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 ABSTRACT 

 

 

Claudio Monteverdi’s (1567-1643) ninth book of madrigals, the Madrigali e 

Canzonette, was published posthumously in 1651. These accompanied madrigals are for 

two or three voices, and some of them were previously published in his earlier books of 

madrigals, though the majority were unpublished.  One of the types of analyses that helps 

to provide a plausible rationale for many of Monteverdi’s melodic and harmonic 

decisions within those madrigals is musico-rhetorical analysis. Analyzing a madrigal 

rhetorically involves attempting to identify the musical techniques that coincide with 

rhetorical devices in a certain text setting. Rhetorical analysis of the first eight madrigals 

of Claudio Monteverdi’s Madrigali e Canzonnette elucidates the composer’s decisions 

concerning both pitch content and harmonic structure, and casts new light upon his 

expressive intent vis-à-vis his texts.  
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CHAPTER 1: INTRODUCTION  

Although modern theorists and musicologists have employed a variety of different 

methodological approaches to determine the logic underlying the melodic and harmonic 

structure of late sixteenth-and early seventeenth-century Italian madrigals, questions still 

remain concerning why composers from this period selected particular pitches and 

rhythms in their attempts to elucidate their poetic and prose texts.  Two of the most 

popular analytic approaches to melody in this repertory have been to analyze either (1) 

the hexachordal content of the melodies and its implications for the harmonies; or (2) the 

melodic contour of the melodies relative to the expressive content of the texts.  

Hexachordal theory was the preeminent melodic organizational system in the Middle 

Ages and Renaissance and retained its supremacy until sometime in the seventeenth-

century.  In fact, after Johann Mattheson (1681-1764) proposed dispensing with the 

hexachordal system in 1713 he was rebutted by Johann Fux (1660-1741), which in turn 

caused a rebuttal from Mattheson.  This debate between the scholars lasted over four 

years.1     

In hexachordal theory the range of available pitches was the medieval gamut. It 

spanned from G-g
2
 and was divided up into three six-note scales.

2
  C to A comprised the 

“natural” hexachord or hexachordum naturale; F to D with a B-flat made up the soft 

                                                           
1
  Jehoash Hirshberg, “Hexachord,” 

http://www.oxfordmusiconline.com.ezproxy2.library.arizona.edu/subscriber/article/grove/music/12963?q=

Hexachord&search=quick&source=omo_gmo&pos=1&_start=1#firsthit (accessed July 7 2010). 

 
2
 D. Kern Holoman, Writing about Music: A Style Sheet from the Editors of 19

th
-Century Music 

2
 D. Kern Holoman, Writing about Music: A Style Sheet from the Editors of 19

th
-Century Music 

(Berkeley: University of California Press, 1988), 7.  The pitch classification system used in this document 

is the one recommended in Holoman’s book.  CC corresponds to C1 on the piano, C corresponds to C2, c 

corresponds to c3, c¹ corresponds to C4, c² corresponds to C5, and c³ corresponds to C6.  

http://www.oxfordmusiconline.com.ezproxy2.library.arizona.edu/subscriber/article/grove/music/12963?q=Hexachord&search=quick&source=omo_gmo&pos=1&_start=1%20/%20firsthit
http://www.oxfordmusiconline.com.ezproxy2.library.arizona.edu/subscriber/article/grove/music/12963?q=Hexachord&search=quick&source=omo_gmo&pos=1&_start=1%20/%20firsthit
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hexachord, or hexachordum molle; and G to E with a B-natural formed the pitch content 

of the hard hexachord, or hexachordum durum. The intervallic relationship between each 

of the scale degrees was fixed in the following order: whole step–whole step–half step–

whole step–whole step.3 Each of these notes was solmized in the following order: ut-re-

mi-fa-sol-la.
4
  Shifts into the softer or harder side of the hexachordal system were often 

facilitated through manipulating solmization within the mi-fa relationship.5  Musicians 

were taught the intervals through the use of solmization syllables and were aided by a 

mnemonic device devised by Guido of Arezzo known as the Guidonian Hand.6 

Melodic analysis of late-renaissance and early-baroque compositions from a 

hexachordal perspective can be very effective, since there is reason to suppose that the 

different qualities of the natural, soft, and hard hexachords often were used to enhance 

the emotive power of the text.  Even a cursory overview of the hundreds of madrigals 

composed between 1560 and 1620 suggests that if the text was about something that was 

pleasant or peaceful, a composer might best express those sentiments with melodic lines 

that lie within the soft or natural side of the hexachordal system. If a composer wanted to 

express the anguish of a text, he or she might switch to the hard side of the hexachordal 

system, and many times sophisticated composers like Gesualdo traversed farther into the 

                                                           
3
  Nicholas Routley, “A Practical Guide to ‘musica ficta’,” Early Music 13 (1985): 60. 

 
4
  Guido of Arezzo derived these syllables from the Gregorian hymn Ut queant laxis. Ut queant 

laxis, Re-sonare fibris, Mi-ra gestorum, Famuli tuorum, Solve polluti, Labii reatum. 

 
5
  Eric T. Chafe, Monteverdi’s Tonal Language (New York: Schirmer Books, 1992), 24. 

 
6
  Allan Atlas, Renaissance Music: Music in Western Europe, 1400-1600 (New York: W.W. 

Norton and Company, 1998), 34-35. 
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hard side of the hexachordal system as the intensity of the text increased.
7
  Under Just 

Intonation and Pythagorean tuning systems, as the level of chromaticism increased in the 

music, it became progressively more out of tune.
8
 

In addition to analysis of the hexachordal content of madrigals, scholars have 

closely studied their use of various types of word painting. Many times composers would 

attempt to illustrate various phrases in the text by arranging melodies in a pictorial 

manner.   For example, on a word like “sorriso,” which translates into “smile,” a 

composer might write a five-note melodic phrase which begins on g, descends to e, and 

then ascends back up to g, thus creating a musical pattern that looks like a smile on the 

page.  Another pictorial example that could be employed would be a composer using a 

five-note descending pattern on the word “caduta,” which translates “fall.”  This type of 

analysis is useful for explicating the most overt types of word painting.   

Analysis restricted to a melodic contour or only hexachordal maniupulations, 

however, leaves much to be desired, since neither method reveals the entire scope of 

many composers’ craftsmanship with regard to text setting and musical decisions.  When 

vocal compositions from the baroque are under consideration, scholars have increasingly 

turned to another type of analysis, musico-rhetorical analysis, in order to grasp the 

compositional principles underlying these works. 

                                                           
7
 See, for example, Gesualdo’s madrigal Moro lasso, whose text is “I shall die, miserable, in my 

suffering, and the one who could give me life, alas, kills me and is unwilling to give me aid. O painful fate!  

The one who could give me life, alas, gives me death.”  This work employs many sharps since the 

polyphony lies predominantly far into the hard side of the hexachordal system. 

 
8
 For example, the messenger scene from Act II of Monteverdi’s Orfeo contains a famous example 

hexachordal manipulation.  While the text is referring to pleasantness of the meadow and Euridice’s 

happiness about her impending marriage to Orfeo, the music is in the soft side of the hexachordal system.  

As the text starts referring to Euridice’s death, the music abruptly switches to the hard side of the 

hexachordal system. 
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 Rhetoric was central to the educational curriculum in sixteenth- and seventeenth-

century schools in Europe.  Rhetoric can be defined as the “systematic study of 

persuasive speaking and writings based on outlines and principles, and nomenclature 

inherited from ancient Roman civilization.”9 It can also be defined as the endeavor of 

selecting material, organizing it effectively, and delivering it in an appropriate style that 

fits within the context of the persuasive intentions of the orator or author.10  Traditionally, 

the study of rhetoric was employed for two purposes, analysis and genesis. Analysis was 

composed of “examining texts and the studying of different traits.” Genesis was the 

authoring of speeches that were supposed to have a persuasive effect upon the listener.11  

 Rhetoric was so pervasive as a concept that many writers during the seventeenth 

and eighteenth centuries began to describe both “verbal and nonverbal arts” with 

rhetorical jargon.
12

  Many of the traits that defined the music emanating from Italy, 

Germany, and France during the baroque can be linked to rhetorical principles and 

goals.13 By the second half of the eighteenth century, however, rhetoric lost its place as a 

fundamental part of the European educational system, and its influence began to wane. 

                                                           
9
  John Walter Hill, Baroque Music (New York: W.W. Norton and Company, 2005), 17. The work 

of Hill’s is one of the standard histories of baroque music used in American universities. It is structured 

around the principle that musico-rhetorical theory influenced the development of music from 1600-1750. 

 
10

  Richard L. Larson, Rhetoric (Indianapolis: Bobbs-Merrill Company Incorporated, 1968), 5. 

 
11

  David Lloyd Angles, “Burmeister and The Rhetoric of the Madrigal: Musical and Rhetorical 

Figures in Monteverdi’s Madrigali et Amorosi 1638” (Ph.D. diss., National Library of Canada Biblioth que 

nationale du Canada, 2003), 16. 

 
12

 Hill, Baroque Music, 15. 

 
13

  George J. Buelow, “Rhetoric,” 

http://www.oxfordmusiconline.com.ezproxy2.library.arizona.edu/subscriber/article/grove/music/43166?q=

Rhetoric&search=quick&source=omo_gmo&pos=1&_start=1#firsthit (accessed July 10, 2010) 

http://www.oxfordmusiconline.com.ezproxy2.library.arizona.edu/subscriber/article/grove/music/43166?q=Rhetoric&search=quick&source=omo_gmo&pos=1&_start=1%20/%20firsthit
http://www.oxfordmusiconline.com.ezproxy2.library.arizona.edu/subscriber/article/grove/music/43166?q=Rhetoric&search=quick&source=omo_gmo&pos=1&_start=1%20/%20firsthit
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Patrick McCreless has observed, that even after musico-rhetorical figures were no longer 

mentioned in learned discourse on music, there were other broad references to rhetoric by 

theorists and journalists.
14

 In his article on the cultural context of Beethoven’s sonatas, 

Glenn Stanley felt the need to specify that an article on a sonata written by Ferdinand 

Hand in 1841 “consistently avoided the comparisons to rhetoric that informed so much of 

eighteenth-century theory.”
15

  

One obvious connection between rhetoric and music is that the opening material 

of a fugue is known as its subject, a term taken directly from what Daniel Harrison 

identifies as “primary rhetoric.”16 George Buelow has asserted that Baroque music was 

primarily a word-oriented art form.17 Thomas Binkley has made the much more 

overarching suggestion that rhetoric was the main compositional model for composers of 

early music.18  The Doctrine of the Affections was considered to be an influential model 

for composers in the Baroque.
19 

 This doctrine stated that a single piece or movement 

should be in only one mood or style in order to truly impact the listener.
20

 The rise of the 

                                                           
14

 Patrick McCreless, “Music and Rhetoric,” ed. by Thomas Christensen, The Cambridge History 

of Western Music Theory (Cambridge University Press, 2002), 876. 

 
15

 Glenn Stanley, “Genre Aesthetics and Function: Beethoven’s Piano Sonatas In Their Cultural 

Context,” Beethoven Forum 6 (1998): 23. 

 
16

   Daniel Harrison, “Rhetoric and Fugue: An Analytical Application,” Music Theory Spectrum 12 

(1990): 8. 

 
17

  George J. Buelow, “Music, Rhetoric, and the Concept of the Affections: A Selective 

Bibliography,” Notes 30 (1973): 250. 

 
18

   Tess Knighton and David Fallows, eds., Companion to Medieval & Renaissance Music (Los 

Angeles: University of California Press, 1992), 41. 

 
19

 George J. Buelow, A History of Baroque Music (Bloomington: Indian University Press, 2004), 

12. 
20

 James Haar, ed., European Music: 1520-1640 (Woodbridge: Bodybell Press, 2006), 29. 

http://www.jstor.org/action/showPublication?journalCode=musitheospec
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Enlightenment caused a waning in the preeminence of the Doctrine of the Affections.  

Philosophers began to view it as too mechanistic and encouraged a “natural” form of 

expression in music.
21

  

Since antiquity, orators have used rhetorical figures during speeches to influence 

the passions of the listener. Quintillian defined “figure” as a “form of speech varied from 

regular usage.”22 Quintillian required that an orator should have “knowledge of the 

principles of music, which have the power to excite or assuage the emotions of 

mankind.”23 As early as the Renaissance, composers used various musico-rhetorical 

techniques to aurally emphasize phrases and ideas in the text.  In fact, the new version of 

the madrigal that arose during the sixteenth century owes its reputation as “mannerist” 

music to the combination of music and rhetoric.24  

  In The Compleat Gentleman, Henry Peacham (1546-1634) wrote that music had 

no superiors as a persuasive art form.  He went on to say “hath not music her figures, the 

same which Rhetorique.  What is a Revert but Antistrophe, her reports but sweet 

Anaphora?”25   Music treatises by theorists from the Baroque attempted to codify the 

                                                                                                                                                                             
 
21

 Leon W. Couch, “Musical Rhetoric in Three Praeludes of Dietrich Buxtehude,” The Diapason 

91, no. 3 (March 2000): 14. 

 
22

  Robert Toft, “Musicke a Sister to Poetrie: Rhetorical Artifice in the Passionate Airs of John 

Dowland,” Early Music 12 (1984): 194. 

 
23

 Thomas J. Matthieson and Benito V. Rivera, eds., Festa Musicologica: Essays in Honor of 

George J. Buelow (Stuyvesant: Pendragon Press, 1995), 345. 

 
24

  James Haar, “Classicism and Mannerism in 16
th

-Century Music,” International Review of 

Music Aesthetics and Sociology 1 (1970): 61. 

