the separation is less marked, but the modul ations more far-reaching. The harmonic 

1e.g . the Phrygian cadence in the Dorian Toccata I.3, bb. 18-19 
~e .g. bb. 28-29 of the Canzon dope l a Piatola (FM, p.13) - Dorian versus D minor 

(B ~ against BP) 
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procedure of these fantasia to a certain extent antioi~ates the classical sonata­

form movement, in which modulation, after moderate use in the exposition, suddenly 

runs riot in the development seotion. 

From the continuous introduction of additional sharps in the modulation sec­

tion of Fantasia VII: 

F sharp b.26 
C sharp b.29 
G sharp b.35 
D sharp b.40 

we see the rudiments of a principle that was to become one of the chief devices 

of keyboard music, modulation through (part of) a oyole of' fi:f"ths 1• Fresoobaldi 

wns one of the first to use this phenomenon, formerly regarded either from a 

scientific or a philosophic~stic point of view, as a principle of keyboard 

composition. The Reoeroar oon obligo del Basso (m, llass II, p.44) contains his 

nearest approach to the complete cycle. It proceeds from 0 through G, D and A as 

far as E, then - somewhat suddenly - back to D, G and c, onwards to F, BP, E~, F, 

and finally batik to C. The pedal points of the two pedal Toooate (II.5 and 11.6) 

move in an incomplete cycle of fifths (II.5 down, II.6 up), \v.ith an adjustment 

o:l.' a third in the middle~: 

Toccata II.5 
G bb.l-8 
c bb.9-21 
F bb.22-35 
A bb.36-56 
D bb.57-71 
G b.71 

Toooata II.6 
F bb.l-10 
c bb .. ll-21 
G bb.22-34 
D bb.35-56 
A bb.57-75 
c bb.76-93 
F b.93 

The eycle of :fifths also underlies the harmony of the Capriccio sopra La. Battaglia 

(ToeD I) . 
1e.g. in the sequential modulation of the episodes of the fugue and of the 

classical development section 
~The pairing of pieces based upon similar or opposite principles of composition is 

a favourite practice of Frescobaldi's (of. the Hexaohord Oapriooi) and fUrther 
shows the consciousness of his creative processes. 
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Like modulation, extensive chromaticism is usually confined to specific 

seotions 1, but occurs also throughout in some atravaganza pieoos 3
• This conscious 

separation of diatonic and chromatic harmony seems to indicate that Frencobaldi 

still regards the latter as something nevr and unusual. Though he came to use it 

with remarkable finesse, he was not aware of its final destination. The chromati~ 

experiments of the early Baroque laCk direction; their historical value only 

becomes apparent much later, when chromaticism leaves the experimental stage and 

1 becomes integrated into the current musical idiom. F.reseobaldi never reached this 

latter s t age; his oh:romatioism remained segregated .. No other composer drew so 

strict a dividing line between chromatic and non-chromatic sections in the same 

works. 

Raving discussed the main general :features of Freseoba.ldi 's harmony, \ve will now 

direct our attention to an investigation of his treatment of ea.oh individual mQd~. 

The following table shows the relative frequenc.y with which he uses eaoht 

])orian 
69 

Phrygian 
13 

Lydian 
9 

lfixolyd.ian 
20 

Aeolian 
26 

Ionian 
26 

We note that the two most typioal and arohaio modes are loss represented than the 

mo-re adaptable and the two new modes. These sta·tistics alone indicate the degree o£ 

dissolution of the modal systom in Frescobaldi's time. 

The tra.nsi tion from the Dorian mode to minor is marked by two ohangos in the 

constituents of the scaleJ 

{a) the flattening of the sixth degree, which originally eame into being to 
a. void the tri tone with the third degree, and became an established p:rao·tioe 
once a rule for its application ("una nota sopra le. semper est oanendum fa» 
:: a :B between two A •s must be flattened) had been fomula·tedJ 

(b) the sharpened leading note,. already found in the Landini Sixth of the 
Fourteenth Century. 

Although these modifications of ancient Dorian probably date baCk ~o the late 

}fiddle ~s, when they were undertaken for melodic reasons, the real transition to 

tonality only began in the Sixteenth Oentur.y, and was not completed before about 

1680. The long duration of this development is caused by the fact that the difference 

1e.g. the final section (bb. 76=92) of Fantasia II 
~e.g. the Reoercar eromatico post il Credo (FM, P• 34) 
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be~eon modality and tonality is not merely one of scale-ingredients, but 

predoMjnantly a fundamental change from melodic to harmonic thinking; this 

eventually loads to the orea tio:::1 of a pa.:i:>tiaularly intimate :relationship beween 

the tonic and the dominant, and, to a lesser degree, the subdominant. To these 

basic differences must be added a number of considerations that can only be classed 

as imponderables; we will, therefore, not hesitate, in the f ,ollmnng investigations, 

to use the "i mpression" made by a piece as evidence for modal or tonal thinking. 

The harmonic idiom of Frescobaldi's tocoate, over one third of' which (12) are 

in the J)oria.n mode, partakes of and contributes to the restless spirit that we have 

observed in his thematic and £ormal ap~roaen. The speed With which he modulates from 

key to keyi the :f'reedom with whioh h.e roams through the tonal system and his general 

reluotance to remain in one key :for any lent,'l"i;h of time suggest a similar attitude 

to the ha:rmonic outline of these works. The origin of the free harmonic progressions 

of all of' }"';resoobaldi 's toccata lies in Neapolitan stravaganza harmony; the virtuoso 

toccata may therefore be described as stravaganza :pieces with passag€-work instead 

of chords. Af'ter the opening statement ·they tend to leave the tonic for other degrees, 

particularly the dominant or supertonio. These procedures may be demonstrated by the 

fo1lo\'1ing table of progressions from Toeoata. II.l (G Dorian), sections I to III: 

seetion I bb. 1-3 g ("tonic weavi.ng'*) 4 o,G 5 c 6 c 7 A,d 
8 A,D,g,F 9 g,A 10 d1 A 11 d,A 12 d,A 13 fl.,D 

II 14 G 15 c 16 G 17 c 18 :a f'lat,F,O,g 19 d,A 
20 D,g 21 o,D 

III 22 g,d 23 F 24 F,a 25 :B flat,d 26 O,G 27 c 
28 F,o 29F 

we observe that Frescoba ldi writes triads on all degrees of the Dorian scale except 

the sixth. Some ·tooca.te (I.l, 1.2, I.3, 1.4, the beginnirtg of II.2) show a distinct 

tendency to the dominant or supertonic and aooordingly some sections end on these 

degrees: 
' 

1m -~his chapter the \VOrd key will be used to denote either a tonal or a modal centre. 



Toccata I.l section A ends on V (b .. 75
) I.2 A ends on I ~b.25) 

:B II (93
) B II 31 ) 

c v (llj ) 0 v (57 ) 
D I (1513) D v (9 1 ) 
E I (195

) E v (11 ' ) 
F v (251

) F II (13 1 ) 
G IV (315

) G I (195
) 

Tocca·ta I.3 A v (27 ) H II (22 '~ ~ 
:B II (41 ) I II (27 3 

c II (6 7
) J v (29 1 ) 

D II (8<t) K 

v t 'l E 
v t 'l L I 36 5 

11' I 135 1.! I 381 

G v 18 1 ) N v (39 7 ) 
H v (235 ~ 1.4 A II (4 1 ) 
I I (261 E I (75 ) 

J II (285 ) c I (145
) 

K I (305 ) D v {16 7) 
'fooca ta II. 2 A II ~41 ) E v (19 1 ) 

13 II 153
) F v (21 1 ), 

a v (20 1 ) G II (26 1 ; 

R v (285 ) 

I v (33 1 ) 

Someti mes the position of the dominant is even s o strong that it might be 

~lassified as a second tonio. This escape to the dominant during the entire 

course of a piece but for beginning and end had already been noted by Gruber1 

in earlier Dorian pieces. 

The .lour Dorian toccata in the liN (:pp. 4, 24, 34, 48) display, in e. oo:r·e 

oonoontra·hed f'orm, the above harmonic procoduret tonic and :related ke-.rs at 

important cadences, tree perogrinations through the tonal ~-stem c1cawhero. 

Complete tonal freedom prevails, h o·wever, in -the Elev-ation Toooato. II ... 3; hero 

the tonic is a :passing key li...lt:e -the othe:rs .. .:t. 

Although the t oocate with their rich modulations seem to deviate from 
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tradi tim1al modal practice, they cannot be regarded as tonal in the r.-1odern eenae. 

They contn.in countlec3 modal raminiscencea :freely ir!t ermingling and a l t er na:t ing 

with tonal and oh.roma.ti~ ;.regressions .• Hot even the intersectional octdenees on tc:r.io 

=! Georg Gruber, J>e.a deutsohe Liecl in der Innsbrucker Hof'ka elle d.es Erzherzo 
Ferdinand 1 .- r-11) 1, Doctor's Thesis, University of Vienna., 192 .. 

~except the perfect cadence at bb. 453-461 



or dominant a.re sufficient t o eradica te the predominant effeo~t of directionless 

harmony. 

The s eventh section of Toccata I.3 (bb. 137-181
) well illustrates the close 

juxtaposition of these diverse oomponent.s (ex. 17). 

