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ABSTRACT 

 

 

Early modern Venice flourished artistically and musically as one of the most 

cosmopolitan cities in all of Europe, and the Basilica of St. Mark’s represented the visual and 

musical power of La Serenissima. Giovanni Rovetta, who moved from choir boy in 

childhood to the basilica’s maestro in adulthood, understood St. Mark’s reputation not only 

in Venetian life, but also as a model for European composers and musicians. As music 

director at St. Mark’s, Rovetta contributed to Venice’s musical esteem, joining a lineage 

shared by composers such as Claudio Monteverdi (1567–1643), Cipriano de Rore (c. 1515–

65), and Adrian Willaert (c. 1490–1562). However, despite his recognition and influence 

during his lifetime, musicologists have frequently neglected both his compositional role in 

sacred music and his innovative and virtuosic contributions to secular repertoire of the early 

Baroque.  

This thesis project underscores Rovetta’s musical role in promoting Venetian fame 

for residents of the Most Serene Republic as well as in foreign contexts ranging from France, 

Rome, German-speaking lands, and Restoration England. This study first bases Rovetta’s 

patronage and reception among Venetian supporters of music. Next, this project 
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contextualizes and analyzes Rovetta’s music within Franco-Venetian diplomacy in 1639. 

Turning to a rival city-state, this study examines Rovetta’s noble patronage from a Roman 

duke who continued in the tradition of musical patronage initiated by his Medici ancestors. 

Considering Rovetta’s music in educational resources in Protestant German-speaking lands, 

this project investigates the role Rovetta’s music played in educating Lutheran students in 

late seventeenth-century Saxony. The study concludes with an analysis of Rovetta’s music 

included in the personal manuscript collection of one of Restoration England’s most revered 

composers, John Blow. In all of these contexts, Rovetta’s music serves as a sonic 

transnational representation of Venetian power and prestige, thereby illuminating this 

overlooked composer in seventeenth-century musicological discourse. 
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CHAPTER 1 

 

INTRODUCTION AND LITERATURE REVIEW: 

GIOVANNI ROVETTA AND SEVENTEENTH-CENTURY TRANSNATIONALISM 

 
The Musicians then began to sing the Mass, and this was esteemed the most 

excellent music that had been heard for a long time in Venice. The souls of the 

listeners were stupefied by supreme amazement at this marvelous harmony of 

sweet accents, so that they seemed to be entranced in ecstasy… Truly the 

melody of this wonderful singing gripped those who, from the very first notes, 

were torn away from their ordinary business. The sweet music was made from 

various concordant voices. The major was tempered by the minor, and the 

high notes by the low. The listeners’ spirits shone with happiness at the sound 

of such sweet harmony. And certainly it would have been a dissonant spirit, 

and a deaf soul, that was not entranced by such pleasing voices or the sweet 

song that urged itself upon the ear.1 

 

Fausto Ciro’s eye-witness account describes the Messa, e salmi concertati (1638) 

performed at the extravagant Venetian celebration for the birth of the French dauphin, the 

future Louis XIV. Ciro’s attention to this particular performance speaks to the prestigious 

place of music within this grand diplomatic gesture.2 Given the geographical and 

chronological setting of the event, it would be easy to assume that Claudio Monteverdi 

(1567–1643) was the chosen composer for this commemorative music. However, Ciro 

                                                 
1 Excerpt from Fausto Ciro, Venetia Festiva Per Gli Pomposi Spettacoli Fatti Rappresentare Dall’Illustriss. & 
Eccellentiss. Sig. d’Hussè Ambasciatore di S.M. Christianissima, Per La Nascita Del Real Delfino Di Francia. 
– A Monsieur Du Hussay Conseiller d’Estate Intendant, & Contro olleur General de ses Finances, (Venice: 

Andrea Baba, 1638). Translation from Jonathan Drennan, “The Masses of Giovanni Rovetta” (PhD diss., 

University of Ulster, 2002), 197. 

 
2 According to the summary from the Royal Academy website, Ciro’s text describes a variety of events in honor 

of the future French king. The events in this four-day celebration included “a regatta, a banquet, bull-fighting, 

balletti, and fireworks” in addition to Rovetta’s mass. See “Venetia Festiva Per Gli Pomposi Spettacoli Fatti 

Rappresentare Dall’Illustriss. & Eccellentiss. Sig. d’Hussè Ambasciatore di S.M. Christianissima, Per La 

Nascita Del Real Delfino Di Francia. – A Monsieur Du Hussay Conseiller d’Estate Intendant, & Contro olleur 

General de ses Finances,” Royal Academy of Arts, accessed November 12, 2019, 

https://www.royalacademy.org.uk/art-artists/book/venetia-festiva-per-gli-pomposi-spettacoli-fatti-rappresentare. 
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directed his praise to another: Giovanni Rovetta (c.1596–1668), Monteverdi’s assistant at St. 

Mark’s Basilica in Venice. Rovetta eventually took up the mantle of his mentor, continuing 

the long-standing tradition of musical excellence at the epicenter of Venetian sacred music. 

When he assumed the role of maestro di cappella at St. Mark’s in 1644, Rovetta took charge 

of one of the finest musical institutions of seventeenth-century Europe. As head of choral 

activities at this leading ecclesiastical establishment, Rovetta composed and directed music 

for church services in the most well-known and most sought-after city in the early modern 

era. Although some scholars have illuminated Rovetta’s music in his native Venice, there is 

no existing scholarship on Rovetta’s reception outside of the city. In this thesis, I examine the 

reception of Rovetta’s music beyond Venice, tracing the routes by which his music circulated 

throughout Europe, investigating the copying of his music in personal manuscript anthologies 

by non-Italian musicians and collectors, and exploring the reception of his music in musical 

networks throughout England and the Continent. In doing so, I argue that Rovetta contributed 

to the transnational musical culture of early modern Europe. 

With such a prestigious musical appointment at St. Mark’s, it is surprising that 

musicological discourse has not addressed Rovetta or his output. While some scholars have 

recognized Rovetta as a significant figure in Venetian musical life, only marginal discussion 

pertains to his influence beyond Venice. Highlighting Rovetta’s contributions to Venetian 

musical culture, Jonathan Drennan discusses Rovetta’s Missa brevis as an “emblem of 

longevity” in the repertoire of St. Mark’s.3 In his dissertation, Drennan provides a complete 

                                                 
3 Jonathan Drennan, “Giovanni Rovetta’s Missa brevis: A Symbol of Musical Longevity,” Ricercare 22, no. 1/2 

(2010): 111–46. 
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analysis and edition of Rovetta’s surviving mass settings,4 and Drennan’s subsequent 

research has uncovered previous misattributions of Rovetta’s works.5 While Drennan’s 

dedicated studies bring currency to Rovetta scholarship, his conclusions do not address the 

influence and function of Rovetta’s music outside of Venice.  

Adding to Rovetta scholarship, Eleanor Selfridge-Field contributed a study of the 

composer’s music for Holy Week based on surviving manuscript copies in the archives at St. 

Mark’s.6 Selfridge-Field’s study, like Drennan’s, highlights Rovetta’s position and reception 

in Venetian musical culture of the seventeenth century, but the study does not extend beyond 

the walls of the Venetian basilica. Further highlighting Rovetta’s Venetian musical activity, 

Linda Koldau’s scholarly edition of the celebratory Messa, e salmi concertati discusses 

Rovetta’s sacred music within the larger framework of Venetian festivals.7 Although 

Koldau’s commentary naturally contains European connections in light of the festival’s 

honoree, the prose does not address the full extent of Rovetta’s transnational reception. The 

performance of the dedicated mass took place in Venice, which keeps Koldau’s scholarship 

centered in Venice as well. Also contributing to Rovetta scholarship, John Whenham has 

openly acknowledged the lack of Rovetta study and has contributed to filling the void with a 

scholarly edition of Rovetta’s second book of madrigals as well as an essay consisting of 

                                                 
4 Drennan, “The Masses of Giovanni Rovetta,” passim.  
5 Jonathan Drennan, “Attributions to Giovanni Rovetta,” Early Music 33, no. 3 (August 2005): 413–22. See also 

Jonathan Drennan, “Another Mass Attributable to Giovanni Rovetta,” Music & Letters 88, no. 4 (November 

2007): 589–603. 

 
6 Eleanor Selfridge-Field, “Rovetta’s Music for Holy Week,” (Venice, 1994), 

http://scores.ccarh.org/rovetta/Rovetta_1998_pdf5.pdf, accessed April 27, 2020. 

 
7 Giovanni Rovetta, Messa e salmi concertati, Op. 4 (1639), Koldau, Linda Maria, ed. Recent Researches in the 
Music of the Baroque Era, (Madison, WI: A-R Editions, 2001), 7. 
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comparative style analysis of Rovetta and his Venetian contemporaries.8 Complementing the 

scholarship of Drennan, Selfridge-Field, Koldau, and Whenham, this study contributes to 

filling the lacuna surrounding this overlooked composer by illuminating his transnational 

reception in seventeenth-century Europe.  

Extant manuscript music copies, prints and reprints of compositions, and writings of 

English and Continental diarists articulate the extension of Rovetta’s music far beyond the 

boundaries of his native city. This thesis reveals the transnational reception of Rovetta’s 

music as expressed through the circulation and collection of his compositions in manuscript 

anthologies and print publications outside of Venice. By tracking the circulation of Rovetta’s 

compositions across Europe—from Venice to Rome, Saxony, and England— my research 

contributes to the overarching phenomenon of Italian music’s contribution to the burgeoning 

cultivation of fluid transnational musical taste in the seventeenth century. In each chapter, I 

trace the route by which Rovetta’s music transmitted to and circulated through a particular 

geographical area; I then analyze the intentional techniques and specific criteria used to 

classify and collate Rovetta’s music into particular anthologies. Finally, I examine how 

Rovetta’s music appealed to foreign teachers, performers, composers, and consumers of 

music within each geographical area. In doing so, I place Rovetta’s music in prominent, 

foreign circles of musicians and collectors of music. Through comparative style analysis, I 

identify common musical traits between Rovetta’s music and that of his English and 

                                                 
8 Giovanni Rovetta, Madrigali Concertati à 2, 3, 5, 6, et nel fine una cantata à 4, Libro Secondo, Op. 6 (1640), 

John Whenham, ed., Archive of Seventeenth-Century Madrigals and Arias, (Birmingham, 2012), 

http://epapers.bham.ac.uk/4/16/Rovetta_Madrigali_1640_rev.2012.pdf; John Whenham, “‘Aria’ in the 

Madrigals of Giovanni Rovetta,” in Con che soavità: Studies in Italian Opera, Song, and Dance, 1580-1740, ed. 

Iain Fenlon and Tim Carter (Oxford: Oxford University Press, 1995), 135-56. 
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European contemporaries, situating Rovetta’s music within seventeenth-century 

cosmopolitan taste. 

 

Rovetta and His Context 

 

Although his exact place and date of birth is unknown, Giovanni Rovetta presumably 

spent his entire life in Venice and was exposed to the rich musical tradition at St. Mark’s 

from a young age. His father, Giacomo Rovetta, served as a violinist at St. Mark’s from 1614 

to 1641. Following in his father’s footsteps as a church musician, the younger Rovetta began 

his career at the basilica when he was around twenty years old, as confirmed by church 

documentation stating his appointment as a permanent instrumentalist for the choir.9 He 

assumed Alessandro Grandi’s former position as assistant maestro di cappella under Claudio 

Monteverdi at St. Mark’s in 1627,  eleven years before he composed his Messa, e salmi 

concertati. In 1644, he succeeded Monteverdi as official maestro di cappella.10 In addition to 

his duties at St. Mark’s, Rovetta also supervised musical activities at local ospedali and 

organized music for holy days at neighboring churches. Ordained as a priest, Rovetta carried 

out ecclesiastical duties at two other churches throughout his lifetime.11 

                                                 
9 James H. Moore, Vespers at St. Mark’s: Music of Alessandro Grandi, Giovanni Rovetta, and Francesco 
Cavalli (Ann Arbor: UMI Research Press, 1981), 1:12. 

 
10 Monteverdi attested to Rovetta’s abilities in a letter to Alessandro Striggio in 1627, referring to his capable 

sub-director. See Denis Stevens, trans., The Letters of Claudio Monteverdi (Cambridge: Cambridge University 

Press, 1980), 296.  

 
11 Jerome Roche, “Rovetta, Giovanni,” Grove Music Online, Oxford Music Online, 2001, accessed August 22, 

2019. 
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Rovetta composed extensively in the stile concertato, as evident in his works list in 

Grove Music Online. Out of ten sacred works, six are labeled concertati, and three of his four 

madrigal books carry the concertati designation.12 Keeping current with popular tastes in 

seventeenth-century Venice, Rovetta also wrote an opera, Ercole in Lydia (1645). Although 

the music is lost, John Evelyn favorably described the opera during his Venetian visit in 

1645: 

This night, having with my Lord Bruce taken our places before we went to the Opera, 

where comedies and other plays are represented in recitative music, by the most 

excellent musicians, vocal and instrumental, with variety of scenes painted and 

contrived with no less art of perspective, and machines for flying in the air, and other 

wonderful notion; taken together, it is one of the most magnificent and expensive 

diversions the wit of man can invent. The history was, Hercules in Lydia; the scenes 

changed thirteen times. The famous voices, Anna Rencia, a Roman, and reputed the 

best treble of women; but there was an eunuch who, in my opinion, surpassed her; 

also a Genoese that sung an incomparable bass. This held us by the eyes and ears till 

two in the morning…13 

 

Evelyn’s description of Rovetta’s work and the inclusion of prominent Italian singers, such 

as Anna Renzi,14 suggest that Rovetta’s opera matched the caliber of contemporary operas. 

Although Evelyn’s review implies that the opera was a success, Rovetta never wrote another 

                                                 
12 Stile concertato, or the concerted style, refers to works that incorporate diverse performing forces. Such 

works frequently included string or wind instruments in addition to voice(s) with continuo. For more on the stile 
concertato, see Anthony F. Carver, “Concertato,” Grove Music Online, Oxford Music Online, 2001, accessed 

March 21, 2021. 

 
13 John Evelyn, The Complete Diaries of John Evelyn, ed. William Bray (London: J.M. Dent & Co., 1907), 202. 

 
14 Anna Renzi was the most popular female singer in Venice in the 1640s. See, for example, Magnus Tessing 

Schneider, “Seeing the Empress Again on Doubling in L’incoronazione di Poppea,” Cambridge Opera Journal 
24, no. 3 (November 2012): 249–91; Rebecca Cypess, “‘Esprimere la voce humana’: Connections between 

Vocal and Instrumental Music by Italian Composers of the Early Seventeenth Century,” The Journal of 
Musicology 27, no. 2 (Spring 2010): 181-223; Beth L. Glixon, Private Lives of Public Women: Prima Donnas 

in Mid-Seventeenth-Century Venice” Music & Letters 76, no. 4 (November 1995): 509-531. 
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complete opera, likely due to his new responsibilities at St. Mark’s beginning in 1644.15 

Although Rovetta’s main duties resided in the church, his attention to popular styles 

demonstrates a persistent and intentional awareness of contemporary trends. By developing 

aspects of his compositional style that aligned with pan-European trends, Rovetta positioned 

himself as a composer worthy of recognition outside of his native community.  

 Rovetta continued as maestro at St. Mark’s until his death in 1668. Bequeathing his 

possessions and accounts to his sister and nephew, Rovetta also ensured the security of his 

own soul by leaving instructions for his Requiem Mass for double choir to be performed 

biannually at the basilicas of St. Mark and St. Sylvester. He financially secured his wishes by 

setting up an annuity with the Procurators of St. Mark’s, ensuring stipends for the singers.16 It 

seems that in addition to his musical talent and calling as a clergyman, Rovetta was also a 

savvy businessman, especially when the eternal status of his soul was at stake. His awareness 

of matters beyond his lifetime supports the notion that he did not isolate himself within his 

own immediate confines; his attention to the future attests to his determination of extending 

his influence beyond his current era. With this in mind, Rovetta can be viewed as a composer 

whose music extends not only beyond geographical confines, but beyond chronological 

boundaries as well. 

Considering the abundant scholarship on seventeenth-century Venetian music, it 

might be expected that Rovetta claims a prominent position. However, most of this 

                                                 
15 According to James H. Moore, Rovetta began work on another opera, Argiope, in 1645, but abandoned the 

work. Moore, 16. 

 
16 Moore, 17.  
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scholarship sidesteps Rovetta in favor of Monteverdi and other composers. For example, Tim 

Carter devotes an entire chapter to seventeenth-century sacred music in his book, Music in 

Late Renaissance and Early Baroque Italy.17 In this chapter, Carter discusses the 

contributions of Giovanni Gabrieli, Grandi, and, of course, Monteverdi, but Rovetta is only 

mentioned in passing among his colleagues.18 In similar fashion, Rovetta’s name appears in a 

list of composers associated with the cori spezzati but receives no elaboration in Iain 

Fenlon’s Music and Culture in Late Renaissance Italy.19 Eleanor Selfridge-Field maintains 

that Rovetta’s music is commonly unnoticed because modern historians typically identify 

opera as the dominant genre of the seicento.20 She suggests that Rovetta, both preceded and 

succeeded by two of the most distinguished opera composers of the time,21 is often 

overlooked due to his minimal contribution to operatic repertoire.22  

Despite the lack of scholarly acknowledgment Rovetta has received, particularly in 

foreign cultural contexts, extant documentation reveals the non-Venetian popularity and 

reception of Rovetta’s composition. For example, Rovetta dedicated his Madrigali 

Concertati Primo Libro (1629) to a Roman duke. Although it may seem that a study of 

Rovetta’s music in another area of Italy is disjunct in the transnational scope of this study, 

the seventeenth-century political and geographical landscape of Italian city-states supports 

                                                 
17 Tim Carter, Music in Late Renaissance & Early Baroque Italy (London: B.T. Batsford, 1992), 222–238. 

 
18 Ibid., 230–31. 

 
19 Iain Fenlon, Music and Culture in Late Renaissance Italy (Oxford: Oxford University Press, 2002), 40. 

 
20 Selfridge-Field, 13. 

 
21 Francesco Cavalli assumed the position of maestro upon Rovetta’s death in 1668.  

 
22 Selfridge-Field,14. 
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the pan-cultural stance of this thesis. By projecting his musical outreach beyond his native 

city and into the realm of a prominent connoisseur of music with a lineage of robust musical 

patronage, Rovetta positioned himself and his music on a distinguished platform of noble 

support. 

Further afield, Rovetta’s music circulated throughout the German-speaking lands in 

print publications associated with Protestant educational systems, featuring new 

compositions, genres, forms, styles, and techniques that German students of music could 

study and emulate. Similarly, Rovetta’s music in English musical networks shows his role as 

a representative of Italian culture among English audiences. Surviving manuscripts in 

London and Oxford reveal that Rovetta’s music, copied in manuscript anthologies, attracted 

audiences of professional musicians, generous patrons of music, and avid collectors of 

transnational composition.  

Plotting Rovetta’s music on a map illuminates the far-reaching extension of his music 

in many directions from Venice: southwest to Rome, northeast to present-day Germany, and 

northwest to England. Considering the vast distance to these geographical locations, 

especially in light of seventeenth-century travel, Rovetta’s music must have been 

intentionally desired by nobility and professional musicians seeking fashionable Italian music 

in their cultural circles. My study draws special attention to this foreign appetite for Italian 

culture, with Rovetta’s music as the focal point. In doing so, I not only support existing 

scholarship of the popularity of Italian culture throughout England and Europe, but I 

specifically highlight the position and status of Rovetta’s music within transnational musical 

taste. 



 

 

10

Themes and Narratives 

 

 This study examines Rovetta’s music through the lens of transnational exchange as a 

component of cosmopolitan taste. By approaching each geographical area through the lens of 

seventeenth-century intercultural appreciation, Rovetta’s music can be viewed as a cultural 

commodity through the transmission, collection, and reception of his music in Rome, 

England, and the German-speaking lands. 

Today’s view of national identity does not parallel the transcultural fluidity of the 

early modern era. Susan Hammond, Daniel Riches, and Erik Thomson define our modern 

view of national identity as a “manifest[ation of] the rejection, rather than emulation, of 

foreign models.”23 Whereas today, as a continuance of nineteenth-century nationalism, 

countries and cultures take great care to simultaneously promote and protect their individual 

national identities, early modern cultures encouraged transnational exchange. Joad Raymond 

verifies this concept of exchange in his discourse on early modern news networks; he 

describes news transmission from 1450–1650 as a pan-European network that was not rooted 

in a single country.24 News and trends were not isolated or contained within geographical 

bounds; rather, communication and culture freely reciprocated across national boundaries.  

Similarly, travel was not confined to domestic boundaries. Although the Grand Tour 

of the eighteenth century had not yet coalesced, the idea of pan-European travel and 

exchange was securely in place in Rovetta’s era. For example, transnational travels could 

                                                 
23 Susan Lewis Hammond, Daniel Riches, and Erik Thomson, “Early Modern Scandinavian Transformations of 

European Examples,” Scandinavian Studies 77, no. 3 (Fall 2005): 328. 

 
24 Joad Raymond, “News Networks: Putting the ‘News’ and ‘Networks’ Back in,” in News Networks in Early 
Modern Europe, eds. Joad Raymond and Noah Moxham (Leiden: Brill, 2016), 109.  
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serve diplomatic purposes such as Lorenzo di Ferdinando I de’ Medici’s journey to 

Innsbruck in 1626, when he served as his sister’s chaperone on her journey to marry a 

Hapsburg prince.25 The wealthy nobility were not alone in their need for transnational travel; 

the working class required travel as well. Bryan White contends that European merchants 

played a vital role in the transmission of cultural products. As these merchants traveled on 

land or by sea, they collected and transmitted cultural souvenirs.26 Finally, even a few 

privileged women engaged in transnational travel. Lady Catherine Whetenhall, a member of 

the prestigious English Catholic Talbot family, traveled to Italy to study and also to escape 

the growing anti-Catholic movement in England.27 These examples—the travels of the 

nobility and the working class—provide a mere sampling of the routes by which music was 

encountered, collected, and re-transmitted throughout England and continental Europe. 

Living in the geographical and social epicenter of cultural exchange, Rovetta occupied an 

advantageous position in early modern transcultural propagation. 

Music certainly shared in these fluid transnational exchanges and this fluidity had 

been securely in place centuries before Rovetta’s music started changing hands. For example, 

music served as an element of cultural exchange during the Hundred Years’ War (1337–

                                                 
25 Sheila McTighe, Representing from Life in Seventeenth-century Italy (Amsterdam: Amsterdam University 

Press, 2020), 163. 

 
26 Brian White, “Music and Merchants in Restoration London,” in Beyond Boundaries: Rethinking Music 
Circulation in Early Modern England, ed. Linda Phyllis Austern, Candace Bailey, and Amanda Eubanks 

Winkler (Bloomington, IN: Indiana University Press, 2017), 150. 

 
27 Patricia Akhimie, “Gender and Travel Discourse: Richard Lassels’s ‘The Voyage of the Lady Catherine 

Whetenall from Brussels into Italy’ (1650),” in Travel and Travail: Early Modern Women, English Drama, and 
the Wider World, ed. Patricia Akhimie and Bernadette Andrea (Lincoln, NE: University of Nebraska Press, 

2019), 121. 
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1453). Although France and England battled during the day, the evenings boasted vibrant 

cultural exchange between both factions. In service to John, Duke of Bedford, composer John 

Dunstable (c. 1390–1453) traveled to the battlefield, his music in tow. Subsequently, his 

trademark contenance angloise caught the attention of Continental composers who, rather 

than rejecting the sweet harmonies and simple melodies, embraced and incorporated the 

English style into their own compositions. Henry VIII vied for transnational music, enlarging 

his consort of court musicians from five to fifty-eight musicians, both English and foreign, by 

the end of his reign in 1547.28 The fluidity of cultural exchange did not cease at the end of the 

Renaissance, but rather gained momentum as a result of new technology in music printing. 

As music printing became more prominent, especially in the 1620s and 1630s, music could 

be reproduced and transferred at a much quicker pace. As a result, English musicians and 

connoisseurs often received Italian music within a matter of months after it rolled off the 

presses.29  

Transnational exchange occurred in other parts of Europe as well. As patrons sought 

reputable musicians from all over the Continent, composers and musicians gained 

employment at prestigious courts and churches. For example, successive dukes of Burgundy 

Philip the Good (r. 1419–67) and Charles the Bold (4. 1467–77) recruited musicians from 

France, Italy, Germany, and Portugal. This same practice also existed in the court of Albrecht 

V, Duke of Bavaria. Orlando di Lasso (ca. 1532–94) followed his years of Italian training 

with a near-forty-year appointment at the Bavarian court. Italian musician Giovanni Gabrieli 

                                                 
28 Andrew J. Cheetham, Joseph Knowles, and Jonathan P. Wainwright, eds., Reappraising the Seicento: 
Composition, Dissemination, Assimilation (Newcastle upon Tyne: Cambridge Scholars Publishing, 2014), 5. 

 
29 Ibid., 6. 
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(c. 1555–1612) also served Duke Albrecht before obtaining employment as St. Mark’s 

second organist. These few examples represent the reciprocal nature of foreign musical 

exchange among early modern courts. Drawn from the fifteenth and sixteenth centuries, these 

examples show that transnational patronage already maintained a strong presence before 

Rovetta and his contemporaries began their careers.  

Just as French musicians had embraced the English style from composers such as 

Dunstable, other composers took advantage of the mobility of their employment and 

assimilated foreign musical characteristics into their own works. For example, Guillaume Du 

Fay (c. 1397–1474), with his musical service experience in Italy, France, and the Low 

Countries, incorporated many stylistic traits from his transnational travels into his own 

compositions. Josquin Desprez (c. 1450–1521) thrived in multiple French and Italian 

cultures, holding reputable appointments at churches and courts. Franco-Flemish composer 

Jacques Arcadelt (c. 1507–68) obtained Italian employment for nearly thirty years. These 

composers, just to name a few, contributed to the idea of transnational exchange by honoring 

foreign musical characteristics and synthesizing these traits into their own brand of 

cosmopolitan musical style. In doing so, these composers and their contemporaries 

contributed to the continual cultivation of transnational exchange that would still persist in 

Rovetta’s era. 