  
25

  Robert Toft, “Musicke,” 191. 
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musico-rhetorical figures that were present in the music of composers like Henry Purcell 

(1659-95), Heinrich Schütz (1585-1672), and Claudio Monteverdi (1567-1643).  The 

figures were thought to be necessary to convey the meaning of the text and to move the 

listener’s affections.  From Joachim Burmeister (1564-1629) to Johann Matheson (1681-

1764), theorists continually added and subtracted from the list of figures, and often 

provided musical examples to illustrate their points.  These authors had two purposes in 

mind when they wrote their various treatises; to codify existing theory concerning 

rhetorical figures, and to create an aid or guide for composers interested in using the 

figures in musical works.26  

Since most of the theorists also were practicing musicians, many of the treatises 

were also aimed at helping their pupils become skilled composers. These 

theorists/performers thought that compositions without these figures were the equivalent 

of paintings that were exact replicas with no creative distinctness.27  Many of these 

figures can be thought of as concept painting instead of merely word or text painting.  For 

example, the musico-rhetorical term catabasis often was used not only for sections 

setting words such as “descend” or “low,” but also when the text expressed the broader 

qualities of “lowliness,” “humility,” or “negativity.”
28

    

                                                           
26

  Glen Haydn, “On the Problem of Expression in Baroque Music,” Journal of the American 

Musicological Society 3 (1950): 117. 

 
27

  Dietrich Bartel, “Rhetoric in German Baroque: Ethical Gestures,” The Musical Times 144 

(Winter 2003):16. 

 
28

 Dietrich Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music 

(Lincoln: University of Nebraska Press, 1997), 214. 
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Maciej Jochymczyk, and Leszek Wroński’s “Musical Rhetoric in the Oeuvre of 

Father Armando Ivanschiz on the Example of Selected Works” asserts that relating music 

to text by means of a conventional and communicative language of symbols was the 

guiding Baroque aesthetic principle.
29

 The article contains excellent descriptions of 

musico-rhetorical figures like anabasis, catabasis, antitheton, and pathopoeia along with 

labeled musical examples to illustrate how the figures were applied in actual 

compositions rather than purely hypothetical assumptions on how they could have been 

applied. Another useful article is Rodney Farnsworth’s “‘Hither, This Way:’ A 

Rhetorical-Musical Analysis of a Scene from Purcell’s ‘King Arthur’.”
30

 Most of his 

analysis focuses on how Purcell used major and minor modes and several transpositions 

of melodic content to enhance the power of the text.    

Scholars have been able to show that the influence of rhetoric on music was truly 

international. Howard Mayer Brown’s article, “‘Ut musica poesis': Music and Poetry in 

France in the Late Sixteenth Century” demonstrates that during the late sixteenth century 

some French thinkers believed that music obeyed cosmic laws, “but ultimately in the 

service of persuasive rhetoric that moves people at the same time as it relates them to a 

cosmic order.”
31

 While Brown does not emphasize musico-rhetorical figures, he does 

                                                           
29
Maciej Jochymczyk and Leszek Wroński, “Musical Rhetoric in the Oeuvre of Father Armando  

Ivanschiz on the Example of Selected Works,” International Review of the Aesthetics and Sociology of 

Music 40 (2009): 3–29. 

 
30

 Rodney Farnsworth, “Hither, This Way: A Rhetorical-Musical Analysis of a Scene from  

Purcell’s King Arthur,” The Musical Quarterly 74 (1990): 83–97.  

 
31

 Howard Mayer Brown, “‘Ut musica poesis': Music and Poetry in France in the Late Sixteenth 

Century,” Early Music 13 (1994): 6. 
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mention how composers such as Pierre Clereau manipulated “the texture and rhythm of 

music to reflect the rhetoric of the text.”
32

 In “Music and Rhetoric in Early Seventeenth- 

Century Sources” Gregory Butler asserts that rhetoric and its principles held a prominent 

place in English music as well.
33

 

While texted vocal lines are the main concern when one attempts to analyze a 

composition from a musico-rhetorical perspective, analysis of the accompaniment from 

this perspective also can be illuminating. Such analysis is undertaken in two essays on 

Baroque music, Thér se de Goede’s “From Dissonance to Note-Cluster: The Application 

of Musical-Rhetorical Figures and Dissonances to Thoroughbass Accompaniment of 

Early 17
th

-Century Italian Vocal Solo Music,” and Daniel Harrison’s “Rhetoric and 

Fugue: An Analytical Application.” Goede’s article focuses on what the author believes 

is lacking in modern figured bass realizations of seventeenth-century Italian secular vocal 

music. She describes how modern players do not accent dissonance in a manner that is 

required for pieces written in the seconda pratica style. Her article contains references to 

treatises and also describes how her recommendations can increase the effectiveness of a 

vocalist’s performance.
34

 Daniel Harrison’s commentary provides an analysis of an 

instrumental fugue using rhetorical terms.
35

 

                                                           
32

 Ibid., 21. 

 
33

 Gregory Butler, “Music and Rhetoric in Early Seventeenth-Century Sources,” The Musical 

Quarterly 66 (1980): 53. 

 
34

  Thér se de Goede, “From Dissonance to Note-Cluster: The Application of Musical-Rhetorical 

Figures and Dissonances to Thoroughbass Accompaniment of Early 17
th

-Century Italian Vocal Solo 

Music.” Early Music 33 (2005): 233-50. 

 
35

 Daniel Harrison, “Rhetoric and Fugue: An Analytical Application,” Music Theory Spectrum 12 

(1990): 1–42. 
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 Claudio Monteverdi can be said to fill a role in music history similar to the role 

fulfilled by Beethoven. His nine books of madrigals are similar to Beethoven’s nine 

symphonies because both composers’ contributions to those genres have been used by 

scholars to highlight significant shifts in compositional characteristics between epochs.  

 There are few published analyses of Monteverdi’s madrigals from a musico-

rhetorical perspective. This is unfortunate because as a learned man, Monteverdi was 

surely familiar with rhetoric. Robert W. Wienphal described Monteverdi as “one of the 

leading musical intellects of his day.”
36

  In Baroque Music, Hill provides the reader with 

a short but insightful rhetorical analysis of Monteverdi’s Hor che’l ciel e la terra.
37

 

Another analysis of that same piece is Jeffrey Kurtzman’s “A Taxonomic and Affective 

Analysis of Monteverdi’s Hor che’l ciel e la terra.
38

 While this analysis is lacking in 

rhetorical terminology, it does contain some interesting harmonic analysis.   

 David Lloyd Angles’ dissertation on musico-rhetorical figures in Monteverdi’s 

eighth book of madrigals is a seminal study.
 39

 In this excellent resource, Angles provides 

an extremely detailed examination of the figures in many of the madrigals that is based 

upon Joachim Burmeister‘s treatise “Musica Poetica.” Angles’ detailed analysis of 

Monteverdi’s setting of Hor che’l ciel e la terra is particularly useful and enlightening. 

                                                           
36

 Robert W. Wienphal, “Modality, Monality, and Tonality in the Sixteenth and Seventeenth 

Centuries: II,” Music and Letters 53 (1953): 62. 

 
37

 Hill, Baroque, 47 

 
38

 Jeffrey Kurtzman, “A Taxonomic and Affective Analysis of Monteverdi’s ‘Hor Che’l Ciel e la  

terra’, ” Music Analysis 12 (1993): 169–95.  

 
39

 David Lloyd Angles, “The Rhetoric of the Madrigal: Musical and Rhetorical Figures in  

Monteverdi's Madrigali Guerrieri, et Amorosi, 1638” (Ph.D. diss., University of Ottawa, 2003). 
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  Gary Tomlinson has asserted that by the 1590s Monteverdi began avoiding texts 

that could not be manipulated to enhance their rhetorical effectiveness.40 During 

Monteverdi’s famous disagreement with Giovanni Maria Artusi (1540-1613) over the use 

of unprepared dissonances in madrigals, Giulio Cesare Monteverdi (1573–1630/31) 

coined the term seconda pratica to help justify Claudio Monteverdi’s use of unprepared 

dissonance in his madrigals. According to Giulio Monteverdi the text of a composition 

and all of its characteristics should be the master and not the servant of the music.
41

  

Monteverdi provided justification for his views by quoting from Plato’s Republic, which 

stated that words should not yield precedence to rhythm or melody.
42

 In the preface to his 

eighth book of madrigals, Monteverdi made reference to “high, middle, and low” styles 

in rhetoric and their connection with the “agitated, languid, and temperate” expressive 

capabilities of music.  Later on in the preface, Monteverdi mentions how he was inspired 

by Torquato Tasso, “who in his text expresses with perfect suitability and naturalness all 

the passions he wishes to describe.”43 

 Tasso wrote a treatise on rhetoric titled “Discorsi dell ‘arte poetica” in 1561-62.
44

  

In the treatise he elaborated on how rhetoric related to poetry.45  Tasso identified three 

                                                           
40

  Ibid., 40. 

 
41

 Margaret Murata, ed., Source Readings in Music History (New York: W.W. Norton & 

Company, 1998),  28. 

 
42

 Leo Schrade, Monteverdi: Creator of Modern Music (New York: W.W. Norton & Company, 

1950), 203. 

 
43

  Claudio Monteverdi, Madrigals Book VIII Madrigali guerrieri et amorosi, edited by Gian 

Francesco Malipiero (New York: Dover Publications, 1991), 9. 

 
44

 Maggie Gunsberg, The Epic Rhetoric of Tasso in Theory and Practice (Oxford: Oxford 

University Press, 1998), 1. 
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areas that the poet had to consider, inventio (the materials chosen for the poem), 

dispositio (the shaping or ordering of those materials), and elocutio (execution of the 

material).46  In other writings he stressed that poetry and persuasion were linked 

together.47  John Walter Hill has stated that “Monteverdi’s invocation of Tasso and the 

classical genera places the composer’s thought squarely within the tradition of classical 

rhetoric.”48 Knowledge of Monteverdi’s reverence of the text in his compositions makes 

it reasonable to assume that he would be aware of techniques that were thought to 

enhance the text’s power.   

 Most of the extant treatises that describe specific musico-rhetorical figures were 

written by German theorists. This forces one to ask whether or not their work was 

relevant to our understanding of Monteverdi, an Italian composer. In fact, however, many 

of the dissonance-related musico-rhetorical figures that were described in various 

treatises can be linked directly to Monteverdi. Several of the theorists, Christoph 

Bernhard (1628-1694) being one of the more prominent, explicitly used musical 

examples from compositions written by Monteverdi to illustrate musico-rhetorical 

figures. Bernhard thought that music had risen to the level of rhetoric as a persuasive 

force partly because of “the multitude of figures.”49   

                                                                                                                                                                             
 
45

  Ibid., 1. 

46
  Ibid., 7.  

47
  Ibid., 86. 

48
  Hill, Baroque Music, 47. 

49
 Bartel, “Rhetoric,” 16–17. 
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 Eight madrigals from Monteverdi’s ninth book of madrigals will be analyzed 

musico-rhetorically in this thesis to determine to what extent their musical structure is 

informed by musico-rhetorical considerations. Claudio Monteverdi’s Madrigali e 

canzonette was published posthumously in 1651.
50

  These madrigals are for two or three 

voices, and some of them were previously published in his earlier books of madrigals, 

though the majority was previously unpublished.
51

  Since Madrigali et canzonette was 

the last of Monteverdi’s published collections of madrigals, and the pieces in it were 

drawn from a large span of his career, it deserves more scholarly attention than it has 

currently received. Since even a casual inspection of the collection reveals the presence 

of musico-rhetorical figures in many of the madrigals, musico-rhetorical analysis of the 

first eight works in the collection will shed new light on both the nature of the collection 

and Monteverdi’s compositional techniques. 
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Figure Definition Most relevant theorist 

Anabasis An ascending musical passage which 

expresses ascending or exalted images 

or affections 

Athanasius Kircher (1601-1680) 

Anaphora Repetition of the opening phrase or 

motive in a number of successive 

passages 

Athanasius Kircher (1601-1680) 

Aposiopesis A rest in one or all voices of a 

composition 

Joachim Thuringus (Dates unknown) 

Assimilatio A musical representation of the text’s 

imagery 

Athanasius Kircher(1601-1680) 

Auxesis              Successive repetitions of a musical 

passage which rise by step 

Johann Gottfried Walther (1684-1748) 

Catabasis A descending musical passage which 

expresses descending, lowly, or 

negative images or affections 

Athansius Kircher  (1601-1680) 

Climax A gradual increase or rise in sound 

and pitch, creating a growth in 

intensity 

Johann Adolpf Scheibe (1708-1776) 

Epiphora A repetition of the conclusion of one 

passage at the end of subsequent 

passages 

Johann Adolf Scheibe (1708-1776) 

Epizeuxis An immediate and emphatic repetition 

of a word, note, motif, or phrase 

Johann Gottfried Walther (1684-1748) 

Fuga A musical passage which employs 

fuga to vividly express chasing or 

fleeing 

Johann Gottfried Walther (1684-1748) 

Homioptoton A general pause in all voices Joachim Thuringus (Dates Unknown) 

Hypotyposis A vivid musical representation of 

images found in the accompanying 

text 

Joachim Burmeister (1564-1629) 

Paronomasia A repetition of a musical passage with 

certain additions or alterations for the 

sake of greater emphasis 

Johann Adolf Scheibe (1708-1776) 

Pathopoeia A musicdal passage which seeks to 

arouse a passionate affection through 

chromaticism or by some other means 

Joachim Burmeister (1566-1629) 

FIGURE 1.1. TABLE OF MUSICO-RHETORICAL FIGURES AND THEIR 

DEFINITIONS52
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Rhetorical Section Definition 

Exordium introduction and beginning of a melody, wherein the goal and the 

entire purpose must be revealed 

Narratio occurs with the entrance or beginning of the vocal part or the most 

significant concerted part 

Propositio contains briefly the content or goal of the a dissolution of the 

exceptions” and can be articulated with new ideas musical oration 

Confirmatio a confirmation of the discourse, and is many times typified by 

repetitions of melodic content 

Confutatio “a dissolution of the exceptions” and can be articulated with new 

ideas 

Peroratio “the end of the musical oration” 

FIGURE 1.2. TABLE OF RHETORICAL SECTION TITLES AND THEIR 

DEFINITIONS53 
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CHAPTER 2: ZEFIRO TORNA 

Text Translation 
Zefiro torna e di soave accenti  

L’aer fa grato e’l pi  discioglie a l’onde 

E mormorando tra le verdi fronde  

Fa danzar al bel suon su’l prato i fiori, 

Inghirlandato il crin Fillide e Clori 

Note temprando amor care e gioconde  

E da monti e da valli ime e profonde  

Raddopian l’armonia gli antri canori. 

