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Barbara Strozzi  (1619-1677)     Tradimento from Diporti di Euterpe Op. 7 (pub. 1659)   

Claudio Monteverdi  (1567-1643)    Quel sguardo sdegnosetto SV247 (pub. 1632)   

Sigismondo D'India  (1582-1629)    Lamento d'Olimpia (pub. 1623)   

Francesco Rasi  (1574-1621)     Ahi fuggitivo ben, come sì tosto (pub. 1608)   

Benedetto Ferrari  (1603-1681)     Voglio di vita uscir (pub. 1637)   

Girolamo Frescobaldi  (1583-1643)    Così mi disprezzate (pub. 1630)   

Alessandro Piccinini  (1566-1638)    Toccata cromatica (pub. 1623)   

Barbara Strozzi      Ardo in tacito foco Op. 3 (pub. 1654)   

Girolamo Frescobaldi     Maddalena alla croce (pub. 1630)   

Giovanni Girolamo Kapsberger  (c.1580-1651)   Canario from Libro primo d'intavolatura di lauto 
(pub. 1611)   

Barbara Strozzi       Gite, o giorni dolenti Op. 2 (pub. 1651)   
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One of the paradoxes of performing music from the 

17th Century is that, while characters leap off the page 

and their voices demand to be heard with dramatic 

urgency, we frequently stumble and bump into things - 

emotions, chord progressions, stories - that seem 

wildly ‘strange’. We are reminded of the distance that 

the words and the music travel to our ears and to our 

experiences. This sort of contradiction was one with 

which many of this afternoon’s composers were 

familiar, and found to be just as exciting as challenging. 

Religious believers in the Renaissance felt the physical 

suffering of Jesus as keenly as does the ‘Maddalena’ of 

Frescobaldi’s searing lament ('Maddalena alla Croce'), 

across 1600 years. But the fate of Olimpia ('Lamento 

d’Olimpia'), drawn by Sigismondo d’India (c.1582-

before April 1629) from Ariosto’s epic romance Orlando 
Furioso, is harder for us to comprehend: Olimpia falls in 

love with the eventually faithless Bireno instead of the 

suitor arranged for her. The spurned Prince of Friesia 

causes his father to kill her entire family (the male part 

of it, at least) and then her whole country is sacked by 

Friesian troops. ‘Boy-loves-girl-loves-other boy-other 

boy abandons girl’ doesn’t quite deal with all the 

terrible implications here. As Bireno, like Jason, and like 

Aeneas before him, sails off to fulfil his destiny, Olimpia 

endures the physical agony of personal grief, and of the 

consequences of her own terrible choice of personal 

happiness over filial duty. 

This afternoon we find our solo singer emerging from 

the world of the madrigal – equally intense but 

companionable compositions – to perform alone in a 

fluid, dramatic form which its pioneers championed as 

more ‘true’ to the expressive power of the poets and 

dramatists who were drawing on ancient myths and 

romances for their inspiration. Writers such and Giulio 

Caccini and Vincenzo Galilei (the father of the 

astronomer) made explicit links – perhaps with a little 

bit of invention – with the actors of Ancient Greek 

theatre, singing heroic stories to the accompaniment of 

a lyre. The ‘Chitarrone’, at the time the more 

'intellectual' name for the theorbo, was developed from 

a bass lute design around 1600 for the purpose of 

accompanying singers in this way. The ‘stilo recitativo’ 

allowed a singer to declaim his or her story flexibly over 

a partly-improvised accompaniment of what Caccini’s 

English translator later in the century would describe as 

‘passionate chords’. Counterpoint, beloved by the 

previous generation, took a back seat to harmonic 

invention but, as we will hear in the toccata by 

Alessandro Piccinini (1566-1638), it did not disappear 

entirely. The giants of this ‘secconda prattica’ were 

Claudio Monteverdi (1567-1643) and D’India, a 

nobleman from Palermo who travelled across Italy 

throughout his career before ending up as music 

director for the Duke of Savoy. The ultimate 

renaissance man, he also wrote his own texts. 