Ex. :7 A~~~~?~baldi_, :~ata I.3 .r.J-. c. --, 

--r +~+ 1 ~ r-~ ! ~r 1. J b ... '14....=-.'1:'1=1 ,......._ rn , 
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{ 
~p J .p• ~- Jii J ~ .b1' *JJt• L.kL I J....1j i,-...UJ .. 1.---.ffj i ~ 
. .-:j-rl ' .. . • -t. • • L 8 -.'::;4 -a ::...=. -;; - .:.t: ~ • +-~ :- · .. ~ )' Lp ~ Lkl ~- Ur. p liti f I b I C7 I I i - -
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.J p I ' ___. I J.r I r I 1 .bJ U:! .r:r. ! l tf.! F 
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t.rhe secti on marked A is tonal. The use of four flats (.A - 1, ii, iii, iv) confirms 

G minor, t hat of E9 D minor on the third crotchet of the bar. The close vicinity of 

E fla t (iv) and F sharp is :probably the nea.res·li Frescobaldi came to the harmonic 

minor scale• a conception as yet unknown to him. '.rhe following bar (b.l5) is modal. 

Twice the Dorian sixth is immedia tely followed by the ~xolydian seventh (b,b). 
In the next two crotchets there are two further Do:r-1.a.n sixths ( c,c) even though this 

results in melodic t ritones wi th the next note. 'rhese f aotors create a strong G 

Dorian feeling; in the l ast two crotchets we move to C Dori an, as neither the 

mibmediant i s f l attened nor the lending note raised. J3ars 16 and 17 move i n a 

D-g ambit (with a characteristic s hort excurs ion to A at bb. 16' -171). Fresoobaldi ' s 

oscillation between modal and tonal could n~t be bett er demons·~rated than by the 

E f l at of b.l7 5 ; the bass now has the tonal version of a fragment which the superius 

had presented in modal form ~vo bars previously {X,x). Velodic considerations being 

the eame, the change has obvious ly been undertaken for harmonic reasons. 

T~e ricercari and fantasia are harmonically, as i n other res~eots, t he rnost 

t.raditional of ·the k ey board works. The length of the themes (minim as time unit) 

and the strict adherence to four-part writing oreate a quiet atmosphere strongl y 

oppos ed to tha t of the ·tocca ta, there is honce no pl ace for the harmonic ex·tra­

vagances of the latter. Neither the juxtapositi on of modal and tonal elements, nor 
r . 

the use of chromaticism in special se ctions l e ssens the general tranquillity . The 
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pieces are firmly rooted in their tonic, and leave it only for brief moments. 

The influence o:f the theme on the harmony is especially evident in the two Dorian 

Fantasia (I & II), sopra un soggetto. The theme of Fantasia I stresses Dorian both 

in its original position and in its dominant answer (ex. 18). 

Ex. 18 Fresoobe.ldi, Fantasia I 
1 P c o ,J .! I ol J t .1 J J I -' ; ~ J o' .! .: ·I J -
~ .It •x)( 

1 ' o 1 r· 1• 1 r 1 .1 J i r r t- f · _· __ ~ X ~ ~ 
All intersectional oa.dences in this work are on the tonic (bb. 26 5 , 38 3 , 581 ), and 

the chromatic final sections do not modulate further than to tho dominant or 

subdominant. The piece ends with a protracted plagal cadence. The theme of Fantasia 

II contains one flattened sixth degree due to the application of the fa-sopra-la 

rule. This, however, neither brings about modulations to other keys, nor does it 

substantially lessen the predominantly modal impression. 

The canzoni show a stronger dominant-tonic polarit.y due to their monothematio 

treatment and dominant answers. The difference between them and the monothomatic 

fantasia - where the polarity between voice-entries is felt as authentio-plagal 

rather than tonic-dominant - is evident from a comparison bet\'7een ex. 18 and ex. 19, 

which shows the first two entries of the theme of Oanzon III (1645). 

El:. 19 Freacobaldi, Oanzon III (1645) 

j ~ C ~I o~ • • , ~ - I - J - ? .1 cJ· :'), .I J .! .r:! lqJ -~0! . I I -. --
~ 1 J I i i C.i f P f f I i i i I j i i \ I f i # f -

The usG of both E and E flat in this thome seems to leave the question whether 

modality or tonality is to prevail undeoided 1 • The obvious majority of E ~ -
in tho entire piece we find 53 E ~ and only 18 E ~- is, however, misl eading, since 

m~ of the E9•s are not Dorian sixths but aeoond degrees of the dominant~ Further­

more, the use of chromaticism, though it does not necessarily herald tonality, at 

onoe dispels the modal atmos~here. 

1 It is a textbook truism that one can foresee the oharaoter of' a Bach fugue from its 
theme aloneJ in the same way, the harmonio implications of a Frescobaldi theme 
usually give a reliable indication of the harmony one can expect from the piece as 
a whole . This shows the still strong influenoa of melodic thinking upon harmony. 

~A statistical investigation such as the above is, thorefore, of limited value. It 
would be pa.rtioularly meaningless in the toccata, \7here an E ~ in a Dorian piece 
m3¥ belong to any of a number of different keys. 



In spite of the marked individual differences between the pieces collectively 

classed a.s "capricci", only one of the three Dorian 1~ieces 1 ti'..mong them is 

harmonically remarkable, the Oapriccio di obligo di eantare (OapB I). Though ending 

on D and therefore ostensibly in D Dorian, it is predominantly on A, a.s a. table of' 

cadences will show~: 

Intersectional oadencQs . 

II-V b.23 

II-V 37 
II-V 44 

(I-V) 52 

(IV-I) 77 
(IV-I) 89-90 
V-I 114 
V-I 125-6 
V-I 146 

Intermediate cadences 

b.l3 
14-15 
19 

II-V 
I-IV 
V-I 
IV-VII 

(I-IV)3 

V-I 
IV-VII 

rr-v 
II-V 
II-V 
II-V 

II-V 

26 
29 
33-34 
35 

61 
69-70 
82 
102-3 

130 

An inclina tion to~_rds D only begins with the sixth section (bb. 91££), but 

even ai"ter the final aadence t he listener is not aertain whether the p i ece has 

ended on its tonio or its dominant. '11hia shift is similar to that no·ted in some 

Dorian toccata, but is here partly C8llsed by melodic reasons: the first three notes 

of the nrnissingr1 theme, whioh is also the theme of the four-voiced l' ieoe proper, 

strongly suggest A; the "Abgesangn moving to D is pouerless to counteract the 

commanding ineipit impression. 

1 Oap.rioaio aopra l a Bass a Fiamenga.J Oapriooio sopra La Spagnoletta. and the above 
(Cap:B I) 

:t.Int errupted cadences aro omitted although they are especially frequent whenever a 
voice enters in a key other than that in which the other voices have ended, e.g. 
at bb. 16-17 of this Capriccio. 

3Brackets indicate suspension cadences. They often lead to a tonic beginning of the 
next section. This, however, does not hold true Tiith the two main suspension 
ce.denaes (bb. 52, 77). The f irst ends on .A, but does not lead back to the tonic, 
while the tonic ending of the second does not prevent the next section from again 
beginning on A. 



Frescobaldi's dance pieaes are the most tonal part of his works, thereby 

reflcctinti the general trend o:f Renaissance dance musioJ they are homophonic in 

conception, and the melodic influence is therefore weaker than in the polyphonic 

pieces. In addition, they evince an appreciable leaning towards '~''relative" k eys. 

'l'he .Dorian pieces are, however, l ees advanced than the de.nces in other modes . 

The transi·tion from Plu:yg'ian to major and minor dii'f'ers :from tha.t of the other 

modes. The seventh degree was not sharpened, as the resulting progression 
j to { o 
~ 8 #l 8 --

was unacceptable to Renaissance ears. An approach :from below was equally 

objectionable, sinoe it would have resulted in an augmented aeoonda 

~ §- #g (#) ; 

The Renaissance was h esitant to adopt the natural solution of rais ing both the 

sixth and seventh degrees, so that tho Phrygian remained the most persistent of 

the modes. Its other characteristic, the semitone between tonic and supertonio, 

was more easily lost, as another medieval melodic rule decreed the sharreni ng of 

an F between too G' s l 

Frescobaldi 's five Phrygian toccata reveal the state of dissolution which 

this mode had nevertheless reached. A table of cadences covering the first hal~ 

of Toccata 1.6: 
Intersectional cadences 

IV-I 
I-IV 
VII-I 
I-IV 
IV-I 

b.8 leading back to IV 
ll 
12-13 leading back to IV 
17 
20 leading back to IV 

Intermediate cadences 

I-rv· b"!:>. 4-5 

(VI-III) 18 

sh0\7S tha·t from b . 5 onwards the tonal centre moves to the f ourth degree. All 

cadences that end on I (bb. 8, 12-13, 20) immediately lead back to IV a t the 

beginning of the f ollowing section. Toccata I.5 has similar tendencies, though 

they are less pronounced£, and even tvlo stravaganza toccata from EM acknowledge 

some special relationship towards the fourth degree: 

1on an analogy with the fa-sopra.-la rule. 
Aof. the cadences on A at bb. 9, 19, 33J the E-A oscillation begins on the first 

bar. 



Toccata cromatioha (p.l8) 
first intersectional oadencea I-IV (bb. 6-7) 
section B {bb. 7-27) is chiefly on IV 
b.33: intersectional cadence VII-IV 
section D {b.33-end) is chiefly on IV 

Toccata per l'Elevatione (p.42) 
intersec·tional eadenoe I-IV {bb. 9-10) 
section C is on IV (bb. 10-14) 
also bb. 3, 6-7, 8, 19, 20, 21, 24, 25, 26, 27 
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Frescobaldi therefore used the plaga1 dominant as a key of oscape, which 

indicates that modal thinking was still predominant. An inclination for the 

f'ourth degroo in tho Phrygian is found in music long before Frascobaldi, e.go 

in Laoso•s "In me tra.nsie:runt" 1• 1'he assumption that the choioo of an escape 

key is soverned by modal considerations finds fUrther proof in the second half 

of Toccata I.6, which moves almost exclusively in the dominant of the authentic 

mode, the sixth degree: 

Intersectional cadences 
VI-III b.23, leading 
VI-III 24, 11 

VI-II I 27, n 

(IV- I) 30 

to VI 
" VI 
" VI 

III-VI 33, remaining on VI 
III-VI 37, " n VI 
VI-III 41, leading to VI 
VII-! 44-45 
VI-III 46-47, leading to VI 
IV-I 49 

Intermediate cadences 

IV-I bb. 25-26 
(VI-III) 29 

III-VI 40 

Those of' the above cadences that end on III invariably proceed to VI at the 

beginning o:f the next section. The third degree is used as the dominant of the sixth 

and serves to strengthen the lat ter's position. In addition, Toeca·ta I.6 presents 

the remarkable phenomenon of' a piece with two keys of escape, the plagal tmd the 

authen·t;ic dominant, whioh quite overshadow the tonic {see the anal ysis of the :first 

half on p . 77). 

