
M A D R I G A L I
F GVERRIERI, ET AMOROST

Con r.lcuni nprrfcoh in Fcncrc fef pratcnnrirc, (hc furaoo
pcr Drcul tp[cdJi hlr Croltlcnzrtrfro.

L I B R O  O T T A V O

DI CLAVDIO MONTEVERDE i
Mrcftro & Capclh &[a Scrcnijfimr Rcprrbticadi Vaab. I

D E D I C A T I

Alla Sacra Cxfarea MaeGi
L U  I M P E R A T

D I N A N D O
o l J  t R l V r L g € t

T N  V E N E T I A ,

Apprcllo .lJc{hndro Vinccurii M D C )OO(VIlt.

O R

I I I
o

D

F E

ffii
ialtl,

E

R
c

x l



MADRIGALS
OFWARANDLOVE

With a few works in dramatic iorm lgetlere rupbresentatiw] that will be
brief episodes among the nondramatic vocal pieces

TRANSLATION OF ORIGINAL TITLE PAGE:

EICHTH BOOK

BY CLAUDIO MONTEVERDE
Choirmaster of the Most Serene Republic of Venice

Dedtcated
to rhe Holy Roman Majesty

o1 Emperor

Ferdinand I l l

PUBL]SHED BY AUTHORIZATION.

VENICE
In the printshop of Alessandro Vincenti. r63g.



CLAUDTo MoNrEVERtrt (I567-1643) had been moestro l i ccp'
pella ar St. Mark s in Venice since 16I J, and his seventh book of
Madrigals (the Concetr.,) lay as far back as 1619, when he
prblr.hed hr: M.rd'rgah guerrre,t ct amLirlr\t rn tbt8. Ihr- qreat

erghrh  h , .ok .  the  c , ,mp6.s1 t  m ' , \ t  ex t (n5 lve  .eLu lJ r  vo lume.
was a carefully chosen and assembled retrospective ofpieces-
in a variety o{styles and for a variety of vocal and instrumental
forces-that he had written over a thirty-year perrod but (wirh
one exceprion) had not yet published. The foreword ro the
volume (fully translated on page xiv) was Monteverdii longest
rheorerical statement. Although Book Vll l is divided into rhc
two large sections Canti guerrieri (Songs of War) and Canti
amorosi (Songs of Love), love permeates the whole and "war"

often refers to the skirmishes of courtship or rhe pains of
longrng.

The book was dedicated ro the new Holy Roman Emperor
Ferdinand ll l , although large parts of it had probably been
assembled by 1636 under the paironage of his father and
predecessoq Ferdinand II. Four of rhe texts (Nos. r, 6, 9 and
zz) refer to Ferdinand or ro the imperial court at Vienna. Of
these, it would seem rhat text r ( 'Altri canri dAmor, tenercr
arciero") was speciaily prepared for Monteverdi ro c.earc a
symmetrical balance with the preexistent texr ro by the famous
poet Marino ('Altricanti di Marte e di sua schiera"), which the
composer placed at the head of rhe second division; whereas
the three texts by Rinuccini (6, 9 and :z) were obviously
tampered with to provide references to Ferdinand (No. zz had
been \r'ritten and composed by Monteverdi in 16o8 to cel-
ebrate the wedding ofFrancesco Gonzaga, heir to the dukedom
ofMantua, whereas texts 6 and g had originally been writen in
honor of Henri lV of France).

Other pieces ofknown date (or terminus ante quem) are No.
8, the Combottimenn o( t6z4 (see Monreverdi\ own srare-
ments, translated in the presenr edition) and No. 5, 

'Armato i l
cor d'adamantina fede," which had already appeared in the
r63u volume Scherzi musicali (and which was to be published
yet again, along with Nos. 4, rj and 14 of Book VIII, in rhe
posthumous compilarion known as Book lX).

The poiyphonic madrigals included in Book Vll l attest to
Monteverdii continued interest and faith in a genre rhar had
ceded much of its popularity to monodic works such as opcra.
Nos. 16 and 17 were meant to be performed "in the French
style." This term, abour which scholarship is divided, either
implied that the rexts were set merrically, in accordance with a
sixteenth-century French prosodic theory, or, more l ikely, re-
ferred to a performance practice: a solo voice loudly projected
against the "chorus" of the other voices, with particular body
movements. Monody is also present in Book Vll l, ofcourse
in rhe dramaric pieces intended to be performed with cos-
tumes, sets and acrion (the famous geiTere rap[rresentruuo nf
Nos. 8, 9 and u z). The celebrated stil€ or gencre concitalo,
cLaimed by Monreverdi in his foreword as his own invention, is
in evidence in No. 8 and in several other of rhe most "warlike"

pleces.