 Because of this network of musical transmission, Rovetta was able to make his 

presence known beyond the confines of his native land, even though it remains unknown 

whether he ever traveled beyond Venice. He surely understood the importance of promoting 

his music, as he acknowledged in the dedication of his first publication, Salmi concertati 
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(1626), “foreseeing that such opposition could in a short time make a bad impression among 

those to whom I am not known, I thought it expedient to send to press these ecclesiastical 

songs.”30 Rovetta understood the necessity of putting his music on display and making his 

compositions available to others. Understanding the functionality of musical networks, 

Rovetta seems to have known the importance of publishing his music and making himself 

known to those who had not yet made his acquaintance.  

Andrew Cheetham and Joseph Knowles describe the travels of English musicians and 

other European composers such as Heinrich Schütz from Germany, Mogens Pedersøn and 

Hans Nielsen from Denmark, and Tomás Luis de Victoria from Spain in order to show the 

early modern penchant for cosmopolitan culture. Likewise, Italian musicians ventured 

beyond the Alps: Giovanni Gabrieli traveled to Munich, Luca Marenzio visited Poland, and 

Giulio Caccini journeyed to France. Cheetham and Knowles quote Tim Carter by relating, 

“…with these musicians travelled music and performance practices, acting as catalysts for 

stylistic transmission and influence, and as a prompt for musical miscegenation.”31 Just as 

travelers in the twenty-first century likely encounter new elements of culture—music, art, 

food, fashion—from travel stops and destinations, early modern travelers encountered similar 

experiences and brought back their own souvenirs. In the case of early modern musicians, 

these mementos often took the form of new musical styles, genres, and techniques. For 

patrons and connoisseurs, these musical relics displayed cosmopolitan awareness and 

personal prestige. 

                                                 
30 Selfridge-Field, 6. 

 
31 Cheetham, Knowles, and Wainwright, 10. 
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Throughout all of this cultural circulation, Italy consistently served as a hotspot of 

musical production and creativity. Letters, such as those from German composer Paul 

Hainlein (1626–86) to his patron Friedrich Behaim, confirm the foreign proclivity for Italian 

music, particularly Venetian music, in the seventeenth century. Visiting Venice to study 

language and music, Hainlein described the city’s music scene in letters dated October 11 

and December 13, 1647. Hainlein distinctly affirmed Venice’s high standard of 

musicianship: “As far as music goes, the best artists are singers, for that is virtually all they 

will pay for there.”32 John Whenham mentions another letter in which Hainlein specifically 

states Rovetta as the music director in charge of the pleasing music he heard at St. Mark’s.33 

Hainlein’s repeated praise of Venetian music and his intentional inclusion of Rovetta attest to 

the Germanic appreciation of Venetian musical culture as well as Rovetta’s specific role in 

the music. Although it is unclear what music Hainlein may have purchased or copied while in 

residence, his written account certainly advertises Rovetta’s music to German-speaking 

lands.  

If Hainlein did indeed copy music to bring back home with him, he would have been 

participating in a common seventeenth-century practice. Manuscript anthologies, which 

required the tedious and time-consuming work of manually transcribing music from another 

source, contained specific pieces of music that appealed specifically to the anthology’s 

creator.  Manuscripts of music in collected anthologies displayed cosmopolitan awareness in 

                                                 
32 Denis Stevens, "Monteverdiana 1993," Early Music 21, no. 4 (1993): 572.  

 
33 John Whenham, Monteverdi: Vespers (1610) (Cambridge: Cambridge University Press, 1997), 20. 
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the seventeenth century; if a traveler could not record the sounds or snap pictures of what he 

or she encountered, then at least a copy of the musical score could serve as a musical artifact.  

In her dissertation, Susan Gail Lewis discusses the Italian madrigal as an object of 

collection and exchange among merchants and nobility beyond the Alps, highlighting the 

value of Italian music in collected anthologies.34 Addressing England specifically, Jonathan 

Wainwright discusses the extensive amount of Italian music in Sir Christopher Hatton III’s 

music library. George Jeffreys, Hatton’s secretary and, at one point, organist at the Royal 

Court, copied much of Hatton’s music into his own personal anthologies.35 Rovetta’s music 

appears in one collection, Lbl Add. 31479, alongside works by twelve other composers, 

eleven of them Italian. Lewis’s detailed study of Italian music transmission beyond northern 

Italian borders and Wainwright’s study on George Jeffreys provides contemporary context 

for Rovetta’s music in seventeenth-century English taste. 

 Looking further abroad to seventeenth-century Saxony, Rovetta’s music appears in 

German-published anthologies of Italian music. These publications, such as Ambrosius 

Profe’s four-volume Geistlicher concerten und Harmonien and Christoph Peter’s Precationis 

Thuribulum36 feature early seventeenth-century Italian compositions alongside later 

seventeenth-century German compositions. These publications of Rovetta’s Catholic Italian 

music circulating throughout Protestant German-speaking lands, along with the circulation of 

                                                 
34 Susan Gail Lewis, “Collecting Italia Abroad: Anthologies of Italian Madrigals in the Print World of Northern 

Europe” (PhD diss., Princeton University, 2001), passim. 

 
35 Jonathan P. Wainwright, “George Jeffreys’ Copies of Italian Music,” Royal Musical Association Research 
Chronicle, no. 23 (1990): 109–124. 

 
36 Ambrosius Profe, Geistlicher concerten und Harmonien, (Leipzig: Köler, 1641), passim; Christoph Peter, 

Precationis Thuribulum (Guben: Christophori Gruberi, 1669), passim. 
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his music throughout Italian city-states and England, supports the study of Rovetta’s music as 

an element of seventeenth-century transnational cultural exchange. 

Cheetham and Knowles say the reception of Italian music can be judged by the 

“purchasing and copying of printed volumes of Italian music, the appropriation and 

assimilation by English composers of the compositional techniques displayed by their Italian 

contemporaries, and the performance of Italian music both at the English court and in public 

concert venues.”37 These indicators exist in Rovetta’s music in England and throughout the 

Continent, once again placing Rovetta in the cosmopolitan context of his contemporaries 

through the purchase of his music in non-Italian bookshops, the copying of his music in 

personal manuscripts, the printing of his music in non-Italian anthologies, and the likely 

study and performance of his music beyond Venetian circles. Extant manuscript copies and 

their provenance, as well as payment receipts for printed Italian music indicate that Italian 

music was sought after by non-Italian audiences.38 Composers such as Henry Purcell (c. 

1658–95) in England39 and Schütz in Germany40 paid homage to Italian composers in their 

writings and compositions. Likewise, the inclusion of Italian works in the manuscript and 

                                                 
37 Cheetham, Knowles, and Wainwright, 10. 

 
38 See Andrew J. Cheetham, “Progressive Sacred Music in England: 1625–1648: The Italianate Works of 

Dering and Jeffreys,” in Reappraising the Seicento: Composition, Dissemination, Assimilation, ed. Andrew J. 

Cheetham, Joseph Knowles, and Jonathan P. Wainwright (Newcastle upon Tyne: Cambridge Scholars 

Publishing, 2014), 106. 

 
39 Purcell acknowledged “the power of the Italian Notes [and] elegancy of their Compositions…which he 

[Purcell] would recommend to the English Artists.” See Henry Purcell, “To the Reader,” in Sonnata’s of III 
Parts: Two Viollins and Basse: to the Organ or Harpsecord (London: Henry Purcell, 1683). 

 
40 In the dedicatory note of his Psalmen Davids, Schütz acknowledges Giovanni Gabrieli as his “hochberühmten 
Praeceptore,” boasting that his Psalms settings were “auff Italianische Manier.” See Heinrich Schütz, Psalmen 
Davids (Dresden: Gimel Bergen, 1619), 10. 
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print collections of European court musicians implies that Italian repertoire maintained its 

place in foreign courts.41 Considering Cheetham and Knowles’s three characteristics of the 

seventeenth-century reception of music and by tracing the networks through which music 

was transmitted, Rovetta’s music can be placed within multiple geographical and cultural 

frameworks. As a result, this will show that Rovetta’s music maintained a recognized status 

in cosmopolitan culture as foreign musicians acquired copies of his music through musical 

networks, collected his music in personal anthologies, and performed his music in their 

native lands. 

 

Chapter Overviews 

 

Each chapter of this thesis presents Rovetta’s music through case studies, identifying 

the route by which Rovetta’s music was disbursed, the appeal of Rovetta’s music in each 

geographical location, and the context in which his music was copied, performed, or 

presented. Chapter 2 provides context for the musical and cultural landscape in which 

Rovetta composed. Sometimes nicknamed the “Perfect Republic” or the “City of God,” 

Venice was admired for its beautiful natural scenery, luxurious palaces, and elaborate public 

ceremonies. While Iain Fenlon has discussed at length the musical culture of Venice in the 

seventeenth century in his essay, “Music in Monteverdi’s Venice,” he eludes any discussion 

of Rovetta. Fenlon outlines the musical lineage at St. Mark’s, tracing the music directorship 

back to Adrian Willaert in the middle of the sixteenth century, and then proceeds through 

Cipriano de Rore and Gioseffo Zarlino to get to Monteverdi in the first part of the 

                                                 
41For example, see Bjarke Moe, “Heinrich Schütz as European Cultural Agent at the Danish Courts,” Schütz-
Jahrbuch 33 (2011): 129–42. 
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seventeenth century. However, the musical genealogy ends there, almost as if the strong 

musical tradition associated with St. Mark’s died out with Monteverdi.42 While James H. 

Moore gives Rovetta more attention in his study of the musical culture at St. Mark’s, that 

study was conducted nearly forty years ago.43 To bring currency to this scholarship, my study 

examines Rovetta with an additional four decades of scholarly research on music circulation, 

collection, and its role in cosmopolitanism.  

 Chapter 3 examines Rovetta’s music in seventeenth-century Rome. While current 

geography defines both Venice and Rome as cities under the same national government, the 

Italian landscape of the seventeenth century consisted of multiple city-states, each with their 

own forms of government and culture. With these varying domains came competition for 

prestige and power from the nobility that dominated each particular region. Because of this, 

Rovetta’s music in Rome takes on transcultural characteristics that attest to the transmission, 

collection, and reception of his music outside of his own city-state’s musical culture; this 

placement of his music in another Italian city-state positions his music as a desired 

cosmopolitan commodity. 

Rovetta dedicated his Madrigali Concertati Primo Libro to Paolo Giordano II Orsini, 

Duke of Bracciano in 1629.44  As the grandson of Paolo Giordano Orsini and Isabella de’ 

Medici, the duke was accustomed to his family occupying the role of dedicatee for 

generations. Valerio Morucci has examined the musical connections of Virginio Orsini, 

                                                 
42 Iain Fenlon, “Music in Monteverdi’s Venice,” in The Cambridge Companion to Monteverdi, ed. John 

Whenham and Richard Wistreich (Cambridge: Cambridge University Press, 2007) 163–78. 

 
43 Moore, passim. 
 
44 Bracciano is a town twenty miles north of Rome. 

 



 

 

20

father of Paolo Giordano II. The patronage of this family attracted the ear of Shakespeare, 

whose character Orsino in Twelfth Night honors Virginio. 45 Virginio’s generous support of 

the arts also caught Queen Elizabeth’s attention, and she honored him with an extravagant 

musical celebration when he visited her court in 1600.46 

While contextual evidence supports the study of Rovetta, it is clear that little to no 

direct study of Rovetta’s Roman patronage has been conducted in the twenty-first century. 

Again, scholarship seems to ignore Rovetta’s role in seventeenth-century music, particularly 

his secular music, as is the case with Rovetta’s dedicated work to the Duke of Bracciano. 

Cheetham has described the features of Roman concertato music47 and Barbara Furlotti and 

Robert Mode have discussed the biographical and historical accounts of the Orsini’s 

patronage tradition.48 Denis Stevens surveyed the professional exchange between Paolo 

Giordano II Orsini and Monteverdi, suggesting Monteverdi as the intermediary between the 

duke and Rovetta, but, similar to other Rovetta studies, Stevens’s research was conducted 

four decades ago.49 By examining Rovetta’s music in Rome,50 I elucidate Rovetta’s 

                                                 
45 Valerio Morucci, “Poets and Musicians in the Roman-Florentine Circle of Virginio Orsini, Duke of 

Bracciano (1572–1615),” Early Music 43, no. 1 (2015): 53. 

 
46 Bella Mirabella, “’In the sight of all:’ Queen Elizabeth and the Dance of Diplomacy,” Early Theatre 15, no. 1 

(2012): 81. 

 
47 Cheetham, “Progressive Sacred Music in England,” 96. 

 
48 Barbara Furlotti, “New Considerations on a Set of Portrait Drawings of the Orsini Family by Giovanni 

Campagna,” Getty Research Journal no. 5 (2013): 15-28; Robert L. Mode, “The Orsini Sala Theatri at Monte 

Giordano in Rome,” Renaissance Quarterly 26, no. 2 (Summer 1973): 167–72. 
49 Denis Stevens, “Monteverdi, Petratti, and the Duke of Bracciano,” The Musical Quarterly 64, no. 3 (July 

1978): 275–94. 

 
50 Ibid, 94. See also Lorenzo Bianconi, Music in the Seventeenth Century (Cambridge: Cambridge University 

Press, 1987), 76. 
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awareness of musical trends outside of his native city as well as his ability to appeal to a 

family long-established in the arts. This study situates Rovetta’s music in transmission 

beyond Venice, positioning his concertato madrigals—the style of madrigals appreciated by 

the educated elite—in the music collection of Roman nobility. 

German-speaking lands participated in the pan-European fascination with Italian 

culture, as discussed in Chapter 4. For example, Maximilian I (1573–1651), Duke of Bavaria 

and a leading proponent of the Counter-Reformation, dedicated intentional effort in finding 

the best musicians for his court by funding his court musicians’ formal studies in Italy.51 

Ferdinand II, Holy Roman Emperor from 1619 to 1637, employed Italian composers 

Giovanni Priuli (c. 1575–1626) and Giovanni Valentini (c. 1582–1649) in his Austrian 

court.52 In fact, Rovetta himself received an employment offer from Ferdinand III in 1649.53 

Although Rovetta declined the employment offer, this did not prevent his music from being 

circulated throughout Germanic lands, even in Protestant circles. In this chapter, I examine 

the circulation and reception of Rovetta’s music compiled in Christoph Peter’s Precationis 

Thuribulum, a collection of Mass settings in both German and Latin languages. 

 Denis Arnold offered evidence of Rovetta’s Germanic reception through Schütz’s 

adaptation of Rovetta’s madrigali concertati.  Following his 1628 Venetian visit, Schütz paid 

homage to Rovetta’s light-hearted music by adding German text for Rovetta’s Chiome d’oro 

                                                 
51 Alexander J. Fisher, Music, Piety, and Propaganda: The Soundscapes of Counter-Reformation Bavaria 

(Oxford: Oxford University Press, 2014), 88–89. 

 
52 Lawrence Bennett, The Italian Cantata in Vienna: Entertainment in the Age of Absolutism (Bloomington: 

Indiana University Press, 2013), 8. 

 
53 Drennan, "Another Mass Attributable to Giovanni Rovetta," 594; Koldau, 9. 
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and by copying Rovetta’s duet, Vivo in foco.54 Although Arnold’s observations were made a 

generation ago, Hammond has brought more recent attention to the demand for German 

translations of Italian music and literature in the seventeenth century.55 Considering the 

scholarship of both Hammond and Arnold, I contextualize Rovetta’s music in the circulation 

of Italian music in German-speaking lands and I identify specific compositional factors that 

led to his music’s popularity. By adding Rovetta to the lineage of recognized Italian 

composers mentioned in Hammond’s study such as Luca Marenzio (c. 1553–99) and Orazio 

Vechhi (1550–1605),56 I highlight Rovetta as a sought-after figure in the rich history of the 

Germanic reception of Italian music. Considering the educational duties of Christoph Peter as 

Kantor, this chapter brings Rovetta’s music into an educational context, arguing that 

Rovetta’s music served as a model for early modern German students of music as well as for 

contemporary German composers. 

Chapter 5 examines Rovetta’s music in the personal manuscript collections of John 

Blow, musician and composer during the reign of Charles II (r. 1660–85). Manuscript 

collections, such as those compiled by Blow, provide a detailed picture of music transmission 

and consumption in seventeenth century England. Although technological advances had led 

to increased commercial production, manuscripts were still favored by aspiring and 

professional composers trying to learn new styles, by teachers creating specialized curricula 

for their students, and for collectors who enjoyed compiling books of favorite tunes by 

                                                 
54 Denis Arnold, "The Second Venetian Visit of Heinrich Schütz," The Musical Quarterly 71, no. 3 (1985): 362. 

 
55 Susan Lewis Hammond, Editing Music in Early Modern Germany (Burlington: Ashgate, 2007), 77. 

 
56 Ibid., 78. 
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admired composers.57  Referring to English copyist George Jeffreys, Peter Aston relates, “it 

was undoubtedly through copying, studying, and performing this music that Jeffreys acquired 

his understanding of seconda pratica techniques which he subsequently applied to his own 

compositions.”58 The notion of Rovetta’s music as a compositional model, and as a 

component of performance repertoire and collectors’ artifact compilations places his music in 

a pivotal time of English music-making and music-consuming.  

Copies of Rovetta’s madrigals exist in Blow’s personal manuscript anthology, Och. 

Mus. 14 at Christ Church Library. This collection includes Rovetta’s secular works alongside 

the copyist’s own works, highlighting the importance Blow placed on the intentional 

inclusion of the maestro’s works. Through comparative style analysis, I examine the salient 

musical characteristics of Rovetta’s secular music in comparison to a sample of neighboring 

compositions in the volume. I then compare those musical characteristics to secular vocal 

works in Blow’s subsequent secular publication, Amphion Anglicus (1700), dedicated to 

Princess Anne. In doing so, I highlight Rovetta’s music within the context of one of the most 

prominent composers of Restoration England and place his music in the royal court of the 

future Queen of England, Scotland, and Ireland. 

By basing my research on existing scholarship of Rovetta’s Venetian success, my 

study of Rovetta’s transnational appeal expands current academic discourse on Rovetta and 

the cosmopolitan reception of his music. This research illuminates Rovetta’s music in the 

Venetian diplomatic gestures toward France, in the noble courts of Rome, in the churches 

                                                 
57 Hammond, 9. 

 
58 Peter Aston, “Jeffreys, George,” in Grove Music Online, Oxford Music Online, 2001, accessed April 25, 
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and educational institutions of Protestant Saxony, and in professional musical publications of 

early modern England. As a result, Rovetta’s music assumes cosmopolitan recognition that 

aligns with the cultural tastes of seventeenth-century Europe. 
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CHAPTER 2 

 

GIOVANNI ROVETTA AND THE “HONOR AND FAME” 

 

 OF THE MOST SERENE REPUBLIC 

 

Truly such is the stupendous …glory of it, that at my first entrance thereof it 

did even amaze or rather ravish the sense, for here is the greatest magnificence 

of architecture to be seene that any place under the sunne doth yeelde. Here 

you may both see all manner of fashion of attire and heare all the languages of 

Christendome.1 

-Thomas Coryate, 1611 

 

Early modern Venice boasted its superiority in Italy and Europe throughout the 

Renaissance and into the early Baroque. As a result of Venice’s political, ecclesiastical, 

economic, and military prowess, the Italian city-state flourished artistically and musically as 

one of the most cosmopolitan cities in all of Europe. The Basilica of St. Mark’s, the Doge’s 

cathedral, represented the visual and musical power of La Serenissima.2 Giovanni Rovetta, 

who moved from choir boy in childhood to the basilica’s maestro in adulthood, understood 

St. Mark’s reputation not only in Venetian life, but as a model for European composers and 

musicians.3  

The Doge and his counselors took great care in promoting the power, prestige, and 

splendor of the “City of God.” In order to support the image of dominance over rival city-

states, the governing officials of Venice promoted a healthy patronage system to fund the 

                                                 
1 Thomas Coryate, Coryate’s Crudities (Glasgow: James MacLehose & Sons, 1905): 314. 

 
2 See Iain Fenlon, “Music and the Academies of Venice and the Veneto,” in A Companion to Music in 
Sixteenth-Century Venice,” ed. Katelijne Schiltz (Leiden: Brill, 2018), 110–11; Iain Fenlon, “Music, Ritual, and 

Festival: The Ceremonial Life of Venice,” in A Companion to Music in Sixteenth-Century Venice,” ed. 

Katelijne Schiltz (Leiden: Brill, 2018), 125–26; Carter, Music in Late Renaissance and Early Baroque Italy, 28. 

 
3 Moore, 12. 
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creative works of artists, architects, and musicians. The majority of this artistic propaganda 

centered around the Piazza di San Marco, the square on which the Basilica di San Marco was 

built.4 This church was renowned for its elaborate musical performances, specifically those 

involving double choir and concertato instrumentation. Sacred music permeated the sonic 

atmosphere of early modern Venice, and Venetian residents and her visitors would have 

certainly recognized and appreciated its omnipresence.5 Rovetta, following a centuries-old 

lineage of musical excellence, maintained the basilica’s high musical standard in his roles as 

chapel instrumentalist, singer, assistant maestro di cappella, and ultimately, maestro di 

cappella.6 This chapter contextualizes Rovetta’s support from patrons and his recognized 

status within Venetian and European society and analyzes Rovetta’s compositional style in 

his Venetian-published works. In doing so, I highlight Rovetta’s role in promoting Venetian 

honor and fame to not only citizens of the Republic, but also to visitors from foreign lands, 

specifically the guests attending the Venetian celebration of the newly born French dauphin. 

 

Rovetta’s and St. Mark’s Musical Lineage 

 

St. Mark’s high expectation for superior music dates back to at least 1403. In a 

document dictated by a board of ducal counselors, the committee declared, “it is to the honor 

and fame of our state that there be good singers in our church of St. Mark’s, since this church 

                                                 
4 Giulio M. Ongaro, “San Marco,” in A Companion to Music in Sixteenth-Century Venice, 44. John Evelyn 

described the Piazza di San Marco as “the most stately in Italy.” John Evelyn, Diary and Correspondence of 
John Evelyn, 4 (London: Henry Colburn, 1854), 3:192. 

 
5 Jonathan Glixon, “Music at Parish, Monastic, and Nunnery Churches and at Confraternities,” in A Companion 
to Music in Sixteenth-Century Venice, 77. 

 
6 Francesco Passadore has described the prestigious role of a singer in the cappella. The singers and 

instrumentalists were often hired to perform at the most prestigious Venetian celebrations. See Francesco 

Passadore, “The Maestri di Cappella,” in A Companion to Music in Sixteenth-Century Venice, 211–12. 
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is the principal church of our city.”7 This fifteenth-century desire for quality singers did not 

only pertain to the quattrocento nor did it solely pertain to vocalists. The quest for Venetian 

“honor and fame” remained steadfast into the seventeenth century and extended beyond 

singers to include composers and instrumentalists as well. The Procurators,8 when appointing 

Gioseffo Zarlino (1517–90) as St. Mark’s newest maestro di cappella in 1565, specified that 

they “wish[ed] to provide the chapel of St. Mark’s with a maestro that must be not only a 

learned musician who is experienced in musical performance, but also—as someone who 

must be superior to the other musicians [of the chapel]—prudent and wise in carrying out his 

duties.”9 This statement demonstrates the governing officials’ desire to find the most 

qualified musician, musical director, and logistical administrator—acknowledging that the 

most successful maestro is one with musical virtuosity, pedagogical aptitude, and 

organizational proficiency. According to Francesco Passadore, the maestro di cappella, 

responsible musically for the basilica’s—and ultimately, Venice’s—image, needed to “have 

extensive experience directing choirs and a strong personality, such that he was able to 

impose his will on the singers, the instrumentalists, and occasionally, on the basilica’s 

                                                 
7 Archivio di Stato di Venezia, Collegio, Notatorio, Reg. 3, fol. 103v, quoted in Giulio M. Ongaro, “San 

Marco,” in A Companion to Music in Sixteenth-Century Venice, ed. Katelijne Schiltz (Leiden: Brill, 2018), 22. 

 
8 As ruling nobility of San Marco, the Procurators held elite status in Venice. Many of these men had significant 

experience in secular government before their election to the church government. Their duties included 

overseeing the artistic and architectural integrity of the basilica, appointing the music director, and maintaining 

the appearance of the Piazza. The institution and tradition of the Procurators still oversees the operations of San 

Marco today. See D.S. Chamber, “Merit and Money: The Procurators of St. Mark and their Commissioni, 1443–

1605,” Journal of the Warburg and Courtauld Institutes 60 (1997): 23; “The Procuratoria of St. Mark’s,” 

Basilica di San Marco, accessed July 19, 2020, http://www.basilicasanmarco.it/procuratoria; Iain Fenlon, 

Piazza San Marco (Cambridge: Harvard University Press, 2009), 63. 

 
9 Francesco Caffi, Storia della musica sacra nella già cappella ducale di San Marco in Venezia dal 1318 al 
1797, 2 vols. (Venice, 1854), quoted in Ongaro, 28. 
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clergy.”10 The qualifying candidate needed to manage the music, manage the musicians, and 

manage his own manager.  

The post of maestro at St. Mark’s became vacant in 1643 upon Claudio Monteverdi’s 

death.11 Although Rovetta had faithfully demonstrated his talent, professionalism, and loyalty 

to Monteverdi during his previous fourteen-year appointment as assistant maestro di 

cappella, the Procurators did not automatically rely on Rovetta’s experience and reputation 

to determine his future employment. After all, the Procurators wanted to ensure they hired 

the best candidate in all of Europe to lead their esteemed musical establishment. Candidates 

from Padua, Milan, Bergamo, and Rome competed for the job, but ultimately Rovetta earned 

the appointment in 1644.12  

Having served Monteverdi and St. Mark’s as vice maestro di cappella since 1627, 

Rovetta likely recognized the coming job opening as Monteverdi’s health began to decline. 