The Phrygian f'antasie and riceroari are much more ooda.l . I n Rioercar III the 

strong modality of the main theme i s accentuated by i ts dominant answers on B. 

The possibility of a substitute tonic on A i s thereby removed, while the Phrygian 

1publ. in rusiea r cservata, Daranreitcr-Verlag, Kassel, 1952 



ohara.oter o:f' the theme is :preserveda 

Ex:. 20 Freaoobe.ldi1 Rioeroar III 
Tonic entry 

~ J_ .' o1 
o

1 I J J o I o 
)< ~ 

Dominen t answer 
2 

o · · • f f I f F 0 I o 
Ep I ~ x 

This "dominant answer" is only possible because the theme does not move beyond 

the fourth dogree; if it did, a tritone woul d occur. The piece, together with 

Rioeroar IV 1, illustrates that the pol arity between voice-entries i n FTesoobaldi's 

polyphonic pi eces is authentio-plagal rather than tonio-dowi nant i n an harmonic 

sense. 

The predomine.11t modality of the Phrygian fantasia and r-loeroari is shown by 

the relative incidence of the raised and unra i sed aupertonio: 

Pantasia III ( E) 

Fant asi a IV (A) 

F~ 79 
F# 18 

13 ~ 127 
:B ~ 19 

Rioeroa.r III ( E) 

Riceroar IV (A) 

F~ 85 
p # 9 

Bv 97 
:a li 17 

About half of the above .F sharps a:re due to the application of the malodia semi­

tonal altoration rule (cf- p. 77). The four plaaes in Fantasia III ~ and the four 

in Ricercar III ~ where an F bet\-veen two G' s is not ro.ised indicate, hewever, that 

semitonal alterati<>n nas not an overriding consideration and t b.at the majority of 

sharpened F ' s has an harmonic function. Thei r most frequent :purpose i s to modul ate 

back to the tonic, usua.lly from t he respective dominants of Phrygian and Bypo­

phxygian. The F sh~ then has the same function as the r a i sed leading note i n other 

keys, i.e. to bring abcut a. dooinant-tonio progression. F:resoobaldi has~ in ot.her 

words, discovered the "missi ng l aaa.ing noten of the Ph:rysian mode by raising the 

supert o:aic l eadi ng to the mediant i nstead of the seventh degree leading to the 

e i ghth. (Exa 21) 

1whioh i s h.a.rmonically similar. 
~bb. 48-5 1

, tenorJ b.s ~- 5, tenorJ b . 117 -121
, altusJ b.43 ~- 5, altus 

3bb. 325-331 , altus; bb. 73~-741 , altusJ b. 793
-

5
, superius; b.815 ·?, tenor 



Ex. 21 Fresoobaldi1 Riceroar III 

{ 

p o .w. - - I ----_:---:-:-­
~ 6 1f 0 8 -- - - -

I I 1 '= o - -----s . - . . I 

The theme of Fantasia III and its answer have a leaning to the Hypophrygian 

dominant (ex. 22t b). 

Ex. 22 Fresaobaldi, Fantasia III 
Tonia entry Answer 

~,..... ~ I j o1 ~ - ' : 0 o I f' F .1 .I .I i l_L ----· __ :-~~ 
~-&- ..- T ...- a. .__... b 

Tl1is tendency pr evails tll:roughout the work a.nd is pa.rticul a.rly notioable in 
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the final section (bb. 56- 85). Two of the three intersectional cadences (bb. 23-4, 
55-6) and one powerfUl intermediate cadence (bb. 69-70) are on A. The strongl y 

Phrygian ineipit (a) of both theme and answer, however, preserve the modal tonic 

and prevent a complete escape to IV. A table of cadences of Fantasia IV shows a 

similar trend towards the plagal dominant: 

VII-V bb. 16-17 
I~I leadi ng to IV b.27 

(IV-I b.33) 
I-IV bb. 43-44 
I-IV b.51 
(I~I b.65) leading to IV 

The se:me tendency can be observed in Fresoobaldi 1 a only Phrygian oanzona, the 

Oanzon qua.rti toni ( liM) • 

In the first two sets of coupled dances. 1 , which are on E,. Frescobaldi makes 

his closest approach to t onalit.y. The Balletto I exhibits the follQwing tonal traits: 

a) a profusion of B major triads which cause V to be t he unchallenged dominant; 
b) patches of E major (bb. 5-6) which are not Tierces de Pio&rdyJ 
o) an inclination tor the relative key, G major, with which the first section 

olosesf 
d) no Ph.cygian cadences on E; 
e ) no final Tierce de PicardyJ final cadence with raised supertonie; 
:f) only one F~ (.in a chromatic D minor passage) among 18 F~ •s. 

The companion pieoea, the Corrente del Balletto (an harmoni c paraphrase of the 

Balletto) and the Passaoagli, are no l ess tonal. The latter contains one F~ as 

against 32 Fl •s. 

1nalletto I - Corrente - Pasaao~li; Dalletto II- Corrente (TooB I) 
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The second set, whil e containing most of the above tonal e l ements, ~so has 

Phrygian cadences both on E (:Ba.lletto I, b .6 3 -s ) and B (bb. 1 5
_ -, , 38 -41 ). It would be 

diffioult to f ind a more striking exem~lification of Fresccbaldi ' s ambiguous harmonic 

position than this simultaneous use of the most oharacteristio of modal cadences 

and the most advanced tonality. 

In its archaic persi stence, tho Phrygian mode of£ered the biggest harmonic 

ob.a.llenge to .F.resoobe.ldi, a challenge which he met in t wo opposing ~s, either by 

the adoption of modality with subtle changes and evasions or by a r adical remodelling 

on tonal lines. 

In the hvdian mode, which has a semitone between the seventh and eigth degrees, 

the transition to modern major only ne cessita t es a lowering of the fourth degree. 

This process took place very earlyJ in fact, a change :t'rom :B ~ to :sb, undertaken to 

avoid the tri tone P'-B, is the first chromatic alteration in Jiiuaopea.n music. A BP is 

found even in Gregorian Chant, and was for many centuries the only accidental in use. 

Fres oobaldi • s keyboard music does not go above one flat in the key signature. These 

two factors - the early alteration of the fourth degree, and the unneoessity of 

r aising t he seventh - cause the lzy'dian to be the f'irst mode to loose its orig inal 

character and change into Ionian (= major). 'rhi s process is compl eted long bo~ore 

Fresoobald.i 1 • The f act that he s till writes pieces on F without a. key s i gnatura, 

once agai n proves his archaic tendencies. 

His only Iqdian t occata, 1.8, begins with pure F major "tonio weaving" with the 

:B .flats w.ri tten as a.ccidentals. The i'ollowing thirty bars show no especial leaning 

towards any one particular degree . Thero are, howevor, a few scattered r eminiscences 

of the Lydian mode ill, which only asser t s itself empha.tioe.lly in t he l ast three bars. 

These for.m a powerful coda based upon the oscilla tion between the ~dian mode and the 

keys of A minor, C majoJ:>, D minor and G minor, concluding with a. limpid Izy-dian cadence. 

In lliceroar V 3 ( Iudian) the proportion of flattened to unaltered notes on the 

fourth degree is as follows: 

1 In his study of the counterpoint of Palestrina, Jeppesen (K:nud Jeppesen, Counterpoint. 
'The o honic vocal s.t le of the Sixteenth Oen· • Translated by G. ~don. 
Williams and Norgate, London, 1935 omits the ~dian a.s a no longer valid mode. 

£in tho runs in bb. 5 s -~ , 10 s-7 , 26 3 - 5 , 28 Ht. ,. 293-~o- , 30'-7
, 32 ; -s .. 

3Ricercar V, the more representa.ti ve of the two lqdian ricercari., will be diseussed 
:f'ully .. Rioeroar VI follows similar harmonic principles i n a more simple way. 
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A munber of' the B flats result from ·!fue :fa-sopra-la rule, which the composer 

applies to all B' s followed by an A. The others denote F major, n flat major and 

G minor, i.e., F major and its ambit to\~ds the flat side. The majori~ of n~•s 

denotes A and B (both major and minor) and G major. The remaining J3~ •s1 that oocur in 

stretches on F seem to signifY ~dian; in the vertical context, however, they assume 

functional importance by becoming leading notes to C major. Ex. 23 shows an instance 

of the process, together with an exemplification of its opposite, return to F by 

t .he flattened fourth degree1 

Ex. 23 .. ~rc· r-.co'or> J :~.j, Ji'~'='l'c~r· 1[ 

{ 
ip ~ .I ) j ~ J ~~g p g o 

Jz11Li~l ~ d. 1 
'= b 0 r l l i ; r o 

The frequency of this progression causes a leaning towards c, in which one of the 

main ca.denoes also ends {bb. 24-25). Where F Lydian is not changed into F Ionian, 

Frescobaldi abandons it for the dominant Ionian• leaving the Lydian impression, 

though :frequent, highly evanescent. An interesting modal-tonal contrast exists in 

the treatment of theme .:B (bb. 5-1-7 3 , superius)a it begins in the "exposition" ~ 

section with a leap of a fourth in all entries' 

~ rl' ii FFi-f---. and ~ j ; d. ·1 d ol j d}c1 ____ ~ 
In its development section (bb. 38-66), some of the answers assume Lydian character 

due to a ohaneed inoipit& ' .J. 1. i j ~ol J J J 1 o _ -

This co-exis tence of tonic-dominant polarity in the subject-entries of the exposition 

and pl a.ga.l-authentic polaxi ty i n t he various shapes of the subject itself oa.n only 

be regarded as a conscious device, a highly effective interpl~ between two 

harmonic systems. 