The Malipiero Edition, The Venetian composer Gian Fran,
cesco Malipiero (r882-r973) began rranscribing and ediring
older ltalian nrusic in r9o2. His complete edition of Mon-
reverdi, ?lrrre le opere d,i Chudb Monteuercli, rhe source of the
present republrcat ion of Book VI I I of Madrigals, was published
In sixteen volumes between 19z6 and rg4z. Although the
actual printing was done in Bologna (by Enrico Venturi; some
Later volumes were printed in Vienna), thc publisher was Mali-
piero himseif and the place of puhLication was the hil l  rown of
Asolo some thirty miles from Venice, which was Malipiero\
home from r9z: on. ln his p.eface to the first volume published
(Book I o{ Madrigals), Malipiero thanks ELizaberh Spra.eue
Coolidge and Riccardo Gualino for rheir support. Another
person close to the venrure is specifically rhanked in the rhird
volume (Book ll l  of Madrigals): the poer, novelisr an.l parrior-
adventurer Gabriele DAnnunzio, another residenr of Asoh,
who had recognized Monteverdi! grearness as early as the
r89os, when mucb of oider ltalian music was forgotten or
neglected. Furthermore, the place of publicarion, beginning
wirh rhc third volume, is given as "Nel Vrrtoria le degli Italiani,"
from the name of DAnnunzioi vilLa at AsoLo, "the Hymn of
Victory o{ the ltalian Peoplc." (Texts by DAnnunzio were used
by Malipiero fbr songs and for an opera-rhe poer also u'rote
libretti for Mascagni, Pizzetti and Debussy ancl DAnnun:u,
was already associated wirh an organization of modern com-
posers headed by Malipiero and Casella. )

MaLipiero, in his Monteverdi cdition, retained the original
kevs of the madrigals, but used modern clefs (although he
showed the original ones as well). Also rerained are the origi-
naldesignarions ofthe vocal parts ("canto" is the highest part,
or soprano; the high part 'quinto" rs so called becarrse it is an
addition ro the standard fcrur parts of canro, aho, tenore and
basso). Malipiero, unlike older editors, wisely rcliained from
tampering with the harmonies, but the tempi, phrasing, dy-
namics, basso conrinuo realization and tbotnotes that appear
here were suppiied by irirn, and need not be binding on modern
performers. ln the present Dover cdition, the music pages have
been lefr cxacrly as Malipiero set them up, except that: (r) the
page numbers have been adapred ro the necessrtv to publish
Book Vll l as a whole (Malipiero inciuded Nos. 4, 5, r3 and 14
in his Book IX volume only); (z) the main tit les of the madri-
gals have been adjusted ro correspond to rhe full f irst l ine of
each poem, using the spell ing, rhe punctuation an,.l the nLrm-
hering and lettering 

" 
adopted in the presenr "Vrcal Texts and

Tianslations" sections; and (j) translations ofall but the long-
est ltalian texts (whether by Monreverdi or by Malipiero)
appear directly on the music pages. (Malipicrtx marerial is in

'The convenrent numbering and lettering (used ntrthrr by Monteverdr ncx
MalLpiero) are adopted from the marvelous volurne Mrntererdiby Paolo Fabbri
(EDT/Musica, T,rrin, r985), ro which the present ednron rs rndebted for many
a nugger of information. Fabbn also plrvides an exccllent descrrptron of the
structure of Book VIll as a whole, rrimulating musical discussions of rts
individual componenrs, and a weahh of data on hrsturcal background and
stylistic consideratbns.
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Clqutto MoilrevExt)l (r56?-1641) had been maestro di cap-
pelic at St. Mark s in Venice since 1613, and his seventh book of
Madrigals (rhe Concerto) lay as far back as 1619, when he
publnhed hrs Madrrgalt 6rterrtett et am,,rnsr tn ttrt8. I hr. gtrat

. rgh th  b ,  ok .  the  (L ,mposer \  mu\ f  e \ ( (n r rvc  .cLu la r  v , , lL lme.
was a carefully chosen and assembled retrospective ofpieces-
in a variety ofstyles and for a variety ofvocal and instrumental
forces-that he had wrirten over a thirty-year period but (with
one exception) had not yet published. The foreword ro the
volume (fully translated on page xiv) was Monteverdi's Iongest
theorerical statement. Although Book Vll l is divided into rhe
rwo large sections Cani guenieri (Songs of War) and Canti
amorosi (Songs of Love), love pe.meates the whole and "war"

often refers to the skirmishes of courtship or the pains of
longlng.