The preface to Rovetta’s Salmi Concertati, Op. 7 (1642) attests to the composer’s persistent 

and dedicated effort to perfect his craft and acquire the post as maestro. He stated: “If I do 

not arrive first for the prize of glory, at least I do not stop miserably during the race nor 

slumber in the lap of idleness.”13 Alluding to the post of maestro as “the prize of glory,” 

Rovetta revealed his unrelenting effort to achieve the most coveted musical employment in 

                                                 
10 Francesco Passadore, “The Maestri di Cappella,” in A Companion to Sixteenth-Century Venice, ed. Katelijne 

Schiltz (Leiden: Brill, 2018), 214. 

 
11 Monteverdi had served St. Mark’s as maestro since 1613. 

 
12 Drennan, “The Masses of Giovanni Rovetta,” 7. 

 
13 Giovanni Rovetta, Salmi a tre, et quattro voci, aggiontovi un Laudate pueri, a 2. & Laudate dominum omnes 
gentes, a voce sola, & nel fine un Kyrie, Gloria, & Credo pur a tre voci; tutto concertato con doi violini, o altri 
istromenti alti, Opera Settima (Venice: Alessandro Vincenti, 1642), quoted in Drennan, “The Masses of 

Giovanni Rovetta,” 5. 
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early modern Europe. Rovetta’s tenacity for success is evident nearly two decades earlier 

when he applied for the job of assistant maestro. In the dedication of his earliest extant 

composition, Salmi Concertati, Op. 1 (1626), Rovetta insisted:  

Let it be known, moreover, that these are really my compositions, and not those of 

others; and anyone who believes otherwise should be ready to offer every sort of 

proof. And let no one wonder that I was first a player and then set myself to be a 

composer, for Striggio, Priuli, Valentini, and almost the entire best school of 

composers have worked in such a manner. In fact, because of this experience, I am 

truly qualified for the position of vice maestro di cappella of St. Mark’s, since in this 

Most Serene Service there are not only over thirty singers, but over twenty 

instrumentalists, both wind and strings.14 

 

Rovetta’s immediate defense of his work attests to his personal investment in his 

composition. He quickly recalls recent composers who followed a path similar to his own—

and, perhaps, their career trajectories exemplified Rovetta’s career hopes. Each of the three 

Italian composers Rovetta mentioned began as instrumentalists in Italian establishments 

before earning recognition, and even employment, beyond Venetian boundaries. Mantuan 

composer and instrumentalist Alessandro Striggio (c. 1536–92), after a successful career as a 

virtuoso of various stringed instruments, eventually established himself as a court composer 

in service to Cosimo I de’Medici, Duke of Florence. Although it appears that Striggio stayed 

in the Medici court, his reputation extended beyond the Alps when his music was performed 

at Duke Albrecht IV of Bavaria’s marriage in 1568.15 Giovanni Priuli (c. 1575–1626) 

frequently joined Giovanni Gabrieli (1557–1612), or substituted for him, as organist at St. 

Mark’s before becoming Hofkapellmeister to Archduke Ferdinand II in or around 1615 in 

                                                 
14 Giovanni Rovetta, Salmi concertati a cinque et sei voci et altri con Doi Violini, Con Motetti à Doi è Tre Voci. 
Et alcune canzoni per sonar à Tre è quatro Voci con Basso continuo, Opera Prima (Venice: Bartolomeo 

Magni, 1626), quoted in Moore, 13. 

 
15 Iain Fenlon, “Striggio, Alessandro,” Grove Music Online, Oxford Music Online, 2001, accessed July 5, 2020, 

www.oxfordmusiconline.com. 
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Vienna.16 Keyboard player Giovanni Valentini (c.1583–1649) studied with both Giovanni 

Gabrieli and his uncle, Andrea, before gaining employment in the court of King Zygmunt III 

of Poland and succeeding Priuli in the court of Archduke Ferdinand in 1626. By including 

these men in his defense, Rovetta aligned himself with predecessors who had already 

contributed to the disbursement of Venice’s musical honor and fame throughout Europe.  

 Rovetta may not have realized how prophetic his statement would prove to be. Not 

only did he earn the post he had hoped for as Monteverdi’s assistant in 1627, a year after the 

publication of his Opus 1, but he eventually attracted the attention of foreign patrons when 

his repertoire started gaining more traction in the 1640s. Although he never accepted 

employment outside of Venice, he followed the footsteps of Priuli and Valentini as a sought-

after musician in the Austrian imperial palace. Holy Roman Emperor Ferdinand III offered 

Rovetta employment as Hofkapellmeister in 1649, but Rovetta declined, preferring to keep 

his tenure as maestro di cappella at St. Mark’s. The Procurators rewarded Rovetta for his 

loyalty and raised his pay from 300 ducats to 400 ducats, the same salary Monteverdi had 

received at the time of his death six years earlier.17 

 Perhaps by 1649, at age fifty-three, Rovetta had decided all his efforts in musical 

networking had paid off, positioning him for the remainder of his life in a prestigious musical 

appointment. Rovetta indeed remained at St. Mark’s for the rest of his life, engaging in some 

extra work at sister churches and ospedali.18 Aside from his dedicated work in composition, 

                                                 
16 Jerome Roche, “Priuli, Giovanni,” rev. Steven Saunders, Grove Music Online, Oxford Music Online, 2001, 

accessed July 5, 2020, www.oxfordmusiconline.com. 

 
17 Moore, 14. See also Selfridge-Field, “Rovetta’s Music for Holy Week,” 407.  

 
18 In addition to his service at San Marco, Rovetta also served as maestro di musica at the Ospedale dei Derelitti 

and the Ospedale dei Mendicanti in 1635 and 1639. He directed the music for Pentecost at the Chiesa dello 

Spirito Santo in 1638 and served as priest at San Fantino and San Silvestro at different times throughout his 

career. See Roche, “Rovetta, Giovanni,” accessed July 20, 2020, www.oxfordmusiconline.com. 
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performance, and civic service, Rovetta strategically played the networking game, engaging 

with distinguished people with Venetian and European connections. These connections 

helped to publicize Rovetta’s music beyond Venice, in other cultures and countries. As a 

result, Rovetta simultaneously promoted his own notoriety while projecting Venetian honor 

and fame. 

 

Rovetta’s Venetian Dedicatees 

 

 Rovetta apparently understood the importance of local patronage, as evident in the 

dedication of four opuses to the Procurators of St. Mark’s. Although not clergymen, these 

ruling men were regarded as near equals to cardinals. Italian writer Francesco Sansovino 

wrote in 1581 that the celebrations of newly elected Procurators involved elaborate 

celebrations, including music and fireworks.19 Keeping the status of the Procurators in mind, 

Rovetta’s decisions to dedicate his music to these ruling men reveal his awareness of 

Venetian politics. These men not only held Rovetta’s job in their hands, but they also 

occupied social and political roles that provided greater networking opportunities. Rovetta 

was wise to keep them in his professional circle and to stay in their good graces. 

 Rovetta dedicated his first publication to the Procurators, his Salmi Concertati, Op. 1. 

This collection, composed for two to six voices, two violins, and basso continuo, displays 

Rovetta’s early proclivity for the concertato style, the style in which he would flourish 

throughout his career.20 This modern compositional technique demonstrated new contrasts of 

                                                 
 
19 Francesco Sansovino, Venetia citta nobilissima et singular (Venice, 1581), quoted in Chamber, 23. 

 
20 The stile concertato began gaining traction in Italian music as early as the first few years of the seventeenth 

century with Gabriele Fattorini’s (fl. 1598–1609) Sacri concerti (1600) and Lodovido Viadana’s (c. 1560–1627) 

Concerti ecclesiastici Op. 12 (1602). Printers in Venice and in Germanic lands reprinted these works, showing 
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textures and harmonic sonorities, and by composing in this style in 1626, Rovetta contributed 

to a genre that had already gained popularity in Venice and across the Alps.21 By mastering 

and propagating this compositional style, a style that thrived throughout the middle of the 

century, Rovetta situated himself within a musical network that was already accustomed to 

favoring the concerted style over the stile antico.22  

According to extant publications, it seems that Rovetta published in the sacred 

concertato style more frequently than Monteverdi. Whereas Monteverdi had published 

concerted secular works in 1619, seven years before Rovetta’s debut publication, single 

volumes of Monteverdi’s concerted sacred works, with the concertato label, were not 

published until after his death.23 However, four of Monteverdi’s concerted solo motets appear 

in Leonardo Simonetti’s anthology of reputable composers published in 1625,24 which 

includes music by Alessandro Grandi (1638–96), Giulio Cesare Martinengo (c. 1568–1613), 

and Giovanni Priuli (c. 1575–1626).25 In his dedication, Simonetti described the contents of 

the volume as “well-known music by so many intelligent composers.”26 This statement, 

                                                 
their relevancy to both Venetian and non-Venetian audiences. See Catherine A. Bradley, et al., “Motet,” in 

Grove Music Online, Oxford Music Online, accessed July 18, 2020, www.oxfordmusiconline.com. 

 
21 Denis Arnold suggests that the concertato genre became common after 1610. See Denis Arnold, “Giovanni 

Croce and the ‘Concertato’ Style,” The Musical Quarterly 39, no. 1 (1953): 38. See also, Jerome Roche, North 
Italian Church Music in the Age of Monteverdi (Oxford: Oxford University Press, 1984), 51.   

 
22 Although some composers still published at least a few collections in the stile antico, Rovetta published 

solely in the new style, affirming his commitment to current musical trends. For example, Alessandro Grandi (c. 

1586–1630) published his Motetti a cinque voci in 1614, firmly in the stile antico. 

 
23 John Whenham and Richard Wistreich, ed., The Cambridge Companion to Monteverdi (Cambridge: 

Cambridge University Press, 2007), 314–38. 

 
24 Leonardo Simonetti, Ghirlanda sacra (Venice: Gardano, 1625), 2–19. 

 
25 Simonetti, passim. 
 
26 “Quelle Musiche note di tanti intelligenti compositori.” Simonetti, 1. Translation my own.  
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which inherently applies to Rovetta’s solo motet, “O Maria qua Pulchra es,” thereby attests to 

the apparent quality of Rovetta’s music and the relevance of his contribution to seventeenth-

century musical style. 

Rovetta concentrated his next opus on madrigali concertati in 1629 before returning 

to the sacred genre for another publication dedicated to the Procurators in 1635.27 Rovetta 

addressed three Procurators by name in his Motetti Concertati, Op. 3: Francesco Morosini 

(1619–94), Francesco Molini (1575–1646), and Giovanni Nani (dates unknown). Venetian-

born Morosini had lived in both Padua and Rome before returning to Venice. He eventually 

became the doge in 1688. (Figure 2.1 shows a ceremony involving Morosini in St. Mark’s.)28 

                                                 
27 Rovetta dedicated his Madrigali Concertati, Op. 2 to Paolo Giordano II Orsini, Duke of Bracciano, in 1629. 

 
28 Pope Alexander III honored the doge for defeating the Turks in the Ionian Sea and the Morea. In an 

unfortunate move, however, Morosini later ordered the attack of the Parthenon after a deserted soldier reported 

the Turks’ ammunition stockpile. The attack caused some of the walls to crumble, but the impenitent doge 

called the mission “a fortunate hit.” See Frederick Hammond, “Performance in San Marco: A Picture and Two 

Puzzles,” Early Music 40, no. 2 (May 2012): 254-55. 
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Figure 2.1: Ceremony of the bestowal of the bonnet and the sword, given by Pope Alexander VIII to Doge Francesco 
Morosini; done in the presbytery of the Basilica on May 7, 1690 (Venice, Civico Museo Correr, inv. CL. I n.1384)29 

 Molini lived his entire life in Venice, earned recognition for his military service, became a 

Procurator of St. Mark’s, and ultimately reigned as Doge from 1646 until his death. Little is 

known about Giovanni Nani, but he was a successful businessman and father to Giovanni 

Battista Nani (1616–78), future Procurator and Venetian ambassador.30 By placing himself in 

the networking circles of these noble and elite Venetian leaders, Rovetta established secure, 

                                                 
29 This canvas, part of a series of forty-eight, was commissioned by the Morosini family. See Hammond, 253. 

 
30 G.W. Johnson said the senior Nani was “a person of good abilities [who] formed his son for business…[and] 

in that view carried him [the younger Nani] to Rome.” See G.W Johnson, A New and General Biographical 
Dictionary, Containing an Historical, Critical, and Impartial Account of the Lives and Writings of the Most 
Eminent Persons in Every National in the World, Particularly the British and Irish, from the Earliest Accounts 
of Time to the Present Period; Wherein Their Virtues, Vices, Parts, and Learning are Accurately Recorded and 
Displayed; with Catalogues of their Literary Productions, 8 vols. (London: 1795), 7:257. 
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local patronage. This support not only promoted the “honor and fame” of Venice through 

Rovetta’s music, but it allowed Rovetta to continue his musical career, which ultimately led 

to the transmission and circulation of Rovetta’s music beyond Venice. 

Rovetta dedicated another set of motetti concertati to Giovanni Battista Nani, son of 

the aforementioned Giovanni Nani, in 1639. Nani, cited by many Venetian researchers for his 

Historia della Republica Veneta,31 later served as the Venetian ambassador to France, a role 

in which he served for twenty-five years.32 In the dedication to his Motetti Concertati, Op. 5 

(1639), Rovetta explained that although Nani had only commissioned a few motets, he, as a 

humble servant, had composed a “whole book, complete with full harmony, to show [his] 

gratitude.”33 Indeed, the entire book consists of motetti concertati, providing full harmony 

between the voices—a duo or trio of canto, alto, tenor, or bass—and the basso continuo.  

By the time his Opus 5 was commissioned, Rovetta had recently received the 

commission from French ambassador Hamelot de la Houssaye to compose the music for the 

Venetian celebration of the French dauphin’s birth.34 Perhaps Rovetta, looking for 

opportunities to cast a wider net, saw Nani’s patronage as an opportunity to please a patron 

with cosmopolitan connections. Rovetta had already admitted his desire for French 

                                                 
31 Giovanni Battista Nani, Historia della Republica Veneta (Venice: Combi & La Nou, 1663): passim.  

 
32 John R. Young, “The Scottish Parliament and European Diplomacy 1641–1647: The Palatine, the Dutch 

Republic, and Sweden,” in Scotland: The Making and Unmaking of the Nation c. 1100–1707, ed. Bob Harris 

and Alan R. MacDonald, 5 vols. (Edinburgh: Edinburgh University Press, 2001), 4:143. 

 
33 “Era poco alle mie obligationi, s’io non veniva con una piena armonia à mostrarmi ricordevole delle sue 
gratie.” Giovanni Rovetta, Motetti Concertati a Due, e Tre Voci con le Litanie della Madona à Quattro, Opera 
Quinta (Venice: Alessandro Vicenti, 1639). Translation my own.  

 
34 The dedication of Op. 4 is dated March 1, 1639; Op. 5 is dated August 14, 1639.  
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recognition in the dedication of his Opus 4, so embracing an opportunity for cosmopolitan 

networking with Nani would have supported Rovetta’s intent for multinational exposure.35 

Although the Opus 5 motets use fewer vocal forces than his previous works,36 

Rovetta demonstrates his awareness of modern compositional trends and characteristics 

which were synonymous with the Venetian style. A brief analysis of Rovetta’s Opus 5 serves 

as a case study to demonstrate his stylistic cognizance. His attention to textural, harmonic, 

rhythmic, and metric variety creates diverse sonorities and textures, a technique that he 

wielded in his Op. 4 Messa e Salmi Concertati. Of the twenty compositions in the Opus 5 

book, one piece is arranged for four voices, eleven are arranged for three voices, and the 

remaining eight pieces are written for two voices. The most common vocal combination uses 

alto, tenor, bass. (See Table 2.1.) 

Rovetta immediately displays his fluency in textural variety in the first piece of the 

book, his setting of Benedicam Dominum. By manipulating the performing forces, even in 

this two-voice work, Rovetta enhances musical interest. His setting of Benedicam Dominum, 

as demonstrated in Example 2.1, features a constantly changing combination of the two 

voices, varied by rhythmic variety, harmonic quality, and phrase length.37  

Rovetta uses a variety of rhythmic motives to encourage aural interest. The prevailing 

half-notes and dotted-half-notes of the first four measures are countered with not only shorter 

note values, but syncopated note values in the fifth measure of the first soprano line. The 

                                                 
35 Giovanni Rovetta, Messa e Salmi Concertati a Cinque, Sei, Sette, Otto Voci, e Due Violini, Opera Quarta 

(Venice: Vincenti, 1639).  

 
36 Motetti Concertati, Op. 1 (1626) was written for two to six voices with continuo and Motetti Concertati, Op. 

3 (1635) was written for two to five voices with continuo. 

 
37 This idea of variety aligns with the early modern penchant for stylistic diversity and an increased interest in 

expressivity. See Edward Lipman, A History of Western Musical Aesthetics (Lincoln: University of Nebraska, 

1992), 19. 
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second soprano responds with a completely different rhythmic phrase, with entrances on the 

upbeat and more eighth notes and sixteenth notes than in the previous phrase. 

 
Table 2.1: Contents of Motetti Concertati, Op. 5 (1635) 

Benedicam Dominum Two sopranos or two tenors 

O Cives Two sopranos 

Ave Regina cælorum Two cantos or two tenors 

Deus propirius esto One canto or tenor, one alto 

Domine Deus noster Alto and tenor 

Egtedimini omnes Two tenors or sopranos 

Converto Domini Two tenors or basses 

Detestare peccator Two tenors or basses 

Domine oftende Two cantos or tenors, one bass 

Regina cæli Two cantos or tenors, one bass 

Et ecce nona Canto, tenor, bass 

Festivitas est hod Two tenors or sopranos, one bass 

Domine Deus meus Two tenors or sopranos, one bass 

Audite cæli quæ locutur Alto, tenor, bass 

Beatus vir Alto, tenor, bass 

Omnes gentes Alto, tenor, bass 

Dominator Domine Alto, tenor, bass 

Salve Regina Alto, tenor, bass 

Alma redemtoris Alto, tenor, bass 

Letanie Two sopranos or tenors, alto, bass 
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 Changes in harmonic quality also provide aural interest. Beginning with the continuo 

and first soprano centered around the tonality of F major at the beginning of the motet, 

Rovetta, using a circle-of-fifths approach, takes the harmonic focus to C major in measure 9, 

complete with the dominant chord on G major, to reinforce the shift to a new area. He 

continues adding harmonic interest by shifting to G minor in measure 13, D minor in 

measure 14, A minor in measure 15, then breaks the circle-of-fifths cycle with a cadence on 

F major—the initial center of the piece—in measure 16.38 

                                                 
38 Although tonal harmony had not yet been fully established during Rovetta’s time, the concertato composition 

style of the seventeenth century helped usher in tonal procedures that would become prevalent by the eighteenth 

century; see Cheetham, Knowles, and Wainwright, 2. 

Example 2.1: “Benedicam Dominum,” Motetti Concertati, Op. 5 (1639), mm. 1–17. 
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 Aside from rhythmic and harmonic interest, Rovetta also demonstrates his awareness 

of modern style by honoring the syntax of the text. Rovetta’s setting of Psalms 34:2–4 shows 

his awareness and implementation of the seconda prattica as so famously argued between 

Monteverdi and Giovanni Maria Artusi some thirty years before. Rovetta honors the text by 

coming to a full cadence at the end of the first couplet in measure 17. 

Benedicam Dominú in omni tempore I will bless the Lord at all times; 

Semper laus ejus in ore meo  His praise shall continually be in my 

mouth. 

Rovetta not only aligns his musical phrasing with the syntax of the text, but he also 

uses text-painting to highlight specific words. For example, Rovetta repeats the phrase 

“Semper laus ejus in ore meo,” either in its full or abbreviated form, six times throughout 

measures 7–16. (See Example 2.1.) The repeated melodic setting illustrates the text, 

“semper,” Latin for “always,” sung in back-to-back iterations, echoing the English translation 

of “His praise shall continually be in my mouth.”  

Rovetta continues expressing the text through text-painting throughout the motet. In 

Example 2.2, measures 32–46, Rovetta draws attention to the exhortation: 

Magnificate Dominum meum Oh, magnify the Lord with me, 

Et exaltemus nomen eius in idipsum. And let us exalt His name together. 
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Example 2.2: "Benedicam Dominum," Motetti Concertati, Op. 5 (1635), mm. 32–55 

The call to worship begins in measure 32 with the first soprano singing, “Magnificate 

Dominum meum.” This invitation is answered by a sequence of successive thirds in the 

second soprano before both sopranos express the text in an intricate, mostly homorhythmic, 

mingling of intervals in measures 35–38. Rovetta reiterates the same phenomenon in 

measures 43–44 before cadencing again at the end of the textual phrase at measure 46. 

Later in the motet, Rovetta calls upon a compositional trait of his near contemporary 

and St. Mark’s alumnus Giovanni Gabriel  by shifting the meter from common time to a 

dance-like, triple-meter “Alleluia” in the middle of the motet.39 Rovetta also uses this same 

compositional strategy for the “Alleluia” in other motets in this collection, such as in 

                                                 
39 Bradley, “Motet,” accessed July 19, 2020, www.oxfordmusiconline.com. 
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“Domine oftende nobis Patreum” and “Audite cæli quæ locutur.” This metric shift adds even 

more variety in the composition, yet again aligning Rovetta’s musical style with the trends 

and characteristics of contemporary compositional style that non-Venetian composers and 

musicians studied and imitated.40 

Rovetta’s relationship with his employers at St. Mark’s continued; he dedicated three 

more books of concerted music to the Procurators throughout his career. Rovetta composed 

his Op. 7 Salmi Concertati for Giovanni Da Pesaro Cavalier in 1642, and he dedicated his 

Op. 8 and Op. 12 Salmi Concertati collections to the Procurators collectively in 1644 and 

1662. Op. 8 and Op. 12, written for two four-voice choirs, display Rovetta’s attentiveness to 

using St. Mark’s revered polychoral forces, yet another indicator of his relevancy to and 

participation in contemporary Venetian style.41  

Looking outside of the basilica, Rovetta dedicated works to patrons in both secular 

and sacred positions. Francesco Pozzo, a Venetian lawyer and avid patron of music, received 

Rovetta’s Madrigali Concertati, Op. 6 in 1640 and Giovanni Pomelli Piovano, Archbishop of 

neighboring church San Paolo, was honored by Rovetta’s Motetti Concertati, Op. 10 in 

1647.42 The Opus 6 madrigals require the most vocal forces in all of Rovetta’s secular 

works— up to eight voices in some pieces—while the Opus 10 motets, written for two to 

three voices, show Rovetta’s interest in writing for smaller ensembles. These compilations 

                                                 
40 Cheetham, “Progressive Sacred Music in England,” 96. 

 
41 For more on St. Mark’s polychoral tradition, see Rebecca Edwards, “Becoming Magnificent: Giovanni 

Gabrieli from his ‘Annus Horribilis’ to His Death in 1612,” Musica Disciplina 56 (2011): 335–417; Denis 

Arnold, “The Significance of ‘Cori Spezzati,” Music & Letters 40, no. 1 (January 1959): 4–14; Eleanor 

Selfridge-Field, “Bassano and the Orchestra of St. Mark’s,” Early Music 4, no. 2 (April 1976): 152–58.  

 
42 A complete list of Rovetta’s published works is located in Appendix A. 
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show that Rovetta was not confined to one particular set of voices or a particular genre as he 

composed for both small and large ensembles and in both sacred and secular contexts. 

By dedicating seven of his published collections to Venetian patrons, Rovetta 

revealed his awareness of the political and economic climate in early modern Venice and 

established himself in the minds of powerful political figures with both Venetian and non-

Venetian connections. As Venice strove to maintain its reputation among European cultures, 

Rovetta’s patronage and job security at St. Mark’s attest to not only his value among 

Venetians as an indicator of domestic prestige, but also as a projection of that prestige for 

those visiting La Serenissima from other lands.  

 

Rovetta and the Venetian Celebration of the French Dauphin, the Future Louis XIV 

 

Rovetta must have served his church and his city well because in 1639 he was called 

upon by Hamelot de la Houssaye, the French ambassador to Venice, to compose the 

commemorative music for a sumptuous Venetian celebration: the four-day festival 

celebrating the birth of the French dauphin, the future Louis XIV. By contributing the music 

for this fête, Rovetta participated in a tradition long cherished by Venetians. These festivals, 

which exalted both the Doge and the State, combined both sacred and secular rituals; 

together the piazza and the basilica served as a conjoined ceremonial space, complete with 

both visual and aural entertainments.43  

The news of the future French king’s birth generated a distinct need for Venetian 

celebration. The great powers of Europe were already twenty-one years into the Thirty 

                                                 
43 Tim Carter has described this as a “potent mix of the secular and the sacred.” Tim Carter, “Myths of Venice,” 

Early Music 30, no. 1 (February 2002): 141. For more on Venetian celebrations as a unification of civic and 

sacred affairs, see Jerome Roche, North Italian Church Music in the Age of Monteverdi, 16. 
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Years’ War (1618–48) when the future Sun King was born.44 France and Venice (along with 

Savoy)45 had been united as allies against the Habsburgs since 1623, so a Venetian 

celebration for the French monarchy in 1639 was not out of place. Given that the reigning 

King, Louis XIII, and his wife, Anne of Austria, had awaited twenty-two years for an heir 

and suffered at least four miscarriages during that time, the birth of the long-awaited dauphin 

required extravagant celebration.46 

According to Edward Cheney, Venetian ambassador Angelo Correro (dates unknown) 

was the first foreign minister to visit the new royal parents in St. Germain. Correro wrote 

from Paris on September 5, 1638: 

This morning, a little before twelve o’clock, the Queen, by an auspicious 

delivery, has enriched France with a Dauphin. The King…on perceiving the 

infant to be as fine a one, and as healthy and well-formed as could be desired, 

he immediately proceeded to the church, followed by all those then at the 

court; and after the Te Deum had been chanted, and that he had returned such 

most especially and devout thanksgivings to the Almighty…Happening to be 

at St. Germain at that moment, for the purpose of speaking with the Secretary 

Savigni, I was so fortunate as to kiss his Majesty’s hands, and to be the first of 

all the foreign ministers to offer him with such congratulations as became so 

great an occasion. I am at a loss adequately to express to your Serenity how 

joyously he received me, how tenderly he embraced me, and how 

affectionately he hailed the assurances of the exceeding great joy with 

which the Most Serene Republic would learn these joyous tidings. I will 

merely say that taking me by the hand, and leading to the cradle in which the 

Dauphin lay, having had all the curtains raised that I might the better see him, 

he said: “Here is a miraculous effect of the Almighty’s grace, for well may I 

give this title to so fine an infant. Twenty-two years have I been married, and 

four luckless miscarriages has my wife had. I make sure that the Republic 

                                                 
44 The Thirty Years’ War had begun as a clash between Protestants and Catholics but eventually turned into a 

struggle for power among Europe’s greatest nations. For more on the Thirty Years’ War, see Geoffrey Parker, 

The Thirty Years’ War (London: Routledge, 1991), passim. 
 