1 e . g . bb. 7, 11-13, 28, 32-33 
~ It v1ill be remembered (cf. p. 24) that this is a. nsonata.-riceroar11 • 



A list of the main oadances of the two Lwdian aanzonit 

Ca.nzon IV ( Ca:p.B I) Oanzon V (1645) 
II-V bb. 5-6 II-V b.4 
n-v 7-8 VI-II 9 
II-V 10 VII-III 10-11 
rr-v 12 v-r 13 
VII-III 16 ll-V 14 
VII-III 21 VII-III 16-17 
II-V 22 II-V 18-19 
VII-III 24-25 V-I 21 
v-I 29-3o n-v 32 
II-V 37 VII-III 34-35 
II-V 40 II-V 37-38 
V-I 44-45 II-V 46-47 
II-V 55 II-V 55-56 
VII-III 6o-61 II-V 61 
II-V 62-63 II-V 63-64 
V-I 67 II-V 70 

II-V 71 
V-I 74 

shows that both :frequently escape to the dominant, mainly due to the leading--note 

funotion o:f t he unflattened fourth degree. This again illus trates t hat Fresoobaldi's 

aanzoni are more tonal than the ricercari and :fantasie on account of a greater 

:profusion o:f cadences. The C major impression i s furthered by the :rrequent use of 

F sharp as o. leading note to G, \'Thioh esto.blishes C major by lending it dominant 

support. The :i."urther tendency to the third degree will be discussed below i n 

connection with a more striking example. 

A unique harmonic conception underlies the Fi£th Fantasia sopra doi soggetti 1. 

The two subjects are closely rela ted, the second being an inversion of the first 

(ex. 24). 

Ex. 24 Frescobaldi, Fantasi a V f 
Theme A ~ c 0 r· ) I f J J J f i I f , . i 

Theme :B ~ c 0 J. i' 1 J J i J J ..1 I J J. J J 

Theme A is stated in the plaga.l dominant; theme :B, having t he funotion of a "comes", 

follows in the plagal tonic. The aural impression, however, i s of a continuous 

1Fantasia VI has s i milar tendencies, but t o a lesser degree. 



oscillation botween A Aeolian and F INdian. This o.mbi£:,<uity is inevitable e.s the 

first three notes of both subjects consti~tte a triad. Each entxy of theme A 

denotes Aeolian, eaoh appearance of theme D ~dian. As the Aeolian icpression is, 

on the \vhole, predominant, the effect of the stupendously concentrated ~dian coda 

{bb. 117-124) is enhanced by a.11 element of unexpectedness. Though we have found 

leenings towards the third degree in hie other Iqdian compositions, the radical 

~ in which the ambivalence is maintained in this fantasia makes it his clearest 

exemplification of Tinctoris ~ "commixtio tonorum"1• 

The three couplGd Lydian dances 2 are the only pieees among the keyboard works 

that have a "black " key as tonic (B~). This is their most :rorv.oard-looking trait, for 

the music itself mixes tonal and modal elements in the usual manner. The Lydian 

passages are both on E flat (Dalletto III, b. 45
-

6
) and on the tonic (ditto~ b. 2~-5 ) 

but the latter do not modulate to the dominant, and the third degree is as i mportant 

a :place o:f rest as the dominant. The Passacagli move to the relative minor, G Dorian, 

as altro tuono at the end. 

The tra.nsi tion :from the lfi:xolyd.ian mode to major only needed the raising of 

the seventh degree, a. practice alJ.~eady found i n polyphonic music of t he early 

Renaissance (e.g.. Landini SiXth, :Bur gundian Cadence ). 1Jo·twi ths t a.ndi ng this e<:!.rly 

inf'lux o:f tonal elements, Freacoba.ldi •s llixolydia.n works still contain ty-pical modal 

ingredients 3• 

The two Mixolydian toccata (II.5, II.ll) leave G shortly after the beginning 

and only return to it after extensive modulations. In II.5 these are accomplished 

in a syst ematic way on pedal points moving, with one exception, in a cycle of fifths 

(see p. 10) • In II .11, F.reaoo bal di shows a bent for sharp keys in the first half', 

and gradually re-establishes G in the second. 'f.he l aCk of both tonic orientation 

and a definite substitute tonic bring about a particularly marked impression of 

aimless harmonic progression. 

1 a.s opposed to a mere "mixtio tonorum", which is, of course, ubiquitous. For both 
terms see Reese, op. cit., P• 141 

~Balletto III - Corrente del Balletto - Passaoagli ('l'ooB I) 
3e.g. in the close juxtaposition of unraised and raised leading note in the 

Mixolydian cadence (see P• 69) 



The short initial section (bb. 1-8) or Toccata II.5, on a G pedal point, 

begins with a simultaneous and successive juxtaposition of t wo modes, G Mixolydian 

e..nd G !wdian. This is inherent in the theme itself, which is Lydian in the first 

bar (indicated by the C sharp) and !!ixclydia.n in the second (indicated by the three 

unrais ed sev-enth degr&es). Simultaneously with this su:perius entry, the a.l'tuS has 

the two halves of the theme in reverse order, which results in the following brief 

but r cmaxkable commi.xtio tonorum (ex. 25) : 

Ex. 25 l~escobaldi, kToeoata I1.5 

~ 
L :c-. ..I' ~ J=f'!j 

~ 
C o J, o . . Mi x~.". 

' , .I l- cl ' t'J r - :c=---£- d.--
~r-c ~--r : h · 

The superius subsequently has one more 0 sharp (b .. 3), after which the musie :proceeds 

in G major. The next section, though on o, ret ains Mixoly dian charaeter by means of 

a number of 13 flats. There is also !!ixolydian i'la.vour on F (b. 30) and D (thr oughout 

eeotion v, bb . 57-71). 

ri'he outota.nding harmonic characteristic of' tho t wo _!ixolydian f antas i e (VII and 

VIII) is the segregation of certain ha~onio elements into speeial sections. 

Fantasia VII has its clearly-separated modul a tion section (bb. 25-54), and in 

Fantasia VIII the middle section (bb. 60-78), surrounded on both sides by moda l - tonal 

musio, is wh!')lly modal, the only sharpened F being tha t of its final ·ondence. The 

two J..!L~olydian rioerca.ri (VII and VIII) are firmly rooted on their tonic G. Af'ter 

every little exeur:Jion to another key, they return to the tonic prior to undertaking 

a fUrther modulation. Thi s tonic stability is ·pnrtly due to the f act tha t both are 

unisoctiona.l pieces. 

The most remarkable of the three Mixol ydian ca.nzoni is "La Scaoohi 41 (No. 4 of 

the 1645 set), as a list of cadences will showc 

Intersectional cadences 

IV-VII 
I-IV 
VI-II 

(IV-I) 
I I-V 
VI-II 
V-I 

b.l9 
37-3 '1 
57-58 
70 
89-90 
96-97 
105-6 

I ntermedia ·te cadences 
n-v b.14 
IV-VII 25 
V-I 44-45 
III-VI 62-63 
V-I 83-84 

(to It 4; to II; 2; to IIIz 03 ·to IV: 1; to V; 2; to VI: l J to VII: 2) 
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'i'b.oro a:ro oadencos on each des;ree of the aoale but the t hird (X), which would bavo 

entailod the us() of' tho B major uiad as dominant. Thi s i s again expltdned to a 

groat extoot by the p l og!ll oharactei· o:f t he thome, wbioh has leani ngs to IV nnd. V, 

lfbilG its "dominant answer" veero towards VII. k!J.ong tho polyphonic wor ks tho piece 

re:p~aonts t he cloaaat approo.ob. t o the harmoni c .f:reGdom of t he toooa te. lt ia bound 

no1 ther by the toni c nor by a. koy- fJf escape1 but doo.o possess gem1ine !!ixol.y cli:m 

i nsrodionte, oven i n ~eotiona on degroes ~ther t han the tonic (o.g. on F i n pnrta 

o~ oeoti<>n v., bb. 71-831
). 

~e alrloot co:Jpl ete tonality of the Balletto e Cincconn ('J.loo.B I, a t:ixol ydian) 

is msu1i£est i n the f i rst section (bb. 1-3) of the Balletto, whiob contains but one 

.F~ among 7 F* ' a. The f ormer is part o:t a modulation to the subcl01 inant pric:>r to 

the final p91't'co·:. oo.denee, :result ing in a full 1\t-V-I oloso. 'l'ho ooquono ot k eys 

i n tnioall.y tonal: 

(!I. ) - V ¥-
~--------------------~ 

(VI) I - IV - V .____ ______ , ____ __. I 

1 2 3 

Tho unr~ised ? in tho l f'..st bar i s pel."h pa the l aot oodal rG.mlant; thoue;h it hore 

denotes C major, it WOtlld :probabl y· have been eharpenad i n l ater works to onGUn 

an earlier ostabliohment o:f the dooirumt. 