Sorge più vaga in ciel l’aurora e’l sole 

Sparge più luci d’or, più puro argento 

Fregia di Teti il bel ceruleo manto. 

Sol io per selve abbandonate e sole  

L’ardor di due begli occhi e’l mio tormento. 

Come vuol mia ventura hor piango, hor canto.  

The west wind returns and with soft accents 

makes the air gentle and releases swift-footed waves, 

and murmuring among the green branches 

makes the flowers dance at its lovely sound 

and curls round the hair of Phyllis and Clori, 

love giving rise to fond and joyful song, 

and from mountains and valleys, songs resound high and low, 

and the sonorous caves reecho the music. 

The dawn rises more lovely in the sky, and the sun 

scatters more golden rays, and a purer silver 

decorates Teti’s beautiful sky blue coat. 

Only I in the lonely, deserted forest— 

the fire of two bright eyes is my torment. 

As my fortune wills, I weep, then sing.  

FIGURE 2.1. TEXT AND TRANSLATION FOR ZEFIRO TORNA54 

Zefiro torna first appeared in the Scherzi Musicali (published in 1632) and was 

subsequently republished in Monteverdi’s ninth books of madrigals.
55

 While it was 

originally published in 1632, many believe that it may have been written as early as 

1607.
56

 The text of the madrigal was written by Ottaviano Rinuccini (1562-1621), but it 

was based on a Petrarchan sonnet. It had been set to music at least fourteen times before 

Monteverdi used it.
57

 The pastoral nature of the text may be one of the reasons for its 

popularity amongst Italian composers. Alfred Einstein stated that Zefiro torna “paints an 

enchanting picture of the return of spring.”
58

 The imagery contained in pastoral texts 

made those poems amenable to manipulation through madrigalisms. It is possible that 

Petrarchan texts were easily set to music because Petrarch envisioned the poems being set 
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to music when he initially wrote them. Scholars have pointed out that he loved music and 

had several friends that were musicians.
59

 

 Monteverdi’s setting of Zefiro torna is built upon a recurring rhythmic and 

harmonic pattern known as a chaconne. The chaconne is a dance that was first mentioned 

in Spanish literature in 1599.
60

 Its popularity as a form was beginning to wane by the 

time Bach was becoming a mature musician.
61

 The limited harmonic possibilities offered 

by the chaconne might have constricted a lesser composer, however, Monteverdi’s 

facility with musico-rhetorical manipulation allowed him to closely and effectively 

express different features of the text.  His facility with musico rhetorical figures has 

caused Alfred Einstein to characterize give this madrigal the description of “as baroque 

as possible.”
62

 

 Zefiro torna begins with an instrumental introduction that outlines the harmonic 

pattern of the dance. The roman numeral analysis of the harmonic progression is as 

follows: I-V-vi-I-IV-I. Written in a triple meter, the syncopated harmonic changes give 

the piece a lilting quality. The first tenor enters in m. 5 with “Zefiro, zefiro” (West wind 

west wind) on a b¹ and then descends conjunctly to g¹.
63

 The end of the first tenor’s initial 
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statement of text overlaps with the entrance of the second tenor into the dialogue. In m. 6, 

the second tenor begins to utter “Zefiro torna” (The west wind returns). The melodic line 

of the second tenor echoes the melodic line of the first tenor with the exception of a few 

alterations.
64

 The first tenor reenters on a d² in mm. 7-8 and repeats its initial motive. The 

second tenor follows this pattern during mm. 8-9 as it ascends to a d² and repeats its 

initial motive with one noteworthy alteration. The range of the second tenor during mm. 

8-9 expands to a perfect fifth. This pattern repeats during mm. 9-11 as both tenors rise to 

a g² and the second tenor’s motive expands to a minor sixth.  

 Analysis that does not use musico-rhetorical theory and terminology does not 

elucidate very much about the content of mm. 5-11. Hexachordally, neither voice part 

ventures too far into either the soft or hard side of the system. Overt word painting does 

not appear during these measures. Those two types of analysis do not offer a rationale for 

why Monteverdi made the text setting and melodic decisions that appear during mm. 5-

11. During these measures, the first tenor reiterates “zefiro” (west wind) syllabically six 

times and is interrupted by rests after every two statements. Each time the first tenor 

reenters after the rests, its initial motive begins on a higher pitch. Monteverdi is drawing 

the listener’s attention to “west wind” by employing paronomasia, which is one of the 

most overt musico-rhetorical figures. The effect is enhanced because the second tenor 

echoes the first tenor’s disjunct-motivic ascent. The second tenor stands out as unique, 

however, because each subsequent repetition has an increased intervallic range.  

                                                           
64

 The madrigal is fully transcribed and labeled at the end of this chapter. 
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Measures 11-14 contain a two-layer textual inversion. The first tenor utters “torna 

zefiro” and the second tenor states “torna torna.” In mm. 5-11, the first tenor repeats the 

same word “zefiro” and the second tenor sings “zefiro torna.” During mm. 11-14, the 

second tenor repeats a single word and the first tenor has a two-word phrase. The second 

inversion that Monteverdi employs is that the first tenor’s text throughout mm. 11-14 is 

an inversion of the second tenor’s text during mm. 5-11. Motivically, the second tenor’s 

descending motive is shortened to only span a minor third which echoes the first tenor’s 

melodic line during mm. 5-11.  

After shifting to a homophonic vocal texture throughout mm. 15-17, the first tenor 

gets to utter the rest of the first line of text “e di soavi accenti” (and with sweet accents) 

in mm. 17-18 alone. During that passage, the first tenor begins on a b¹ and leaps to an e² 

before descending conjunctly to an f-sharp¹. Monteverdi emphasizes the text in two ways. 

The new text is declaimed by the first tenor alone after multiple measures of both tenors 

repeating the same words frequently. Also, Monteverdi cleverly accents the word 

“accenti” by placing its first syllable, ironically, on the unaccented part of the measure 

and on the unaccented part of beat two in m. 18. 

 Measure 19 marks the first appearance of a melisma in this madrigal. The second 

tenor utters “l’aer” (the air) and Monteverdi uses the melisma as the musico-rhetorical 

figure assimilatio to “re-present” the air swirling around.
65

  The entire line of text is 

“L’aer fa grata e’l pié discioglie a l’onde” (makes the air gentle and releases swift-footed 
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waves) and Monteverdi’s use of assimilatio actually foreshadows text that does not 

appear until mm. 24-25. The use of assimilatio puts the word “air” in context without the 

use of the rest of the second line of text.  

Measure 21 contains another example of Monteverdi employing paronomasia to 

enhance the effect of the text. Both tenors utter “e di soave accenti” during mm. 21-22. 

The first tenor begins on a d² and leaps to a g² and descends conjunctly to an a¹. 

Simultaneously, the second tenor begins on a b¹ and accompanies the first tenor, which 

causes descending parallel thirds. Monteverdi’s addition of the second tenor’s motive to 

the motive that was first heard in mm. 17-18 effectively draws the listener’s attention to 

the text and augments the text’s effect. In addition, the first tenor’s ascent to a g² also 

accents the text. The reorganization of the text causes the listener to hear that the “air is 

gentle with soft accents.” 

Measures 1-23 of this madrigal contain many significant events that are easily 

identified using musico-rhetorical analysis. As a chaconne, the madrigal’s harmonic 

progression remains static and the piece stays in the hard side of the hexachordal system. 

The only melodic figurations that one might consider pictorial have been figures of 

assimilatio rather than hypotyposis. The denotative and connotative causal elements of 

the text-music relationship during mm. 5-23 are only rendered visible through the lens of 

musical-rhetorical theory. 

 Measures 24-35 are filled with melismatic assimilatio. The words that coincide 

with the melismas are “l’onde” (the waves) and “discioglie” (releases). The first tenor’s 

melismas occur throughout mm. 24-34. The second tenor’s melismas occur throughout 
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mm. 28-34. The simultaneous melismatic utterances during mm. 28-34 produce parallel 

thirds. 

New text begins in m. 35 and the first tenor begins the dialogue alone. “E 

mormorando tra le verdi fronde fa danzar al bel suon su’l prato i fiori” (and murmuring 

among the green branches makes the flowers dance at its lovely sound). The entrance of 

new text coincides with a change in the texture of vocal parts. Measures 35-39 contain a 

short canon as both tenors utter “e mormorando.” The next significant change occurs in 

m. 40. Beginning in that measure, the first tenor states “fa danzar” on a triadic melody 

(g¹-d²-g¹). The second tenor then sings “al bel suon” during mm. 41-42 on a slightly 

disjunct motive (g¹ a¹ f-sharp¹ g¹ g¹). In m. 42 at a perfect fifth higher, the first tenor 

echoes the melodic motion of the second tenor throughout mm. 42-43. This process 

repeats twice more during mm. 44-47 but Monteverdi alters it each time. He shifts the “fa 

danzar” triadic motive between each vocal part and he has both tenors sing the “al bel 

suon” motive simultaneously.  

Why did Monteverdi make the text setting and melodic choices he did in mm. 41-

47? The first time the “al bel suon” motive appears, it appears by itself in the second 

tenor. The subsequent two times the motive appears, both tenors utter the motive 

harmonically at the interval of a third. The addition of the first tenor to the utterance of 

the “al bel suon” motive is an example of paronomasia. In his Critischer musicus, 

Scheibe states that paronomasia happened frequently and that repetitions need only have 

minor alterations to be considered examples of paronomasia.
66

 Not only does the 
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addition of the first tenor increase the emphasis on the “al bel suon” motive, but the 

creation of sonorous thirds enhances the meaning represents the meaning of the text.  

When Kircher and Tomáš Baltazar Janovka (1669-1741) defined assimilatio 

(Janovka’s Clavis ad Thesaurum borrowed heavily from Kircher’s Musurgia 

Universalis), they made sure to mention in their definition that voices could “represent all 

kinds of other instruments.”
67

 The beautiful sound that the text mentions is represented by 

the tenors’ lilting parallel thirds and the rhythmic placement of the motive also evokes the 

word “dance” that appears immediately before each occurrence of the motive.
68

 

Throughout mm. 49-53, the first tenor begins singing “inghirlandato il crin Fillide e 

Clori” (and curls round the hair of Phyllis and Clori) and the second tenor begins uttering 

the same text on the same melodic motive. The motive that accompanies the text is an 

axial motive that is structured mainly around e² and c². The use of a “curling” axial 

motive reflective of the text is an example of hypotyposis. 

In m. 53 the second tenor begins stating a new section of text alone. The second 

tenor enters on a g¹ and descends to f-sharp¹ as it sings “no-te.” Measure 54 marks the 

first time that there has been a complete measure of rest in the vocal parts since the first 

tenor entered the piece in m.5. In m. 55 “note” is repeated by both tenors, but the second 

tenor begins the two-note descending motive on a b¹ and the first tenor begins on a g¹. 

The pattern continues after a rest in m. 56 and then the pitch level of the motive rises. 

                                                                                                                                                                             
the various musico-rhetorical figures that are mentioned. While many of these rhetorical figures were 

fashioned in antiquity, the Baroque theorists’ definitions of the figures help to explain the reasoning behind 

the use of the figures in music.  
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Measure 59 marks the climax of the motive as Monteverdi begins the first tenor on a g² 

and the second tenor on an e². This iteration of the motive is prolonged by the addition of 

two notes.  

Musico-rhetorical analysis is helpful in determing Monteverdi’s approach did in 

mm. 53-60. The insertion of entire measures of rest during statements of short melodic 

motives represents Monteverdi employing homoioptoton to draw attention to the text. 

The raising of the pitch level of each successive iteration of the motive represents 

Monteverdi once more employing paronomasia to augment the effectiveness of the 

repetition of the motive. Increasing the starting pitch level of the repetition of a motive is 

an incredibly intuitive way to draw attention to the text. It echoes the natural level of 

stress in a speaker’s voice who feels the need to repeat him or herself when he or she is 

engaging in meaningful conversation. 

Beginning in m. 67 the nature of the text becomes extremely suitable for text-

painting. The text is “e da monti e da valli ime e profond raddopian l’armonia gli antri 

canori” (and from mountains and valleys, songs resound high and low, and the sonorous 

caves re-echo the music). During mm. 67-69, the first tenor begins singing syllabically “e 

da monti” (and from mountains) on a d¹ and ascends disjunctly to a b¹. After a rest, the 

first tenor reenters again on a g¹ and ascends disjunctly to a g². The second tenor enters in 

m. 69 and mirrors the first tenor. While singing “e da valli” (and from valleys) it 

descends from a g² to g¹ and then from g¹ to d¹. The disjunct ascent and descent in the 

tenors in mm.67-72 are explained by the well-accepted notion that composers of the 

renaissance and early baroque often like to paint images of the text in their compositions. 
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Hypotyposis is the musico-rhetorical term that describes the result of Monteverdi’s text 

setting decisions in mm. 67-72. 

Throughout mm. 73-86 the text is “raddopian l’armonia gli antri canori” 

(sonorous caves reecho the music), and Monteverdi enhances the text through 

hypotyposis. For example, in mm. 73-74, the first tenor utters “re-echo the music” and the 

second tenor immediately echoes the motive. To increase the effect of the echo 

Monteverdi indicates the dynamics of forte (first tenor) and piano (second tenor). As 

reiteration of “raddopian” continues in mm.75-80, Monteverdi adds melismas to each 

voice part on the syllable “dop” and continues to alternate between “forte” and “piano” 

entrances. In addition to the melismas, Monteverdi elides the entrances of the tenors so 

that the melismas are heard at the same time. 