The book was dedicated to the new Holy Roman Emperor
Ferdinand III, although large parts of ir had probably been
assembled by 1636 under the patronage of his farher antl
predecessor, Ferdinand II. Four of the texrs (Nos. r, 6, 9 and
zz) refer to Ferdinand or ro the imperial court at Vienna, Of
these, it would seem rhat text r ( 'Altri canri dAmor, tenercr
arciero") was specially prepared for Monteverdi to creare a
symmetrical balance with the preexisrent rexr ro by the fhmous
poet Marino ('Altricanti di Marre e di sua schiera"), which rhe
composer placed at the head of the second division; whereas
the three texts by Rinuccini (6, q and zz) were obviously
tampered with to provide re{erences to Ferdinand (No. zz had
been writren-and composed by Monteverdi-in r6o8 to cel-
ebrare rhe wedding ofFrancesco Gonzaga, hcir to the dukedom
of Mantua, wheteas texrs 6 and 9 had originally been writren in
honor of Henri lV of France).

Other pieces ofknown dare (or terminus ante quem) are No.
B, the Combatrimento o( t6z4 (see Monteverdi'.s own srate.
ments, translated in rhe presenr edition) and No. 5, 

'Armato i l
cor d'adamantina fede," which had already appeared in thc
t63: volume Scherzi mlsicali (and which was to be published
yet again, along with Nos. 4, r3 and 14 of Book VIII, in rhe
posthumous compilation known as Book lX).

The poiyphonic madrigals included in Book Vll l atrest to
Monteverdii conrinued interest and faith in a genre rhar had
ceded much of irs popularity to monodic wotks such as opera.
Nos. 16 and 17 were meant to be performed "in the French
style." This rerm, abour which scholarship is divided, either
implied that rhe texts were set merrically, in accordance with a
sixteenth-century French prosodic theory, or, more l ikely, re-
ferred to a periormance pracrice: a solo voice loudly projected
against the "chorus" of the other voices, with parricular body
movements. Monody is also present in Book Vll l, ofcourse-
in the dramatic pieces intended ro be performed with cos-
tumes, sets antl action (the famous geners rapp.resentlrliuo of
Nos. 8, 9 and zz). The celebrated srile or genere concitato,
cLaimed by Monreverdi in his foreword as his own rnvenrion, is
in evidence in No. 8 and in several other of rhe most "warlike"

pleces.

The Malipiero Edition. The Venetian composer Gian Fran,
cesco Malipiero (r882-r973) began rranscribing and ediring
older ltalian music in r9oz. His complete edition of Mon-
teverdi, ll/fftle k opere di Cladio Monrcc'erdi, rhe source of the
present republication of Book Vl I I of Madrigals, was published
in sixteen volumes berween 19z6 and rg4z. Although the
actual printing was d,one in Bologna (by Enrico Venruri; some
later volumes were printecl in Vienna), rhc publisher was Mali-
piero himseif and the place of publication was the hil l  rown of
Asolo some thirry miles from Venice, which was Malipiero\
home from r gz u on. ln his prefacc to the first volume published
(Book I of Madrigals), Malipiero rhanks Elizaberh Sprague
Coolidge and Riccardo Gualino for their support. Anorher
person close to the venture is specifically thanke,.i in the thLrd
volume (Book III of Madrigals)r the poet, novelisr and patrior-
adventurer Gabriele DAnnun:io, another resident of Asolo,
who had recognized Monteverdi! grearness 2rs early as the
r89os, when much of older ltalan music was forgotten or
neglected. Furthermore, the place of public:rrion, beginning
wirh the third volume, is given as "Nc1 Virroria le degli Italiani,"
irom the name of l)Annunzioi vilLa at AsoLo, "rhe Hymn of
Victory of the ltalian People." (Texts by DAnnunzio were used
by Malipiero for songs and for an opera-rhe poet also *'rote
libretti for Mascagni, Pizzetti and Debussy-and DAnnrrnuur
was already associated with an organrzation of modern com-
posers headed by MalipLero and Casella. )