Tho J.eolia.:n Dodo had little titoo to ostablish i t ool£ o.s a genuine oode bef'oro 

i t bacmno the prototype o:f r:d.nor koyo. ever tholesa, Freccobald~. docs not 'Wl& it 

in A prodomi nantly ton~l ~t as onn be seen in the :follawing tnbl o showi~ the 

relniii ve i ncidenoo of tho ut~..raisod ond r ai oed rlitlvcnth C:.cgre9 in Aeolian pioeoru 

G lJ.r> turo.l G sha:rp 

Fantasi a IX 112 21 
X 124 6 

Conzona X {1645) 103 23 
Ca.prieeio oop:ra la, ool, f"a , r a• m1 214 32 

aroomioioho aon li.gature al oontl:•a.rio 87 18 
Rioo...."PCar IX 13.4 11 .., 

.. a . l (j5 14 
Toocnte n.4 ( (llla 1-evatiG.ne ) 81 36 

II.7 (D Aeolian) C na.tu.roJ. 88 a sb!l..rp 39 



The reason for this archaic trend may to some extent be connected with the 

necessity of also raising the sixth degree. Although Fraseobaldi accomplished 

this lat~er process in some Aeoli an pieces, in no ease did he arrive at tho further, 

later possibility of allowing an augmented second between su'bmediant and r aised 

l eadins note. Not even the toecate, in their many runs, use the harmonic mino~ scal e . 

The oadanoe-schames of two of the Aeolian toooate: 

!.7 II.7 
¥-I b.7 V-I b.5 
V-I 10 IV-I 10 
VII-III b.l7 V-I 15 
V-I 19 V-I 27 
I-IV 21 III-VII 35 
VII-IV 31 I-V 49-50 
I-V 34 V-I 60 
IV-V 36 followed by I 
V-I 39 

show ~ feature common to all Aeolian toooste, a pronounced centralisation around 

the tonic, which is emphasised by tempor~J shifts to IV and v, and not appreciably 

weakm1ed by the many short excursions ·to more distant keys. The s travaganza piece 

in this mode (II.4) is probably the only such work by Fresoobe.ld.i with 8, real tonic, 

aooentunted by the lone coda-like .final :passage (bb., 53-58) with its hovering al'.'ound 

A1 e~d pedal point on the dominant. If the Aeolian mode, therefore, did not bring 

about tonality in the keyboard works, it did serve as a stabilising factor in the 

restless progression of the toooate. 

The two .Aeolian fantasie (IX and X) show the clearest modal-tonal segregation. 

Tho modulation section of Fantasia I X has been discussed (p. 69f); it is preceded 

by a highly modal initial secti on (the first accidental occurs in b.331 shortly 

before its end) and followed by a chromatic onet thus ~Tescobaldi has successively 

paraded the three harmonic styles that were at his disposal. 1Phe first two seetions 

of F~tnsi~ X contain the longest stretch of purel y modal music that he \v.roto , the 

first sharpened G occurring in b. 92, just after the begin.ni!J8 of the third 

(chromatic) part. The chromaticism of ·these fantasie leads a number of times to 

Fr&scobuldi •s nearest a11ticipation of the harmonic minor s cale in a kind of interrup­

ted cadence (ex. 26J also in bb. 67 and 83-84 of the same work). 

1 The Aeolian toccata f'rom FM (p. 56) has a. similar ending (I-V-IJ 
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Ex. 26 Fresoobaldi, Fantasia IX 
j 7S d :fc:l -e -

{
If 0

- '\r· r 
~ J _4~ _,! ... r-;;, 

9: I 

'l'he Ionian mode needs no structural change in its transition to modern major; 

it is only the harmonic conception that must be altered. One is, therefore, alm.ost 

a priori led to expect a firmly-established tonic centre. The Ionian toocate1 do not 

show any such tendency; .rapid modulations to distant keys and the appearance of 

modal elements usually begin immediately after the "tonic weaving" introduction. 

The Toccata II.6 {sopra i pedali e senza) offers a plain exemplification of this 

process 1 while the initial section on an F pedal is tully tonal and the only two 

aecidentals {EP, b.9, and :a~, b.lO) betoken modulations to J3 flat major and 0 major 

respectively, the second s ection (on 0) has a ltixolydinn flavour :from the first beat 

onwards, due to the B flat of the key signature. This characterisation applies still 

more to Toccata II.9 {F Ionian), the most res·tless piece of the whole set. 

The cadence-schemes of Fantasia. XI: 

Intersectional eadenoes 

v ... r bb. 26-27 

V-I 51 

IV-Y-I 99 

Intermediate c adences 
II-V b.3 
II-V 4-5 
II-V 8 
V-I 11 
II-V 12-13 
V-I 13-14 
II-V 15 
II-V 17 

V-I 35-36 
II-V 40 
II-V 42 
II-V-I 45 
v-I 47-48 

Il-V 58 
II-V 71 
IV-I 87 

shows that the work moves as muoh on the dominant as on the tonic. The leaning 

1I.lO, 11, l2; II.6, 8, 9 



towards the former is stronger in the first (bb. 1-271) than in l a ter sections. 

Once again, the harmonic procedure has a melodic origin; it hails from theme D 

(ex. 27), the tonal natura of which ia due both to its modulation to the domi nant1 

Ex. 27 Fresoobaldi, Fantasia XI - theme :B 

~ } c o r J I f' 1 ·9 f' f I J -' 1° t F- 1 ~~- =-· · 
and the sudden upward leap of a sixth. Theme C (tenor, bb. 31 -5~) of Fantasia XII 

has a similar upward sweep. In both cases, this particular melodic qualit~ results 

i n a remarkably "tona l " effect. 

Finally, we may- mention the wo:rk which has perhaps the s trongest tonic-dominant· 

polarity to be found in Fresoobaldi ' s keyboard works, the Ionian Canzona II (TocB II) 

Thi s polari ty results from the real dominant answer of the theme which does not 

modulate baok to C (of •. the F sharp o:f b.4 '~-). In one of the subsequent sections 

(bb. 41-50), Frescoba.ldi carries his rapid-modul a tion technique to an extreme by 

apparently &ndeavou:ring to pass through a s many keys in as s hort a time a.s possible 

(G, c, F, a, a , d, G, c), a procedure reminiscent of that of the modulation aeetions 

of Fantasia VII and IX. He u ses an abbreviated version o.f the theme·, the entries of 

which :f'ollov; one another without intervening material, each in a different key. The 

final section of the piece resembles the first in tonic-dominant polarity. A few 

modal, or, at any r a te, non-tonal pas sages. (e.g . the Fl:r in G, b. 11-12) are 

insufficient to dispel the predominant C major impression. 

Frescobaldi's rela tionship to the new harmonic forces of his day is equivocal 

because he did not unconditionally pl a ce himself on the side of novelty. He 

experiments with ne\1 ha.xmonic devices, but the use of a.:rohaie :f'o.rms assists -the 

influence of tradition. In this he resembles some of his contemporaries, notably 

Konteverdi.lt. In fact, harmonic ambivalence was only one a spect of the stylistic 

duality whioh was a feature of this transition period from the Renaissance to the 

:Baroque as it has never been again to the same extent in eras of trans ition. In our 

1 s o that the piece moves to the dominant bef ore the tonic has had an opportunity 
t o e stablish itself. 

£compare his ~1.sses with his Vespers. See also Hans F. Redlioh, Claudio 11:onteverdi, 
trnnsl ated by Kathle en .Dale. Oxford Univer sity Press, London, 1952, p. ll7-9· 
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awn day, there is an even greater diversity of harmonic stylesJ a composer me;y 

write in a l ate tonal, atonal, polytonal, twelvetonal, microtonal. or even modal 

idiom. Whil e there are a few composers who have gravitated from one s tylo t o 

another ( Schonberg• Stravinsky,. Krenek), it would be diffioul t to find an instance 

of one who has, like Frescobaldi, adopted two styles concurrently throughout his 

life, :freely osoilla tlng between them and mingling t heir elements. It· is possible 

that some early seventeenth Century comFosers were xelu~ent to alto8Gther abandon 

the tri ed haJ.'IDonic system before t he new had been fully explored. fut with the 

fearless and experimental Fresoobald.i this does not seem to have been the primary 

conGideration. In view of the fact that some of his finest harmonic effects are 

based on the contrast bet ween modality and tonality, the conclusion seems 

inescapable t hat this contraot is a conscious device with him and one of the 

secrGts of t he richness of his harmoni c idiom. If he was aware of his ambiguous 

historical position, he r egarded i t as an opportunity rather than a handicap. 
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b) The Transition from vocal to instrumental Style 

A discussion of Fresoobaldi's keyboard style must necessarily begin with 

an investigation into the possibilities and limitations of the two instruments 

concerned, the organ and the harpsichord. 

According to Jeppeson ·1, the Italian organ of the Cinqueoento had one key­

board and about twenty pedals ~. With only one manual available, it was not 

possible to single out voices from the polyphonic complex by means of different 

tone colours. This uniformity of sound was counterbalanced to an extent by the 

variable mensuration used in constructing the single ranks of a stop. 

The harpsichord of Fresoobaldi's day was similar to the organ in the above 

respects. The important difference lay in the manner of tone production, whioh 

made the former incapable of sustaining notes. The two instruments had in oom­

mon a certain limitation of harmonic freedom, caused by the as yet not fully 

resolved problem of temperament. 

In view of Frescobaldi 1s outstanding career as an organist, it may be 

assumed that the bulk of his keyboard works was written for the organ. While 

Apel~ shows convincingly that the Neapolitans were cimbalists rather than 

organists, his arguments to prove that Fresoobaldi evinces the same preference 

are somewhat tenuous. His reasoning is exclusively based on the fact that 

Fresoobaldi marks his Toccata Books "di oimbalo et organa". Their preface 

rather seems to reveal an equal affinity for both. Four pieces (II.3, 4, 5, 6) 
are expressly marked "per 1 'organo" and all works in stravaganza style clearly 

belong to the same category. On the other hand, some sections of the toccate 

1Knud Jeppeson, Die italienische Orgelmusik am Anfang des Cinquecento, Kopenhagen, 
1943, PP• 24-55 

~The disposition of the Old 
nearest extant equivalent 

Manual - principale 
ottava 
decimaquinta 
decimanona 

Fedal C-f Basso 
3 Apel, op. cit. 