 The addition of the melismas and the shift to a polyphonic texture from a monodic 

texture represents another instance of Monteverdi using paronomasia to augment the 

effectiveness of musical-textual repetition. If one compares the number of instances of 

paronomasia to the occurences of hypotyposis in this madrigal, one would see that 

paronomasia is far more prevalent up to this point in the madrigal. As a technique, 

hypotyposis is often referred to when madrigals are discussed in the literature and it is 

taken to be an acceptable way of describing compositional intent.
69

 There is an 

extraordinary amount of textual repetition in Italian madrigals. Composers rarely set a 

text without repeating any words or phrases from the poem. Given this circumstance, it 

stands to reason that the repetition figures of amplification from the decoratio are just as 
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31 

worthy of consideration when madrigals from the Renaissance and early-Baroque are 

analyzed.  

 The next two lines of text of the poem are ripe for musico-rhetorical 

amplification. “Sorge più vaga in ciel l’aurora e’l sole Sparge più luci d’or, più puro 

argento” (The dawn rises more lovely in the sky, and the sun scatters more golden rays, 

and a purer silver). In m. 87, Monteverdi sets “sorge più vaga in” to a g¹- b¹- c²-a¹ motive. 

The first word uttered in m. 88 is “ciel” (sky) and sung on an e². The first tenor leaps to e² 

on “ciel” from the a¹ because e² is a relatively high pitch and it represents the sky in a 

tonal world. Measures 89-90 contain the second tenor repeating the first tenor’s motive in 

mm. 88-89 as both tenors sing “sorge più vaga in ciel.” During the second iteration of 

“sorge più vaga in Ciel” the first tenor ends up on a g². The immediate repetition was 

enhanced by the addition of the second tenor and the ascent of the first tenor to a higher 

ending pitch. This instance of paronomasia actually creates a climax that the listener can 

detect even if he or she has had no training in musico-rhetorical theory. 

 Monteverdi continues to employ musico-rhetorical techniques to enhance the 

effect of the text in mm. 91-95. The first tenor states “el so-le” syllabically (and the sun) 

four times consecutively on a descending conjunct three-note motive that begins on g¹. 

After “le” there are two rests and Monteverdi sequences the motive up. The second tenor 

joins the iteration of the motive at a third lower. This pattern continues throughout mm. 

93-94 and the climatic pitch of the sequence is g².  

One of the causal elements in the text-music relationshipin mm. 91-94 can be seen 

without a background in musico-rhetorical theory. Monteverdi sequences the motive to 
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such a high pitch to set the word “sun.” Measures 91-94 are not effective solely because 

of that ascending sequence. The ascending motive is made even more effective because 

of the insertion of rests between each utterance. Homoioptoton draws the listener’s 

attention to the text and, when used in combination with other figures from the decoratio, 

it creates a climactic moment. 

In m. 113 the entire nature of the piece immediately changes. Monteverdi 

highlights the last three lines of the poem through a dramatic change in harmony and text 

setting. “Sol io per selve abbandonate e sole l’ardo di due begli occhi e’l mio tormento. 

Come vuol mia ventur hor piango, hor canto.” (Only I in the lonely, deserted forest the 

fire of two bright eyes is my torment. As my fortune wills, I weep, then sing). The 

chaconne’s harmonic scheme ceases abruptly in m. 114 as the piece shifts to the hard side 

of the hexachordal system and the harmonic rhythm slows down. The second tenor utters 

“Sol io” (Only I) and Monteverdi highlights the anguish inherent in the text by setting the 

text to the pitches g¹— g-sharp¹—g-sharp¹. The half-step chromatic melodic motion 

presented in simultaneity with an unpleasant text is an exemplary use of pathopoeia. The 

text is also highlighted through assimilatio as only one tenor is presenting a text that 

describes a single person. “Selve abbandonate” is statically uttered syllabically on five g-

sharps¹. 

The first tenor enters in m. 116 and echoes the second tenor’s pathopoeia motive 

stepping from d² to d-sharp². The previous utterance of “only I” (mm. 114-115) was 

augmented not only by pathopoeia but also by assimilatio. The second utterance is not as 

shocking as the first but it is just as effective at expressing the text. A d-sharp is further 
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into the hard side of the hexachordal system, and amplifies the anguish inherent in the 

text. 

Starting in m. 122, the text “sol io per selve abbandonate e sole l’ar dor de due 

begl’occhi el mio tormento” begins to be restated homophonically and syllabically. 

Measures 129-135 contain the text “come vuol mia ventura hor piango.” Each tenor states 

the text mostly unaccompanied by the other tenor and each subsequent repetition is 

presented a perfect fourth higher. This manipulation of the text through paronomasia 

causes a melodic climax on an f
2
. 

 The chaconne’s harmonic scheme and triple meter returns in m. 135. Measures 

135-140 contain four iterations of “hor canto” (then sing) and each is set melismatically. 

The meter changes back to cut time in m. 141-145 and the text “come vuol mia ventura 

hor piango” is sung simultaneously in both tenors. Both tenors sing the same motives that 

were presented in mm. 129-134. In the last fourteen measures of the madrigal the only 

text uttered is “hor canto.” Each iteration contains a melisma on the syllable “can” and 

the last melisma in each of the tenor parts is nine measures long.  

 Setting the word “canto” (sing) to a melisma is an excellent example of using 

assimilatio to enhance the effect of the text. “Canto” is a word that is apt for musico-

rhetorical manipulation because its denotation and connation are easy to exhibit 

musically. Setting “canto” to a melisma, for example, gives the listener a simultaneous 

melodic example of what the text is describing. In other words, two communicative 

devices (text and music) are conveying the same idea to the listener concurrently. 
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Musico-rhetorical figures enhance the effective power of the text in the same way that an 

amplifier enhances the volume of an electrical instrument. 

 Zefiro torna is one of the most famous works that Monteverdi composed. 

 Within a single work, Monteverdi employs several musico-rhetorical techniques to 

elucidate and enhance the effect of the text. Even without a background in musico-

rhetorical theory, one can still notice some aspects of text-music relationship that are 

present in the madrigal. For example, the contour of the first tenor’s melodic material 

during its utterance of “mountain” in mm. 67-69 jumps out to the observer as being a 

semantically causal relationship. The axial motives that occur in mm. 49-53 are also 

overt. There are numerous instances of simultaneous text-melodic motive repetition 

throughout this madrigal. “Zefiro” was emphasized through paronomasia during mm. 5-

16. Measures 21-22 contain amplification of the text through multi-voiced paronomasia. 

The melismas that occur in mm. 19, 24-26, 27-35 do not simply paint the words “wind” 

and “releases” but “re-present” them to the listener. Homoioptoton is used in mm. 53-60 

and mm. 91-94 to draw attention to the text and to enhance other musico-rhetorical 

figures. Musico-rhetorical analysis has not only shed light on previously unmentioned 

facets of Zefiro torna, it has also helped to explain why the more overt word-painting is 

effective.                                                                                        
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CHAPTER 3: BEL PASTOR 

FIGURE 3.1. TEXT AND TRANSLATION FOR BEL PASTOR
71
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 Text and translation drawn from Denis Stevens, Claudio Monteverdi, Songs and Madrigals 

(Lanham, Md,  Scarecrow Press, 2000). 36-38. 

Bel pastor, dal cui bel guardo 

spira foco ond’io tutt’ardo, 

m’ami tu? 

     Sì, cor mio! 

   Com’ io desio?  

     Sì, cor mio! 

   Dimmi, quanto? 

     Tanto, tanto! 

   Come che? 

     Come te, pastorella tutta bella. 

Questi vezzi e questo dire 

non fan pago il mio desire: 

se tu m’ami, o mio bel foco, 

dimmi ancor, ma fuor di gioco, 

come che? 

     Come te, pastorella tutta bella. 

Viepiù lieta udito havrei: 

‘T’amo al par degli occhi miei! 

     Come rei del mio cordoglio 

     questi lumi amar non voglio 

     di mirar non sazi ancora 

     la beltà che sì m’accora. 

Come che? 

     Come te, pastorella tutta bella. 

Fa’ sentirmi altre parole 

se pur vuoi ch’io mi console: 

m’ami tu? 

      Sì, cor mio! 

Come la vita? 

      No! ch’afflitta e sbigottita 

      d’odio e sdegno, e non d’amore, 

      fatt’  albergo di dolore 

      per due luci, anzi due stele, 

      troppo crude e troppo belle. 

Come che? 

     Come te, pastorella tutta bella. 

Non mi dir più ‘Come te,’ dimmi ‘Io t’amo…’ 

     ‘Io t’amo!’ 

     … ‘come me’. 

     No! ch’io stesso odio me stesso! 

Deh! se m’ami, dimmi espresso. 

     Sì, cor mio! 

Com’io desio? 

     Sì, cor mio: 

Dimmi, quanto? 

     Tanto, tanto! 

Come che? 

     Come te, pastorella tutta bella. 

 

Handsome shepherd, from whose glad eye 

shoots a flame that sets me afire, 

do you love me? 

    –Yes, my love! 

As I desire? 

    –Yes, my love! 

Tell me, how much? 

    –So much, so much! 

In what way? 

    –As you do, fairest shepherdess. 

These compliments, this way of speaking, 

cannot satisfy my desire: 

if you love me, handsome lover, 

tell me again, without jesting, 

in what way? 

    –As you do, fairest shepherdess. 

I would rather have heard you say: 

‘I love you as much  as my own eyes!’ 

     As they are guilty of my sorrow, 

     I don’t want to love these eyes, 

     still unweary of gazing 

     at the beauty that breaks my heart. 

In what way? 

     –As you do, fairest shepherdess. 

Let me hear different words from these 

If you want me to be soothed: 

do you love me? 

      –Yes, my love! 

As you love life? 

       –No, for being the victim of hate 

       and the object of scorn, not of love: 

       it is the lodging place of sorrow 

       because of two eyes, or rather, stars, 

       that are too cruel and beautiful. 

In what way? 

       As you do, fairest shepherdess. 

Don’t say, ‘As you do’, say ‘I love you!’… 

       –I love you! 

       … ‘as myself’. 

       –No! for I myself hate myself! 

Come, if you love me, tell me clearly: 

        –Yes, my love! 

As I desire? 

        –Yes, my love! 

Tell me, how much? 

        – So much, so much! 

In what way? 

         –As you do, fairest shepherdess. 
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Bel pastor is the first madrigal in the ninth book.  The text was authored by 

Ottavio Rinuccini (1562-1628). Rinuccini was the author of many of the poems 

Monteverdi chose to set to music and those poems were firmly in a Petrarchan style.
72

  

Bel pastor is a dialogue between two lovers (a canto (or soprano) and a tenor). Conflict 

stems from the trepidation that one lover feels when asked to express feelings of love 

unambiguously.  

 The piece begins with the soprano singing “Bel pastor dal cui bel guardo spira 

foco ond’io tutt’ardo M’ami tu” (Handsome shepherd, from whose glad eye shoots a 

flame that sets me afire, do you love me)?  Monteverdi sets this text completely 

conjunctly and syllabically in mm. 1-5. The tenor enters in m. 6 and utters “Sì, cor mio” 

(Yes, my love). This response to the soprano’s question is set disjunctly with a 

descending perfect fourth from c² to g¹.  In mm. 7-9 the first tenor utters “com’io desio?” 

(As much as I desire)? The second tenor repeats “si cor mio” in mm. 9-10 and it is set to 

the same type of motive that was present in mm. 6-7. The range of the motive expands 

from a falling perfect fourth to a falling minor sixth in mm. 6-10. This increase in the 

initial interval of a motive during a repetition of text is a textbook example of the musico-

rhetorical technique of paronomasia. On the word “mio,” during the first iteration of the 

“sì cor mio” motive, Monteverdi syllabically set “mi-o” on the pitches a¹-a¹.  

Accompanying the restatement of “mio” are the pitches “a¹-b¹.” These two changes to the 
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60 

motive increase its expressivity and sparks the interest of the listener during the repetition 

of the text.
73

   

Musico-rhetorical theorists did not define the term paronomasia until relatively 

late in the study of musico-rhetorical theory.  The first major theorist to describe its 

usefulness in music was Johann Mattheson, and he mentioned the figure in his treatise 

Der volkommene Capellmeister (1739).
74

  Mattheson did not go into detail when he 

described the figure. He simply said that paronamasia was one of the figures that “have 

such natural places in melody that it almost seems as if the Greek orators had borrowed 

such figures from music.”
75

 Although the term was not defined until well after 

Monteverdi’s death, it is clear that he was extremely fond of this repetition technique. 

  In mm. 11-16 the music switches to a triple meter from a duple meter. The canto 

utters “Dimmi quanto, quanto, quanto” (Tell me, how much, how much, how much) and 

the tenor replies with “tanto tanto O tanto tanto” (so much so much). In these four 

measures the texture becomes imitative.  The imitative texture is a perfect 

accompaniment to the interrogative nature of the text.  

The tenor has the most important and interesting vocal line in mm 20-34.  The 

canto utters “Come che” (In what way?) several times in a call and response with the 

tenor’s “come te pastorella” (As you do) and “come te Pastorella tutta bella” (As you do, 

fairest shepherdess). The lack of diversity in the canto’s text is paralleled in the music.  

Throughout mm. 19-20, b¹–b¹–g¹ accompanies “co-me che” syllabically. Monteverdi 

                                                           
73

 The madrigal is fully transcribed and labeled at the end of the chapter. 

 
74

 Bartel, Musica, 350. 

 
75

 Mattheson, Der volkommene Capellmeister, 483. 



61 

rhythmically elides the canto’s questions and the tenor’s answers adroitly in mm. 22-23. 

This causes the music to sound urgent and reflects the character of a tense conversation 

between lovers.   

  Each time the canto asks “In what way?” the intervallic pattern is exactly the 

same. Measure 20-22 contains the tenor’s first response to the canto asking “In what 

way?” and Monteverdi sets g¹– g¹– a¹–a¹– g¹– f#¹– f#¹ syllabically. Each successive 

answer from the tenor contains a larger span between the highest note and the lowest note 

of the motive.  The third answer spans a sixth.  The descending conjunct motive (mm.30-

34) represents the musico-rhetorical technique of catabasis.  This use of catabasis is 

purely connotative and remarkably subtle. The tenor has not been able to emphatically 

answer the canto’s queries about the true nature of his feelings for the shepherdess. As 

each successive answer is increasingly unsatisfactory Monteverdi increases the size of the 

descending scalar pattern. 