45 This is a mountainous region of southeastern France; it contained portions of modern-day Italy, France, and 

Switzerland. 

 
46 Upon the birth of the young dauphin, Louis XIII apparently remarked, “This is a miraculous show of the 

grace of the Lord God; for it is surely right to say this of such a beautiful child after my twenty-two years of 

marriage and my wife’s four unhappy miscarriages,” quoted in A. Lloyd Moote, Louis XIII, the Just (Berkeley: 

University of California Press, 1989): 260.  
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will take great part in this my good fortune. Acquaint her with it, I pray 

you, speedily; but have all, write what you have seen, and say that I myself 

showed him to you, assuring the State that he shall be, according to the 

maxims of his father, her good and sincere friend.”47  

 

The King’s words to the Venetian ambassador reveal the close diplomatic relationship shared 

between France and Venice. Correro assured the King that he would share France’s good 

news with the Venetian people, promising to offer “hearty acclamations of [the King’s] 

Excellencies…in grateful remembrance of this propitious day.”48 The ambassador’s promises 

began to take shape just two weeks after the dauphin’s birth, as Venice began to prepare for 

the celebration that would take place just two months later.49 And, keeping the vow to honor 

God for bestowing the dauphin on the French kingdom, Venice made sure that the sacred 

music matched the honor and supreme reputation of her honoree.  

Venice was not inexperienced in bestowing honor on France. Smaller examples of 

Venetian acts of diplomacy involved the giving of gifts, such as the Venetian glass and 

mirrors the Doge gave to Louis XIII on November 29, 1618.50 Larger events, similar to the 

birthday celebration of the dauphin, had previously taken place on Venetian soil. Venice 

honored Henry III’s visit in 1574 with a celebration involving a triumphal arch, statues, 

paintings, grand Corinthian columns adorned with garlands, and an elevated altar to 

commemorate Henry’s defeat over Protestant adversaries. Music, church bells, and 

performances by the choir at St. Mark’s, with music composed by Zarlino, projected Venice 

                                                 
47 Edward Cheney, ed., Despatches of Venetian Ambassadors from the Court of Louis XIII During the Years 
1618–38 (London: Whittingham and Wilkins, 1863), 41–42. Emphasis added. 

 
48 Cheney, 42. 

 
49 Drennan, “The Masses of Giovanni Rovetta,” 193. 

 
50 Cheney, 24. 
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as the new Rome, displaying power and piety over her enemies.51 Italian writer Pompeo 

Molmenti described early modern Venetian culture: “There was always brio and movement 

in the outer life of the place, and it seemed as though the incessant labor, the fruitful energy, 

so vigorously developed by the creators of Venice, had been transformed into a need for 

amusement, and pleasure so restless and imperious that it hardly left time for sleep.”52 

Considering the previous French visit to La Serenissima, it is no wonder that future 

generations of Franco-Venetian relationships would expect anything less. 

Processions, which centered around the piazza and the basilica, had maintained a 

significant role in Venetian ceremonial life since at least the end of the thirteenth century. 

These processions led participants and spectators throughout the heart of Venice, surrounding 

the audience with symbols of power and prestige.53 Some of these symbols included 

elaborate vestments worn by the celebrants, displays of relics and other sacred objects, 

increased use of candles, decorated canopies and banners, and adorned floats and barges.54 

Extra singers and instrumentalists, often hired from St. Mark’s, enhanced the celebratory 

atmosphere of the processions. Jeffrey Kurtzman has described drums, cornetti, trombones, 

and trumpets of various sizes—specifically naming eight-foot folded trumpets and silver 

trumpets, possibly spanning more than ten feet, with bells so large they had to be held by 

                                                 
51 Fenlon, “Music, Ritual, and Festival,” 145. 

 
52 Pompeo Molmenti, Venice: Its Individual Growth from the Earliest Beginnings to the Fall of the Republic, 

part 3, vol. 1, The Decadence, trans. Horatio F. Brown (London: John Murray, 1908), 43. 

 
53 Fenlon, “Music, Ritual, and Festival,” 126–27. 

 
54 Elena Quaranta, “Parish and Monastic Churches: Civic Custom and the Quotidian in the System of 

Institutional Patronage,” in A Companion to Music in Sixteenth-Century Venice, 80.  
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boys walking in front of the trumpeters.55 In addition to music, artillery blasts, church bells, 

and fireworks also contributed to the festive atmosphere.56 These processions, which 

happened frequently throughout each year, often ended at the church or public space in 

which an official ceremony would take place.57 From there, the celebrations continued, often 

for a number of days, and centered on religious feast days, visiting dignitaries and royalty, 

weddings, military recognition, and civic celebration, such as the end of the plague in 1631.58  

The Venetian celebration for the French dauphin was no exception. According to 

Drennan, the Doge, the French ambassador, and other noble guests participated in the festival 

by proceeding from the Doge’s palace to the island of San Giorgio Maggiore in a convoy of 

sixty gondolas. Undoubtedly, the beauty of the Doge’s Palace and his basilica could be 

viewed as a majestic panorama from the small island. After the mass, the Doge and his 

attendees returned to the Palace for an evening of banqueting and festivities.59   

                                                 
55 Jeffrey Kurtzman, “Lessons Learned from the Iconography of Venetian Ceremonies: Claudio Monteverdi and 

“trombe squarciate,” Music in Art 32, nos. 1/2 (2007): 116. 

 
56 Jeffrey Kurtzman and Linda Maria Koldau, “Trombe, Trombe d'argento, Trombe squarciate, Tromboni, and 

Pifferi in Venetian Processions and Ceremonies of the Sixteenth and Seventeenth Centuries,” Journal of 
Seventeenth-Century Music 8, no. 1 (2002), accessed July 22, 2020, https://sscm-

jscm.org/v8/no1/kurtzman_ii.html#7. 

 
57 Edward Muir notes at least eighty-six different ceremonial days per year by the end of the sixteenth century, 

quoted in Kurtzman and Koldau, “Trombe, Trombe d’argento, Trome squarciate,” accessed July 22, 2020, 

https://sscm-jscm.org/v8/no1/kurtzman_ii.html#7. 

 
58 Kurtzman and Koldau, accessed July 22, 2020, https://sscm-jscm.org/v8/no1/kurtzman_ii.html#7. 

 
59 Drennan, “The Masses of Giovanni Rovetta,” 193. These magnificent celebrations undoubtedly put financial 

strain on those managing festival budgets, causing some elected officials to resign from office due to the 

financial stress. Despite the economic burden, the honored tradition of the Venetian festivals helped perpetuate 

Venice’s image to her residents and her visitors. See Quaranta, 90. 
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A Venetian celebration was not a quiet one, and certainly the selection of music and 

musicians for such celebrations was not handled flippantly.60 Fausto Ciro, Venetian 

chronicler who wrote about the festival, mentioned an array of vocal and instrumental 

performing forces at the November 1638 festival.61 Drennan has translated Ciro’s description 

of the aural and visual marvels associated with the Gospel and the Elevation:  

At the singing of the Gospel, and at the elevation of the Host there appeared twelve of 

His Excellency’s pages with very large double candlesticks lit with white candles, 

which were then left as a gift in the Sacristy; while at the same time the square 

echoed with the sonorous roar of piffari, drums, trumpets, and violins. At the same 

time the Bombardiers with their mortars, and the French sailors with their cannon 

launched a loud salvo. It seemed that the great uproar was causing the world to sink. 

When the Mass was finished His Excellency left the Sanctuary, observing the same 

order in his exit from the church as at his entrance.62 

 

                                                 
60 One account of a 1687 Venetian festival describes “the greatest jubilation of the whole city which, not being 

able to show their joy in any other way, displayed it with a festive Viva, viva, to the sound of trumpets, of 

drums, and the holy bronzes [bells], which deafened the heavens themselves.” See Hammond, 261. 

 
61 Ciro, passim. 
 
62 Drennan, “The Masses of Giovanni Rovetta,” 194. Koldau has noted that the tutti sections of the music were 

likely enhanced by doubling on string and wind instruments. See Koldau, xiii. 

 

Figure 2.2: Bird's eye view of Venice by Matthäus Merian (1593–1650). 

San Marco 

San Giorgio 
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Ciro’s prose relates that the sonic component of the mass was not limited to the architectural 

boundaries of the basilica but was enhanced by the sound effects taking place outside. Given 

that a Venetian celebration was a multi-sensory event, hailed for its extravagance among 

Venetians and visitors alike, Rovetta’s appointment as the composer for the music for the 

festival displays his ability to match the visual and aural entertainment for which Venetian 

festivals were famous. 

In her critical edition of Rovetta’s music for the celebration, Koldau has stated the 

importance of this diplomatic assignment to Rovetta’s career.63 It is worth noting that indeed 

aside from Rovetta’s Madrigali Concertati Op. 2 (1629), the Messa e Salmi Concertati Op. 4 

were the only compositions dedicated to a non-Venetian. Moreover, Louis XIII was not a 

casual music supporter. Rather, he carried over the rich musical tradition from the reign of 

his father Henry IV (r. 1553–1610) and supported the burgeoning musical activity in his 

court. Peter Bennett has commended Louis XIII for his musical support, crediting the senior 

Louis as the foundation for the musical techniques associated with his son’s reign.64  

According to Margaret M. McGowan, “musical aspects of entertainment” pleased 

Louis XIII the most.65 The French cleric and historian Jean-Louis Archon described Louis’s 

preference for personal entertainment: “He kept up his spirits by composing motets.”66 In 

public, Louis was accustomed to trumpet fanfares announcing his entry when he traveled. 

                                                 
63 Koldau, vii. 

 
64 Peter Bennett, Sacred Repertories in Paris Under Louis XIII (Surrey: Ashgate, 2009), ii. 

 
65 Margaret M. McGowan, “Louis XIII, King of France,” in Grove Music Online, Oxford Music Online, 

accessed July 26, 2020, www.oxfordmusiconline.com. 

 
66 Quoted in Peter Bennett, “Hearing King David in Early Modern France: Politics, Prayer, and Louis XIII’s 

Musique de la Chambre” Journal of the American Musicological Society 69, no. 1 (Spring 2016): 47. 
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When his travels prevented his musical entourage from accompanying him, he sometimes 

took over the role of music director. Archon described:  

The Feast of Pentecost being the next day, and His Majesty not having brought with 

him his singers or musicians, he showed one of his ecclesiastics the manner of 

notating the psalms to be sung at first and second Vespers, and so that everything 

would be made ready for the feast day, his zeal made him pass most of the night in 

this pleasurable task; one saw that day this pious monarch, like David in the midst of 

his singers, animating them by his voice, directing them with his movements in 

singing the psalms according to the notes he had written; and all this with such just 

tuning, and such measured sounds, that everyone was charmed by their harmony.67 

 

With the King’s curated musical taste in mind, the planners for the Venetian celebration had 

to ensure that the Republic offered the most supreme musical gift to their French ally, for 

surely the King would not be honored, or impressed, with any music that fell short of 

excellence. 

 The title page of Rovetta’s Opus 4 delineates the work for a range of five to eight 

voices with two violins and continuo. However, Koldau argues that Rovetta likely expanded 

the personnel given that he was instructed to “hire as many singers and instrumentalists as 

were found in the city, in order to meet the magnanimous design of His Excellency.”68 

Rovetta certainly had to make the aural perception of the event match the visual spectacle. 

Considering Louis XIII’s propensity for lavish displays of pomp, Rovetta had to be sure his 

music matched the gondola processions, the banquets in the ducal palace, bull fights on the 

piazza, cannon and mortar blasts, and extravagant firework displays that ornamented the days 

of celebration.69 By composing in the concertato style and utilizing all of Venice’s available 

                                                 
67 Bennett, “Hearing King David in Early Modern France,” 48. 

 
68Ciro, 24; quoted in Koldau, vii. 

 
69 Koldau, vii, xiii. 
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musical resources, Rovetta offered the French king a varied and intricate sonic landscape to 

echo the visual panorama.  

Considering Ciro’s description that Louis XIII “desired the most magnificent and 

solemn music that could be found,”70 why did Rovetta receive this honor instead of his 

illustrious mentor? After all, Monteverdi had certainly achieved fame all over Europe by 

1639. By the time of the dauphin’s birth, Monteverdi had composed extensively in both 

sacred and secular genres including madrigals, psalms, sacred songs, motets, masses, and, of 

course, opera. Perhaps, by this time in his life, Monteverdi was content to see his protégé 

succeed and willingly let the opportunity pass by. Gary Tomlinson has described Monteverdi, 

and his reputation, as having “a personal dignity exceeding anything he could have aspired to 

in Mantua.”71 Roseen Giles has explained Monteverdi’s social status as “an equal amongst 

his Venetian aristocratic patrons and associates.”72 Maybe, by this point in his career, 

Monteverdi did not need the prestige of this public assignment. Or, perhaps Monteverdi was 

too engaged in his own work when the commission came up in the first half of the 1638. 

After all, Monteverdi had published his Madrigali Guerrieri, et Amorosi, Libro Ottavo that 

same year, dedicating the work to another worthy dedicatee, Holy Roman Emperor 

Ferdinand III.73 Monteverdi followed that publication a few years later, with his Selva 

                                                 
70 According to Drennan, “solemn,” in this sense refers to “impressive and majestic” rather than the somber 

connotation usually associated with solemnity. Drennan, “The Masses of Giovanni Rovetta,” 195. 

 
71 Gary Tomlinson, Monteverdi and the End of the Renaissance (Berkeley: University of California Press, 

1987), 258. 

 
72 Roseen Giles, “The (un)Natural Baroque: Giambattista Marino and Monteverdi’s Late Madrigals” (PhD diss., 

University of Toronto, 2016), 5. 

 
73 Claudio Monteverdi, Madrigali Guerrieri, et Amorosi, Libro Ottavo (Venice: Vincenti, 1638). 
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Morale e Spirituale (1641) dedicated to Ferdinand’s future wife,  Eleonora Gonzaga.74 

Perhaps the political conflict of Monteverdi’s pre-existing networks created conflict with the 

French celebration, seeing that Ferdinand III came from the House of Habsburg, and Venice 

and France were allied with the intent of pushing the Habsburgs out of France.  

It is also possible that politics did not interfere at all with Ambassador Hamelot de la 

Houssaye’s decision. Perhaps it was pure logistics and workload that handed the opportunity 

to Rovetta. According to Fenlon, the “crowded and elaborate ceremonial life of Venice… 

placed additional burdens upon the maestro di cappella, result[ing] in a great sharing of 

responsibilities.”75 Anthony Pryer has boldly asserted that once Monteverdi received the post 

at St. Mark’s, he seemed to be a “performer, director, and servant first, and a composer only 

second.”76 Furthermore, Denis Stevens described the late 1630s and early 1640s as “years of 

waning health” for Monteverdi. 77 Considering Pryer’s and Stevens’s statements in the 

context of Fenlon’s description of the demanding festival life of Venice, it does seem 

plausible that the commission passed over Monteverdi to his mentee due to logistical time 

constraints on the aging maestro.  

Whatever the reason may be, Rovetta seized the opportunity to “make [him]self 

known in the world of France.”78 This phrase, as written in Rovetta’s dedicatory note to 

Louis XIII, reveals his intention to become a cosmopolitan musical force, positioning himself 

                                                 
74 Ferdinand III married Eleonora Gonzaga in 1651. 

 
75 Fenlon, “Music, Ritual, and Festival,” 129. 

 
76 Anthony Pryer, “Approaching Monteverdi: His Cultures and Ours,” in The Cambridge Companion to 
Monteverdi, ed. John Whenham and Richard Wistreich (Cambridge: Cambridge University Press, 2011), 10. 

 
77 Denis Stevens, The Letters of Claudio Monteverdi, 421. 

 
78 Giovanni Rovetta, Messa e Salmi Concertati (Venice: Vincenti, 1639). 
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to not only be content with his prestigious musical appointment in Venice, but to propagate 

his music throughout Europe. Composing and directing the music for this majestic occasion 

certainly brought honor and fame to the French king, his newborn son, the Republic of 

Venice, the Basilica of St. Mark’s, and the composer himself.  

Rovetta’s Opus 4 contains twelve Psalm settings and a Magnificat in addition to the 

Mass. Rovetta’s Mass only includes the Kyrie, Gloria, and Credo, but, according to Drennan, 

it was common for Venetian celebratory Masses to omit the Sanctus and Agnus Dei to make 

room for extra-liturgical material.79 According to Ciro, Rovetta’s Op. 4 Messa was “the most 

excellent music that had been heard for a long time in Venice.”80 A brief analysis of the 

Kyrie proves Ciro’s description. Although the Kyrie chant only consists of three lines of text, 

Rovetta fully explores compositional variety by highlighting distinctions in texture, mode, 

meter, rhythm, and phrasing. Rovetta’s setting of the Kyrie can be viewed and summarized 

as five distinct sections as illustrated in Table 2.2.  

  

                                                 
79 Drennan, 193. 

 
80 “Fù poi dalli Musici dato principio à cantare la Messa, e fù stimata la Musica delle più excellenti di quante 
per gran tempo si siano udite in Venetia,” quoted and translated in Drennan, “The Masses of Giovanni 

Rovetta,” 197. 
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Table 2.2: Summary of compositional structure in Rovetta’s Kyrie. 

Section 1 mm. 1–18 

Kyrie eleison 
Declamatory homophonic statement of 

the text 

Section 2 mm. 19–57 Rhythmic and textural variety 

Section 3 mm. 58–80 Christe eleison Imitative polyphony 

Section 4 mm. 81–100 

Kyrie eleison 

Return to declamatory homophony; 

metric shift 

Section 5 mm. 101–115 A summary of all compositional devices: 

Voice pairing, imitative polyphony, 

varied rhythmic values, declamatory 

homophony, affective harmony 
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-

 

Example 2.3: “Kyrie," Messa e Salmi Concertati, Op. 4 (1639), mm. 1–18. 

   

The Kyrie would have been the first portion of the Mass heard by the attendees at the 

basilica in early modern Venice. Apparently intending to make a stately first impression, 

Rovetta immediately establishes majestic solemnity with the opening declamation of the text 

in measures 4–8. Although he immediately follows the initial statement with slight variations 
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in vocal entrances (entering on beat 2 of measures 10, 13, and 15) and modal mixture within 

each phrase,81 Rovetta maintains an overall feeling of establishment and declamation in this 

initial section. In doing so, he sets up a firm aural foundation for the sonic variety of the 

remaining four sections (Example 2.3). 

The second section of the Kyrie (measures 19–57) displays variety in voicings and 

texture. Measures 19–27 showcase an alto-tenor duet accompanied only by continuo, 

creating a stark contrast to the fully voiced and fully accompanied statement of the previous 

section (measures 1–18). Rovetta follows the vocal duet with a violin ritornello in measures 

27–31, providing yet another wave of interest in this opening movement (Example 2.4). The 

section closes with a reiteration, although not exact duplication, of the familiar homophonic 

declamatory material from the end of the first section. 

                                                 
81 The first phrase (mm. 1–8) centers around G minor and D major, which occupy the relationship of a fifth; the 

second and third phrases (mm. 9–13, 13–15 respectively) operate in the same fashion, but with B-flat major and 

F major as the prevailing tonalities. The final phrase of this section (mm. 15–18) offers more harmonic interest 

by beginning with an F-sharp diminished tonality on the last beat of measure 15 and then progresses through G 

minor, C minor, and D major before cadencing on G major in measure 18. 
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Example 2.4: “Kyrie," Messa e Salmi Concertati, Op. 4 (1639), mm. 19–31. 

  

Rovetta continues the phenomenon of voice pairing in the next section of the Kyrie, 

measures 58–80, but expands the idea by countering homophonic vocal pairs with a solo bass 

response. Example 2.5 shows a canto duet with a response in the bass (measures 58–59); 

Rovetta repeats the technique with an alto-tenor duet in measures 60–61. Again, by 

strategically altering one facet of the music, Rovetta creates aural interest and variety in the 

setting of a short, repetitive text, but he brings the listener back to the central, homophonic 

declamation of the text with the full choir in measures 78–80 (Example 2.6), creating a sense 

of continuity throughout his varied compositional techniques. 
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Example 2.5: “Kyrie," Messa e Salmi Concertati, Op. 4 (1639), mm. 58–62. 

 

Example 2.6: “Kyrie," Messa e Salmi Concertati, Op. 4 (1639), mm. 78–80. 

  

Rovetta uses a shift in meter to embellish the music in measures 81–100. Showing his 

flair for balancing new aural material with familiar elements, Rovetta maintains a clear, 

homophonic setting of the text, but the sudden shift from common time to triple time 

provides a new metric medium. This abrupt metric shift propels the piece to the final section 

in measures 102 to the end, in which Rovetta recalls the imitative polyphony of earlier 

moments in the music before ending on a harmonically affective cadence, full of tension and 

stately resolution in measures 111–115 (Example 2.7). Surely this majestic music, full of 
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textural, rhythmic, metric, and harmonic variety, must have pleased Louis XIII and his 

penchant for solemnity. 

 

Example 2.7: “Kyrie," Messa e Salmi Concertati, Op. 4 (1639), mm. 111–115. 

 

Conclusion 

 

Rovetta composed the Opus 4 Mass in the same year as his Opus 5 concerted motets. 

Both of these publications reveal Rovetta’s ability to execute the Venetian style through a 

variety of compositional techniques, all while making use of the available performing forces 

at St. Mark’s. The brief analyses of these exemplary works from the two 1639 publications 

show Rovetta’s fluency in the Venetian style, a style that composers outside of Venice would 

later emulate and study in their own personal manuscript collections. 

In addition to the evidence of Rovetta’s compositional success in Venice, this 

examination of Rovetta’s commissioned works within Venetian boundaries demonstrates his 

awareness for indispensable connections. By dedicating his music to the men who held his 

job, he not only helped secure his own livelihood, but he helped situate himself among the 
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wealthiest Venetian patrons who could help promote his music. Additionally, Rovetta 

expanded his musical influence by dedicating both sacred and secular works to men 

employed in sacred and secular jobs. By composing music that appealed to current musical 

tastes, not only Venetian tastes but also broader European tastes, Rovetta established himself 

as a contributing musician to contemporary taste. Not only did his music help further himself 

as a modern composer, his music projected an up-to-date image for Venice, keeping the Most 

Serene Republic at the forefront of new musical trends that were coveted throughout all of 

Europe.  

By composing the French commission, Rovetta proved that he could represent not 

only himself, but the Doge and the Republic by projecting a supreme Venetian status through 

music. Considering Louis XIII’s proclivity for majestic music, Rovetta positioned his music 

to thrive in non-Venetian societies in the tastes of cultured connoisseurs. Although it is 

unknown whether Rovetta ever visited France or other parts of Europe, the caliber of his 

music and his appointment to compose and direct the music for the birth of the future Louis 

XIV elevated his status among seventeenth-century composers, directors, collectors, 

performers, and collectors, bringing honor and fame to his native land and making himself 

known beyond the Venetian state.
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CHAPTER 3 

ROVETTA’S SECULAR MUSIC FOR ROMAN NOBILITY 

 

The virtue of Your Excellency is superior to the common understanding, that no other 

officer recognizes music with mindfulness and wonder. I revere the grand merit of the 

arts to make this little piece of music a sign of my devotion, and I am hopeful that the 

devoted officer graciously accepts this little gift.1 

 

-Giovanni Rovetta to Paolo Giordano II Orsini, 1629   

 

 

 Giovanni Rovetta wasted no time in creating connections outside of Venice. Just 

three years after his first publication, dedicated to the Procurators of St. Mark’s in 1626, 

Rovetta secured noble support from Paolo Giordano II Orsini, Duke of Bracciano, with the 

publication of his second opus.2 In this volume of madrigals, Rovetta proved that he could 

successfully compose not only sacred music, on which his employment was based at St. 

Mark’s, but that he could also compose secular music that aligned with current popular 

genres—specifically, the concerted madrigal. Rovetta’s Madrigali Concertati Libro Primo, 

comprised of works for two to six voices, two violins, and continuo, surely appealed to 

contemporary consumers of secular music. This chapter surveys the contents of Rovetta’s 

first book of madrigals and compares Rovetta’s music to another of Orsini’s other 

beneficiaries, the Roman composer Cesare Zoilo (1584–1622), accentuating Rovetta’s music 

as a marker of Venetian style and highlighting the composer within the context of Roman-

Venetian musical patronage.  

  

                                                 
1 Giovanni Rovetta, Madrigali Concertati Libro Primo Opera Seconda (Venice: Bartholomeo Magni, 1620), 2. 

Translation my own. 

 
2 Bracciano is a town about twenty miles north of Rome. 
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The Musical Patronage of the Orsini Family 

 

 In dedicating his music to a Roman duke, Rovetta positioned himself among a long 

line of Orsini beneficiaries. The Orsini family and their notable roles in patronage date back 

well into the Middle Ages when the family was venerated for their substantial land 

ownership and military service. This powerful medieval family obtained favor not only from 

local noble authority, but also from ruling powers in Naples, Venice, Spain, France, and the 

Holy Roman Empire.3 In added efforts to promote their elite status, the Orsini also generated 

marital bonds with other noble families such as the Sforza and the Medici. Paolo Giordano I 

Orsini, the grandfather of Rovetta’s patron, spent his childhood under the supervision of his 

uncle, Cardinal Guido Ascanio Sforza. Cardinal Sforza became responsible for his ward’s 

upbringing after Paolo Giordano I’s father, Girolamo, died before the future duke’s birth. 