Italian Organ 
of an Italian 

8• 
4' 
2' 
1-\ t 

8• 

of the Silver Chapel, Innsbruck, the 
Baroque organ, is as follows: 

vigesimaseconda 
flauto in ottava 
voce umana discant 

1' 
4' 
8• 



92. 

would seem to prefer the harpsichord, notably the downward-rolling runs and the 

arpeggiando in chords. For the rest, all the vocally-inspired work:s1 call for 

the sustaining notes of the organ, es.Pecially if they contain a cantua firmus 

in long notes, which oould not be made explicit on a harpsichord • .F.rescobaldi 's 

only tabulation { "Ancidetemi pur''), the Capricoio sopra La. :Ba.ttaglia, the danae 

pieoes and the sets o:t variations are clearly harpsioho.rd music. 

The style o:f Frescoba.ldi 's polyphonic keyboard pieces has its model in the 

contrapuntal ~r.ri ting of Palestrina, w1 th which he became familiar during IUs 

long stay in Rome {1608-1643, with a few interruptions). The works of this mas­

ter represent the perfect fusion of northern linearity with southern euphony, 

and as suoh mark the culmination of vocal polyphoey. Ris music accordingly oom­

prises the tuo elements of great contrapuntal density and contrasting homopho~. 

If' we analyse the opening Kyr-ie of' the Missa Papae Maroelli t.., we f'ind at least 

six themes. and motives which are thematic (i.e., used more than once), and places 

where four themes run concurrently (e.g~ bb. 12-13). It is impossible for the 

listener to follow all of these themes simultaneously; he must conoentrate on one 

or, at the most, two 3• The only reason f'or the writing of' suoh densG polyphony 

can be found in the Renaissance love of' constructivism. With the exception of the 

cantua f'irmus, whioh may pervade an entire Mass, Palestrina's themes are generally 

short-lived. They arise as counterpoints to existent material, and disappear after 

a :few ent.riesf hence their profusion. The homophonic sections are inserted as 

foils to the stricter writing and usually set for fewer parts; when t wo such 

1 Henceforth ·the rioeroari, oanzoni, eapriooi, t>a.ntasie and vers etti will be grouped 
together under the des ignation "polyphonic pieaesn. 

~of. Table II, P• 106 
3of. the words o:f liindemith (in his ''Unter weisung 1m 'l'onsatz" , I. 1l'eil, :B. Sahett's 

Sonne, idainz, Yew Ed:i.tion, 1940, p. 140): 
"Schon zwei sehr eigenwillig la.ufenda-, in ihrer Selbstandigkeit sioh abstossende 
Molodiebogen lassen sich schwer ver:folgen, wenn nich-t ein verh!l tnismflssig 
einf'acher harmonisaher Untergrund sie bindet. Bei drei Stimmen kann die restlose 
:raumliche (eelO'dische) Unabhangigkei t jeder einzelnen nicht meh:r a.ufreohte:rhe.l­
ten warden • • • " 
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smaller groups are used antiphonally, they show tho influenoa of the Venetian 

ooro apezza.to and the "Chorspal tung" of the late l:letherlanda aohool 1
• 

In endeavouring to trt.Ulaplant Palostrina • s vocal style to the keyboard, 

Fresoobaldi confines himself to tour voioee, but maintains the contrapuntal 

density. ~rhe atriot linearity is combined, not with Venetian euphony, but with 

an harmonic style which already contains Baroque elements. A number of instances 

of the simultaneous combination of four themes oan be found in the keyboard 
works ~. Freaoobaldi must therefore have considered it equally oa.pable of mwdng 

auoh intricacies explicitt whether he was justified in this asswmption may be 

judged from the ~ollowing considerations& 

(a) the rendering of the dynamic curves of eaoh individual voioe, the 
subtleties of polyreythm, and the maroato of important passages, 
all eminently suited to choral performance, are lost in keyboard 
exeoutionJ 

(b) greater clarity of overall texture is possible on the keyboard, 

(c) r~hmio liberties (rubati) are easier of execution to one performer 
than to a group. 

Fresoobalai maintains striot four-part writing in the rioeroari, fantasia, 

oapriooi and versettil the canzoni contain many parts which are in three voices 
only. A fifth voioe is added in the two riddle p1eoes 3

• The dense contrapuntal 

web is lightened by the usually more homophonic triple-time sections, and by 

oooasional bioinia. 

In his polyphonic pieoes, Fresooba.ld.i's thematic writing seems to be more 
deliberate than that of :Palestrina.. This is shown by the marking "sopra •••• 

soggetti" so often found in the titlea, and b~ the faot that his themes permeate 
entire works or sections. The subjects of his rioeroari, fantasia and oaprioci, 

in which the minim is the time-unit, are usually long legato melodies unrelieved 

by rests, with a gradual rise and fall, and without strong r~hmio interestJ 

1 of'. the Gloria from the above· Mass from "benedioimus te" to ttDomine fili" (bb.lo-33~ 
~e.g. in the Rioeroa.re IX (p. 26) and the closing sections of Fant asia XI and XII 
3C~priocio d1 obligo di oantare (OapD I)t Rioeroare oon oblige di cantare (FM, P• 57) 



they remain vocally-influenced Renaissance themes with curve rather than 

character and account for the smooth flow which Frescobaldi's polyphonic 

pieces have in common with Palestrina's choral works. Reimann1 speaks of 

"die fUr ihn so typische Themenbildung mit einer durch Pause betonten Mittel­

zasur, bei der Verwendung von dessen zweiter HRlfte als Kontrapunkt oder 

neues Thema," supposedly typical of the Neapolitans and Fresoobaldi. She 

presumably refers to the polythematic fantasia and ricercari in which two 

themes are often stated at the beginning in one voice with only a rest between 

them. To call this o n e theme divided in the middle by a caesura is 

incorrect in view of the fact that the pairing ceases after the first 

appearance, after which they are used as separate themes&. The laCk of 

caesurae in the long melodies of some of these pieces (e.g. Fantasia V) is, 

in f act, their one instrumental characteristic. Such points of breatP~ng are~ 

of course, unnecessar,y in keyboard works ; that. Frescobaldi sought some other, 

instrumental means of marking the end of phraBes seems to be shown b,y the 

third rule in the preface to the two Toccata Books: "In playing trills and 

motives which proceed by leap or step, a slight pause must be made on the 

last note in order to separate the figures from each other." This refers 

primarily to the splinter-motives of the toccate, but should perhaps also 

be applied to the longer melodies of the polyphonic pieces, as the length 

of such themes is a further hindrance to their recognition in dense counter­

point. B,r means of this instrumental w~ of phrasing ( = rubato), Frescobaldi 

has found a kind of substitute for the naturally clear rendition of individual 

phrases in choral polyphony. 

The oanzona themes betray the influence of the chanson in that they are 

shorter and more lively (of. p. 46) and in the adoption of the crotchet as 

94. 

1in her article on Fresoobaldi in Die l~sik in Geschichte und Gegenwart, Barenreiter­
Verlag, Kassel and Basle, 1954ff 

~Reimann's remarks would sooner apply· to some of A. Gabrieli's long bipartite 
riceroare themes, which reappear in full in later entries. 



time unit. In addition, they are the only themes of polyphonic pieces which 

occasionally contain short runs and twists of apparently instrumental deri­

vation (ex. 28). 

Ex. 28 Fresoobaldi, Canzon IV (TocB II) 

~~ c J r c.r i' 6f WI I ilif·.t.W · r:PJ I 1 -r-
Frescobaldi's treatment of themes in his polyphonic pieces represents 

an early culmination of thematic derivation technique, a phenomenon likewise 

inherent in Renaissance choral music. His subtle reahapings of melodies to 

fit into the contrapuntal framework, and his custom of basing an entire piece 

on continuous derivations of one theme, have their closest vocal counterpart 

in the oantus firmus Mass. The various applications of this principle in a 

century of Mass composition, from the modest two-note theme used as head­

motive for every part (as in Ockeghem's Mi-mi Mass; ex. 29) 

Ex. 29 Ookeghem, Miasa Mi-mi (quarti toni) 
" : -- 0 -- --J 0 -- -

95. 

through Masses in which full themes appear unchanged in long notes throughout1, 

to the fully-developed derivation technique of later Masses (of. ex. 30) - all 

tuus (1556)£ 

.. • 0 

I I i I 
. 
I 

i i CiiJ• r r 
these have their counterparts in F.rescobaldi's polyphonic keyboard pieces, 

which have their short motto-themes, their cantus firmi in long notes, and 

1e.g. the solmisation theme of Joaquin's Misaa Hercules Dux FerrariaeJ or the long 
melisma theme of the Caput Masses of Duf~, Ockeghem and Obrecht. 

~Recorded by the Chanteurs de Saint-Eustache, Paris (Argo record RG 90), from which 
the above excerpts are transcribed. 



a variation-principle strikingly similar to that used by Manchicourt in the 

above example 1 (compare ex. 12). This shows that the so-called variation 

canzona, the monothematic fantasia, and the ricercare with a theme which 

appears in more than one section, derive as much as the Mass from the 

motet or chanson. From the latter, they obtain their sectional plan and their 

brevity, from the Mass their metamorphosis of themes. 

A further feature of Renaissance thematic treatment which recurs in 

Frescobaldi is the rhythmically changed incipit as found particularly in the 

canzoni, the simplest fo:rm being Y •1 ~1 .1 for oi.IJ : 

The polyphonic pieces represent the closest transplantation of the vocal 

style to the keyboard; they even adopt the range of a mixed choir a. The only 

more instrumental elements are the toccata-intrusions in the canzoni and the 

animato sections of the fantasia. 