 In m.35 the canto begins to tell the tenor “Questi vezzi e questo dire non fan pago 

il mio desire: se tu m’ami, o mio bel foco, dimmi ancor, ma fuor di gioco, comme che? 

(These compliments, this way of speaking, cannot satisfy my desire: if you love me, 

handsome lover, tell me again, without jesting, in what way?) Descending thirds 

accompany the first phrase of text (mm. 35-41). During the second phrase of text, mm. 

41-46, the melodic material is much different. As the canto is imploring the tenor to 

proclaim his love unabashedly, the music becomes conjunct and starts ascending. During 

mm. 45-46, for example, the canto’s vocal line ascends from an a¹ to a g². This rising in 
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pitch of the canto echoes the increasing tension that is present in the text and is an 

illustration of the musico-rhetorical figure anabasis.  

Anabasis normally takes the form of an ascending scalar figure and it serves to 

musically emphasize notions of strength or courage present in the text.  Anabasis was 

often described by theorists as a denotative figure. In other words, if the line of a poem 

was “I rise to the heavens” an ascending scale might accompany the text. Some authors, 

however, gave definitions that mentioned the importance of context.  Athanasius Kircher 

(the first theorist to deal with the term) gave the definition of anabasis as, “a musical 

passage through which we express exalted, rising, or elevated and eminent thoughts, 

exemplified in Morales Ascendens Christus in altium.”
76

 Measures 47-62 are extremely 

similar to mm. 19-34.  The canto once again asks “in what way?” and the tenor responds 

with “As you do, fairest shepherdess.”   

Beginning in m. 63 the canto utters “Viepiù lieta udito havrei: T’amo al par degli 

occhi miei!” (I would rather have heard you say: ‘I love you as much as my own eyes!”).  

The music that accompanies this text is another pattern of descending thirds. The 

repetition of descending thirds echoes the repetitious nature of the text. In m. 71, the 

tenor begins his reply with “come rei del mio cordo glio questi lumi amor no vogli di mi 

rar non sazi ancora la beltà che sì ma’ccora” (as they are guilty of my sorrow, I don’t 

want to love these eyes, still unweary of gazing at the beauty that breaks my heart). In 

mm. 78-92, the canto and tenor repeat the textual exchange of mm. 19-34 and 47-62.   
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 Beginning in m. 94 the canto utters “Fa’ sentirmi alter parole se pur vuoi ch’io mi 

console: m’ami tu?”(Let me hear different words from these if you want me to be 

soothed: do you love me?)  Monteverdi sets the second half of the text beginning in m. 96 

to the same melodic material that he uses in mm. 36-41.  Each time the canto requests 

that the tenor to express his love more honestly; Monteverdi inserts the same passage of 

descending thirds. This type of repetition is the musico-rhetorical figure of epistrophe. 

Scheibe defined epistrophe as a figure that “occurs when the ending of one passage is 

repeated at the end of other passages.”  He differentiated it from repetitio by defining 

repetitio as a repetition of an entire passage subsequently in a composition.
77

 Monteverdi 

uses epistrophe as way of providing continuity within the piece. Each time Monteverdi 

employs the descending third sequence it normally coincides with phrases such as “this 

way of speaking,” “I would rather have heard you say,” or “Let me hear different words 

from you.” 

In mm. 104-105, the tenor responds to the canto’s question of “do you love me?” 

with “yes, my love.” The canto immediately utters “come la vita?” (as you love life?).  

Measures 107-115, contain the tenor’s lengthy response. “No! ch’afflitta e sbigottita 

d’odio e sdegno, e non d’amore, fatt’ albergo di dolore  per due luci, anzi due stele, 

troppo crude troppo belle”(No, for being the victim of hate and the object of scorn, not of 

love: it is the lodging place of sorrow because of two eyes, or rather, stars, that are too 

cruel and beautiful). Monteverdi enhances the angst present in the text by leaping down a 

minor sixth on the phrase “no for being” and shifting the piece to the hard side of the 
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hexachordal system. It is no coincidence that the first utterance of true sorrow in the text 

coincides with this hexachordal shift. As the piece moves into the harder side of the 

hexachordal system, Monteverdi uses auxesis to further augment the affective power of 

the text.  During mm. 108-111, each successive measure contains a similar melodic 

pattern that begins on a pitch that is one whole step higher than the previous measure. 

Unlike the old-fashioned hypotyposis, Auxesis is an expressive musico-rhetorical figure 

that naturally captures what a human voice is likely to do when the level of stress 

increases. 

In m. 132 the canto begins to utter the following: “Non mi dir più come te; dimmi 

io t’a mo” (don’t say as you do; say I love you!).  The first instance of melodic repetition 

between the vocal parts occurs in mm. 136-140 as the tenor responds to the canto’s 

request with “I love you.”  The canto utters “co-me me” (as myself) syllabically and the 

second tenor responds with “ho ch’io stes’oddio stesso” (no, for I hate myself). 

Monteverdi sets the second tenor’s reply during mm. 141-143 to descending melodic 

material.  

The first tenor beseeches the second tenor during mm. 143-145 to “deh se m’ami 

dimmi e spesso” (Come, if you love me, tell me clearly). The second tenor enters in m. 

146 and replies with “Sì cor mio.” Monteverdi continues to depict the contrasting 

emotional states of the speakers with the contour of their melodic lines. The descending 

tenor vocal line echoes his timidity. This is in contrast to the arch-like motive found in 

the canto’s vocal line (mm. 147-148). 
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The final twenty-eight measures of this madrigal are in triple meter. The conflict 

between the lovers is not resolved during the poem. The tenor never fully expresses his 

feelings in a manner that satisfies the canto. The last sixteen measures of the madrigal, 

mm. 158-174, repeats the music and text heard in; mm. 19-34, 47-62, 78-93. 

Musico-rhetorical figures, as well as textural change, enable Monteverdi to 

enhance the inherent dialogic nature of Rinuccini’s poem. Bel pastor contains numerous 

examples of Monteverdi resorting to the musico-rhetorical figures anabasis, catabasis, 

and paronomasia to accent the different emotional states of the vocalists. In mm. 6-10 the 

tenor’s motive on “si cor mio” expands from a falling perfect fourth to a falling minor 

sixth as Monteverdi accents the text through paronomasia. The falling intervals help 

accent the trepidation that the tenor feels as he attempts to nebulously answer the canto’s 

question. Throughout mm. 11-16, Monteverdi’s use of imitative texture and a change to a 

triple meter enhance the interrogative qualities inherent in the text. The melodic contour 

of the tenor’s vocal line is consistent throughout mm. 6-20. In those fourteen measures, 

the tenor drops down a perfect fourth. Monteverdi echoes the increasing level of 

ignobleness in the tenor’s text during mm. 20-34 by employing catabasis. Anabasis is the 

figure Monteverdi uses during mm. 45-46 to enhance the canto’s desire to hear the tenor 

exclaim his love for her “without jesting” or unambiguously. Bel pastor also exhibits 

Monteverdi’s exploitation of the hard side of the hexachordal system to augment the 

affective power of words such as “hate,” “scorn,” and “scorn” in mm. 107-115.  
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CHAPTER 4: SE VITTORIE SÌ BELLE 

FIGURE 4.1. TEXT AND TRANSLATION FOR SE VITTORIE SÌ BELLE
79

 

 

Se vittorie sì belle, which is the third madrigal in Monteverdi’s Madrigali et 

Canzonette, is in triple meter and is scored for two tenors. Its text is composed by the 

poet Fulvio Testi (1593-1646), who was Monteverdi’s contemporary.80 The piece can 

easily be segmented into the six sections of a classical rhetorical argument that Johann 

Mattheson outlined in his voluminous treatise Der volkommenne Capellmeister.
81

  

Mattheson, a German singer, composer and music theorist, completed the treatise in 

1739. 

Mattheson equated a musical composition with the composition of a speech, and 

thus divided musical works into six sections derived from classical rhetorical theory: 

exordium (“introduction and beginning of a melody, wherein the goal and the entire 

purpose must be revealed”); narratio (“occurs with the entrance or beginning of the vocal 

part or the most significant concerted part”); propositio (“contains briefly the content or 
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Overall Rhetorical Function Text Translation 

Exordium 

 

Narratio 

Propositio 

Confirmatio-Confutatio 

Peroratio 

 

Se vittorie sì belle han le guerre 

d’amore 

fatti guerrier, mio core, 

e non temer degli amorosi strali 

la ferrite mortali. 

Pugna, sappi ch’  gloria 

Il morir per desio della vittoria 

If love’s wars have such beautiful 

victories, 

become a warrior, my heart, 

and do not fear the mortal wounds 

made by the arrows of love. 

Fight in the knowledge that it is 

glorious to die of desire for victory. 
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goal of the musical oration”); confirmatio (“a confirmation of the discourse, and is many 

times typified by repetitions of melodic content”); confutatio (“a dissolution of the 

exceptions” and can be articulated with new ideas); and peroratio (“the end or conclusion 

of our musical oration, and can be in the bass or the melody”).82 It cannot be proved that 

Monteverdi used Mattheson’s outline because Monteverdi lived a century earlier; 

however, it is possible that he could have been aware of a possible rhetorical model. The 

basic rhetorical model had been around for centuries. The order of entry of voices, 

organization of the text, and use of musico-rhetorical figures, however, make it clear that 

Monteverdi’s madrigal fits into Mattheson’s six-part demarcation.    

  The exordium comprises the first twelve measures of this piece. In this section, 

Monteverdi only employs one tenor to present the first line of the poem. “Se vittorie sì 

belle han le guerre d’amore” (If love’s wars have such beautiful victories). Monteverdi 

uses the musico-rhetorical figure anaphora in mm. 3-4. Anaphora, as described by 

Johann Nucius (1556-1620), is when “a theme is continually repeated in the same voice 

on different pitches.”
83

 Athanasius Kircher (1601-1680), a contemporary of Monteverdi 

and professor at the Jesuit Collegio Romano, described it as “when a passage is 

frequently repeated for emphasis’ sake. It is often used in vehement affections such as 

ferocity or scorn as exemplified in a composition based on the text: To arms! To arms!”84 

During mm. 3-4 the word “vittorie” (victory) is set to a triadic melodic pattern of d²-b¹-g¹, 

where d² coincides with the syllable “vit” at the same metrical position during the 
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repetition. Anaphora is created through the immediate repetition of the text and melodic 

pattern. The effect of the repetition is augmented because of the simultaneous sounding 

of the first syllable of victory with the highest note of the motive.
85

 

 Often in Monteverdi’s madrigals, text is rearranged and individual words or 

phrases are repeated in order to emphasize textual imagery and make possible the 

employment of specific musico-rhetorical figures. During the exordium of Se vittorie, 

Monteverdi repeats the first half of the first line of text, “Se vittorie sì belle” before 

stating the second half of the line, “han le guerre d’a amore.” This type of repetition 

anticipates the musico-rhetorical figure he employs in mm. 10-11. During those two 

measures Monteverdi employs a rising three-note motive from c² to e² on the phrase “han 

le guerre.” The e² on “guerre” is the highest note in the exordium and emphasizes the 

importance of “guere” in relation to the central theme of the work. 

In his publication Der critische musikus (1745), music theorist Johann Adolf 

Scheibe defined musico-rhetorical figures that were explicitly based on Johann Christoph 

Gottsched’s Versuch einer critischen Dichtkunst (1730).
86

 Gottsched (1700-1760) was 

professor of rhetoric and poetry at Leipzig University and authored influential books on 

rhetoric.87 Gottsched did not address music specifically, and Scheibe sought to apply 

Gottsched’s textual and poetic ideas to music. One of those techniques Scheibe sought to 

adapt was paronomasia. He described it as “when an already expressed sentence, word, 
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or saying is repeated with a new, singular, and emphatic addition. The repetition must 

strengthen the emphasis of the expression. Similar repetitions are frequently applied to 

the text in vocal music with very satisfactory results.”88   

Mattheson defines the narratio as the musico-rhetorical section that introduces the 

“most significant concerted part.”
89

 In mm. 13-21 of Se vittorie, the text is “fatti guerrier, 

mio core” (become a warrior, my heart). Monteverdi’s employment of paronomasia 

signals the importance of the text in mm. 13-21 to the overall rhetorical organization of 

the composition. He chooses to use paronomasia to highlight “fatti guerrier, mio core” 

because the rest of the poem is built upon the supposition that the speaker has already 

chosen to become a warrior and should not become discouraged. Monteverdi employs a 

falling motive that begins on a¹ and descends conjunctly to d¹.  He then repeats the 

motive three more times but changes the starting pitch to d².  Varied repetition does not 

take away from the aural effect that the technique is expected to elicit.  

The narratio continues throughout mm. 22-47 and contains a reiteration of the 

opening two sections of the madrigal. In mm. 22-35, Monteverdi brings in the second 

tenor to reiterate the first tenor’s text and music. While this reiteration is occurring, the 

first tenor mostly imitates the second tenor at the interval of a third or a sixth. The last 

twelve measures of the narratio emphasize the “fatti guerrier, mio core” falling motive. 

 The propositio of the composition encompasses mm. 48-60. The previous two 

sections were composed almost exclusively of whole notes, breves, and dotted breves in 
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the vocal parts. Mattheson’s outline describes the propositio as introducing “briefly the 

goal of the musical oration.”
90

 A quickening of the rhythmic pace occurs as Monteverdi 

introduces quarter, eighth, and sixteenth notes. This upturn in rhythmic activity leads to a 

faster delivery of the text. Monteverdi sets the next two lines of the text “e non temer 

degli amorosi strali, le ferrite mortali, pugna” (and do not fear the mortal wounds, made 

by the arrows of love, fight) in this section.   

Monteverdi begins the propositio with paronomasia.  Monteverdi sets the text “e 

non temer” to four consecutive e¹ naturals in the first tenor; and after a quarter rest he 

repeats the same text in both parts during mm. 48-50 as the second tenor enters on a pitch 

a third lower. This musico-rhetorical figure is rendered effective for two reasons. The 

measures that contain the repetition also are the first time that Monteverdi uses a rest 

within a musical section instead of only at the beginning of a musical section. Secondly, 

the second tenor enters at a third lower and augments the harmonic foundation of the text 

by supplying the third of the chord. 