MaLipiero, in his Monteverdi cdition, retained the original
keys of the madrigals, but used modern clefs (although hc
showed the original ones as well). Also rerained are rhe origi-
naldesignations ofthe vrxal parts ("cantci ' is the highest part,
or soprano; the high part "quinttJ' is so called because it is an
addition Io the standard four parts of canto, alro, tenore and
basso). Malipiero, unlike older editors, wisely refraineLl i ionr
tafirpering wnh thc harmonies, but the rempL, phrasing, dy-
namics, basso continuo realization and footnotes thar appear
here were suppliecl by h im, and need not be binding on modern
performers. In the present l)over edition, rhe music pages havc
been lefr cxactly as Malipiero ser thcm up, except that: (r) the
page numbers have been adapred to the necessitv to publish
Book VIll as a rvhole (Malipiero inciuded Nos. 4, 5, r3 and 14
in his Book IX volume only); (:) thc main rit lcs of the madri-
gals have been adjusted ro correspond to rhe full f irsr l inc of
each poem, using the spell ing, rhe punctuarion and the num-
bering and lettering' adopted in the present "Vocal Gxts and
Tianslations" secrions; and (3) rranslations ofall but the long-
est Italian texts (whether by Monreverdi or bv Malipiero)
appear directly on the music pages. (Malipieros marerial is in

'The convenient numbering and l€tteflne (used neirher by Monteverdr nol
MalLpiero) are adopted from the marvclous volurne Monrdleidiby Paolo Fabbri
(EDT/Musica, Turin, r985), ro which rhe presenr edrtron rs rndebted for many
a nugget of rnformation. Fahbri al$ prcvides an excellent descriptron of the
stmcture of Book VIll as . whole, stimulrting musical drscussions of rts
individual components, and a wealth of data on hrstorrcal background and
stylistic considerations.
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parentheses wrrhin the music ancl in numbered footnotes on

thc mLrsic Dages. )
Oth"" F""ir,"", of the Dover Edition' The original title

page. Jedrcatt.,n rnJ imp"rccnt rhe''tertcal furcw'rrJ ro B'r' l

V Il haue heen fullu I r, 'n']ated. and appear on paee' x - xr ' T he

rahlt ' ,t \onrenr:, page r. includet .everal new edtt 'rral tranqlc'

tions and comments within square brackets; the material in-

cluded within parentheses is a literal translation 'lf Monte-

verdi! own listing of the vocal and instrumental forces needed

[or  eoch n ie .e  t ihe  ' , r ig lna l  l ta l tan  ver t r "n  I '  on  lhe  mu\ i (

fage. t .  T l . .ec r ron  Tran : la t inn '  " t  the  In t rodu ' to r t  Texr :  ro

ih" Dru^"ti. Pieces," beginning on page xvii, conlains three

rranslations rhat would not fir directly on the music pages to

which they refer. In the section 
"Vocal &xts and Tiansiations,"

b<sinnrnp on page xt r, thc heading: rn' ltrde the aurh' 'r of rhe

r."*-, f*h""r"u.i 1"n"q 6 r wirh hr' Jare'. ' fhrrrh rnd Jcarh the

place of the poem or excerpt in standard editions of the poet\

*orkr, und tle specific poetic genre of the original; the foot-

notes point out textual problems or provide variant or earlier

readings.
1., tirut sa-" "Vocal Jbxts and Tianslations" section there

was more than one reason for giving the ltalian texts alongside

the newly prepared translations For one thing, only by seeing

rhe p.re-s as they were originally written by their poets is it

porribl" a, "ppr..iu,e Monteverdi! setting ofthe texts' nor only

iris dist.ibution of the l ines among rhe voices' not only his word

aJphrasc repetiric,ns, his own texrr.ral alterations and the Iike,

truii l .o.u.h b".i. r,rucrLrraldevices as hts use ofone passage of

a ooem as a recurring refrain.'Another 
facror that made it advisable to present rhe ltalian

texts seDaratelv from the music pages was the less than total

reliabii i tv of Malipiero! versions of rhe texts Jb help.establkh

o ru.knble text for the present volume, a number cl{ publica-

tions were consulted. The Petratch texts (Nos r and tr) and

rhe tsso text (N<1. 8) were checked against standard modern

editions, and the Guarini rexts (Nos. 12, 16 and r?) were

checked against DeIb opere dzl Caualier Battista Ouarrni Tomo

Seconclo, p'ublished by diovanni Alberto Tumermano in Ve'

,or,", ,7-1i (sti l l  the most comprehensive edrtion of Guarini;