A different kind of vocal influence on keyboard composition is manifest. 

in the countless tabulations of the Sixteenth Century, which are directly 

based on choral models and yet show a more instrumental kind of writing. Such 

tabulations were written in order to make music which ordinarily required the 

participation of a number of singers accessible to one pair of hands. The 

intabulators presumably aimed at popular appeal and wide circulation, and one 

would expect that unnecessary technical difficulties, such as runs, ornaments 

and figuration, would be shunned. Their abundant existence must, therefore, 

have a reason over and above mere "Spielfreude". 
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1found also in Palestrina's Mass Aeterna Christi l~nera, and in B.yrd's Masses, to 
name only a few additional examples. 

~escobaldi rarely undertook changes other than rhythmical in the incipit. 
Melodically it is inclined to be the most constant part of the theme. One of his 
chief ways of varying a subject is to preserve the incipit and add a different 
a.:fterphrase. This agrees with Zarlino 1 s definition o£ a soggetto as the "melodic 
impulse" of a piece, which reflects the Renaissance conception of a theme. 

3due to indirect influence: range of choir - range of instrument - range of 
composition. 



I ro have oonsi dernble evidence 1 that dooorations wero ad dod in vocal 

pertomo.noe, though th63' were t first not written down. Already in the 

middle of the Sixtoenth Cent'tley, houever, find oomposoro liko Ortie 

addi.Jle the elaboration to their voco.l mueio to avoid the miouao of ad 

libitum embelliohnent•\ Hott dcairablo fimtion in m-it1ng no oan bo seon 

f'rCCl GX.. 31 (b7 l!~aoobaldi 1 S t&a.ohe.r, WZ.ZaSCO lilzzasolli ) f \7hi.Oh ShOWS 

the degree to which vocal elaboration had advanced by the boginning of tho 

Sevonteonth Oon"tur¥. 

EE. 31 wzznachi,. Ob'io non t'ani (1601) - solo oadrigal 
j ~ . + bot..... • • • ~ ~ 
~~ p ~ WIWf ···.'.I }'J~~l ~ ~ -~ ~.i ~ ~- ...... ~ . ..-:,~) 

- jo lasc.i.a.r - - - - - • t.: e ... , ... "'o - ,.., - - - - - - - - . 

It u~ e:r:peotod of a good tabulation to have; -ror tho aoko o~ veri­

oioili tude, embellishments similQ.r "to tha vocal elaborationo. It ppcOJ:'S, 

t herotor&,. not only that voonl OrrullnOntntion is at leo.st pnrtl.y roopon­

aiblo for keyboard <"lrnilll'!9nta.t.ion, but alao that the former as, in f'o.ot, 

verv cuoh in advanoo ot the latter. Tho di.fferonee lion in the .fact tbnt 

tho vocn.l variet~, bei ng un.natu.rnl to itn medium, wo.s rognrdod <YJ n.n crtomDJ. 

appon~J it was often not ~itten down~ ond could therefore be ol.togothor 

ocittod. in J)ertomano&J ai'tor forr oonturioo, it disappoa.rod :from 1111aic. 

Tho ka;.ybo!l.rd ~ety-, on the o-thor hand, "ifae regarded ns an 1ntrino1c po.rt 

of tho ooopos1 tion 'ffhich oould b.r no neons bo om. ttedJ thio ono.bled it to 

beoooo an oosontial foaturo of the keyboard otylo. 

Freacoboldi himaelf' left only one tt~.buletion, that of Arcadelt•s 

''.Ano1deteoi pur.•t Its ol."''Wman.ta.tion in by no moans as elnborate ao that 
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1 in t!le i'T.I'i tinga of :Baasa.no, FinCk, Gorol nmo della Ca.sn., Zo.oooni, 13ovioollt and 
otborn. 

:i.J:isuso of vocAl ombelliol:Dent tla..Y oo ono of tho reo.sona by ... ~"'bulation decorations 
'WrO mtton out :from the a.tnrt. 'erulo, A. Gabrieli and F.roacobaldi avon l7%'0te 
otnndard ornooents out in full . 



shown in ex. 31. l1ovar'th:eleas~ the a.bova ehareoteristica are Gspeoially 

apparent in the third group o:f J.t'Tas~obaldi ' s keyboard pieoos~ which eoeyrises 

the pieces of purely instrumental origin - the toccat a, aets of variations and 

dance pieces .. A great part of these oomposit.i.ons is, surprisingly, stil l lnid 

out in f'our voices9 but this is a mere ocular convention, as they are net 

pol;vphonio in conception. Even the big runs which cross the ootire keyboard 

are 'fJri tten as if proceeding from voice to voioo. A fifth part i s oooesionally 

added to enrich isolated chordsg unlike Bach, F.rescobo.ldi does uot confine 

tl1is :prcoees to the endings • .Rests to denote tacet voioos e.re freely omitted. 

'l'he themes are marked by a rhythmic animation and vnriety which strikingly 

differentiateD them from those of the polyphonic pieces, as is ovident from a 

comparison betweoo ex. 24 and ex. 25. The ninatrumenta.l" themes also ehow e. divi­

cion into SDall unita, t hus resembling the fugue subjeeta of 1bxtebud0 and Ba.ch, 

who introdueed rcsta into their themes, thereby developi ng shortt pregl'le.nt 

ootivGs which draw a ttention to thems&lves own in de:rlse polyr#hony-1 .. 

As t he wri tten-ou. t trill i n t he above examplo ( a."'t. 25) i ndicates, ornnr..'lCn­

tatien has bGoome an essential ingredient of Froscobaldi ' e toeoata themes. It 

has been shown that embellishment in tabulation largely derives from vocal 

pra.cticeJ it remains to discover tho extent to whioh passage-work still p&rtook 

of' vocal charaota~ in the instrumonta.lly-derived pieces. The COl'!t}'JOs.er himself 

has left a. number of' strong i ndications. In the preface to the m he says thnt 

ntrills a.nd expressive passagea must be played slowly",. and 1n tlla t to tho two 

Tocoet n. l3ooks (point 6) s u • • • • the passages, on the other hand, slO\fer nnd 

expressive •••• n lJ.Ihe execution of passage-wont was much slower in .Frasco­

baldi ' s time than today, poss ibly four times as slow~. This was due not only -;;o 

'~From a. later point of viWt the F.resoobaldi themes most suited to pol;)rphony are 
found in the too.eate, while the contrapunta.l pieces are based on his lenot 
t'tohnraoteriatictt t hemes. 

~Dedbrodk, op. cit., P• 139 
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the general leisureliness of Seventeenth Century musical execution, but more 

particularly to the type of fingering that was used. To the modern performer 

its avoidance of the thumb and little finger, its custom of passing the third 

finger over the fourth, and other apparent eccentricities, seem rather clumsy1. 

This mode of fingering, which was superseded only in the time of Couperin and 

Bach, caused keyboard performance to approximate vocal execution, in which each 

note should be clearly articulated. It also influenced phrasing by separating 

semiquaver passages into groups of two instead of four~. Even these small groups 

were given vccal-expressi ve character by the use of the Lombard rhythm. In 

paragraph 7 of the preface to the two Toccata Books, Fres cobaldi calls for the 

latter in all passages in which semiquavers in one hand run concurrently with 

quavers in the other, and many other toccata passages indicate this rhythm even 

in notation 3 • Frescobaldi's use of the Lombard rhythm has almost no predecessors 

in keyboard music, so that its origin must once again be s ought in the vocal 

music of the period. It is much used in Caccini's "Nuove Musiche" of 1601 and in 

other early recitative, where its ultimat e derivation from speech (followin~ 

words like "never") becomes evident . It is even to be found in church music 4• 

We may conclude from all these observations that Frescobaldi 1s embellishments 

are largely of a non-decorative, non-instrumental nature , in accordance with the 

spirit of the Baroque, which charged all aspects of music, including decoration, 

with emotional significance. The l ater clear differentiation between thematic 

1This explains why men like Bull, or Frescobaldi himself, achieved fame as perfor­
mers on the basis of what seems to us, judging by their compositions, r el atively 
simple technique. 

~The triplets which sometimes occur in Frescobaldi's toccata were probably regarded 
as marks of especial virtuosity, as is witnessed by his remark "Non sonza fatiga 
si giunge al finen at the end of Toccata II.9, which contains triplets in 
particular profusion. 

3e.g. Toccata II.4, bb. 46-51. That this dislike of motoric r egularity was a common 
feature of the century is shown by the similar situation which prevailed in 
French organ music of the middle Baroque, in which groups of t wo written semi­
quavers were performed as "notes inegales".(Cf. Thurston Dart's notes to the 
recording of Couperin's organ-Masses, Oiseau-Lyre OL 50155-7). The French 
grouping was the opposite of tha t of Frescobaldi, i.e. dotted rhythm instead of 
Lombard rhythm. The rigid movement which today is chiefl y associated with Baroque 
keyboard music is, as Bukofzer (op. oit., p. 75) has explained, the outcome of 
the Protestant outlook: 11The sacred tunes were subjected to mechanical el abora­
tion in the belief that the effort of elaboration was in itself a token of 
unceasing devotion." 

~re.g. in Monteverdi's "Vespri11 of 1610. 



work and passage-work 1 may not be made in Frescobaldi. 

If we compare the rhythm of the instrumentally-conceived keyboard pieces 

with that of the vocally-derived compositions, we find a fairly consistent 

division by time units: 

d 
Fantasia 
Rioeroa.ri 
Caprioci 
Versetti 

.I 
Canzoni 
Toooate 
Dance pieces 

From the point of view of rhythm, therefore, F.rescobaldi 1s keyboard works 

must be divided into minim and crotchet pieces, instead of our more usual 

division into polyphonic and instrumental works. The almost exclusive w~ 

in whioh this division is undertaken#. shows the consciousness with which 

Frescobaldi employs two distinct rhythmic styles and is another aspect of 

the prima. prattioa.-seoonda. prattica dualism 3 which runs through early :Baroque. 