Joachim Burmeister, a pioneer in rhetorical theory, provided the first in-depth 

theoretical analysis of a musical composition and did so using rhetorical terms.91 He 

defined climax as a figure that “repeats similar notes but on pitches a step apart.”92 Johann 

Gottfried Walther (1684-1748), an eighteenth-century music theorist with strong ties to 
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seventeenth-century rhetorical theory, defined epizeuxis as “a rhetorical figure through 

which one or more words are immediately and emphatically repeated.”93  

In mm. 58-60, Monteverdi sets the word “pugna” (fight) to a motive of four 

sixteenth notes followed by a quarter note that sequentially rises by a whole or half step 

during each repetition. Monteverdi’s employment of the epizeuxis-climax figure enhances 

the effect of the repeated iterations of “pugna” by echoing the natural stress that one 

would have in one’s voice while emphatically repeating the word “fight.”  

The confirmatio comprises mm. 61-74. During this section, the text “pugna sappi 

ch’  gloria” (fight in the knowledge that is glorious) is set to static melodic lines. 

Mattheson states that the confirmatio is often “typified by repetitions of melodic 

content.” During mm.64-67, Monteverdi reintroduces the text “non temer degli amorosi 

strali” and sets it to a similar motive that was present in the propositio (mm. 52-57).  The 

epizeuxis-climax motive occurs again in mm. 70-73 and is sung by both tenors.  

The confutatio begins in m. 74 as the second tenor utters “sappi ch’  gloria il 

morir per desio della vittoria.” The first tenor reenters the dialogue in m. 76 uttering “non 

temer degli amorosi strali.” The confutatio increases in interest as Monteverdi 

emphasizes the word “pugna” through the epizeuxis-climax figure in mm. 81-83. 

Monteverdi increases the scalar range of the motive from a fourth to a sixth in the first 

tenor.
94

 Underneath the first tenor, the second tenor also utters “pugna” on an epizeuxis-

climax figure. The two figures are heard in alternation in mm. 81-83. In Der 
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volkommenne Capellmeister Mattheson states that the confutatio “can be articulated with 

new ideas.” The escalation of motivic range (from a fourth to a sixth) increases the 

impact of motive. The alternation between the tenors represents the “new idea” that 

Mattheson was referring to in his treatise.
95

 

 The final section, or peroratio, returns to the homophonic writing of the exordium 

and narratio. Monteverdi begins the final rhetorical section of the madrigal with a 

musico-rhetorical figure of silence. This technique was described by Joachim Thuringus, 

a music theorist who knew the work of Joachim Burmeister and wrote an influential 

treatise entitled Opusculum bipartitum de primordiis musicis in 1624.96 In that treatise he 

defined the musico-rhetorical figure of homioptoton as “when a general pause is 

simultaneously inserted in all the voices of the composition through semibreves, minima, 

or semiminima rests.” He went on to say that previous composers employed this 

technique in motets to “arouse attention.”97   

 Monteverdi employs this technique in mm. 93-101 to bring attention to the text “è 

gloria il morir per desio della vittoria” (it is glorious to die of desire for victory). In m. 93 

Monteverdi inserts a quarter rest in the accompaniment as well as the vocal parts. This is 

the first occurrence of a rest in the accompaniment. He then sets the phrase “è gloria” to 

three consecutive a-naturals in the first tenor and f-sharps in the second tenor. At the 

beginning of the next measure Monteverdi inserts a half rest in all parts and proceeds to 
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set the rest of the text homophonically. These occurrences of complete silence near the 

end of the work show Monteverdi’s deliberate invocation of a rhetorical principle to 

focus the attention of the listener on the significance of the last line of text in the poem. 

 Se vittorie sì belle demonstrates Monteverdi’s facility with localized musico-

rhetorical figures that help outline his higher level musico-rhetorical organization. In the 

narratio Monteverdi highlights the text “fatti guerrier, mio core” (become a warrior, my 

heart) through the use of paronomasia because that line of text is the linchpin of the 

poem.
98

 The rest of the poem gives instructions with the understanding that the lover has 

already become a warrior. Musico-rhetorical figures operate at a lower level to enhance 

the effect of the text throughout other sections of the madrigal. The epizeuxis-climax 

figure makes its first appearance during mm. 58-60 at the very end of the propositio.  

Monteverdi repeats the epizeuxis-climax figure more than any other single melodic idea 

in this madrigal (mm.70-73 and 80-82).  Texturally, he uses homophony and the musico-

rhetorical figure homioptoton at the end of the madrigal (mm. 93-101) to forcefully 

reiterate a summation provided by the last lines of text. The musico-rhetorical figures that 

are present in Se vittorie accomplish two objectives. The first objective is to enhance the 

interest of the listener in the text through clever repetition and textural effects. The 

second and arguably more essential goal is to segment the composition into rhetorically 

influenced sections.  
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CHAPTER 5: ARMATO IL COR  

Rhetorical Function Text Translation 

Exordium 
Narratio 

 

Propositio 
 

Confirmatio-Confutatio-Peroratio 

Armato il cor d’adamantina fede, 
nell’amoroso regno 

a militar ne vegno. 

Contrasterò col ciel e con la sorte, 
pugnerò con la morte, 

ch’intrepido guerriero, 

se vittoria non ho vita non chero. 

My heart armed with adamantine faith, 
in the kingdom of love 

I come to give battle. 

I shall contend against heaven and destiny, 
I shall do battle with death, 

for–a fearless warrior– 

if I do not have a victory I do not want life. 

FIGURE 5.1. TEXT AND TRANSLATION FOR ARMATO IL COR
100

 

The beginning of Armato il cor d’adamantina fede (which is a setting of an 

Ottavio Rinuccini text for two tenors) is strikingly similar to the beginning of Se vittorie. 

They both begin with the interval of a rising fourth and the first seven measures of 

Armato il cor contain the exact same notes (d¹ g¹ b¹) as the first six measures of Se 

vittorie. Monteverdi achieves the prolongation of Se vittorie’s melodic material in Armato 

through the insertion of rests (both in the vocal line and the accompaniment) and melodic 

repetition. The first musico-rhetorical figure occurs during the first six measures of the 

exordium. Monteverdi employs paronomasia as he repeats “Armato il cor” (Arm my 

heart). This emphasis of “Armato il cor” is heightened because of the ascending melodic 

material.  

In mm. 5-6, the melody is static and there are eight consecutive b¹s. During this 

static melodic line, the text is “Armato il cor d’adamantina” (My heart armed with 

adamantine faith). Monteverdi’s employment of a steady and static melodic line 

symbolizes the steadiness of the strength of the heart’s faith.  In his treatise Musurgia 

universalis, Athanasius Kircher described the figure assimilatio in the following way: 
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 A musical passage through which the attributes of a certain thing are actually 

expressed, for example when individual voices in a passage depict different 

elements as in the text Tympanizant, cytharizant, pulsant nobis fulgent stolis 

coram summa Trinitate. In such a composition the bass represents the weighty 

tympanum while all the other voices represent all kinds of other instruments.
101

 

 

Johannes Susenbrotus (1484/1485-1542/1543), who was an influential scholar, 

described the rhetorical figure of assimilatio in the following way: “similitude or 

homoeosis occurs when something is transferred from its context to a different but similar 

one. Or it occurs when one thing is associated with another because of their likeness.”
102

 

The poem states that speaker’s heart is surrounded by a faith that is made of 

“adamantine.” Just as adamantine means unyielding and hard, the static accompaniment 

during mm. 5-6 conveys the strength of the protection around the speaker’s heart. 

The narratio begins in m. 8 and Monteverdi emphasizes the word “militar” in 

mm. 8-11. During those measures an inversion of the opening melodic material occurs. 

“A militar” (warlike) is repeated four times with descending thirds and fourths 

accompanying each repetition. During the third repetition of “a militar” Monteverdi 

employs a melisma on the syllable “tar.” This insertion of a melisma is another example 

of Monteverdi employing paronomasia. The melisma represents the “new strengthening” 

addition that Forkel was referring to when he defined the term in his Allgemeine 

Geschichte der Musik.
103

 One of the similarities between Se vittorie and Armato il cor is 
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the placement of the narratio within the madrigal. The emphasis Monteverdi places on 

“militar” in Armato il cor closely parallels the emphasis he places on “guerrier” in Se 

vittorie. In each poem, those words (“militar” and “guerrier”) represent the most 

important concept in poem. Each poem is about the importance of being willing to fight 

for a noble cause. 

Measure 12 marks the end of the first tenor’s completion of the first three lines of 

the poem.  That same measure also marks the entrance of the second tenor as it begins to 

reiterate the opening lines of the poem. In mm. 14-20, the two tenors move 

homorhythmically. In m. 21 the second melisma of the madrigal happens on the syllable 

“tar.” The end of the narratio concludes with a third moving to a unison in m. 25. 

The propositio begins in m. 26. The beginning of this section is different from the 

beginning of the exordium and narratio because of the level of rhythmic activity. The 

exordium and the narratio begin with a series of long notes (whole notes and breves) that 

gradually yield to shorter notes (quarter notes and eighth or sixteenth notes). The 

propositio is more consistent in its rhythmic subdivision.  Also, the opening of the 

propositio separates itself from the other two sections because the tenors are singing 

different lines of text and this makes the section sound contrapuntal. The second tenor’s 

text is “contra sterò col ciel e con la sorte” (I shall contend against heaven and destiny) 

and is juxtaposed against “pugnerò con la morte” (I will do battle against death).  

In mm. 28-31 Monteverdi employs the epizeuxis-climax musico-rhetorical 

figure.
104

 The first tenor’s text during this figure is “pugnerò pugnerò pugnerò pugnerò 
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con la morte.” Accompanying the first utterance of “pugnerò” (battle) is a three-note 

descending conjunct motive beginning on a g¹. Each successive utterance of “pugnerò” 

ascends. The accompaniment echoes the melodic motion of the first tenor. Monteverdi 

slightly alters the melodic pattern into a conjunct descending four-note motive on the text 

“con la morte.” This is an example of Monteverdi employing catabasis to augment the 

poignancy of the text on the listener. This occurrence of catabasis aurally emphasizes the 

speaker’s resignation to the fact that a battle with death cannot be won.  

Monteverdi employs the epizeuxis-climax figure again in mm. 33-37. He alters it 

this time by shortening the number of repetitions of “pugnerò” from four to three. 

Another alteration is the simultaneous iteration of text in both tenors. Beginning in m. 36, 

Monteverdi employs the epizeuxis-climax in the second tenor while the first tenor utters 

the text pertaining to the “battle against heaven and destiny.” The propositio concludes 

with the epizeuxis-climax figure being employed in both voice parts and a simultaneous 

rest in all parts. The epizeuxis-climax figure makes its first appearance at the same 

rhetorical section in both Armato il cor and in Se vittorie (the propositio). The words that 

Monteverdi chooses to emphasize in each madrigal are also similar (“pugnerò” in Armato 

il cor and “pugna” in Se vittorie). In each madrigal’s propositio the epizeuxis-climax 

figure creates a localized melodic climax. In other words, each figure is crucial to the 

“goal of the oration.”
105

   

The half-rest on beat three in m. 44 is the musico-rhetorical figure aposiopesis. 

Monteverdi uses it to draw attention simultaneously to a shift to the natural side of the 
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hexachordal system and the beginning of the confirmatio. The first tenor begins its 

utterance of text on the second half of m. forty-five. “Ch’intrepido guerriero se vittoria 

non ho vita” (For a fearless warrior if I do not have victory I do not want life) comprise 

the final two lines of the poem of this setting.  Measures 45-49 contain static melodic and 

harmonic writing. Throughout those measures, the accompaniment contains one chord in 

each measure. The first tenor is set completely syllabically and most of its notes during 

those five measures are g¹s.
106

 The melodic repetition that Mattheson associates with the 

confirmatio can be seen in mm. 48-60. Monteverdi consistently sets the text “se vittoria 

non ho vita non chero” to an arch-like motive that always begins and ends on the same 

note. It is almost as if the ascension in the vocal line echoes the speaker’s courage; but 

the mention of the possibility of the loss of life causes him or her to come “back to 

earth.” 

The confutatio comprises mm. 60-65 and the tenors are in canon. The second 

tenor utters “se vittoria non ho” on the following motive: a¹-a¹-a¹-b¹-c²-d².  The first tenor 

enters the dialogue in m.61 on beat two. During m. 63 the canon begins to dissolve and 

the confutatio comes to a close in m. 65. The canonic texture during mm. 60-63 is the 

type of “new idea” that Mattheson refers to in Der volkommene Capellmeister when he 

defines the confutatio.
107

  

The peroratio begins in m. 66 with the two tenors in homorhythm and a move to 

the hard side of the hexachordal system. The accompaniment in mm. 66-71 is 
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rhythmically very simple and undergirds the music’s modulation back to a softer side of 

the hexachordal system. The homophony is broken in m. 72 when Monteverdi employs a 

half note on the first note of the first tenor. This causes a follow-the-leader texture with 

the second tenor once again in the lead.  The melodic content of both parts is paralleled in 

the accompaniment and the piece concludes with a third closing to a unison just as most 

of the other sections of the piece concluded.
108

 

There are several important similarities between Se vittorie and Armato il cor. To 

begin, the exordium and the narratio of each madrigal are very similar. The pitch content 

of the opening measures is almost identical. Another similarity is Monteverdi’s 

employment of the same musico-rhetorical technique in the same context in each 

madrigal.  In Se vittorie, Monteverdi employs the epizeuxis-climax figure every time the 

word “pugna” appears in the text. During that madrigal, Monteverdi alternates between 

one melodic motive between both tenors to execute the epizeuxis-climax figure. In 

Armato il cor, Monteverdi only employs one melodic figure on every occurrence of 

“pugnero” (mm.28-30, 34-38, 42-44). During both madrigals, the epizeuxis-climax 

motives delineate rhetorical sections. 