Francesco Rasi (1574-1621), like his teacher Giulio 

Caccini, and Barbara Strozzi, too, excelled both as 

singers and chitarrone players. We’re happy, and fairly 

confident you will be, to divide those skills between us! 

The chitarrone had its real or fake classical pedigree, 

but it also had another side: its other name, the ‘tiorba’, 

seems to have been a bit of a joke, again challenging 

our modern sensibilities, about a blind man playing a 

hurdy-gurdy; exactly why is unclear, but the comedy 

neck and ‘chordy’ nature of players’ improvisations 

brought less courtly associations to mind. 'Quel 

squardo sdegnosetto' combines sophisticated textual 

lightness with the popular ‘ciaconna’ bass and a 

strophic form to tease away at the extremes of passion 

conjured by vocal virtuosity. The ciaconna makes 

another appearance, its energy quietly undermining 

and ironically commenting on the melancholy of 

Benedetto Ferrari’s (c.1603-81) 'Voglio di vita uscir': 

again a particularly 17th-century aesthetic of jamming 

comedy and tragedy together. 

Barbara Strozzi (1619-77) was a master in combining 

intense feeling with knowing irony. In a very modern-

seeming presentation, she made her self – or at least 

her fictional persona – the subject of most of her songs. 

Narrow as this seam of inspiration may appear, her 

output is characterised by its breadth not only of 

emotion and invention, but also by its sheer vocal 

range: plumbing the depths of rage, betrayal and grief 

in what we might call a ‘mezzo’ range one moment, and 

floating or soaring in the heights of soprano-ecstasy 

the next. Like d’India before her, she benefited from the 

culture of the Italian ‘Accademia’ for regular 

performance opportunities. These were gatherings of 

intellectuals that featured debate, joke-telling and 

scientific discussion as well as performance, making 

the compressed drama of her solo cantatas ideal 

vehicles for her career in mid-century Venice. Female 

virtuosi were not rarities in Italian courts (the concerto 
delle donne had blazed a trail in 16th-century Ferrara) 

but she was unusually strategic in her publishing 

ambitions. Her eight books of cantatas and madrigals 

make her the most published composer, male or 

female, in 17th-century Italy. 'Ardo in tacito foco' 

explores the paradox of a singer singing about her own 

silence, unable to express her passion: only the most 

daring of chromatic writing will do justice to this 

impossible situation. 'Gite o giorni dolente', from her 

Opus 2 of 1651, is uncharacteristic both in having a 

public context – dedicated to Ferdinand III of Austria 

and Eleonora Gonzaga of Mantua – and being a joyfully 

optimistic celebration of a dynastic marriage. 

Musicians spoke fervently to the world as well as from 

the heart, and political duty has, after all, its attractions. 

Despite the dedication, Strozzi (unlike many of her 

male counterparts) never achieved a position of 

institutional musical leadership. Despite her many 

beautiful madrigals and ensemble works, it is her solo 

lamenting voice that resonates most directly across the 

intervening centuries. 
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Please do not turn the page until the song and its accompaniment have 
ended. 



 (1582-1629)  

 

(pub. 1623) 
Sigismondo D'India 



 

 

 (1574-1621)  

 (pub. 1608) 
Francesco Rasi 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 (1603-1681)  

 

(pub. 1637) 
Anonymous 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
Please do not turn the page until the song and its accompaniment have 
ended. 



 (1583-1643)  

 

(pub. 1630) 
Anonymous 

 

 

 (1566-1638)  

 (pub. 1623)  

 

 
 
 
 
 
 
 
 
 
 
 
 
 

  

 (pub. 1654) 
Anonymous 

 

 

 
 
 
 



  

 

(pub. 1630) 
Anonymous 

 

 

 
(c.1580-1651) 

 (pub. 1611) 

 

 

 

  

 (pub. 1651) 
Anonymous 

 
 
 
 
 
 
 
 
 
 
 
Translation of 'Tradimento' by Candace A Magner. Monteverdi by 
Jonathan Burton, printed with kind permission. D'India, Rasi, Ferrari and 
Frescobaldi by Susannah Howe. All other Strozzi by Richard Kolb, used 
with permission of Cor Donato Editions CorDonatoEditions.com. 

 