That the minim works must be pl~ed slower than the crotchet ones, i.e. that 

lessening of the value of the time unit means an increase in tempo, is evident 
3. ~ from the preface to CapB I, where F.resoobaldi s~s that ~ = adagio, that 1~ 

and t-r are progressively .faster, and that \ "" allegro. 

In the preface to the two Toccata Books, he further requires that his 

tempi must not be taken strictly, "as is the practice in modern madrigals • • • 

in which the tempo is sometimes taken quickly, sometimes slowly, and even 

arrested for a moment, according to the express ion or meaning o:f the words." 

This is fUrther proof~ that rubato must be profUsely employed in the 

execution of his keyboard works, t"-Thioh has led to the incorrect claim that he 

was its originator 5
• The above quotation shows that its usa was derived f".rom 

vocal praotioo. 

~ as in Uozart 

loo. 

~There are a few exceptions, e.g. the stravaganza pieces and some partite, in which 
the minim is the time unit. 

3 of. Bukofzer, op. cit., P• lff 
*see also above, P• 98.f 
!S'Reimann traced its use as far back as Luis Milan. C:f. her article on :Frescobaldi, 

op. cit . 
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Some pieces ( 11con ligature") or sections {section IV f'rom Fantasia VIII) 

show the conscious use o:f syncopation, a feature which, though i t stems from 

the Neapolitan stravaganza style, ultimately also goes back to vocal models. 

It has been noted that the restless movement o:f the toccata is ever so 

often arrested by a cadence, which becomes a conflicting foreign element in 

the general surging style when used in such profusion. This "splinter-sectionn 

form of most toccate i s primarily determined by liturgical needs; Frescobaldi 

himself states in the preface to his Toccata Books: " ••• in the writing of 

these t occata I have taken care • • • • that the single sections can be played 

separately to enable the per f ormer to end ad libitum without having to finish 

the whole toccata." Although the formal structure of the toccata seems to be 

a genuine instrumental device, it points at the same time to the traditional 

motet sectionalism. 

A search for truly instrumental features, totally underived :from vocal 

practioe, in Fresoobaldi's toccata, variations and dances will prove rather 

unrewarding. The only real keyboard characteristics are the arpeggiando, which 

he prescribes for the introductory chordal sections of the toccata, and the 

passage-work. The l atter sometimes even occurs in two voices simultaneously-

a definite advance upon the toccata and intonazioni of the Venetians, where 

passage-work in one voice moves against an even baCkground of sustained chords 

in the others. In this they obviously followed one of Finck's rules of impromptu 

vocal el aboration, viz., that any voice could embellish, but not more than one 

at a time. 

The two outstanding :features of F.rescobaldi's harmony, i.e. chromaticism 

and the use of the cycle of fifths, occur in the late Sixteenth Century madri­

gal• the former having, however, reached him through the intermediaoy of the 

Neapolitan stravag~nza style. The two most famous exponents of madrigal chroma­

ticism, Gesualdo and Monteverdi, antedate him by two decades 1 • The real f a ther 

1Monteverdi 's First Book of Madrigals appeared four years after Freseobaldi's birth. 



ot ohrom~t1eism is, however, Nicolo Vioontino (1511-1572), who uaea augmented 
intorvals1 triads on auoh notes as D sharp and D ~l~t, and even miorotoneo. 

Marenrdo, in his madrigal "0 voi oho sospire.t&", usee a oyole of' .fifths from 

A flat dawn ards to E. In transtorring these devices to tbe koyboard, Froaoo­

bo.ldi hnd lese t ragdom t han the madri6QJ. oompoaers, aa t he instrument tor 

whioll. he tn'oto w not tunod to produoo A sharpe and G flats. He could thore-

1'oro nei:tho.r writo Vioentinu ' 'j triads on D oha.rp, nor " a.ranzio'o on 0 tlo.t. 

Ria c;xpenmonto with the eyolo of fifths do not go boyond :a major and E flCLt 

major. 

summing up the otyliatio £e~tures of F.roooobaldi 's keyboard works which 

l C?. . 

we ha.vo triod to unoover during tho pr"sen t study, we :find a bewil derina variety 
of olomont.s ~aken f'l"om Jllnl'lY oouroes., some of tho borrowings from vooal moio are 

diroot, nlmoet tranaeriptionaJ s~me reaohod htm via other instrumontnl cuoio, 
but aoknowledge ul t im tG vooal anoestryJ a t(ffl o.ro wholly instl'UJDGntal. He 

pleyod a. commanding rolo in the developmont of tho keyboard stylo1 tmd in tho 

tro.nsi tion from modeli ty to tonality. His hiehly-orsani aod toohniquo ot thErmBtic 

treatment points, in dif.fol'ont -ways; to two la.tor ero.se thQ monotheantio prin­

ciple to tho Baroquo tugue, the derivation ot themes to the olaesioal development­
section. Be did not dovelop . peraonal, uni£iod styleJ the of'.teot ot his music is, 

on the oontrQ.l'y, based on tho contras t of heterogenous styles tmd elements. llis 

poworful mutd,onl po.rsonalityt howev~rt to a gll'eat degree tronsoendo etyliot1o 

divorot.v, and tho modem Ustoner ~ bo oonooious ot a largo mea.~.JUre of 

uni tormitT• 

~aoobo.ldi nao t ho l o.at gr9at Italian orgcm compoaer., and hi e t.\Ohievo~nt 

t'le.a g.rooter than hie influence, whioh baa been ovorrat&dJ with one exception; it 

was atrong on mi nor figures only. Reimann • a bland \vorde 1 "BinG oigentliohe Wioder­

bolo'bung hat er nioht erfe.hrenh are of groat i mport in this era of "Wiodorbolebungen" 

in wbioh qu1 te f oraotten namos have boen r csuaoi tatod and mnde port ot evo~ 
meiool. pr actice. ~ bao Froeocbr:Udi not oxporienood tho same rojuvcnc.tion , in 

opite ot extravagant claims made on hi a behalf?~ Wo beli evo that it is in pnrt due 

1at tho and ot the above-ment ioned article~ 
~ notnbly by his groe.teat champion, Luigi Rongn, in his book Gorolnmo .Fl:'esoobald1 

prenniotn vatio~o, 1Ur1n, 1930. 



103. 

to the very perfection with nhioh he manipulated the availnble resources of' 

his tine, aome of whioh S't1bsequent1y proved blind s.llQ,yaJ and 1n part to the 

fact that evGn he did not quito freo keyboard muoic £rom soce stulti:tying 

vocal convcnti()ns, aonot:imoo :forcing l1i s inatl."tlQont to do things £or whioh 

i t wa.o not wholly ouitod. It i s remarkable t4nt ono of tho clements that \TO.S 

rooponsiblo for bringing a spooi..fic koyboerd otyl o to birth - the el ent of 

doeo%'0.tive :f'i6'U1"lltion - i e not prom.inent in Ii'rosoobnldif his violent GmotionaliS!:l 

made it impos-aible for h.io t o wri to more external decoration like th:lt of the 

El.iznbothans and SWOOlinak. In .F.m:acobaldit rn.ther, begins that meaningfUl 

intot?;Z"ntion of tlJ.e v:trtuono ol Cl!lOiltn int-o the t:l'U.Siea.l content o.nd structure 

that was to oul=Iinato in the ono great eocposer upon ~hoD be did haw tm 

intluan~, J .. s . :Bcoh - the "':nsioel Ramon upon t~h<>m, in our modern vi • all 

p:revious patho aoem to oonwrgo. l3aeh' o gl!'eat "~gungsthemenu,. Tthich oocbino 

virtuoso oho.rctort roztlene enorgy,. theoatio cignit'ioanee n.nd melodic beauty t 

OQB aot:Jething to tho g;r:oat Oanto:r•s intense stuq and a.dmiro.tion of tho wol"ks 

of }"'.roaoobald1. The two masters stand e.t oppesi te ends of one of the great 

periods of l:lUsio, the ona as the classic m::lOl'liJ the il'lllovatoro, tho other aG 

tho £inal npothoosis. 
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Thio study endeavour s to ehou that its subject, E~oscctaldi, r.F~ ono of 
~ cost striking exaoplca - pcrhapn the exa.mplo po:r oxcollonoo - o:t a oowpc­
~er r,lf!Ced between ~ radieolly oproced orns 1 tho Renn:looanco and the ll:.l:'O(i~O. 

!.n th¢ :f'iro.t t\'oo chnptors, det c:ilod analysos o~ the or..tiro body of b.ie 
·.oyboard worko a.r givenJ in the :first cb..:'"lptor, keyboard \vorks i r.. f'oros ttl t i­
ltltely do.riving fro::1 vocal genres are dinoussod, in tho oeeond thoae that n:ro 
·;rittw in indigonous keyooard :torms. The cl:l.m:-nctoria·ticc of' a tylc thus th~ 
lUt in pa.o!"ing are ~asr.o::rbled in the l ast ohnvtor, whie~ d~.l:c:u.sse:; tho above 
IPJ'tiOi tion f'roo tuc vic 1 oints, that of harmony (:oodal and tonal elel:lenta) e:nd 
:.het of i d10!!1 (vocal. a.::1d inst:ruoe~ t:ll elame:rts). ·-~.•ho conclusion i o then ron~hed 
;ho.t & fusion of both iclioms ha.s not be$11 brought a.bov.t or e.ttcn,;:ted by- the 
~ompoaer, but that, rather, the most has been made o£ a deliberate and piquant 
!Oilt:I·~st. botneoo the ::rtylo~ of both eras. 