Monteverdi organizes the peroratio of each madrigal in a similar way. In each 

piece, he inserts rests in both tenors at the beginning of the first measure of the peroratio. 

The  texture in both peroratios is more homophonic than the previous sections in each 

work. Rests reoccur at the beginning of multiple measures during each madrigal’s 

peroratio to emphasize the importance of reiterations of text. In Se vittorie, a rest occurs 
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before a reiteration of text immediately at the beginning of the peroratio. In Armato il 

cor, the repetition occurs three measures into the peroratio (mm. 69-71). Underneath the 

homophonic texture of the vocal parts the accompaniment is pared down to a rate of one-

chord-per-measure and remains consistent until the end of both madrigals. 

Musico-rhetorical analysis sheds light on several individual facets of the 

relationship between Armatio il cor and Se vittorie si belle. Some of the similarities can 

be seen without knowledge of musico-rhetorical theory; however, musico-rhetorical 

theory gives a plausible rationale for many of Monteverdi’s compositional decisions. The 

two madrigals may contain similar musico-rhetorical manipulation because they are 

similar in poetic content.  Knowledge of musico-rhetorical theory reveals a relationship 

between these two works that works at both a lower and higher level. At several points in 

each madrigal, Monteverdi’s familiarity with musical rhetoric enhances the stress and 

emotion inherent in the text. 
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CHAPTER 6:  ARDO E SCOPRIR 

Rhetorical Function Text Translation 

Exordium 

 

Narratio 

 

Propositio 

 

 

 

Confirmatio 

 

 

 

 

Confutatio 

 

 

Peroratio 

Ardo e scoprir, ahi lasso, io non ardisco 

quel che porto nel sen rinchiuso ardore, 

e tanto piú dolente ogni hor languisco 

quanto piú sta celato il mio dolore. 

Fra me tal’hor mille disegni ordisco 

Con la lingua discior anco il timore, 

e all’hor fatto ardito l’non pavento 

gridar soccorso al micidial tormento. 

Ma s’avvien ch’io m’appressi a lei  

davante 

per trovar al mio mal pace e diletto, 

divento tosto pallido in sembiante 

e chinar gl’occhi a terra son costretto. 

Dir vorrei ma non oso, indi tremante 

Comincio e mi ritengo. Alfin l’affetto 

s’aprir, nuntia del cor, la lingua vole, 

si troncan su le labra le parole. 

 

I burn and, alas I do not have the courage toreveal 

that burning which I bear hidden in my breast, 

and I constantly languish, all the more sorrowful 

because my sorrow is concealed. 

Sometimes in my mind I make a thousand plans 

to dispel my fear by loosening my tongue, 

and then, turning bold, I am not afraid 

to call for help for the killing torture. 

But if I happen to approach her directly 

to find delight and peace for my woe, 

my face quickly turns pale 

and I am compelled to cast my eyes downward. 

I would like to speak but dare not; therefore I 

begin tremblingly and hold back. Finally, if my 

tongue, 

messenger of my heart, wishes to disclose my 

feelings, my words are cut short on my lips. 

FIGURE 6.1: TEXT AND TRANSLATION FOR ARDO E SCOPRIR 
110

 

Ardo e scoprir is a duet for two tenors. The poem is an anonymous ottava rima 

stanza. An ottava rima is a stanzaic form of poetry that originated in the late thirteenth 

and early fourteenth century that scholars believe was created in Sicily.
111

 The tenors are 

in homorhythmic unity during the first six measures of the exordium. The text of those 

measures is “Ardo, ardo, ardo, ardo” (I burn, I burn, I burn, I burn).  The first tenor 

begins with a whole note on an f¹ and the second tenor begins a third below on d¹.  In 

mm. 1-2, the rhythmic content of both tenors and the accompaniment is a whole note 

followed by a half note and a half rest.     
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This pattern is repeated in mm. 3-4. The rhythmic motion is accelerated and 

intensified in mm. 5-6 as there is an introduction of quarter notes and then a dotted 

rhythm.  Over the course of the first six measures of the piece Monteverdi raises the pitch 

level of the second tenor by a tenth. This disjunct ascent is made even more effective 

because it occurs at the beginning of the work. Underneath the two tenors the 

accompaniment provides a stable foundation that allows the intensification of the text to 

shine through unobstructed. Paronomasia can gain even more expressive power when 

rests are inserted between the repetitions. This can be demonstrated through analysis of 

Monteverdi’s setting of the following line of the poem. The insertion of silence into the 

dialogue augments the affective power of the words “I burn” by giving the listener a 

moment of repose between successive statements which occur at increasingly higher 

pitch levels. The pitch level of the motive rising echoes the natural tension that would be 

present in the voice of a speaker trying to communicate to the listener the anguish of his 

or her emotional state.
112

    

 Beginning in m. 7, the tenors become rhythmically independent and move more 

quickly. The first tenor leads the dialogue as he sings “e scoprir ahi lasso io non ardisco 

quel che porto nel sen rinchiuso ardore” (I do not have the courage to reveal that burning 

which I have hidden in my breast). The accompaniment and harmonic rhythm are much 

quicker than the first six measures. During the first five measures of the exordium, the 

accompaniment is in rhythmic unison with the vocal parts and this ceases beginning in m. 

6. Starting in m. 8, Monteverdi employs the musical-rhetorical figure of catabasis to 
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elucidate the ignoble feeling of a person not having the courage to express one’s true 

feelings. Johann Walther defines catabasis as “a musical passage through which lowly, 

insignificant, and disdainful things are represented.” Walther gives as an example of 

catabasis the phrase “I am greatly humbled” and specifies that when composers employ 

catabasis there should only be conjunct motion.
113

 In m. 12 of Ardo, Monteverdi 

magnifies the intensity of the passage through the second tenor’s descent to c-sharp¹. This 

move to the harder side of the hexachordal system increases the poignancy of the 

passage. 

 The narratio begins in m. 16 and the first tenor leads the dialogue again, “e tanto 

più dolente ogni hor languisco quanto più sta celato il mio dolore (and I constantly 

languish, all the more sorrowful because my grief is concealed). Monteverdi illustrates in 

the music the greater distress evident in the text. Both tenors start in unison in m. 18. 

Underneath the tenors, Monteverdi reverts to the less active accompaniment of the first 

six measures of the piece. As both tenors sing “e tanto più dolente” in mm. 18-19, the 

second tenor moves from a d² down to a d-flat² on the syllables “do-len” (wailing). This 

chromatic move signifies another use of pathopoeia to highlight anguish inherent in the 

text. The move to the d-flat² is even more shocking for two additional reasons. The g-

minor chord in the accompaniment in m. 19 creates a sharp dissonance. Secondly, the 

sharp dissonance persists for most of m. 19.
114
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In m. 20, Monteverdi enhances the idea “languishing” by reiterating g¹s in the 

first tenor; and b-flat¹s in the second tenor while introducing a C-sharp in the 

accompaniment on the second half of the measure. This creates a dissonant fully-

diminished-seventh chord for the last two beats of the measure. In m. 23, the first tenor 

echoes the melodic motion of the second tenor in measure 15. Each time the word 

“dolore” (grief) appears in this madrigal it has been accompanied with a cadence that 

includes a C-sharp and a cadence to a D. In addition to the chromatic movement that 

Monteverdi uses to convey the shame the speaker feels “as he conceals his grief;” 

Monteverdi also employs catabasis during mm. 16-24. In m. 16, a large-scale conjunct 

descent begins on an f² in the first tenor and it concludes on a d¹. According to 

Mattheson, the narratio should “introduce the most important concerted part.”
115

 The 

large-scale stepwise descent that occurs in both tenors in mm. 18-21 spans an octave. 

 The propositio begins in m. 25. Until m. 32, the first tenor alone declaims “fra 

meta l’hor mille disegni ordisco con la lingua discior anco il ti more e all’hor fatto ardito 

l’non pavento gridar soccorso” (Sometimes in my mind I make a thousand plans to dispel 

my fear by loosening my tongue, and then, turning bold I am not afraid to call for help). 

During mm. 25-33, the piece shifts into the soft side of the hexachordal system. As the 

text becomes more optimistic, Monteverdi shifts the music to the soft side of the 

hexachordal system to highlight the improvement of the speaker’s psyche.   

In mm. 32-34, Monteverdi uses both tenors to create the musico-rhetorical figure 

epizeuxis. The word “soccorso” (help) is uttered three times on the exact same pitches. As 
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a repetition figure, epizeuxis is one of the most commonly found musico-rhetorical 

figures. Its affective power is augmented if it is used in a context where there have not 

been any other repetition figures used earlier in the piece. That is why Monteverdi’s use 

of epizeuxis in mm. 32-34 is so effective since previously neither speaker emphatically 

repeated any text. It is significant that Monteverdi here uses epizeuxis rather than 

paronomasia. Paronomasia is a repetition figure that is employed when the melodic 

material is repeated in a different way. Epizeuxis employs immediate repetition and it is 

not dependent on alterations to the basic material of the motive. 

 A shift into either the hard or the soft side of the hexachordal system in the 

accompaniment allows Monteverdi to accomplish a different  type of text painting. 

Unlike the obvious hypotyposis suggested by a word like “falling” or “rushing,” 

switching to the hard or soft side of the hexachordal system in the accompaniment at m. 

36 allows for a subtler form of expression.  In m. 36, both tenors are in textual, melodic, 

and rhythmic unison as they sing “non pavento, non pavento” (not afraid, not afraid). In 

the accompaniment, Monteverdi inserts a g-sharp, which moves the piece into the hard 

side of the hexachordal system in anticipation of the following line, “soccorso al micidial 

tormento” (help for the killing torture). When the first tenor sings “soccorso al micidial” 

Monteverdi has the tenor leap from f-sharp² down to a d-sharp². A d-sharp² moves the 

tenor’s vocal line to the hard side of the hexachordal system and, coupled with the B in 

the accompaniment, creates what sounds like a B-major chord in the second half of m. 

38. The second tenor echoes this move to d-sharp² in m. 39. The effect of the pathopoeiac 
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d-sharps increases on the word “tormento” because Monteverdi has each tenor singing a 

descending conjunct line.  

The overall tone of the poem is sorrowful. Monteverdi’s push of the music into 

the hard side of the hexachordal system creates a climax of melodic “harshness” and 

fulfills the purpose of the propositio according to Mattheson.
116

 The use of catabasis in 

mm. 38-39 in the second tenor compounds the effectiveness of pathopoeia (d-sharps and 

g-sharps) and gives the listener a more complete evocation of the idea of the speaker’s 

unsatisfactory level of courage. 

 The confirmatio begins in m. 41 where both tenors are singing homorhythmically 

“ma s’avien ch’io m’appressi a lei da vante per trovar al mio mal pace e diletto” (but if I 

happen to approach her directly to find delight and peace for my woe). As the text 

becomes more optimistic, Monteverdi shifts away from the hard side of the hexachordal 

system and slows the accompaniment. In m. 48 the piece shifts back to the soft side of the 

hexachordal system as both tenors sing “divengo tosto pallido in sembiante e chinar 

gl’occhia terra son costretto” (my face quickly turns pale and I am compelled to cast my 

eyes downward).   

 In m. 51, the first tenor leaps from a d¹ to a g¹ and then descends conjunctly back 

to a d¹.  The descent from a g¹ to d¹ represents another use of catabasis in a more compact 

form.
117

 On the syllable “stret” there is a switch to the hard side of the hexachordal 
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 In Der volkommenne Capellmeister, Mattheson said the propositio should contain “the goal or 

content of the musical oration.” See footnote 85. At no other point in Ardo e scoprir are there d-sharps and 

g-sharps. 
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 Catabasis is most often used to describe large (span of 6
th

 or more) descending scalar passages 

that occur simultaneously with either denotative or connotative phrases of descent and lowliness.  Its effect 
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system. The shame of casting one’s eyes downward at the sight of a lover triggers 

Monteverdi’s decision to insert a descending melodic line in the first tenor. It also 

triggers his decision to switch the music back to the hard side of the hexachordal system. 

Mattheson’s description of the confirmatio includes the phrase “can be typified by 

melodic repetition.” During mm. 41-54, both tenors are static in their melodic motion and 

mm. 48-53 are in essence a closely related variation of the music in mm. 41-47. 

The confutatio, which begins in m. 54, contains another immediate repetition of 

text in this madrigal. Both tenors sing homorhythmically “dir vorrei dir dir dir vorrei.” A 

quarter rest is inserted in m. 54 and another one is inserted in the next measure between 

the speaker’s outbursts, which rise a seventh in pitch. The final repetition figure of the 

piece occurs during mm. 61-63, where the first tenor sings “tremante tremante” 

(trembling trembling). These two words are set syllabically in both vocal parts with 

quarter rests between each utterance. The insertion of the rest in the first tenor at m. 62 

creates the last instance of epizeuxis in this madrigal. During this instance of epizeuxis 

Monteverdi augments the natural tension that occurs with repetition by inserting 

chromatic pitches; and beginning each “tre” on a lower pitch than “man-te.” At no other 

place in the madrigal does either tenor have as chromatic a melodic line as the second 

tenor has in during mm. 59-63.  Also, an inspection of mm. 54-71 reveals an alternation 

between homophonic and imitative textures. No other rhetorical section in this madrigal 

contains alternations between two types of textures. The increased chromaticism and 

                                                                                                                                                                             
can also be accomplished in a more compact form. 
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alternations between homophonic and imitative textures represent the “new ideas” that 

Mattheson describes as appropriate for the confutatio.
118

 

As the peroratio begins in m. 72, the piece changes to triple meter and the 

pessimistic nature of the text continues. The text setting of the final twelve measures of 

this piece is completely syllabic. The last words of the poem are “si tron ca su le labra le 

parole” (my words are cut short on my lips). Monteverdi sets descending scalar passages 

in both tenors three times. Catabasis is used two times in the first tenor and one time in 

the second tenor. In the first tenor, each instance of catabasis (72-75, 78-81) spans the 

range of an octave.  The lone instance of catabasis in the second tenor (79-84) spans the 

range of a minor tenth. During these measures the speaker is stating that after a long 

deliberation he does not have the courage to express himself to the woman he loves. The 

speaker’s admission of his own cowardice is amplified by Monteverdi through catabasis. 