Born as the infant patriarch of one of Rome’s most illustrious and time-honored families, 

Paolo Giordano I was exposed to Rome’s finest music at his uncle’s court, thus engraining an 

appreciation for Europe’s finest music in the duke from a young age.4  

 Although the Orsini continued their strong lineage of artist patronage, the family 

struggled to maintain their status as they fell out of favor with the papacy in the sixteenth and 

seventeenth centuries.5 For generations, they continued to pursue ways to salvage their 

prestigious reputation, displaying their noble status and wealth through patronage of art, 

                                                 
3 Barbara Furlotti, A Renaissance Baron and His Possessions: Paolo Giordano I Orsini, Duke of Bracciano 
(1541–1585) (Turnhout, Belgium: Brepols Publishers, 2012), 4. 

 
4 Furlotti, xvi, 6.  

 
5 For an example of this friction between the Orsini and the papacy, see Guido Rebecchini, “Rituals of Justice 

and the Construction of Space in Sixteenth-Century Rome,” I Tatti Studies in the Italian Renaissance 16, nos. 

1/2 (September 2013): 153–179. 
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literature, and music.6 Maintaining their status certainly played a role in the strategic 

marriage between the Orsini and the Medici, a marriage that was intended to financially 

assist the struggling Orsini family while also offering a sizeable payout to the Medici by 

connecting the distinguished Florentine family with the politically favored Roman family. 

This particular Orsini-Medici union, which fell in a long line of relationships between the 

two powerful families, featured musical dedications such as motets by Francesco Corteccia 

(1502–71) and a madrigal by Philippe de Monte (1521–1603).7 Although the marriage 

between Paolo Giordano I and Isabella de’Medici suffered many cataclysms, including 

Isabella’s murder at the hands of her husband, these grandparents of the future duke 

continued their dedication to supporting music in an effort to maintain their prestigious status 

among Italian elites.8 

 Virginio Orsini (1572–1615), Paolo Giordano II’s father, also received generous 

exposure to elite musical entertainment due to extended stays with his maternal family in 

Florence. Raised as a Medici, Virginio became well-accustomed with musical patronage.9 

For example, his mother, Isabella, supported composers such as Maddelena Casulana (c. 

1544; fl. 1566–83) and Stefano Rossetti (fl. 1560–80).10 Continuing the tradition of musical 

                                                 
6 According to Furlotti, pay records of harpsichords, music books, performing spaces, and professional 

musicians indicate the significant budget allocated to musical entertainment in the Orsini courts; Furlotti, 46–

47. 

 
7 Furlotti, 8. 

 
8 For more on the musical patronage and lifestyles of Paolo Giordano I Orsini and Isabella de’ Medici, see 

Furlotti, 1–60; Gabrielle Langdon, Medici Women: Portraits of Power, Love, and Betrayal in the Court of Duke 
Cosimo I  (Toronto: University of Toronto Press, 2007), 147–64. 

 
9 Furlotti, 14. 

 
10 Dedicated works by these composers include Casulana’s Il primo libro de madrigali a quattro voci (1568) 

and Rossetti’s Il Lamento di Olimpia (1567). 
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patronage into the next generation, Virginio Orsini supported composers such as Giulio 

Caccini (1551–1618) and Luca Marenzio (1553/54–99).11 Paolo Giordano II Orsini 

continued his family’s status as musical patron when he assumed the title of Duke of 

Bracciano at age twenty-four upon his father’s death in 1615.  

 Paolo Giordano II Orsini grew up a well-versed man, following family tradition as a 

man of arms, but he ultimately preferred writing poetry, painting, and engraving and was 

especially drawn to music. He played the lute and invented a type of water organ—a 

rosidre—designed after the Orsini family crest. The young Orsini must have been exposed to 

some of Europe’s finest music during Marenzio’s extended lodging at the family castle and 

the singing instruction Orsini likely received from Caccini.12 In dedicating music to the duke, 

Rovetta must have understood his audience and sought to provide an impressive volume, as 

Rovetta acknowledged the duke as one who “recognizes music with mindfulness and 

wonder.”13 

 

Cesare Zoilo’s Madrigali a Cinque il Primo (1620) 

 

Cesare Zoilo preceded Rovetta in Orsini patronage with the publication of his 

Madrigali a Cinque il Primo in 1620, a collection of twenty-five unaccompanied five-voice 

madrigals. 14 Although the cover of the book instructs performers to add basso continuo at 

                                                 
11 Nina Treadwell mentions a madrigal Caccini dedicated to Virginio Orsini in 1596. See Nina Treadwell, “She 

descended on a cloud ‘from the highest spheres’: Florentine monody ‘alla Romanina,’” Cambridge Opera 
Journal 16, no. 1 (March 2004): 17. Marenzio dedicated his Quinto libro de madrigali a sei voci to Virginio in 

1591. 

 
12 Denis Stevens, “Monteverdi, Petratti, and the Duke of Bracciano,” 281-82. 

 
13 Rovetta, Madrigal Concertati Primo Libro Opera Secondo, 2.  

 
14 Cesare Zoilo, Madrigali a Cinque il Primo (Venice: Bartholomeo Magni, 1629).  
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will (“Aggiuntoui il suo Basso Continuo a beneplacito”), Zoilo’s dedication to the duke 

specifies that he “composed these madrigals with the intention of having them sung by five 

voices only, without any instrumental accompaniment whatsoever, and he begs and prays 

that they may so be sung.”15 This statement suggests that Zoilo was aware of the emerging 

concertato style but remained loyal to the traditional five-voice unaccompanied madrigal.16 

In contrast to Zoilo’s reluctance to operate in the concerted medium, Rovetta promoted the 

style in his 1629 publication, broadcasting his embrace of the distinct Venetian style. 

Zoilo’s book of madrigals contains settings of poems based on love and heartache as 

expressed in the opening text incipits (Table 3.1). Zoilo amplifies the text through strategic 

contrasts in texture and successive polyphonic iterations of repeated text. “Ite caldi sospiri,” 

“Al lampeggiar,” and “Parte il mio cor” serve as case studies of these compositional 

qualities. 

                                                 
15 Translation from Denis Stevens, “Performance Practice in Baroque Vocal Music,” College Music Symposium 

18, no. 2 (Fall 1978): 15. 

 
16 Monteverdi’s seventh book of madrigals, published in 1619, consists of accompanied music although the title 

does not bear the concerted designation. 
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Table 3.1: Contents of Zoilo's Madrigali a Cinque (1620) 

 

 Although these three madrigals primarily exhibit five-voice polyphonic texture, Zoilo 

creates textual variety through careful voice pairing and deliberate implementations of 

homophony. For example, Zoilo promotes the text with voice pairing at the third between the 

soprano and mezzo-soprano in the first two measures of “Ite caldi sospiri,” with a clear 

presentation of the text which translates to “warm sighs in a cold heart” (Appendix B, 

Example 3.1). In measures 17–20 of “Al lampeggiar,” Zoilo uses voice pairing to illuminate 

the flashing lights of the beloved’s eyes by employing a variety of voice pairings in each 

                                                 
17 Incipit translations my own. 

1 Ite caldi sospiri al freddo core Warm sighs in a cold heart 

2 Tu non rimiri ancor Filli spieta  To not gaze at Phyllis 

3 Se mori perche Why if you die 

4 Al lampeggiar de bei vostri occhi At the flashing of your beautiful eyes 

5 Parte il mio cor Part of my heart 

6 Bramo veder in mille guise I long to see in a thousand ways 

7 Dhe Perche non ritorni Why do you not return 

8 Uscia da monti fuora (suora?) Go out from the mountains 

9 Felici Pastorelle Happy shepherdesses 

10 Donna chiudete il petto Lady conceal your breast 

11 Ma per voi But for you 

12 Bramai già di morire Already I long to die 

13 Mirerò sin ch’io vivo I try as long as I live 

14 Se per desio ch’io pera Why if I desire a pear  

15 Dunque Lasciate ch’io So let me 

16 L’Altr’hier mi chiese The other half of my heart 

17 Interdette speranze Forbidden hope 

18 Es’al mio mal non val forza And to my pain there is no strength 

19 Usin le stelle e’l ciel Under the stars of the heavens 

20 Egra si ma vezzosa Unwell, yes, but charming 

21 Filli io ti chieggio aita Phyllis, I ask your help 

22 Cruda Poi che nó senti gli amari Cruel; you do not feel the bitter 

23 Chi vuol veder un sole Who sees the sun 

24 S’io vivo Anima mia If my soul lives 

25 Io mi part’occhi belli Parting from those beautiful eyes17 
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iteration of the text. Although Zoilo collectively utilizes all five voices, he divides the 

voicing into alternating phrases of the text to convey the luminous imagery, pairing 

“fulminando” [flashing] with “lampeggia” [sparkling] (Appendix B, Example 3.2). Zoilo 

continues his use of voice pairing at the third in measures 10–16 and 19–21 in “Parte il mio 

core e vivo,” again creating timbral variety through an assortment of vocal duets (Appendix 

B, Example 3.3). 

Zoilo reserves homophony for highlighting affective moments in the text. For 

example, in “Ite caldi sospiri” Zoilo highlights the protagonist’s solemn request for mercy in 

measures 10–11 with the only homophonic statement in the piece. Zoilo then repeats the text 

in the next measure with increased polyphonic activity (Appendix B, Example 3.4). In “Al 

lampeggiar,” Zoilo withholds homophony until the text declares the piercing power of the 

beloved’s eyes in measures 10–11 and 16–17 (Appendix B, Example 3.5). Using a similar 

strategy in measures 3 and 6 in “Parte il mio cor,” Zoilo uses homophony, albeit with 

marginal polyphonic movement in the tenor in measure 3 and slightly more activity in the 

inner voices in measure 6, to express the loneliness and loss of unrequited love (Appendix B, 

Example 3.6). In all three of these examples, Zoilo employs homophonic texture to mark 

moments of extreme emotion—a plea for mercy, the rapture of the beloved’s eyes, and a 

longing for lost love. 

In addition to textural contrasts, Zoilo also uses numerous reiterations of dramatic 

phrases of text. For example, Zoilo repeats the phrase “Rompete il giaccio che pietà 

contende” [Break the bonds of her pity] a total of eighteen times throughout the piece; each 

iteration presents the text throughout all five voices at overlapping entrances. (Measures 3–4 

in Appendix B, Example 3.1 show the first nine instances of this phenomenon.) Zoilo 
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illustrates the shimmering eyes of the beloved by deploying twenty-nine restatements of 

“fulminando” [flashing] and eleven restatements of “lampeggia” [sparkling]. Measures 11–

13 in Appendix B, Example 3.5 show the first instance of this repetition; Zoilo engages in the 

same style again in measures 17–20 in the same piece. Yet again, Zoilo expresses this same 

compositional technique in “Parte il mio cor” as he articulates the phrase “vivo s’en resta 

l’immortal mio dolo” [I live even if it is the death of me] thirty times. In each of these 

instances, Zoilo equally distributes the highlighted phrases throughout all five voices, only 

slightly manipulating the rhythmic and melodic qualities to provide variety and interest 

(Appendix B, Example 3.3, measures 15–22). 

 Polyphonic texture with short interjections of homophony and extended moments of 

text repetition prevail throughout this sampling of Zoilo’s madrigal composition. With this 

choice of composition, Zoilo exhibits traits of the traditional polyphonic madrigal associated 

with the previous century and neglects the opportunity to participate in the fashionable stile 

concertato. When Paolo II Giordano Orsini received Rovetta’s book of concertato madrigali, 

the duke surely noticed the differences between his previous Roman commission and his 

newer Venetian commission. In addition to the obbligato instrumentation featured in 

Rovetta’s madrigals, the Venetian composer also provided the duke with a greater emphasis 

on homophonic texture, instances for solo voices to move the music forward in stile 

recitativo delivery, and metric variety.18 

 

                                                 
18 According to Oxford Music Online, the earliest mention of this style by name occurs in Domenico 

Mazzochhi’s opera La catena d’Adone in 1626, just three years before Rovetta’s debut secular publication. See 

Dale E. Monson and Jack Westrup, “Recitative,” Grove Music Online, Oxford Music Online, 2001, accessed 

October 31, 2020, www.oxfordmusiconline.com.  
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Rovetta’s Madrigali Concertati Libro Primo (1629) 

 

Rovetta’s Madrigali Concertati Libro Primo in 1629 aligned with the steady support 

the Orsini and Medici families had bestowed upon the madrigal for generations. Although it 

is unclear how Rovetta became acquainted with the young Roman duke, it is likely that 

Rovetta made the duke’s acquaintance through Monteverdi. Letters from Monteverdi to the 

Duke of Bracciano in 1619 and 1620 reveal that Monteverdi acted as an agent in securing the 

printing of a collection of vocal music by Francesco Petratti (fl. c. 1620).19 Given Rovetta’s 

close working relationship with Monteverdi, it is plausible that Monteverdi facilitated their 

introduction to one another.  

Rovetta’s first book of concerted madrigals inaugurated his secular publications.20 

Comprised of twenty-five pieces with continuo, the volume includes an array of varying 

combinations of voicings, both accompanied and unaccompanied by violins. (See Table 3.2.) 

In addition to the madrigal settings, Rovetta also included two canzonettas and one dialogue. 

Giovanni Battista Guarini’s Rime (1598) provides the majority of the texts in Rovetta’s first 

secular publication; however, texts by Giambattista Marino (1569–1625) and Giulio Strozzi 

(1583–1652) receive Rovetta’s musical attention as well. This diversity of genre, voicing, 

instrumentation, and sources of texts creates a volume of music that may have provided a 

source for musical entertainment at one of the duke’s frequent evenings of chamber music he 

hosted at Bracciano.21 

  

                                                 
19 Francesco Petratti, Il primo libro d’arie a una et due voci con un dialogo in fine, (Venice: Alessandro 

Vincenti, 1620), passim. For more on the correspondence between Monteverdi and the Duke of Bracciano, see 

Denis Stevens, ed., The Letters of Claudio Monteverdi, 149, 151, 153–55, 157, 159, 164–65. 

 
20 Rovetta published two more books of concerted madrigals in 1640 and 1645. He also published his only 

known complete opera, Ercole in Lidia in 1645, but the music is now lost.  

 
21 Stevens, “Monteverdi, Petratti, and the Duke of Bracciano,” 284. 
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Table 3.2: Contents of Rovetta's Madrigali Concertati Primo Libro (1629) 

 Piece Voicing Text Source 

1 
Taccia il Cielo e la terra al novo canto 

SSATTB, 2 violins, 

continuo Guarini, Rime 

2 Chi vuol aver felice e lieto ‘l core SS, continuo Guarini, Rime 

3 Io mi sento morir quando non miro SS, continuo Guarini, Rime 

4 Uccidetemi pur bella tiranna SB, continuo Marino, Ghirlanda 

5 Ardi content e taci TB, continuo Marino, Ghirlanda 

6 Stanco di lagrimar a voi rivolgo TT, continuo  

7 Ohimè chi mi ferisce TT, continuo Abelli, Ghirlanda 

8 É partito il mio bene TT, continuo Marino, Lira 

9 O rubella d'amor cruda a l’amante TT, continuo Leoni, Dei madrigali 

10 Portate ondecorrenti, aure volanti TT, continuo Alberti, Piacevoli rime 

11 Quel neo ch’appar nel viso TT, continuo Alberti, Piacevoli rime 

12 Piangea donna crudele ATB, continuo Guarini, Rime 

13 Quella fede leal ch’io consecrai ATB, continuo Guarini, Rime 

14 Quante volte giurai ferm’e costante ATB, continuo Guarini, Rime 

15 Ove ch’io vada ove chi’io stia talora STB, continuo Guarini, Rime 

16 Sì mi dicesti et io TTB, continuo Guarini, Rime di diversi 

17 
Canzonetta: Pur al fin di mia fe’ 

TTB, 2 violins, 

continuo  

18 Udite amanti udite SATB, continuo Guarini, Rime 

19 Credetel voi che non sentite amore SATB, continuo Guarini, Rime 

20 Anime pellegrine che bramate SATB, continuo Guarini, Rime 

21 
Canzonetta: Giovinetta fastosa 

SATB, 2 violins, 

continuo  

22 Vivo in foco amoroso SS, 2 violins Guarini, Rime 

23 
Dialogue: Rattenete le destre 

ST, chorus of 3 

voices, 2 violins Strozzi 

24 Dialogue: Lasciate ch’io l’uccida ST  

25 
La bella Erminia 

Solo voice, 

continuo  
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The first madrigal in the 1629 volume boasts all of the book’s performing forces: six 

voices (two cantos, two tenors, an alto, and a bass), two violins, and continuo. However, 

Rovetta does not put the full responsibility of his opening piece completely on his 

orchestration. Rather, Rovetta’s setting of the Guarini sonnet “Taccia il Cielo” provides 

multiple avenues by which to display interest and variety. By manipulating musical elements 

such as texture, alternations between accompanied and unaccompanied sections, voice 

pairings, text-painting, and meter changes, Rovetta composes an introductory piece that 

entices the listener to further explore the book’s contents. 

Taccia il Cielo e la terra al novo Canto di lei,  
c’ha l’armonia celeste, e’l volto, 
E con doppio valor vincendo ha tolto 
Il pregio al sole, a le sirene il vanto; 
O miracol d’Amor leggiadro, e santo: 
Così in lei sola ogni mio senso ho volto, 
Che bellezza non miro, e non ascolto 
Voce, che non mi sembri horror e pianto. 

Heaven and earth be silent at her new song. 

She who has heavenly harmony and face, 

and with double virtue has taken away  

prestige from the sun and pride from the sirens; 

O miracle of graceful and holy love: 

So I have turned toward her all my senses  

Because I cannot see other beauty nor listen to 

another that does not seem like horror and tears in 

comparison. 

 

Quinci infiammando I miei pensieri algenti, 
L’anima sveglio addormentata, e tarda, 
Per far eterno il suo bel nome, e chiaro. 
Poiche dal suon di si soave accenti 
E dal girar de le due luci imparo 
Come di lei si canti, e per lei s’arda. 

Thence, my inflaming my cold thoughts, 

I awake my sleepy and torpid soul 

To make her beautiful name eternal and clear.  

Because from the sound of such sweet voice 

And from the whirling of her eyes I learn 

How one may long of her and burn for her.22 

The violin and continuo sinfonia immediately engages the listener, showcasing an 

alternation between homophony and imitative polyphony within the first four measures. 

Rovetta repeats a homophonic motive in the first two measures, but immediately counters the 

simple statement with multiple points of imitation between the two violins and a 

supplementary walking bass line in the continuo (Appendix B, Example 3.7). Before the 

voices even enter in this madrigal, Rovetta displays his variety of compositional skill by 

                                                 
22 Translations my own. 
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showcasing deviations in texture, diversity in contrasting melodic direction, and technical 

scalar passages in the violins.  

 Rovetta introduces the vocal element of the piece with a homophonic statement 

among all six voices, supported by homorhythmic replication in the instrumental parts. 

However, this unified musical presentation quickly gives way to an alto solo with 

instrumental accompaniment. Much like Rovetta’s sinfonia quickly alternated between 

homophonic and imitative polyphonic texture, his vocal composition communicates a similar 

diversity in the quick change from homophonic declamation throughout all voices and 

instrumentation in measures 12–16 to an abrupt solo section in measures 17–19 (Appendix B, 

Example 3.8).  

This solo entrance functions like a recitative, introducing new text in a way that 

moves the music along. In this instance in measures 17–19, the alto expresses the text, “Al 

novo Canto di lei ch’a l’armonia Celeste e’l volto” and all six voices affirm the text in almost 

complete homophonic declaration. Rovetta continues to use the solo voice to move the text 

along as evident in measures 34-36 in the first tenor and measures 39–41 in the second tenor 

(Appendix B, Example 3.9). In each of these instances, the solo conveys a longer portion of 

text, thus allowing Rovetta to devote more musical attention to other repeated portions of the 

text throughout the madrigal. Also, with the absence of the other voices and the violins, the 

soloist can take more liberty with the expression of the text, creating a clearer sonic context 

for the listener to consume the text. 

In addition to textural variety, Rovetta also manipulates the meter to convey variety. 

Measures 61–76 contain a triple-time, dance-like sinfonia, a style in which Rovetta 



 72

frequently composed.23 This instrumental section, shown in Appendix B, Example 3.10, 

provides an aural rest from the preceding six-voiced imitative polyphony, but it does not 

abandon the central musical ideas of the piece up to this point. Rather, Rovetta uses this 

interlude as an opportunity to elaborate on the main motive on the piece. This motive, which 

begins the piece with a repeated statement in measures 1-2 (Appendix B, Example 3.7) and 

resurfaces several times throughout the piece, recalls the text with which it is initially 

associated, “O miracol d’amor.” This repeated motive serves as an aural representation of the 

meaning of the text, even when the text is absent. By metrically elaborating on this melodic 

theme in the triple-time arioso section, Rovetta carries the motivic idea of miraculous love 

into the sinfonia, displaying his technique for conveying a literary meaning even when the 

text is absent.   

Rovetta carries this characteristic style into other compositions such as his two-voice 

concertato setting of Guarini’s “Che vuol haver felice.”24 Although Rovetta significantly 

reduces the performing forces in his second piece of the book, the two soprano voices and 

continuo still offer the listener a variety of aural interest by highlighting solo voices, offering 

distinct textural changes, and shifting the metric pulse within each piece. 

 Appendix B, Example 3.11 shows Rovetta’s speech-like composition in the first 

soprano in measures 1-4. By composing in this style, Rovetta reflects his awareness of the 

popularity of opera and the styles of singing associated with the genre. However, Rovetta 

adds textural variety to the madrigal by alternating between both soprano voices in solos and 

                                                 
23 For example, Rovetta’s "Benedicam Dominum," Motetti Concertati, Op. 5 (1635), as discussed in Chapter 2, 

displays this triple-time style of composition. 

 
24 Monteverdi also set this text as a concerted madrigal in his eighth book of madrigals published nine years 

after Rovetta’s 1629 volume.  
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also uniting the voices in duets. In doing so, he acknowledges the current musical 

appreciation for the solo voice in the early seventeenth century, but he adapts the 

compositional technique for the chosen genres in this book.  

In addition to the alternation of performing forces, Rovetta also displays his 

characteristic triple-time section in the middle of the piece. Measures 29–38 show Rovetta’s 

shift to triple meter as a way to introduce new text. Rovetta achieves continuity by alternating 

the soprano voices in the same fashion as in the quadruple meter section, but the abrupt shift 

to triple meter gives the listener new material to process while still recalling the textural 

quality of the vocal duets from the previous section. In this manner, Rovetta provides a 

continuous thread through vocal texture, but offers variety through metric manipulation. 

Rovetta offered the duke not only accompanied madrigals, but also two canzonettas. 

Appendix B, Example 3.12 shows the first thirty-eight measures of Rovetta’s canzonetta, 

“Giovinetta fastosa,” for four voices, two violins, and continuo. Although Rovetta presents 

this composition in a different genre than the majority of the book, some of his most salient 

compositional tendencies still persist. For example, the canzonetta begins with a solo tenor 

solo, immediately showcasing Rovetta’s attention to the solo voice as previously observed in 

“Taccia il Cielo” and “Chi vuol haver felice.” This solo (measures 1–2) is followed by a 

homophonic response throughout all four voices and echoed again by alternating pairs of 

voices (measures 13–24). 

In this canzonetta, Rovetta continues to alternate between triple and quadruple meter, 

a technique he included in a total of fourteen compositions throughout the book. Drawing on 

the strophic form of the canzonetta, Rovetta highlights the contrasting sections of the piece 

with intentional metric alternation. Beginning the piece in triple meter and solo tenor voice 
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with continuo (measure 1–12), Rovetta abruptly shifts to quadruple meter and four-voice 

homophonic texture in measure 13, followed by alternating vocal duets in measures 16–24. 

Reverting back to triple time, Rovetta introduces the violins in a thirteen-measure ritornello 

beginning in measure 25. The piece continues in this distinct metric and textural pattern—

triple-time solo (each verse showcases a different voice), a quadruple-time homophonic 

statement, vocal duets, and ending with a triple-time violin ritornello. After four iterations of 

this pattern, Rovetta abandons the ritornello at the end of the piece, bringing the piece to a 

close in four-voice texture. 

These brief analyses show that both composers followed seconda prattica 

conventions by composing music that heightened the affects of the text. This ostensible 

adherence to the text shows that the duke appreciated this style of composition as both 

composers clearly displayed the technique in each of their respective publications. Whereas 

Zoilo clung to the five-voice unaccompanied madrigal of the sixteenth century, Rovetta 

offered the Roman duke a fresh, modern take on the madrigal, revealing the Venetian 

composer’s awareness of and skillful operation in modern compositional styles of the 1620s. 

 

Conclusion 

 

By dedicating his debut secular publication to the Duke of Bracciano, Rovetta 

showed his ability to not only successfully compose for St. Mark’s but also to gain noble 

attention for his secular works. Rovetta’s 1629 publication shows a transference of 

compositional ability from sacred to secular as well as the composer’s adroit operation in the 

Venetian style, displaying the style’s inclusion of instrumental accompaniment and an 

increased emphasis on the solo voice.  
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With this publication of madrigals, Rovetta appealed to the duke’s refined musical 

taste by offering sophisticated music that the duke could consume with “mindfulness and 

wonder.” Whereas both Zoilo and Rovetta presented the duke with twenty-five works each, 

Zoilo’s collection remained conservative in its consistent vocal texture and strict adherence 

to the madrigal genre. Drawing repertoire from Zoilo’s book, Paolo Giordano II Orsini would 

have only been entertained by a single genre of unaccompanied five-part voicing. Turning his 

musical attention to the Venetian volume, however, the duke could consume a variety of 

textures, meters and instrumentations, complete with an array of texts from authors all across 

Italy. Through this compositional variety, Rovetta shows his skill in attracting connoisseurs 

of music not only in the sacred realm of his native Venice, but also in the secular music-

making activities of rival city-states of seventeenth-century Italian culture.
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CHAPTER 4 

 

ROVETTA’S ITALIAN CATHOLIC MUSIC IN GERMAN PROTESTANT CONTEXTS 

 

 The affinity for Italian music in Germanic lands, which began during the transition 

from the Renaissance to the early Baroque, persisted into the middle of the seventeenth 

century. Composers of sacred music often implemented changes as political strife caused 

vacillations between Catholic and Protestant liturgies. Despite the ecclesiastical turmoil, 

however, musicians and consumers of music maintained their fascination with the Italian 

style and frequently adapted Catholic Italian music for their own Protestant contexts. 