."f".r"i i,, in the focxnotes ttt the translarions as rhe 1737

edition).
Thosc, and No. 9, which was published by Denis Stevens in

1967 (Faber Music, London),' are the only pieces for which it

was'possible to find rcference texts printed in the form of the

original poetry (it was decided not to consult scatrered Texls

i.,cirded'in l ine, notcs ofrecordings). The present translator is

responsible for the l ine divisrons and simplif ication of repeats
(based on rhyme and meter), as well as for some of the specilic

wording, of all the orher texts The single grearesr aid to

dispell ing rnany doubts and establishing more correct readings

rhan many c,f Malipicro! was the microfi lm copy ofthe original

1638 part'books ai the Library & Museum of the Perforrning

Aris ar Lincoln Cenrer, New York. These are far from having

oer[e. rh c,,rre.r . r c. 'n\l\ lcnt w.,rdtng l 'ur thev 'how what

Molip,e,^ tr, *.,rk,nq with and thev olten re*'eal, 'n a t]a"h tf

truth, lust what a given reading must certainly be to make full

sense ln every way
The ltalian texts in this volume adhere as closely as possible

to the partbooks and Malipiero (with a certain amount of

-h" '16? "d-.. properlv prints the poem separatelv and wrrh crrtrcal

appararus (althoughone couldquibble wrth some of the readings accepted tnto

rh" mai" text). On the other hand, Stevens pubircttrn ofNo :u, the Ba&r

rationalization of spell ing and punctuation), and readings

other than Malipierols (and in a very few cascs, new coniectural

readings) have'been adopted only to help make sense of a

muddlf. No atrempt was made, even for Tasso and Guarini, to

conform complereiv to a modern edition if the differing words

in rhe partbooks and Mairprer, were ,f equlvalent meantnQ

u.rd -"L.. The goal was nor to supply the text for Book Vlll'

but one possible (and not impossiblel) text that singers' con-

ductors, ;ditors and students could find at least pragmatically

u,"frl and acceptable until scholars have overcome all the

difficukies. (Thi translations of rhe quite technical original

orefatorv texrs and musical and stage directions are also tenta-

liue, though ", cn-plete and Iiteral as possible {or this-transla-

tor. Students and readers whose seventeenth-century [ta]ian is

not srrong could find them a heipful start; scholars in the field

will not allow themselves to be misled )
The translations of the vocal texts are literal While disre-

garding the rhymes, rhythms and syllable coums ofthe original

italianl the English does altempt to follow it line for line to the

extent permitted by the difference in word order between the

rwo languages. lt would be foolhatdy to claim that complete

u.aur".y irr".onu"ying the meaning has been achieved hete,

but an effort has been made to account fol eeet) word and oll

rhe slnrax in lhe ltalian ln con(rast lo the mdnv "rmpre5-

sionistiC' renderings that one encounters
A Word Aboutihe "Combattimento." Petrarch is rhe only

nlrnanonvmuus poer .el bv Munleverdr ln B"ok Vll l wh" l iveJ

long betore th".ornp.'se,, J,u' alrhough only Testr dnd Slruzzl

*ere sti l lal iue when Book Vll l was published Tisso' authorol

the "Combattimento" texr, had died in I595, and was already a

revered classic.
Monteverdi recounts in his foreword iust how he was in'

spired by the text ofthe "Combattimento," but he fails to state

tirat. althoueh the ve.sion contained in the epic poem Gem-

,ibir,e tibi"n (first published in r58I) was the prevailing

basr,,rf rhe w, 'rds he se; he also ad!'pred phra'ing'from Ta's' ' !

re!asting oi the epic \GerusoJcmme cotqurstrru fir ' t publi:hed

rn  r593) .
Ii'lerusalemme liberrrta, Clorinda is a matchless warrior

marden helprng to Jefend rhe torce' "f lslam again"r rhe

-"rnbe., ,rf th-e First Crusade who have invaded the Holy

Land. Well along in the narrative, it is revealed to her and to

the reader that her parents were Christian, but this does not

affect her until the moment of her death Meanwhile' Tan-

credi, one of the principal Crusaders' has seen her once with'

out her helmet and has fallen immediately but definitely in

love. Just before the incident in the "Combattimento"

Clorinda has boldly sallied forth with a male comrade from the

beleagu"red.lty oflerusalem and inflicted a telling blow.on the

Chriitiar,.. Tincreii, not knowing her identity or even her sex

Gi".. ttt. is in full armor), p,,isuet her vengefully as she

attemDts to resain the safety of the ciry This is where the
"Crmbarrtmenro begtns.

Musicaliy, the piece is of paramount importance:- as. tne

ba"ic example t 't ihe srrle ionc'tat" (agrtared 'tvle with "hort

,epe"r"J not".: in the strings. 'pelif icallv a mea5ured boweo

rrimol-,1, as an example .,f onomatopoerc and prugrammartc

music (hoofbeats, fights, etc ), and perhaps not least as rntro-

duc ing  rhc  p izz rca to  to  l ra l ian  mustc '

del l {  lnsrdre l5chort  N (  o Lrd L.nJ 'n r 'd I  ha '  rhe rr r  '  n l r  "  an unJer lar '

and thc text is in decidedlv poor shape

v i i i Prefuce