Multiple instances reveal this Germanic fondness for Italian music. Heinrich Schütz (1585–

1672) visited Venice twice to study with Giovanni Gabrieli (c. 1554–1612) and subsequently 

adopted and incorporated the Venetian style into Protestant German practice.1 Hans Leo 

Hassler (1564–1612), studying in Protestant Nuremberg, spent time in Catholic Venice from 

1584 to 1585 where he likely met Gabrieli as well as Claudio Merulo (1533–1604) and 

Gioseffo Zarlino (1517–90), the maestro di cappella at St. Mark’s during that time. In yet 

another example, Michael Praetorius (1571–1621) displayed Venetian style in his 

Polyhymnia Cadueceatrix and Panegyrica (1619), a collection of sacred music with basso 

continuo as well as double choirs, both indicators of the popular Venetian style. These 

Germanic-Italian interactions provide an established context for the transalpine musical 

exchange in the middle of the seventeenth century.  

                                                 
1 For example, see Arnold, “The Second Venetian Visit of Heinrich Schütz,” 359–74 and “Schütz’s ‘Venetian’ 

Psalms,” 1071–73; Anthony Alms, “Adapting an Adaption: Martin Opitz’s Dafne Among the Italians,” Early 
Music 40, no. 1 (February 2012): 27–44; Derek Stauff, “Schütz’s Saul, Saul, was verfolgst du mich? and the 

Politics of the Thirty Years’ War,” The Journal of the American Musicological Society 69, no. 2 (Summer 

2016): 355–408. 
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Although not explicitly addressed in musicological discourse, Giovanni Rovetta 

achieved musical recognition in lands north of the Alps in the late seventeenth century. 

Evidence of Germanic interest in Rovetta’s music appears in print anthologies such as 

Christoph Peter’s Precationis Thuribulum (1669).2 Considering the likelihood of Peter’s 

educational responsibilities as Kantor, this chapter examines Rovetta’s music as a 

pedagogical resource for teaching the Venetian style to German students of music.3 Using 

Peter’s anthology as a case study of Rovetta’s music in Protestant lands, this chapter 

compares Rovetta’s music to that of German composers in the volume. This analysis shows 

that Rovetta’s music served as one Venetian model for composition and subsequent 

performance in Protestant music education curriculum in the seventeenth century. 

 

Sacred Music after the Thirty Years’ War 

 

 Music in seventeenth-century Germanic lands cannot be discussed outside the context 

of the Thirty Years’ War (1618–48). This war, which began as a conflict between Catholic 

and Protestant states within the Holy Roman Empire, is now commonly viewed in four 

phases that reveal the shift of the war from confessional conflict to the quest for ultimate 

                                                 
2 Rovetta’s music also appears in Ambrosius Profe’s Geistlicher Concerten und Harmonien Theil 1–4 (1641–

46) distributed throughout Saxony, Thuringia, Braunschweig-Lüneburg, Brandenburg, and Franconia. Volume 

1 includes a reprint of Rovetta’s Op. 4 Mass composed for the birth of the French dauphin, the future Louis XIV 

discussed in Chapter 2. Susan Gail Lewis has investigated the northern propensity for published anthologies. 

She states that the publication of anthologies shows the compiler’s penchant for particular styles and exercises 

his or her authority in musical decision-making. As a result, anthologies helped shape the geographical and 

cultural reception of a particular genre or musical style. See Lewis, “Collecting Italia Abroad: Anthologies of 

Italian Madrigals in the Print World of Northern Europe” (PhD diss., Princeton University, 2001), 1–3. 

 
3 Kantors served as the music directors of Lutheran churches and often also directed the school connected with 

the church. This job held high esteem at prominent establishments in large cities, such as Johann Sebastian 

Bach’s job as Kantor at the Thomasschule during his Leipzig years. Deanne L. Root, “Kantor (ii),” in Grove 
Music Online, Oxford Music Online, 2001, accessed December 5, 2020, www.oxfordmusiconline.com.  
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European power.4 After three decades of war and over 8 million casualties from battle, 

famine, and disease, the Thirty Years’ War ended with the Peace of Westphalia in 1648 

which granted religious freedom for both Catholics and Protestants and enacted the 

independence of more than 300 German princes and their corresponding territorial 

government.5 

 Despite the resulting pacification of the religious divide, competition between the 

confessional factions persisted. One example of this rivalry existed in the educational 

systems in Catholic and Protestant areas. In his article on early modern German students, 

Alan Ross describes the competition among schools to produce the next generation of its 

denomination. This competition extended beyond the confessional divide and filtered down 

through each faction as schools within each faith vied for the best singers and 

instrumentalists for their local churches. As a result of this competition, neighboring towns 

placed high priority on acquiring the best teachers.6  

 Given the general practices for Lutheran schools and churches after the Thirty Years’ 

War, it is likely that Christoph Peter (1626–69) was a music educator when he compiled and 

published his Precationis Thuribulum in 1669. Prior to his appointment as Kantor at 

Guben—a job he held until his death—the composer and music editor served as Kantor and 

                                                 
4 Kevin Cramer, The Thirty Years’ War and German Memory in the Nineteenth Century (Lincoln: University of 

Nebraska Press, 2007), 18. For more on the phases of the Thirty Years’ War, see Peter H. Wilson, “The Causes 

of the Thirty Years’ War 1618–48,” The English Historical Review 123, no. 502 (June 2008): 555–56. For more 

on music and politics during the Thirty Years’ War see Derek L. Stauff, “Lutheran Music and Politics in 

Saxony during the Thirty Years’ War” (PhD diss., Jacobs School of Music, Indiana University, 2014), 20–31. 

 
5 For more on the Peace of Westphalia, see Derek Croxton, “The Peace of Westphalia of 1648 and the Origins 

of Sovereignty,” The International History Review 21, no. 3 (September 1999): 569–91; David M. Luebke, 

“Ritual, Religion, and German Home Towns,” Central European History 47, no. 3 (September 2014): 496–504. 

 
6 Alan S. Ross, “Pupils’ Choices and Social Mobility after the Thirty Years’ War: A Quantitative Study,” The 
Historical Journal 57, no. 2 (June 2014): 312, 317. 

 



 79

music teacher in Großenhain, a town about eighty miles southwest of Guben.7 Peter’s job as 

Kantor, a distinctly Lutheran role, reveals that although German-speaking lands had been in 

denominational flux for over one hundred years, Guben was decidedly Lutheran when this 

anthology was compiled and published. 

 Several factors point toward Peter’s role as educator at the main parish church in 

Guben. First, the title page and three-page dedication in his Precationis Thuribulum are 

written solely in Latin, the language used in Latin schools for the expressed purpose of 

preparing pupils for university.8 Next, Peter dedicated the anthology to men of civic power in 

both Guben and Gölitz, referring to them by titles such as Consulibus, Syndico, Prætori, 

Scabinis, and Senatoribus.9 Lastly, Saxony, one of the most densely populated regions in 

Germany, which included both Guben and Gölitz, offered an abundant choice of schools, 

numbering well over one hundred Latin schools and four universities.10 Considering the 

geographical and cultural contexts of these elements, it is likely that Peter’s appointment as 

Kantor in Guben included educational duties. 

 Kantors in seventeenth-century Lutheran schools drew from contemporary repertoire 

to enhance their students’ exposure to current music. In addition to textbooks, Kantors taught 

contemporary liturgical music with both German and Latin texts, including settings of the 

                                                 
7 Today Guben, Germany and Gubin, Poland are sister cities. Musical life in Guben has not been explored in 

modern scholarship, but the place of publication on the title page of Peter’s Precationis Thuribulum indicates 

that the town was prominent enough to have a professional printer. 

 
8 Ross, 327.  

 
9 A cursory translation deems these terms: Counselor, Syndicate, Governor, Alderman, and Senator.  

 
10 Ibid; Peter Brock, “Daniel Ernst Jablonski and Education in Lower Lusatia,” The Slavonic and East European 
Review 44, no. 103 (July 1966): 445; Ross, 319. The educational background of composer and theorist Johannes 

Crüger (1598–1662) in Guben shows that music education was active in the town. According to George J. 

Buelow, Crüger’s contribution to German Baroque music relied heavily on his work in re-establishing the 

Protestant chorale. See George J. Buelow, “Crüger, Johannes,” in Grove Music Online, Oxford Music Online, 

accessed December 8, 2020, oxfordmusiconline.com. 
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Mass Ordinary. Although this inclusion of seemingly Catholic music may seem out of place 

in Lutheran curriculum, Lutheran church services did not altogether abandon Catholic 

traditions when they called for reform in the sixteenth century. In a 1523 letter to Bishop 

Nicholas Hausman in Zwickau, Martin Luther asserted,  

[i]t is not now, nor has it ever been, in our mind to abolish entirely the whole formal 

cultus of God, but to cleanse that which is in use…we will test all things [in the 

Mass]; what is good, we will retain…We accept it [the Mass] as a Sacrament, or 

Testament, or Blessing as in Latin, or Eucharist as in Greek, or the Table of the Lord, 

or the Lord’s Supper, or the Lord’s Memorial, or Communion, or by whatever pious 

name you please, so long as it be not polluted by the name of sacrifice or work; and 

we will set for the rite according to which, as it seems to us, it should be used.11 

 

Luther’s permission to include the Mass—with apt judgement—supports the inclusion of 

Mass settings in Lutheran-published anthologies such as Peter’s. With this measured respect 

for traditional liturgy in mind, the inclusion of Mass settings in Lutheran Latin school music 

curricula aligned with the beliefs and practices that had been instituted since the previous 

century. 

The scope and sequence of music education in Latin schools ranged from simple 

Gregorian chants in elementary levels to complex polyphony for advanced students in the 

chorus symphoniacus.12 In early modern Germanic lands, singing instruction not only took 

place every day, but at the beginning of each class period. Kantors seized the opportunity to 

train competent singers who would eventually perform in the church’s choir. With their 

future choirs in mind, Kantors used works from master composers as pedagogical tools, 

                                                 
11 Martin Luther, Formula of Mass and Communion for the Church at Wittenberg, 1523, translated in Works of 
Martin Luther (Philadelphia: A.J. Holman and Company, 1932), 6:86. 

 
12 Ernest F. Livingston, “The Place of Music in German Education around 1600,” Journal of Research in Music 
Education 19, no. 2 (Summer 1971): 145, 155; Ross, 317. 
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instructing students in vocal performance and theoretical concepts by studying, singing, and 

copying published music prints.13 

 This strong emphasis placed on vocal music stems from Martin Luther’s beliefs in 

declaring and promulgating Christian doctrine through music: 

Human beings alone, apart from all other creatures, are given voice and reason, so 

that they may be able to and know to praise God by combining songs and words: with 

clear, resounding preaching and praising of God’s mercy and grace, whenever 

beautiful words and delightful music are combined and heard together.14 

 

As a result of Luther’s teachings on the powerful and aesthetically pleasing combination of 

Scripture and music, composers, Kantors, teachers, and singers sought ways to spread the 

Gospel through polyphony.15 This appreciation for beautiful music combined with Scripture 

permeates the dedication of Peter’s book as he relates the singing of the litany to the incense 

burned on altars of prayer by Old Testament patriarchs Moses, Aaron, and David, as well as 

angelic acts of praise as recorded in Revelation by John in the New Testament. Associating 

worship through song with the sacrificial acts of worship in the Bible, Peter then relates the 

biblical form of worship to contemporary devotional practices: “We still hold these spiritual 

sacrifices in our churches today through the litany: Kyrie eleison, Christe eleison, Kyrie 

eleison.”16 Peter’s dedication acknowledges the historical sacred significance of the book’s 

contents and emphasizes its relevance in contemporary worship.  

                                                 
13 See Livingston primarily. Alexandra Kertz-Welzel acknowledges the lack of English-language scholarship on 

early modern German music education, citing Livingston’s research as the only example. See Alexandra Kertz-

Welzel, “The Singing Muse? Three Centuries of Music Education in Germany,” Journal of Historical Research 
in Music Education 26, no. 1 (October 2004): 8–27. 

 
14 Martin Luther, Praefatio zu den Symphonie Iucundae (1538), quoted and translated in J. Andreas Loewe, 

“Why Do Lutherans Sing? Lutherans, Music, and the Gospel in the First Century of the Reformation,” Church 
History 82, no. 1 (March 2013): 72.  

 
15 Loewe, 72. 

 
16 Christoph Peter, Precationis Thuribulum (Guben: Christophori Gruberi, 1669). Ejusmodi spirituale 
sacrificium, quod adhuc in Ecclesiis nostris retinemus, est nostra LITANI: Kyrie eleison, Christe eleison, Kyrie 



 82

 The contents of Peter’s anthology reflect this Lutheran emphasis on the litany with 

twelve settings of paired Kyrie and Gloria texts. Of the twelve pieces, two are anonymously 

composed, while four are composed by Italians and six by composers from German-speaking 

lands. (See Table 1.) This volume contains a common combination of bilingual texts: seven 

settings on the Latin text, and the remaining in the German translation.17 The book’s contents 

are organized by voicing: three pieces for five voices and continuo, six pieces for voices, two 

violins, and continuo, and three pieces for double choir and continuo. This organization of 

the contents shows a hierarchy of texture as vocal and instrumental performing forces 

increase in quantity throughout the volume. Rovetta’s music fulfills two of the categories in 

the book: Missa super Venga, sive Jesum viri, sense, juvenes is scored for five voices, two 

violins, and continuo and Missa super In te Domini speravi is scored for double choir and 

continuo. Rovetta is the only Italian composer represented in the anthology with two 

compositions, a quantity matched only by Andreas Hammerschmid (c. 1611–75), who 

according to Mary Frandsen, was the leading German composer of Lutheran music in the 

middle of the seventeenth century.18 This initial overview of the contents of Precationis 

Thuribulum immediately supports the German attention Rovetta received in the middle of the 

seventeenth century. 

  

                                                 
eleison. Translation my own. In his letter to the Zwickau bishop, Martin Luther identifies the Kyrie and Gloria, 

as well as the Graduals, Alleluias, Credo, Sanctus, Agnus Dei, and the Communion, as elements that cannot be 

censured. See Luther, 85. 

 
17 Livingston, 146. 

 
18 Mary E. Frandsen, “Matters of Taste: The Lutheran Market for Sacred Music in the Seventeenth Century,” 

Early Music History 39 (2020): 149. 
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Table 4.1 Contents of Precationis Thuribulum (1669), compiled by Christoph Peter. 

1. 

Missa super Ihr heiligen 
lobsinget dem Herrn 

Latin 

Johann Herman Schein 5 voices (CCATB) 

2. 

Missa super Habe deine 
Lust an dem Herren 

Latin 

Andreas Hammerschmid 5 voices (CCATB) 

3. 

Missa super Siehe eine 

Jungfrau ist schwanger/?? 

Latin 

Andreas Hammerschmid 5 voices (CCATB) 

4. 

Missa super Intende 
Domine [O Herr erbarm 
dich über uns] 

German 

Bonifazio Gratiani 

3 voices (ATB), 2 

viol di gambas or 

trombones 

5. 
Missa Ad Canonem [O 
Herr erbarm dich über uns] 

German 

Anonymous 

2 violins and 3 voices 

(CAT) 

6. 

Missa super O admirabile 
nomen Jesu 

Latin 

Giuseppe Tricarico 

2 violins and 3 voices 

(AAB) 

7. 

Missa super Beweise Herr 
deine wunderliche Güte 

Latin 

Tobias Zeutschners 

2 violins and 5 voices 

(CCATB) 

8. 

Missa super Venga, sive 
Jesum viri, senes, juvenes 
[O Herr erbarm dich über 

uns] 

German 

Giovanni Rovetta 

2 violins and 5 voices 

(CCATB) 

9. 

Missa super Terribilis est 
locus iste [O Herr erbarm 
dich über uns] 

German 

Alberik Mazak 

2 violins and 5 voices 

(CCATB) 

10. 

Missa super Das 
neugeborne Kindelein [O 
Herr erbarm dich über 
uns] 

German 

Friedrich Weißensee 

Chorus, 8 voices? 

(CCATB) 

11. 

Missa super Exultat cor 
meum, incerti auctoris 

Latin 

Anonymous 

Chorus, 8 voices? 

(CCATB) 

12. 

Missa super In te Domini 
speravi 

Latin 

Giovanni Rovetta 

8 voices (CCATB, 2 

choirs, bc) 

 

 If Peter indeed used this book to teach his pupils, he provided his students with an 

array of compositional material to study, copy, and perform, ranging from concerted five-

voice polyphony to double choir polyphony. Comparing Rovetta’s two compositions in the 

book with neighboring entries reveals compositional commonalities among the pieces, as 

well as clear contrasts that identify Rovetta’s music as distinctly Venetian. The contents and 

organization of Rovetta’s music in this volume prompt comparative analysis of Rovetta’s two 
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pieces with those of two separate composers: Bohemian composer and priest Alberik Mazak 

(1609–61) and German composer, schoolmaster, and clergyman Friedrich Weißensee (c. 

1560–1622). Both pairs of compositions offer opportunities to identify comparisons and 

contrasts between each piece, revealing specific compositional traits desired by Saxon 

consumers of music in 1669. 

Comparing Rovetta’s and Mazak’s Settings of the Kyrie  

 

 Rovetta’s and Mazak’s settings of the Kyrie represent the first study of comparative 

analysis in this chapter. Both settings feature the same voicings—five voices, two violins, 

and continuo, both are settings of the German translation of the Kyrie text, both pieces 

alternate between polyphonic and declamatory homophonic texture, and both pieces are 

relatively the same length. However, each composer expresses his own compositional 

choices in deployment of textural contrast and rhythmic content. 

 Mazak uses texture to signal changes in the three phrases of the text. After a six-

measure homophonic double-violin sinfonia, Mazak sets the text “O Herr erbarm dich über 

uns” in imitation with frequent changes among solo, duet, and trio textures, providing aural 

variety for the short, repetitive text. Mazak abruptly halts the textural activity in measure 18 

with homophonic declamation on the repeated text fragments, “O Herr, O Herr,” 

emphasizing the name of the Father and bringing the first portion of the text to a close 

(Appendix C, Example 4.1).  

Mazak continues this trend of duets and trios among voices and violins in the second 

section of the text: “O Christe erbarm dich über uns.” Although this section of the music 

mostly begins with duets, Mazak adds interest to this already familiar technique by adding 

melismatic embellishment beginning in measure 48 in the alto and bass lines (Appendix C, 
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Example 4.2). In doing so, Mazak builds on the compositional strategy marking the first 

phrase of the text but adds variety by increasing the melodic activity of each voice. Using a 

similar technique as at the close of the initial “O Herr” section, Mazak again uses 

homophony to anticipate the cadential close of the text in this “O Christe” section.  

Mazak continues this same strategy of duets and trios among voices and violins 

through the last strain of the piece, the return of the “O Herr” text. Notably, measures 82–87, 

although no longer operating in duets or trios, continue in independent polyphonic melodies 

throughout all five voices. This change in texture preempts new cadential material: whereas 

the previous two sections concluded in homophonic declamation, the final cadential material 

here in measures 83–87, contains extended polyphony and abandons Mazak’s previous 

strategy of homophony. By changing the textural content for the third section of text, Mazak 

strays from the pre-cadential material of the previous two sections (Appendix C, Example 

4.3). 

Rovetta, on the other hand, contrasts Mazak’s use of texture. Like Mazak’s Mass, 

Rovetta begins his setting with a homophonic sinfonia. However, Rovetta introduces the text 

through a solo in the first soprano line (measures 6–10) immediately echoed by a 

homophonic union of all five voices, two violins, and continuo with a double iteration of the 

text. Already, this quick turn to homophony offers a significant a point of comparison for 

musicians and students studying concertato compositional style. Whereas Mazak waits until 

the end of the “O Herr” section to deploy homophony, Rovetta highlights the technique by 

measure 10 (Appendix C, Example 4.4).  

After just four iterations of the “O Herr” text, Rovetta inserts an expanded ritornello 

before turning to the “O Christe” text. Similar to Mazak’s approach, Rovetta employs various 
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groupings—both duets and trios—throughout measures 26–33. He abruptly halts the 

polyphonic activity with homophonic declamation in measures 34–45, again echoing 

Mazak’s approach to textural contrast (Appendix C, Example 4.5).  

Rovetta resumes vocal pairing in the final “O Herr” section of the text, but this time 

he adds variety through metric manipulation (measures 46–65), a technique frequently 

identified in his compositions. In contrast to Mazak’s conclusion of the piece, however, 

Rovetta completes the piece with homophonic declamation enhanced with a return to duple 

meter to further augment the declamatory setting of the text (Appendix C, Example 4.6).  

Although Mazak offers plenty of textural variety throughout this setting, his rhythmic 

choices communicate a more formulaic approach, alternating between static and active 

rhythmic material. For example, the instrumental introduction to the work suppresses 

rhythmic interest with straight quarter notes for five full measures. However, Mazak 

contrasts this static rhythm two measures later with a syncopated motive in the bass entrance. 

Returning to familiar rhythmic ground, this syncopated rhythm is answered by the steady 

quarter-note motive of the tenor line. Mazak continues the alternation between these two 

contrasting motives through polyphonic imitation until homophonic declamation breaks the 

rhythmic motion (Appendix C, Example 4.7). 

 Mazak redeems the static instrumental introduction with the second sinfonia leading 

into the “O Christe” section, providing the violins with a faster-moving, syncopated interlude 

that features shortened rhythmic values. This interlude is also twice the length as the 

introduction, thus placing more emphasis on the instrumental contribution to the piece 

(Appendix C, Example 4.8). Continuing this idea of contrast, Mazak simplifies the rhythmic 

content in steady eighth-note motives in the vocal pairings of the “O Christe” section, but he 
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expands the rhythmic idea through sixteenth-note melismas and dotted rhythms a few 

measures later. Recalling the notion of less active rhythmic material, Mazak draws the 

listener back to “O Herr” text with homorhythm throughout all performing forces. Through 

these rhythmic decisions, Mazak establishes a static reference point, then deviates into more 

active rhythm, and finally draws the listener back to steady, balanced rhythm. 

An initial survey of Rovetta’s Kyrie reveals a more rhythmically intricate approach to 

text setting. Whereas Mazak introduced the piece with steady quarter notes, Rovetta’s 

rhythmic content bursts into the sonic atmosphere with eighth notes and sixteenth notes in 

syncopation (Appendix C, Example 4.9, measures 1–5). Unifying the first section of the 

piece (measures 1–15) with a syncopated rhythmic motive, Rovetta turns to a new, less-

syncopated but still rhythmically active unifying motive in measures 26–29. He neither 

rhythmically exhausts the listener by adhering to a particular motive for too long, nor does he 

create confusion with an overabundance of rhythmically disjunct motives. Rather, he unites 

the contrasting motives with a similar entrance on the upbeat after an eighth rest. For 

example, measures 2–4, 7, 11, and 16 feature one melodic motive, while measures 26–31 

feature different rhythmic motive (Appendix C, Example 4.10). However, the entrance of 

each motive on the upbeat maintains rhythmic cohesiveness throughout the piece. 

The second half of the piece introduces more conservative rhythms as compared to 

the first half of the piece; however, metric modulation interrupts the steady rhythms and 

shifts the meter from common time to triple time. Returning to common time in measure 61, 

Rovetta recalls the previous asymmetrical rhythmic feel with homorhythmic entrances on the 

upbeat in measures 63–64 before bringing the piece to a close in homophonic texture in the 
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remaining six measures of the piece with elongated note values in measures 66–70 

(Appendix C, Example 4.11). 

Although Mazak and Rovetta both use texture and rhythm to provide compositional 

variety, they have different approaches. Both composers fluidly move between polyphonic 

and imitative texture, but whereas Mazak extends his polyphonic sections by including 

multiple motivic iterations and incorporating both voices and strings, Rovetta draws attention 

to the voices by silencing the violins throughout most of the polyphonic vocal lines. Both 

composers integrate repeated rhythmic motives, but while Mazak begins with steady, 

symmetrical rhythms, Rovetta immediately employs syncopation. Although the compositions 

share common ground, the personal flavor of each composer would have presented 

compositional models and options for German music students—and contemporary German 

composers—as they explored and studied examples of the Italian concertato style. 

 

Comparing Rovetta’s and Weißensee’s Settings of the Kyrie and Gloria 

 

Similar observations exist in the last section of the book which features concerted 

polychoral works, a style that boasted Venetian musical splendor in early modern Europe. 

Both Rovetta’s and Weißensee’s settings of the Kyrie and the Gloria offer abundant study 

material in alternating textures, rhythmic variety, and harmonic activity.19 Although 

Weißensee certainly understood the polychoral style as made popular by his Italian 

contemporary Giovanni Gabrieli, Rovetta offers music students in German-speaking lands 

more Italian flair in voicing, implementation of rhythmic complexity, and metric shifts. 

                                                 
19 Friedrich Weißensee (c. 1560–1622) was a schoolmaster and one of the most respected Protestant composers 

of his day, often compared to Michael Praetorius (1571–1621). He was a leader in the German adoption of the 

Venetian style. See Dieter Härtwig, “Friedrich Weißensee,” Grove Music Online, Oxford Music Online, 
accessed December 5, 2020, www.oxfordmusiconline.com.  
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 Weißensee’s German-language Mass, the tenth piece in the book, features two equal-

voiced choirs: soprano, alto, tenor, and bass. He establishes the antiphonal quality of this 

piece by immediately juxtaposing the two choirs, composing an exact replication of Choir 1’s 

statement in measures 1–3 and 5–7 in Choir 2 in measures 3–5 and 7–10. As if approaching 

the third statement with caution, Weißensee modifies the repetition of the third phrase by 

changing one pitch in the Alto 2 line in measure 15 from the original statement of the Alto 1 

in measure 12. After this firm establishment of the text through repeated homophonic 

declamation, Weißensee adds polyphonic interest in measures 15–22, maintaining the overall 

homophonic texture within each of the opposing choirs, but driving to the cadence with 

added polyphonic activity in the soprano and tenor lines of the second choir (Appendix C, 

Example 4.12). 

Rovetta’s Mass, the twelfth piece in the book, immediately signals a textural 

difference from Weißensee’s setting by demarcating unbalanced choral forces. Whereas 

Weißensee maintains a symmetrical balance between the dual choirs, Rovetta provides a 

textural contrast with unbalanced double choirs—two sopranos, alto, tenor, and bass in the 

first choir and only alto, tenor, and bass in the second choir. However, Rovetta’s music does 

not sound unbalanced throughout the piece because Rovetta takes advantage of diversity in 

vocal forces and changes the combinations of voices throughout the piece. For example, 

measures 1–16 (Appendix C, Example 4.13) introduce the unequal voicings of the two 

choirs, pitting five voices against three voices in alternation (measures 1–10) before uniting 

the voices for the final “Kyrie eleison” statement (measures 11–16). The trio of voices in 

Choir 2 initiate the “Christe eleison” section, but this time instead of answering with a full 

choir, Rovetta only deploys the two soprano and alto voices, creating a balanced texture of 
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three voices per choir throughout the “Christe eleison” section. He returns to full choral 

texture between both choirs at the next iteration of the “Kyrie eleison” text which also 

features a shift to triple meter. Rovetta reverts to his previous textural strategy when he 

introduces the “Gloria” countering the two sopranos and alto in Choir 1 against the alto, 

tenor, and bass in Choir 2. 

 Points of comparison also exist in the rhythmic aspects of both works. Weißensee, 

like Mazak, maintains a more conservative approach throughout the majority of the piece. 

Instances of brief syncopation and shortened note values exist, but Weißensee’s rhythmic 

language consists of mostly half notes and quarter notes as shown in Appendix C, Example 

4.12. Measures 16–22 (Appendix C, Example 4.14) show increased rhythmic interest with 

ties across the barlines. Weißensee employs this technique of subtle rhythmic interest later in 

the piece but returns to primarily balanced rhythms of half notes and quarter notes. This 

routine of venturing to new rhythmic territory and retreating to steady rhythms continues 

throughout the piece, keeping a consistent expectation for the performer and listener. 

Similar to his technique in the eighth Mass of the book, Rovetta again displays his 

facility in rhythmic diversity. Whereas Weißensee strictly adhered to symmetrical rhythms in 

his Mass setting, Rovetta immediately introduces syncopation in the initial entrances of all 

eight voices and continues the phenomenon in each iteration of the “Kyrie eleison” text. 

Notably, Rovetta presents ten times the amount of syncopation in nearly half the number of 

measures as Weißensee.20 Rovetta continues this technique throughout the rest of the piece, 

constantly offering new rhythmic ideas consisting of dotted rhythms and ties across barlines. 

In doing so, he demonstrates that while still composing in the polychoral style, he offers 

                                                 
20 Weißensee presents four instances of syncopation throughout twenty-two measures, whereas Rovetta 

employs syncopation forty-one times throughout fifteen measures.  
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performers and students rhythmic variety within each choir as well as within individual voice 

part, creating rhythmic contrast throughout multiple textural formulations. 

 In addition to textural and rhythmic qualities, both Mass settings also feature key 

harmonic characteristics. Although Weißensee approaches rhythm with caution, he offers 

harmonic interest by frequently changing harmonic perception—sometimes on every beat of 

a measure. Showing his adroitness in harmonic content, Rovetta echoes Weißensee’s 

approach to quickly changing harmonies portraying harmonic changes on nearly every beat 

at the beginning of the piece, much like Weißensee’s. However, Rovetta’s harmonic choices 

offer even more variety and interest, exploring different tonal areas and progressions than 

Weißensee. For example, Weißensee conservately stays within six tonal areas over the course 

of initial Kyrie section, but Rovetta expands the harmonic areas to eight different areas 

throughout his A section. By exploring more of the harmonic landscape in a shorter amount 

of music, Rovetta offers a more complex workshop for students of melody and harmony.  

 Offering a brief moment of metrical contrast, Weißensee dedicates a short ten 

measures of his 242-measure composition to triple meter. This short burst of triple time 

draws attention to the text, “Du alleine bist der Herr” (You alone are Lord), and it appears 

and disappears without preparation in a string of phrases beginning with “Du alleine.” 

Rovetta, on the other hand, flourishes in his implementation of triple meter. Whereas 

Weißensee’s brief foray into triple time only occupies less than half of 1 percent of the entire 

piece, Rovetta, devotes nearly 40 percent to triple meter, interjecting the triangular meter at 

the reiteration of the “Kyrie eleison” text. By freely moving between meters at these 

intervals, Rovetta shows the ease at which he approaches metric modulation, providing music 

students an exemplary model for metric variety in seventeenth-century concerted music. 



 92

The inclusion of Rovetta’s works in this German publication shows that his music 

attracted musicians and composers north of the Alps. Even more important, the emulation of 

Rovetta’s style in texture, rhythm, harmony, and meter reveals a distinct fondness for his 

individual style. Although many commonalities exist between the Italian and German 

compositions, Rovetta offers musicians and students of music new material to study, 

evaluate, replicate, and perform. This comparative analysis shows that not only did this 

music attract pedagogues and offer a wide array of musical techniques for students to study, 

but this music also appealed to contemporary German composers who incorporated the 

Italian concerted style into their own compositions. 

 

Conclusion 

 

 The political and religious context of this anthology shows that despite confessional 

differences, German Protestant musicians, consumers of music, and students of music 

certainly held Venetian Catholic composition in high regard. With Luther’s direction to 

include portions of the Mass Ordinary in Protestant worship services and with Lutheran Latin 

school educational goals in mind, this study identifies Peter’s 1669 anthology of German and 

Italian settings of the “Kyrie” and “Gloria” as a possible resource for early modern music 

students in Protestant Saxony. In this context, Rovetta’s music not only appealed to educated 

musicians in Saxony, but also likely served as a model for the next generation of Protestant 

worshipers. 

 Considering anthology compilation as a product of individual musical decision-

making, the placement of Rovetta’s compositions alongside those of German composers 

shows Peter’s appreciation for Rovetta’s musical style. Dedicated analysis of Rovetta’s 



 93

compositions and those of his German contemporaries reveal stylistic similarities and 

differences that appealed to Peter and to the consumers of the book. These defining 

characteristics reveal specific traits of Rovetta’s music, such as textural contrast, rhythmic 

diversity, and metric modulation, that would have served as a model for early modern music 

students. The similarities between Rovetta’s music and that of his German colleagues show 

the already-established German adoption of the Venetian style. The differences between 

Rovetta’s settings and Mazak and Weißensee’s settings show ways in which Rovetta 

flourished in the style, communicating a personal style through textural, rhythmic, harmonic, 

and metrical decisions.  

 Rovetta’s music in Protestant German anthologies supports the transnational appeal 

of the Venetian style in early modern Europe. By examining this music through a 

pedagogical lens, Rovetta’s compositions gain more traction as not only a transnational 

musical commodity, but also as an instructional resource for advanced music students in 

early modern German-speaking lands. In this regard, Rovetta’s music goes beyond the 

ecclesiastical function of its origin at St. Mark’s by crossing the confessional divide and 

providing early modern music students with a tangible exercise in Venetian concertato 

music.



 94

CHAPTER 5 

ROVETTA AS ITALIAN EXEMPLAR FOR ENGLISH SECULAR MUSIC 

 

“The best way to be acquainted with ‘em, is to score much, and chuse the best 

Authors,” wrote Henry Purcell in 1694.1 Referring to Italian composers in this statement, 

Purcell affirmed the thoughts of his English contemporaries in music as well as other forms 

of art. English society, like the vast majority of its Western European counterparts, desired 

fashionable Italian culture throughout the seventeenth century. This fascination, however, 

was not an isolated phenomenon of the early Baroque. Rather, the allure of Italian culture 

among the English can be traced back at least to the reign of Henry VIII. The famed Tudor 

king created an Anglo-Venetian connection by employing St. Mark’s organist, Dionysus 

Memo (fl. 1509–37), in his court from 1516 to 1519.2 Three English monarchs later, Italian 

music continued to match the tastes of musicians and connoisseurs in the court of Elizabeth 

I,3 and composers like Thomas Morley promoted the English equivalent to the Italian 

madrigal.  

Maintaining its allure among English consumers of music into the seventeenth 

century, Italian music spread throughout England in both print and manuscript forms and 

English composers continued to model their new compositions “in just imitation of the most 

                                                 
1John Playford, An Introduction to the Skill of Musick. In Three Books ... The Twelfth Edition. Corrected and 
Amended by Mr. Henry Purcell (London, 1694), 144, quoted in Rebecca Herissone, Musical Creativity in 
Restoration England (Cambridge: Cambridge University Press, 2013), 3. 

 
2 Cheetham, Knowles, and Wainwright, eds., 5. 

 
3 Thomas Morley, a herald of Italian music, helped shape the English madrigal school near the end of 

Elizabeth’s reign and by the 1580s the first English publication of madrigals came to fruition, boasting Italian 

madrigals with English translations. Cheetham, Knowles, and Wainwright, eds., 6. See also Jonathan P. 

Wainwright, “George Jeffreys’ Copies of Italian Music,” 109. 
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fam’d Italian masters.”4 Cheetham, Knowles, and Wainwright describe post-Restoration 

England as an era in which Italian music served as an “inescapable influence”5 as English 

composers frequently accessed this popular Italian music by way of local printers and 

booksellers and assimilated the Italian style into their own compositions.6 Music circulated 

locally through manuscript copies, a practice that was still widely in use even though printing 

technology had been in full force. By borrowing printed music from friends and colleagues, 

composers could create a personal compendium of music that appealed to their individual 

musical tastes. 

John Blow, a colleague of Purcell and a luminary in the Restoration musical tradition, 

serves as one example of an English composer drawn to the Italian style. The intentional 

inclusion of Giovanni Rovetta’s secular music in Blow’s personal manuscript collection 

highlights the significance of the Italian composer’s works in the English composer’s 

compositional study and musical taste. This chapter highlights Rovetta’s music within GB-

Och Mus. 14, Blow’s personal manuscript anthology of English and Italian music, and 

identifies salient musical features of Rovetta’s music that Blow would have studied and 

assimilated in his subsequent secular compositions. Analyzing Blow’s Amphion Anglicus 

(1700) dedicated to Princess Anne of Denmark, the future Queen of England, Ireland, and 

Scotland (r. 1702–14), I illuminate Rovetta’s musical style as an exemplar for English 

secular music dedicated to English royalty.  

  

                                                 
4 Quoted of Purcell in Cheetham, Knowles, and Wainwright, 4. 

 
5 Ibid., 9. 

 
6 Ibid., 6.  
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Manuscript Copying and Source Description 

 

Why did English musicians continue to participate in the labor-intensive practice of 

manual transcription when printing technology was readily available? Although print 

publication certainly promoted the circulation, consumption, and preservation of music 

during Blow’s lifetime, the practice of manuscript copies still served a specific function 

within seventeenth-century musical activities for both the copyist and colleagues in his 

musical circle. 7 Graham Freeman has described early modern England as an intricate 

intermingling of aurality, chirography, and typography and maintains that manuscript 

production prevailed as one of the most frequently used, if not the most used, form of written 

communication. 8 Adam Fox describes seventeenth-century England as a society most 

familiar and comfortable with the manuscript medium and that copyists achieved ownership 

through the physical effort and time required to create a manuscript copy. 9 Kirsten Gibson 

relates that early modern English musicians transmitted their music in either form but most 

dispersed their music in a combination of both manuscript and print, creating a functional 

circulation of music between professional and amateur circles and among each circle’s 

members.10 Furthering the assessment, Rebecca Herissone has contended that printed music 

only represents a portion of music distribution in England because the majority of music 

                                                 
7 Herissone, Musical Creativity in Restoration England, (Cambridge: Cambridge University Press), 113. 

 
8 Graham Freeman, “The Transmission of Lute Music and the Culture of Aurality in Early Modern England,” in 

Beyond Boundaries: Rethinking Music Circulation in Early Modern England, ed. Linda Phyllis Austern, 

Candace Bailey, and Amanda Eubanks Winkler (Bloomington: Indiana University Press, 2017), 21n. 

 
9 Adam Fox, Oral and Literate Culture in England 1500–1700 (Oxford: Oxford University Press, 2000), 4. 

 
10 Kirsten, Gibson, “Author, Musician, Composer: Creator? Figuring Musical Creativity in Print at the Turn of 

the Seventeenth Century,” in Concepts of Creativity in Seventeenth-Century England, ed. Rebecca Herissone 

and Alan Howard (Woodbridge, Suffolk: The Boydell Press, 2013), 69. 
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transmission occurred via manuscript copying and diffusion.11 With these observations in 

mind, Blow’s acquisition of Italian music through manuscript copying aligns with 

contemporary literary practices of the seventeenth century. 

John Blow (1648–1708) participated in this contemporary practice of music 

transmission and acquisition in both his sacred and secular compositional output. He became 

one of the notable musicians in England and was recognized as a champion of the 

Restoration School later in his life. As an organist and composer, Blow found employment in 

several roles associated with the court of Charles II (r. 1660–85) including musician for the 

virginals, Master of the Children of the Chapel, composer-in-ordinary for the voices in the 

Private Music, and one of three organists of the Chapel Royal.12 Although the bulk of Blow’s 

compositional output served sacred functions, the last quarter of the seventeenth century 

reflected an increased interest in secular music, such as the masque Venus and Adonis (1683) 

and dozens of keyboard works, catches, and other secular songs.  

GB-Och Mus. 14 reveals a compilation of sacred and secular repertories, containing a 

near-equal mix of music for devotion and for entertainment. Herissone has identified and 

described various types of music manuscripts, their sources, and their functions. Her 

classification and discussion of manuscript compilation help classify GB-Och Mus. 14 and 

its likely original purpose. First, Herissone highlights the organization, binding, and neatness 

of the penmanship as indicators of a manuscript’s original function.13 GB-Och Mus. 14, in 

upright format and measuring roughly 9x14 inches, consists of fifty-six songs on consistently 

                                                 
11 Herissone, Musical Creativity in Restoration England, 61. 

 
12 The Chapel Royal delivered daily choral music for the king and his court. See Peter Holman, Henry Purcell 
(Oxford: Oxford University Press, 1994), 2. 

 
13 Herissone, Musical Creativity in Restoration England, 69. 
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lined staves with the only blank page of staves occurring at the end of the book. The 

consistency of the paper, with twelve staves per page, suggests that this volume came from 

the bookseller’s shop as a bound book of blank manuscript staff paper and was not a 

collection of loose leaf papers compiled and bound at a later date.14 Adding to the uniformity 

of the paper, the steady, neat hand of the written material, as well as uniformity of the ink 

and foliation by Blow, support that this volume came to fruition with a specific plan.15 Figure 

5.1 shows the neatness of Blow’s handwriting and planned spacing on the page.  

As a contrasting example, English organist Daniel Henstridge (c. 1650–1736) 

compiled collections of Italian music but Herissone contests that the anthologies were added 

to gradually due to the lack of organization of the seventy pieces, the variants in ink colors, 

and changes in hand size. 16 Blow’s anthology, on the other hand, shows an intentionally 

planned order of contents with secular Italian publications occupying the middle portion of 

the volume and English sacred works residing at the beginning and end of the compilation. 

The deliberate ordering of the contents and the maximized efficiency of staves on the page 

support the strategic organizational approach with which Blow compiled this volume. That 

Rovetta’s music is included in Blow’s organized compendium, copied in the mid-1670s,17 

shows that his music caught Blow’s attention for a specific purpose.  

                                                 
14 Robert Shay and Robert Thompson, Purcell Manuscripts: The Principal Musical Sources (Cambridge: 

Cambridge Musical Press, 2000), 18. 

 
15 Ibid., 19. 

 
16 Rebecca Herissone, “Daniel Henstridge and the Aural Transmission of Music in Restoration England,” in 

Beyond Boundaries: Rethinking Music Circulation in Early Modern England, eds. Linda Phyllis Austern, 

Candace Bailey, and Amanda Eubanks Winkler (Bloomington: Indiana University Press, 2017), 168. 

 
17 John Milsom, “GB-Och Mus. 14,” Christ Church Library Music Catalogue, last accessed February 20, 2021, 

http://library.chch.ox.ac.uk/music.  
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Figure 5.1: Excerpt from John Blow's manuscript anthology, GB-Och Mus. 14. 
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Turning to the musical contents of the book, a comparison of Blow’s autograph 

manuscript to Herissone’s six categories of manuscripts—fowle originalls, performance 

manuscripts, transmission manuscripts, presentation copies, pedagogical manuscripts, and 

file copies—suggests the likely purpose of the anthology.18 A quick survey of Herissone’s 

categories illuminates this original function through a process of elimination. 

Fowle originalls, often carelessly written, represent a composer’s first draft and 

usually contain evidence of errors and corrections.19 Although this study focuses on Blow’s 

copied works, not his original compositions, a glance at the compiler’s original works show 

neat, planned composition and rule out the likelihood of a fowle originall. Performance 

materials, the second category in Herissone’s discussion, often survive unfinished and show 

music, typically liturgical and instrumental music, that was exchanged rapidly among a 

community of performers.20 All of the works in Blow’s anthology are complete, so the 

function of the manuscript as gathered performance materials among a specific community is 

not likely. Transmission manuscripts, another type of early modern manuscript, contain 

evidence of geographical transit, such as addresses, accompanying letters, or creases in the 

manuscript as a result of being fold and mailed.21 Blow’s manuscript, as shown in the digital 

scans from Christ Church Library, shows no sign of wear and tear from transit. Comparing 

Blow’s manuscript to another category, the lack of decoration and embellishment rules out 

                                                 
18 Herissone, Musical Creativity in Restoration England, 69. 

 
19 Ibid., 71. John Blow’s penmanship is consistently neat in his autographs, making it difficult to distinguish his 

manuscripts as fowle originalls. 

 
20 Ibid., 79–80. 

 
21 Ibid., 89. 
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the possibility of Blow’s manuscript serving as a presentation copy.22 Pedagogical 

manuscripts, the penultimate category in Herissone’s summation, usually contained keyboard 

music and other songs that could have been performed in the home and used for the music 

education of young students. 23 Since Blow’s manuscript consists of music for multiple 

voices and continuo, home performance would not have been a suitable medium. 

 Herissone’s description of file copies most closely aligns with Blow’s manuscript 

anthology. Herissone clarifies that while file copies could simply represent a catalogue of an 

institution’s collection, these manuscript copies could also serve as a collection of 

compositional models for English composers.24 File copies do not necessarily have to be 

autograph copies, but in this case GB-Och Mus. 14 fits the description. Herissone states that 

the institutional file copy functioned frequently within the London court as well as with 

cathedrals and universities. Again, given Blow’s employment at Charles II’s court, and the 

burgeoning archival culture of Charles II’s reign, the designation of GB-Och Mus. 14 as a 

file copy in the institution of the royal court aligns with Herissone’s description. 25 Henry 

Aldrich’s acquisition of this book from John Blow suggests that this manuscript was Blow’s 

                                                 
22 Herissone, Musical Creativity in Restoration England, 104. According to Herissone, the act of giving 

manuscripts as gifts did occur from time to time in early modern England but it was not a common practice. 

 
23 Ibid., 109. 

 
24 Ibid., 92. James Winn supports the notion of file copies used as a preservation tool in describing the care and 

score method in which Purcell copied his manuscripts. See James Winn, “Creativity on Several Occasions,” in 

Concepts of Creativity in Seventeenth-Century England, eds. Rebecca Herissone and Alan Howard, 35–62 

(Woodbridge, Suffolk: The Boydell Press, 2013), 49. 

 
25 Herissone, Musical Creativity in Restoration England, 93. 
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personal copy and not an institutional file copy, but Herissone maintains that personal copies 

and institutional copies are analogous and nearly impossible to differentiate. 26 

English Acquisition and Assimilation of Italian Music 

 

 English copyists obtained Italian music through both aural and textual sources. 

Copying from aural sources extended beyond musical culture as evident in the early modern 

practice of copying sermons or favorite excerpts from the theatre into personal notebooks. An 

anonymous scribe in GB-Lbl Add. MS 11608, a collection of English and Italian vocal music 

copied in the middle decades of the seventeenth century, made a note: “The treble I tooke & 

prickt downe as mr Thrope sung it.”27 This statement clearly communicates the method by 

which the music was copied, notably with an emphasis on the melody line. This method of 

transcription left plenty of opportunity for human error, and discrepancies in rhythm, 

ornamentation, and register of notes in the continuo frequently abound. 28 

 Scribes also copied music from original prints, a practice that promoted much greater 

accuracy in the handwritten product. Early seventeenth-century English copyists frequently 

obtained prints of the newest Italian music at the same time as its publication and distribution 

in Italy.29 English booksellers, such as Robert Martin, benefited from the flourishing 

                                                 
26 Ibid, 99. Henry Aldrich (1648–1710), an English scholar, composer, music collector at dean at Christ Church, 

bequeathed his large music collection to Christ Church upon his death. See Robert Shay, “Aldrich, Henry,” in 

Grove Music Online, Oxford Music Online, accessed February 27, 2021, www.oxfordmusiconline.com.  

 
27 Quoted in Herissone, “Daniel Henstridge and the Aural Transmission of Music in Restoration England,” 174. 

 
28 Ibid., 171, 175. 

 
29 Wainwright, “George Jeffreys’ Copies of Italian Music,” 109. Sources such as the “Brief Discourse on the 

Italian Manner of Singing” (1664) and Reggio’s The Art of Singing (1677) reveal that the Italian music popular 

among the English public significantly consisted of Venetian music printed before 1638. See also Ester 

Lebedinski, “‘The Magnificence of the Sublime:’ Carissimi’s Music in Restoration England,” in Reappraising 
the Seicento: Composition, Dissemination, Assimilation, eds. Andrew J. Cheetham, Joseph Knowles, and 

Jonathan P. Wainwright (Newcastle upon Tyne: Cambridge Scholars Publishing, 2014), 172. 
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publishing activity in seventeenth-century Venice as publishers such as the Gardano (later 

Magni) press maintained a strong supply of Venetian madrigals and other secular and sacred 

repertories by composers such as Giulio Caccini, Antonio Cifra, Alessandro Grandi, Luca 

Marenzio, Tarquino Merula, Claudio Monteverdi, Cipriano de Rore, and the focus of this 

study—Giovanni Rovetta.30  

Although these printed publications received limited circulation, the musical contents 

of the publications transmitted throughout English musical circles through the copying 

activities of scribes associated with noted music collectors. One example, and possible source 

of the print from which Blow copied, resides in the vast music collection of Sir Christopher 

Hatton III.31 Hatton’s library supported the transmission of Italian music in English musical 

circles as the library continued to be widely copied by copyists such as George Jeffreys and 

Stephen Bing throughout the late seventeenth century.32 Another example exists in the 

collections of Roger North (1651–1734) and his brother, Francis (1637–85). The younger 

North described that he and his brother would “pick up duo’s…with all imaginable industry, 

as well in wrighting as print.”33 The sharing of music books supported the circulation of 

Italian music in England as musicians and collectors, both professional and amateur, sought 

                                                 
30 Lebedinski, 153. 

 

 
31 Ibid., 153. An examination of Martin’s book catalogues reveals that Rovetta’s first book of madrigals, which 

contain all four of the vocal pieces included in Blow’s manuscript anthology, was offered in Martin’s bookshop. 

This suggests that Blow may have accessed the printed copy of Rovetta’s collection by way of Sir Christopher 

Hatton’s music collection which was sourced from the London bookseller. 

 

 
32 Ibid., 155. 

 
33 Stephanie Carter and Kirsten Gibson, “Printed Music in the Provinces: Musical Circulation in Seventeenth-

Century England and the Case of Newcastle upon Tyne Bookseller William London,” The Library 18, no. 4 

(December 2017): 438. 
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ways to enhance their personal collections, and manuscript copying allowed consumers of 

music to borrow and make personal copies, promoting a greater circulation of desired music 

than would have possible in a print-only culture.   

 The collection of Italian music comprises one part of the English admiration for the 

Italian style, but the emulation of Italian music by English composers shows that English 

composers used Italian music as models for their compositions and performance practices. 

Such evidence appears in Robert Dowland’s inclusion of Caccini’s popular “Amarilli mia 

bella” in his Musical Banquet (1610), Robert Jones’s demarcation of two Italian ayres on the 

title page of his A Musicall Dreame (1609), and John Dowland’s “Lasso vita mia, mi fa 

morire” in his A Pilgrimes Solace (1612). John Playford’s treatise, A Brief Introduction to the 

Skill of Music (1664) included an English translation of Caccini’s introduction to Le nuove 

musiche (1602), carrying the English title, “A Brief Discourse of the Italian Manner of 

Singing.”34 The inclusion of Italian music and Italian treatises spanning the decades of the 

seventeenth century shows that the English appreciation of Italian music was a long-standing 

practice,35 and Blow’s Italian choices aligned with society’s taste in late seventeenth-century 

England. 

  As outlined in Table 5.1, Blow’s manuscript shows an intentional inclusion of a block 

of Italian secular works amidst the English sacred bookends of the anthology. With the 

exception of the thirty-fifth entry by Matthew Locke,36 pieces twenty-one through forty 

                                                 
34 Lebedinski, 154. 

 
35 Lebedinski relates that Carissimi’s music was not copied in England at least until the 1670s, showing that late 

seventeenth-century English musicians still admired the stile nuove repertories of the first quarter of the 

seventeenth century. Lebedinski, 152. 

 
36 This piece, “All things their certayne periods,” was performed at the Oxford court for Charles II January 1, 

1666. See Peter Holman, “Locke, Matthew,” in Oxford Music Online, Grove Music Online, accessed February 

27, 2021, www.oxfordmusiconline.com.  
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consist of Italian secular works. The practice of copying music for professional development 

and compositional inspiration goes back to at least the first part of the sixteenth century when 

artists, both musical and visual, sought inspiration by imitation the works of esteemed 

creators.37 Herissone and Howard offer examples of Italian painter Giorgio Vasari praising 

Raphael for “studying the labours of both the ancients and the modern masters, [selecting] 

the best from each.”38 Attesting to this continued practice into the seventeenth century, music 

theorist Charles Butler related, “[H]ee that affecteth a perfection in this rare faculty, and the 

honour of a good Composer, let him…heedfully examin, observ, and imitate the Artificial 

works of the best Authors.”39 In his 1667 A Compendium of Practical Musick, Christopher 

Simpson wrote: “I would advise you to procure some, of such kinds [of music] as you most 

affect; and Prick them down in Score, one Part under another, as the Examples are set in this 

Book: that they may serve you as a Pattern to imitate. But let them be of some of the best 

esteemed Composers in that kind of Musick.”40 This point is particularly relevant to Blow’s 

manuscript, which contains Rovetta’s works in score format, rather than the partbook format 

of the original print. In this light, Blow’s selection of specific works in his personal 

manuscript anthology reveals specific musical traits of Rovetta and his contemporaries that 

appealed to Blow and the composers, performers, and consumers in his circle. 

  

                                                 
 
37 Rebecca Herissone and Alan Howard, eds. Concepts of Creativity in Seventeenth-Century England 

(Woodbridge, Suffolk: The Boydell Press, 2013), 4. 

 
38 Ibid., 5. 

 
39 Ibid. See also Carter and Gibson, 438. 

 
40 Christopher Simpson, A Compendium of Practical Musick (London: W. Pearson, 1706), 145. 
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Table 5.1: Contents of John Blow's manuscript anthology, Gb-Och Mus. 14. 

# Folio Composer Title Voicing Sacred/Secular 

1 1 Blow Turn ye unto me 3 sacred  

2 3 Blow How doth the city 3 sacred 

3 6 Blow Lord I have sinned 3 sacred 

4 9 Locke When death shall part us 2 secular  

5 12 Blow How art thou fallen 2 sacred 

6 13 Blow Jesus seeing the multitudes 4 sacred 

7 17 Gibbons Sing unto the Lord 4 sacred 

8 20 Gibbons The Lord said unto my Lord 4 sacred 

9 23 Gibbons Teach me O Lord 4 sacred 

10 26 Gibbons God be merciful 3 sacred 

11 29 Child O bone Jesu 4 sacred 

12 31 Gibbons Ah my soule 3 sacred 

13 32 Gibbons Above the stars 3 sacred 

14 36 Gibbons Laudate Dominum 6 sacred 

15 39 Gibbons O bone Jesu 4 sacred 

16 40 Blow Gloria patri et filio 2 sacred 

17 41 Gibbons O praise the Lord 2 sacred 

18 42 Wise Awake up my glory 3 sacred 

19 44 Blow I will cry unto Thee 3 sacred 

20 46 Blow Sing we merrily unto God 5 sacred 

21 51 Rovetta Io mi sento 2 secular 

22 53 Pesenti Vano è il desio 3 secular 

23 56 Crivelli Ah no si puo 4 secular 

24 59 Rovetta Chi vuol haver felice 3 secular 

25 62 Crivelli Vanne nesto sospir 4 secular 

26 65 Monteverdi Tu dormi 4 secular 

27 67 Rovetta Udite amante 4 secular 

28 70 Monteverdi Allume dele shelle 4 secular 

29 72 Monteverdi Non e di gentil 3 secular 

30 75 Monteverdi Parlo misero 4 secular 

31 77 Pesenti Ancor non aspen 3 secular 

32 80 Pesenti Perche non mi 4 secular 

33 84 Pesenti Ite rose felice 6 secular 

34 88 Rovetta Credetel voi che non 4 secular 

35 91 Locke All things their certayne periods 4 secular 

36 94 Carissimi Amanti cheddite 4 secular 

37 96 Carissimi? Il mondo tace 4 secular 

38 97 Stradella? Lontani del core 3 secular 

39 100 Savioni Sospiri che fate  secular 

40 101 Carissimi Ponchi si pensiri ‘il 3 secular 
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41 104 Blow Post hoec audivi 3 sacred 

42 107 Blow In lectulo meo 3 sacred 

43 108 Blow Paratum cor meum 3 sacred 

44 110 Blow Cantate Domino 3 sacred 

45 111 Anon. Covete amante 4 sacred 

46 113 Blow Quam diligo legam 3 sacred 

47 115 Blow Laudate nomen Domini 3 sacred 

48 117 Anon. Confitebor tibi 4 sacred 

49 122 Blow Salvator mundi 6 sacred 

50 124 Blow Gloria patri 6 sacred 

51 129 Cecchelli Dicite laudem 4 sacred 

52 131 [Locke] A Hymne O God 4 sacred 

53 134 Locke O give thanks unto the Lord 3 sacred 

54 136 Blow As on Euphrates shady banks 3 sacred 

55 139 Capt. Cooke Turn Thou us 3 sacred 

56 141 Locke How doth the citty sitt 6 sacred 

 

Analysis of the Italian Music in Gb-Och. Mus. 14 

 

 A cursory examination displays Blow’s clear intention of grouping all of the Italian 

music in the middle third of the volume. However, a closer look at this Italian section shows 

that Blow further categorized the Italian components into Venetian and Roman sections, 

divided by Locke’s New Year song. This intentional division raises the question of those 

specific Venetian elements that appealed to Blow. It is also worth noting that the selections 

from each composer do not come from a select portion of the original publication—that is, 

the pieces from Rovetta’s second book of madrigals are not grouped together, nor do these 

pieces exist in Rovetta’s publication in immediate succession. Rather, the ordering of the 

pieces in Blow’s volume seems to be intentional and organized according to Blow’s 

preference and attention to specific musical traits. 

The Venetian contributions to Blow’s volume all come from an approximate twenty-

year span in Venetian music, published between 1619–38. Deeper analysis reveals specific 

compositional characteristics that likely appealed to Blow and served as a model for 

imitation and emulation. Table 5.1 illustrates that no pattern or predilection for a certain 
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number of voices exists among the Venetian works; voices range from two to six with no 

perceptible method of organization by voice grouping. Blow’s frequent combination of the 

bass voice and continuo staves, as well as the exclusion of figured bass, perhaps reveals that 

Blow placed less emphasis on the harmonic aspects of the Italian music than on other 

musical elements. Or, perhaps, the combination of the two staves was necessary to facilitate 

the spatial constraints brought on by the number of staves per page. However, an analysis of 

the musical contents reveals an emphasis on text-setting, texture, and rhythm prevails 

throughout the organization of the volume, showing Blow’s proclivity toward imitative 

polyphony, his appreciation of rhythmic variety, and his partiality toward motivic 

assignment. 

 Ten of the fourteen Venetian pieces exhibit imitative polyphony at the start of each 

piece. The four remaining pieces, although beginning with homophonic declamation, quickly 

transition to imitation with only brief forays back into homophony throughout each piece. 

This preference for imitation can be further viewed on a spectrum of textural variation, 

starting with purely imitative texture between solo voices in the first four pieces and the last 

ten pieces exhibiting clear instances of vocal pairing. Examining Rovetta’s concerted 

madrigals in Blow’s anthology shows that Rovetta offered the English composer examples in 

both imitation of singular voices (Example 5.1a and 5.1b) as well as examples for vocal 

pairing (Example 5.2).  
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Example 5.1a: Imitation between singular voices in Rovetta's “Io mi sento morir,” mm. 1–20. 
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Example 5.1b: Imitation between singular voices in Rovetta’s “Chi vuol haver felice,” mm. 1–17. 
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Example 5.2: Vocal pairing in Rovetta’s “Udite amanti,” mm. 1–14. 

 Rovetta’s first piece—the introductory piece to the Italian portion of the anthology—

features concerted composition for two soprano voices in alternation between imitation and 

homophony and between duple and triple time. As observed in Example 5.1a, “Io mi sento 

morir” features imitation between both soprano voices, but instead of simply echoing one 

phrase after another, Rovetta provides aural interest by manipulating the lengths of phrases. 

For example, the first phrase of the text is three measures long, but the second phrase consists 

of five measures. This unbalanced phrase structure prevents monotony in this imitative 

section, but the repetition of melodic motives provides aural anchors to support overall 

musical cohesion. Rovetta also adds rhythmic variety by increasing the rhythmic activity in 
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the second phrase, creating contrast with the reduced note values as well as dotted rhythms in 

opposition to the straight-forward, prolonged note values of the preceding phrase. 

 The neighboring composition in Blow’s anthology, composed by Martino Pesenti (c. 

1600–48),41 also features two-voice imitation and varied phrase length. However, Pesenti 

offers less compositional variety in both phrasing and melody in the introductory measures of 

“Vano è il desio.” Whereas Rovetta’s “Io mi sento morir” offers phrases of varying lengths in 

the initial measures of the piece, Pesenti keeps the phrase length consistent with five-measure 

phrases filling the first thirteen measures of the piece. In addition to these predictable phrase 

lengths, the content of these phrases is also expected. For example, with the exception of 

minor rhythm variants and the pre-cadential material leading up to measure 13, both voices 

operate in almost exact imitation of each other. 

 Rovetta’s attention to the syntax of the original poetry stands out in Blow’s 

collection. All four of his pieces in this volume show an intentional match in phrase structure 

and phrase length to the written texts, which are all authored by Guarini. Rovetta’s handling 

of the text almost brings a sense of form to his through-composed vocal works, creating aural 

guideposts that give the listener a thread of familiarity and accessibility throughout each 

work. Rovetta’s observance of the text is apparent in his assignment of specific motives to 

specific phrases of text, a phenomenon that exists in each of the four pieces in Blow’s 

anthology. Rovetta’s two-voice setting of Guarini’s “Credetel voi” illustrates this occurrence, 

showing musical attentiveness to the structure of Guarini’s poetry. As demonstrated in 

                                                 
41 Pesenti, Venetian harpsichordist and composer, was best known for his contributions to chamber repertoire. 

Blind from birth, the composer was unable to contribute to large-scale repertoire but received patronage from 

local nobles, the Habsburg Archduke Leopold, and ambassadors from Vienna. See Eleanor Selfridge-Field, 

“Pesenti, Martino,” in Grove Music Online, Oxford Music Online, accessed February 24, 2021, 

www.oxfordmusiconline.com. 
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Example 5.3, Rovetta’s phrases coincide with each of Guarini’s textual phrases. Examining 

each phrase of the text shows Rovetta’s careful planning in maintaining balance and structure 

by accounting for each phrase of the text with its unique assigned motive. The shaded boxes 

highlight the first phrase of the text, “Credetel voi, che non sentite amore,” while the 

unshaded boxes denote a separate phase of the text: “Non si prova morire, più crudel del 

partire,” showing specific motives assigned to specific phrases of text.42 Rovetta, while 

maintaining consistency, also strategically manipulates details of particular motives to 

provide aural interest and to prepare for cadences, such as the tenor part in measures 9–12. 

However, the overall motivic idea—the descending trio of eighth notes followed by a half 

note—prevails, maintaining the aural authenticity of the musical idea. 

                                                 
42 Note that only the first three lines of text are presented in this example. 
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Example 5.3: Rovetta's "Credetel voi," mm. 1–16. 

 

 Motivic assignment maintains consistency throughout the Italian portion of Blow’s 

anthology, but the melodic content within motives reveal specific elements of each Venetian 

composer’s musical style. Example 5.4 shows Pesenti’s acrobatic melody, full of leaps in 

opposite motion, whereas Example 5.5 presents a more accessible, conjunct melody in 
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Rovetta’s composition.

 

Example 5.4: Pesenti's "Vano è il desio," mm. 16–25. 

 

 
Example 5.5: Rovetta's "Io mi sento morir," mm. 56–63. 
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John Blow’s Amphion Anglicus 

 

Amphion Anglicus, dedicated to Princess Anne of Denmark, the future Queen of 

England, Scotland, and Ireland, contains works for two to four voices with instrumental 

accompaniment and displays Blow’s contrapuntal skill, recalling compositional tactics he 

likely gleaned from Italian compositional models, such as those in GB-Och Mus. 14. 

Although Amphion Anglicus was published at the turn of the eighteenth century, many of the 

compositional strategies within the collection reflect the influence of early seventeenth-

century Italian models, as represented in Blow’s personal manuscript anthology. Analyzing 

this publication reveals characteristics of Blow’s secular compositional style and reflects 

some of the compositional techniques he may have assimilated from Rovetta’s secular works, 

showing a non-sacred aspect to both composers’ predominantly sacred output. 

Both motivic assignment and melodic accessibility, as observed in Rovetta’s works in 

Och. Mus. 14, seem to have appealed to Blow and exist in his Amphion Anglicus. One 

example occurs in Blow’s “Bring, Shepherds, bring the Kids and Lambs” (Example 5.6). 

Following the imitative motivic model of both Rovetta and Pesenti, Blow designates a unique 

motive to each portion of the text. However, in this example, Blow favors a conjunct melodic 

approach, resembling Rovetta’s approach in the compositions included in Blow’s anthology. 

Although some leaps occur, they operate within a context that allows for ease between 
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intervals, such as leaps of a perfect fourth or fifth, followed by stepwise motion or leaps 

within the triad. 

 

Example 5.6: Blow's "Bring, Shepherds, bring the Kids and Lambs," mm. 6–9. 

Blow seems drawn to another of Rovetta’s compositional traits—the use of melodic 

sequencing to promote musical variety while maintaining melodic fluidity. Measures 60–65 

(Example 5.7) showcase Rovetta’s strategy of melodic sequencing to prevent monotony 

while maintaining a stepwise melody. In this example, Rovetta explores the melodic range by 

implementing and repeating a four-pitch ascending motive within each phrase. This is 

evident in measures 60–61 with the melodic idea first starting on a B, then G, followed by E, 

and then ascending to an A. Rovetta then reiterates the idea in the first soprano in measures 

63–65. Blow demonstrates melodic sequencing in his “Lately on yonder swelling Bush” by 

enhancing repeated text with an ascending four-pitch melodic motive in both vocal lines 

(Example 5.8). 
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Example 5.7: Rovetta's "Io mi sento morir," mm. 60–65. 

 
Example 5.8: Blow's "Lately on yonder swelling Bush," mm. 6–12. 

 

Blow exercises two more Italian features present in Rovetta’s selected works: a 

metric shift to triple time and the employment of Italianate melismatic virtuosity. “When 
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Artists hit on Luckey Thoughts,” demonstrates metric shifts and melismatic virtuosity, both 

of which reflect seventeenth-century Italian style, and both of which are exemplified in 

Rovetta’s models. 

The shift to triple time occurs in the middle of Blow’s piece, much like Rovetta 

demonstrates in both “Io mi sento morir” and “Chi vuol aver felice e lieto il core.” Rovetta 

offers homophonic texture in the triple-time section of “Io mi sento morir” (Example 5.9a) 

and imitative texture in “Chi vuol aver felice” (Example 5.9b). Blow opts for imitative 

texture between two voices in his work, with the second soprano following the first soprano’s 

lead (Example 5.10). 

 

Example 5.9a: Rovetta's "Io mi sento morir," mm. 27–36. 
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Example 5.9b: Rovetta's "Chi vuol haver felice," mm. 21–38. 
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Example 10: Blow's "When Artists hit on Lulckey Thoughts," mm. 47–52. 

Following another Italian convention, Blow promotes vocal virtuosity with 

rhythmically rapid melismas as shown in measures 13–18 in Example 5.11. Rovetta also 

employed rapid-fire melismatic vocal passages in his “Chi vuol aver felice e lieto il core,” 

giving the voices an opportunity to display melodic agility (Example 5.12). Like the Italian 

example, Blow’s melismatic activity consists of steady, mostly stepwise sixteenth notes to 

emphasize descriptive words: “sweet” in the English example and the Italian word for 
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“laughs” in the Venetian example.

 

Example 5.11: Blow's "When Artists hit on Luckey Thoughts," mm. 13–18. 

 
Example 12: Rovetta's "Chi vuol haver felice," mm. 22–27. 

 

By publishing Amphion Anglicus in 1700, Blow continued the English tradition of 

emulating Italian music by incorporating compositional elements of early modern Italian 

masters. The continuation of Italian traits, including those of Rovetta, demonstrate the 

continued English proclivity toward Italian music, even half a century after its inception. By 
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the time Blow copied Rovetta’s music in the 1670s, Rovetta had been dead for approximately 

a decade and his music was some fifty years old. However, Blow’s intentional selection of 

Rovetta’s compositions, the care in which Blow operated to organize the music, and the time 

Blow devoted to neatly copying the music supports the persistent importance of Rovetta’s 

music and that of his Venetian contemporaries to the English composer. Blow’s studying of 

Italian secular music also illuminates a different side of two composers who are more 

commonly known for the sacred works. The dedication of Amphion Anglicus to the future 

British Queen implies that Blow deemed his secular compositions, informed by his study of 

Italian counterpoint two to three decades earlier, was worthy of royal recognition.  
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EPILOGUE 

 

 These case studies reveal the transnational presence and cosmopolitan appeal of 

Giovanni Rovetta’s music in Venice, France, Saxony, and London during his lifetime as well 

as in the decades after his death. While the eighteenth century typically receives attention for 

the flourishing spread of Italian music throughout Europe,1 these vignettes of Rovetta’s life 

reveal that this now-overlooked Venetian composer bourgeoned on the forefront of musical 

cosmopolitanism throughout the majority of the seventeenth century. 

This research shows the multiple binaries in which Rovetta’s music appealed to 

seventeenth-century cosmopolitan audiences. Rovetta’s music maintained its popularity from 

as early as 1629 to at least the middle of the 1670s, and his composition appealed to both 

sacred and secular musicians and audiences who sought the popular concertato idiom. 

Additionally, his musical style attracted the attention of nobility including a Roman duke and 

a French king, and his sacred music appealed to worshipers on both sides of the confessional 

divide. This study reveals that Rovetta’s music was not confined within the walls of the 

famed Venetian basilica, nor was the composer ignored in favor of his predecessor 

Monteverdi or his successor Cavalli in the seventeenth century. Rather, Giovanni Rovetta 

promoted Venetian honor and fame through his fashionable music, gained pan-European 

recognition in his own time, and provided composers beyond Venice and beyond his lifetime 

with reputable compositional models to study, emulate, and perform. 

                                                 
1 For more on the spread of Italian music throughout Europe in the eighteenth century, see Stefanie Beghein, 

“The Famous and New Italian Taste”: The Dissemination of Italian Sacred Music in the Southern Netherlands, 

1675–1755,” Music & Letters 94, no. 3 (August 2013): 433–51; Britta Kägler, “Competition at the Catholic 

Court of Munich: Italian Musicians and Family Networks,” in Musicians’ Mobilities and Music Migrations in 
Early Modern Europe, ed. Gesa zur Nieden and Berthold Over (Bielefeld: Transcript Verlag, 2017), 73–90. 
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 Considering the early modern penchant for transcultural exchange, this research 

broadens the scope of Venetian music as a cosmopolitan commodity in the seventeenth 

century. By extending musicological discourse beyond Gabrieli, Monteverdi, and Cavalli, 

this study illuminates Rovetta’s place within the ranks of highly recognized Venetian 

composers—one corner of Baroque musicology that has been largely untapped. Revealing 

another facet of Venetian music as a desired artifact, this research both reinforces existing 

scholarship on the Western European affinity for Italian music and also prompts further 

investigation into unexplored composers, their music, and the reception of their music.  

 This project yields fertile ground for further research specifically on Rovetta in both 

archival and intercultural studies. This research represents just a sampling of Rovetta’s 

transnational reception as evident in both print and manuscript collections throughout 

Europe. Furthermore, published modern editions do not exist for the Opus 2 madrigals 

dedicated to Paolo Giordano II Orsini, Peter’s German anthology, nor John Blow’s personal 

manuscript. These three volumes alone open up the possibility for further analysis within 

each collected work, offering opportunities for even more focused analysis within each 

publication. In terms of intercultural contexts, this research supports further inquiry into other 

Western European networks of composers, patrons, teachers, and performers through which 

Rovetta’s music spread.  

Expanding the focus beyond canonical composers of the early Baroque encourages a 

larger consideration of musical activities that transcends the most recognized geographical 

locations, institutions, and the musicians associated with those institutions. In doing so, 

approaching seventeenth-century musical cosmopolitanism by way of Giovanni Rovetta 



 126

acknowledges existing scholarship on early modern Baroque masters while also inviting 

more discussion on other “truly qualified” composers of the early modern era. 
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Appendix A 

 

Opus Title Date Publisher Dedicatee 

1 Salmi Concertati 1626 Bartolomeo Magni, 

Venice 

Procuratori di S. 

Marco 

2 Madrigali Concertati 1629 Bartolomeo Magni, 

Venice 

Paolo Giordano II 

Orsini, Duke of 

Bracciano 

3 Motetti Concertati 
October 

10, 1635 
Alessandro Vincenti, 

Venice 

Procurators of S. 

Marco - Francesco 

Morosini, Francesco 

Molino and Giovanni 

Nani  

4 
Messa e Salmi 
Concertati 

March 1, 

1639 
Alessandro Vincenti, 

Venice 
Louis XIII 

5 Motetti Concertati 1639 
Alessandro Vincenti, 

Venice 
Battista Nani 

6 Madrigali Concertati 1640 
Alessandro Vincenti, 

Venice 
Francesco Pozzo 

7 Salmi  1642 Alessandro Vincenti, 

Venice 

Mr. Gio: Da Pesaro 

Cavalier, Procurator 

of St. Mark  

8 Salmi 
October 

1, 1644 
Alessandro Vincenti, 

Venice 

Procuratori di S. 

Marco 

9 Madrigali Concertati 
June 10, 

1645 
Alessandro Vincenti, 

Venice 

Francesco Cavalli, 

organist at S. Marco; 

compiled by 

Rovetta's nephew 

G.B. Volpe 

10 Motetti Concertati 1647 
Alessandro Vincenti, 

Venice 

Giovanni Pomelli 

Piovano di S. Fantino 

(priest), Canon Ducal, 

Archbishop S. Paolo 

11 Motetti Concertati 1650 
Alessandro Vincenti, 

Venice 
  

12 Salmi 1662 
Francesco Magni, 

Venice 

Procuratori di S. 

Marco 
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Appendix B 

 

 
Example 3.1: "Ite caldi sospiri" from Madrigali a Cinque (1620), mm. 1–5. 
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Example 3.2: "Al lampeggiar" from Madrigali a Cinque (1620), mm. 17–20. 
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Example 3.3: "Parte il mio cor" from Madrigali a Cinque (1620), mm. 10–23. 

 
Example 3.4: "Ite caldi sospiri" from Madrigali a Cinque (1620), mm. 10-12. 
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Example 3.5: "Al lampeggiar" from Madrigali a Cinque (1620), mm. 10–17. 
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Example 3.6: "Parte il mio cor e vivo" from Madrigali a Cinque (1620), mm. 1–6. 

 
Example 3.7: "Taccia il Cielo" from Madrigali Concertati Libro Primo (1629), mm. 1-4. 
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Example 3.8: "Taccia il Cielo e la terra" from Madrigali Concertati Primo Libro (1629), mm. 12-19. 
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Example 3.9 "Taccia il Cielo e la terra," from Madrigali Primo Libro (1629), mm. 34–41. 
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Example 3.10: "Taccia il Cielo e la terra" from Madrigali Concertati Libro Primo (1629), mm. 61–76. 

        

 
Example 3.11: "Chi vuol haver felice" from Madrigali Concertati Libro Primo (1629), mm. 1-4. 
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Example 3.12: "Giovinetta fastosa" from Madrigal Concertati Libro Primo (1629), mm. 1–37.  
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Appendix C 

 
Example 4.1: Mazak, “O Herr erbarm dich über uns,” mm. 9–19. 
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Example 4.2: Mazak, “O Herr erbarm dich über uns,” mm. 48–55. 
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Example 4.3: Mazak, “O Herr erbarm dich über uns,” mm. 81–87. 
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Example 4.4: Rovetta, “O Herr erbarm dich über uns,” mm. 6–15. 
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Example 4.5: Rovetta, “O Herr erbarm dich über uns,” mm. 26–45. 
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Example 4.6: Rovetta, “O Herr erbarm dich über uns,” mm. 46–65. 
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Example 4.7: Mazak, “O Herr erbarm dich über uns,” mm. 1–11. 
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Example 4.8: Mazak, “O Herr erbarm dich über uns,” mm. 28–37. 
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Example 4.9: Rovetta, “O Herr erbarm dich über uns,” mm. 1–16. 
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Example 4.10: Rovetta, “O Herr erbarm dich über uns,” mm. 26–31. 
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Example 4.11: Rovetta, “O Herr erbarm dich über uns,” mm. 62–70. 



 151



 152

 

Example 4.12: Weißensee, “Herr erbarm dich über uns,” mm. 1–16. 
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Example 4.13: Rovetta, “Kyrie eleison,” mm. 1–16. 
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Example 4.14: Weißensee, “Herr erbarm dich über uns,” mm. 16–22. 
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Basel Consort. Baroque Cantatas. Recorded 1998. Harmonia Mundi. Compact disc. 

 

Cantus Colln with Konrad Junghanel. Vespers for the Birth of Louis XIV. Recorded 2001. 

Harmonia Mundi. Compact disc. 

 

Galilei Consort. Messa e salmi concertati (Messe pour la naissance de Louis XIV). Recorded 

2016. Alpha. Compact disc. 

 

Kirkby, Emma. The Complete Recitals. Released 2015. Decca. Compact disc. 

 

Sonatori de la Gioiosa Marca. Chamber Music. Recorded 2004. Divox. Compact disc. 
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