Ardo e scoprir contains a greater amount hexachordal manipulation than the other 

madrigals examined in this thesis. The changes to either side of the hexachordal system 

do not just occur in the vocal parts. Occasionally, a shift to the hard or soft side of the 

hexachordal system occurs in the accompaniment (the propositio); and this allows 

Monteverdi to subtly foreshadow certain segments of the poem. This is most explicitly 

seen in mm. 36-37 when Monteverdi foreshadows the appearance of the mention of 

“killing torture in mm. 39-40. While the hexachordal shifts can be seen without having a 

grasp of musico-rhetorical theory, the musico-rhetorical figures (pathopoeia and 

epizeuxis) that accompany those hexachordal shifts cannot be seen without musico-

                                                           
118

 See footnote 85. 
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rhetorical analysis. Monteverdi uses hexachordal shifts and musico-rhetorical figures to 

enhance the shame and anguish inherent in the text of Ardo e scoprir. 
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CHAPTER 7: O SIA TRANQUILLO 

Text Translation 

O sia tranquillo il mare o pien d’oroglio, 

mai da quest’onde io non rivolgo il piede; 

io qui t’aspetto e qui de la tua fede, 

tradito amante, mi lamento e doglio. 

Spesso salir su queste rupi io soglio 

per veder se il tuo legno ancor sen riede; 

quivi m’assido e piango, onde mi crede 

il mar un fonte e’l navigante un scoglio. 

    

   E spesso ancor t’invio per messaggieri, 

   a ridir la mia pena e’l mio tormento, 

   dell’aria vaga i zeffiri leggieri, 

   ma tu non torni, o Filli, e’l mio lamento 

   l’aura disperge, e tal merc  ne speri 

   chi fida a donna il cor e i prieghi al vento. 

Whether the sea be still or swelled with pride, 

never shall I turn my feet away from these waves; 

I await you here, and here, a betrayed lover, 

I lament and complain of your [lack of ] faithfulness. 

I am wont often to climb up these cliffs 

to see if your ship is already returning; 

here I sit down and weep, so that the sea 

thinks I am a fountain, and the seaman thinks I am a rock. 

    

   And often, too, I send you as a messengers, 

   to tell again of my grief and torment, 

   the light zephrys of the wandering air, 

   but you do not return, Phylliss, and my lament 

   is dispersed by the breeze; such thanks may he hope    

   for who entrusts his heart to a woman and his prayers 

   to the wind. 

 

FIGURE 7.1: TEXT AND TRANSLATION FOR O SIA TRANQUILLO
120

 

O sia tranquillo il mare o pien d’orgoglio is the sixth madrigal of the ninth book. 

It does not seem to conform to Mattheson’s six-part demarcation, since a disproportionate 

number of the measures in this madrigal only set the words “ma tu non torni, O Filli, e’l 

mio lamento.” While there does seem to be an exordium and a peroratio the other 

sections of Mattheson’s rhetorical outline (narratio, propositio,  confirmatio, confutatio) 

are not present in this madrigal.  

The text of this duet for two tenors is a sonnet by an anonymous author. 

Monteverdi begins employing musico-rhetorical figures from the very beginning of this 

madrigal. The first nine measures contain two figures. In mm. 1-5, the text “O sia 

tranquillo’il mare” (whether the sea be still) is set homorhythmically in both tenors and 

the accompaniment. In these five measures, the first tenor is stationary on an f and the 

second tenor is stationary on a d.  This stationary melodic writing, in conjunction with a 

                                                           
120

 The text for this madrigal is drawn from: Claudio Monteverdi, Madrigals Book VIII: Madrigali 

guerrieri et amorosi, edited by Gian Francesco Malipiero (New York: Dover Publications, 1991), 20. 

Stanley Appelbaum did the translation for this edition. 
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text that mentions stillness, suggests that Monteverdi is employing the musico-rhetorical 

figure of assimilatio.  Assimilatio can be defined as “a musical representation of the text’s 

imagery.”
121

 This figure is related to the figure hypotyposis.   

The chief difference between the two terms is that hypotyposis reflects the actual 

words of the text and assimilatio represents the imagery of the text. One could call 

assimilatio “a musical simile.”
122

 In mm. 6-7, the text is “o pien d’orgogli” (or swelled 

with pride), and Monteverdi uses hypotyposis to reinforce the word “swelled.” As the 

tenors are singing about swelling, Monteverdi inserts an ascending fifth in each part and 

continues to ascend to a high e² in the first tenor and a high c² in the second tenor. The 

ascension of a fifth is echoed in the bass of the accompaniment in m. 7.
123

  

 Musico-rhetorical figures continue to be used to enhance the emotive power of the 

text in mm. 9-10, where Monteverdi inserts rests to emphasize the poignancy of the text.  

During those two measures, the word “mai” (never) is uttered twice simultaneously by 

both tenors. Aposiopesis is a “rest in one or all voices of a composition.”
124

 The rests that 

are present in the vocal part and the accompaniment heighten the natural tension that 

occurs with the repetition of the word “never.” The texture of the piece changes 

beginning in m. 10 as Monteverdi allows the second tenor to take the lead and initiate a 

follow-the-leader approach in mm. 10-14. 
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 The madrigal is fully transcribed and labeled at the end of this chapter. 
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 The accompaniment becomes static beginning in m.15. Measures 15-19 contain 

four metrically strong D-minor chords. This is in complete contrast with the rhythmic 

activity and syncopation of the two tenors. The text is “io qui t’aspetto e qui de la tua 

fede tradito amante mi lament” (I await you here and here, a betrayed lover, I lament). 

Monteverdi makes frequent use of pathopoeia to enhance the poignancy of the phrase “I 

lament.” Pathopoeia is defined as “a musical passage which seeks to arouse a passionate 

affection through chromaticism or some other means.”
125

 Throughout mm. 18-20, every 

time that phrase is uttered a descending leap occurs. When the phrase “I lament” occurs 

in the first tenor in m.18, a descending fourth (f¹–c-sharp¹) is uttered. Not only does the c-

sharp¹ clash with the second tenor’s g¹, thus creating a tritone, but it also clashes with the 

D-minor chord in the accompaniment.  

 In mm. 19-20, after the two tenors become synchronized in their text 

declamation, descending fourths occur in each voice part. Monteverdi has both tenors 

utter “I lament” twice with a rest in between, and has each descending fourth rise by a 

third. This repetition of words and the heightening of the initial pitch of each interval 

passage represent the musico-rhetorical technique of paronomasia. Scheibe said the 

technique was used in instrumental and vocal music with equal emphasis.
126

  

Measures 22-25 contain another instance of paronomasia, but this time it is 

layered between the two voices and combined with epizeuxis. After the first tenor sings “I 

lament” in mm. 22-23, three beats of rest intervene before the phrase is sung again in m. 
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24. Once again when Monteverdi repeats the phrase in the first tenor he raises the starting 

pitch by a third.  The second tenor declaims “I lament” in m. 22 homorhythmically with 

the first tenor and then repeats it after a quarter-rest in m. 23. The insertion of a single 

beat of rest in the second tenor and the insertion of three beats of rest in the first tenor 

brings about epizeuxis between the vocal parts. This combination of the two tenors to 

produce epizeuxis is a more subtle approach to musico-rhetorical figuration. In addition 

to the power that repetition has in oration, two alterations helps to echo the natural 

tension that would occur if one were to repeat words of angst like “lament” in discourse. 

One is the escalation to a higher starting pitch of each successive declaration, and the 

other is the elongation of the syllables “la” and “ment” in mm. 24 and 25 in each tenor. 

Underneath Monteverdi’s deft text setting in m. 23, he inserts a tritone into the 

accompaniment that serves to emphasize the angst of the word “lament.” This section 

comes to a conclusion in m. 27 on a unison d¹.    

The accompaniment was static during the first five measures of the piece as 

Monteverdi depicted the “stillness” mentioned in the text, and this type of static harmonic 

writing returns in m. 27. In mm. 28-30 the accompaniment consists of only three whole 

note D-minor chords.  In the first tenor, there is another instance of hypotyposis. The text 

is “spesso salir su quester u pi io soglio” (I am wont often to climb up these cliffs). As the 

text is being uttered, the tenor’s melodic line ascends conjunctly from d¹ to  a¹. In mm. 

30-31 the same phrase is repeated in the second tenor.  
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The imitative nature of the text setting continues throughout mm. 33-36, and there 

is another instance of  Montevedi employing both tenors to accomplish one figure.
127

 In 

measures 33-34 the first tenor repeats “qui-vi qui-vi” (here here), and after a quarter rest 

the words are repeated at a half-step higher. This seems to be an example of paronomasia 

being employed to highlight angst. The second tenor comes back into the dialogue in 

mm. 35-36, echoing the text of the first tenor. The second tenor’s melodic line begins a 

whole step higher than the first tenor’s and therefore augments the stress that is placed on 

the text.  Monteverdi moves to a c#² on the second syllable of “piango” (cry) to augment 

the poignancy of the word “cry.” This move to the hard side of the hexachordal system 

represents another use of the musico-rhetorical technique of pathopoeia. 

The harmonic rhythm of the piece begins to increase in m.37. During the first 36 

measures of the piece there were no more than two different chords per measure. The first 

tenor begins the section by uttering “onde mi crede il mar un fonte el navigante un 

scoglio” (the sea thinks I am a fountain, and the seaman thinks that I am a rock). The first 

tenor begins on an e¹ and when the second tenor enters (m. 39), it enters on an f¹. This 

technique of staggering the tenors’ entrances by the interval of a 2
nd

 was used earlier in 

the piece. It occurred in mm. 23-25, where Monteverdi used the delay to create the 

conjoined musico-rhetorical figure of paronomasia-epizeuxis.   

Beginning in m. 44, the harmonic rhythm of the piece returns back to the speed of 

the opening sections and the tenors are homorhythmic. The first tenor begins on an f¹ and 

the second tenor begins on a d¹, and they both ascend triadically until arriving on melodic 
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plateaus in m. 46. The text that both tenors iterate in unison is “e spesso an cor t’invio per 

messagieri” (and often too I send you as messengers). The next phrase of text is “a ridir la 

mia pena el mio tormento” (to tell again of my grief and torment) which Monteverdi 

highlights through pathopoeia. When Burmeister defined pathopoeia he described it as 

being useful because it was “a figure for arousing the affections, which occurs when 

semitones that belong to neither to the mode nor to the genus of the piece are employed 

and introduced in order to apply the resources of one class to another. The same holds 

when the semitones proper to the mode of the piece are used more often than is 

customary.”
128

 This is exactly what Monteverdi does when he inserts c#²’s in the first 

tenor on the syllables “men” and “to” in m. 49. 

In m. 51 there is another instance of hypotyposis. Beginning in m. 50, the second 

tenor’s text is “dell’ aria vagai zeffiri leggieri” (the light zephyrs of the wandering air). 

There is a melisma on the syllable of “ri” of the word “zeffiri” on the first three beats of 

m.48. That melisma is the first one in an otherwise completely syllabic piece, and its 

occurrence on the word “zephyrs” is a textbook example of hypotyposis. It is important to 

remember that when people think of word-painting in relation to renaissance or early- 

baroque music, hypotyposis is the musico-rhetorical technique that exemplifies the 

obvious type of amplification of the meaning of single words of phrases.
129

 The technique 

does not serve to explicate the meaning of words or augment the atmosphere of the text, 

but it is a pleasant ornament. 
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 Joachim Burmeister, Musical Poetics, trans. by Benito Rivera (New Haven: Yale University 

Press, 1993), 175. 
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 Burmeister described hypotyposis as “the ornament whereby the sense of the text is so depicted 

that those matters contained in the text that are inanimate or lifeless seem to be brought to life.” 
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In m. 54 the music changes to triple meter. The text setting of this section and the 

next section is sparse. In mm. 54- 86 only six words are set, “ma tu non torni, o Filli” (but 

you do not return, Phyllis). The harmonic rhythm slows back down at the beginning of m. 

54, and there are no more than two chords per measure. The two tenors and the 

accompaniment are back in synchronization in measures 54-57. In measures 58-62, a 

repetition of “non torni” and “o” coincides with a scalar ascent from g¹ to g² in the first 

tenor and from e¹ to e² in the second tenor. The accompaniment doubles this ascension. 

Monteverdi’s emphatic repetition of those three words during mm. 58-62 is indicative of 

his affinity for epizeuxis.  The tension of the piece is heightened as Monteverdi inserts 

two rests into m. 63 employing the musico-rhetorical technique of aposiopesis.   

The first tenor reenters the dialogue on a high a² continuing the ascension of the 

previous measures to the highest part of the tenor’s range. The second tenor does not 

echo the first tenor and instead reenters on a c².   The musico-rhetorical figures epizeuxis 

and auxesis combine in mm. 64-65 as Monteverdi has the first tenor utter “Filli, Filli, 

Filli” on successively higher starting pitches.
130

 The two tenors return to a homorhythmic 

texture in m. 69. This interdependence of the tenors for nine measures provides a textural 

contrast to the polyphony of the previous measures.  

Starting in m. 79, the second tenor’s text is “non torni, non torni, O Filli.” The 

melodic content of this phrase ascends from an e¹ to b¹ and then descends conjunctly to a 

g¹. Beginning in m. 81, the phrase is echoed in the first tenor beginning on a d². 
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 Epizeuxis is the immediate repetition of text and auxesis (or climax) is the repetition of a 

motive at successively higher pitches. When the repetition of text occurs simultaneously with a repetition 

of a melodic pattern at an increasingly higher pitch, it can be termed epizeuxis-auxesis. 
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Monteverdi elides the beginning of the second phrase with the end of the first phrase and 

this elision causes “non torni” to be uttered four consecutive times and each time at a 

higher starting pitch. This use of a paronomasia-epizeuxis musico-rhetorical figure that is 

created through the combination of the text setting of both tenors augments the affective 

power of the technique. When vocal pieces contain more than one voice part, there is a 

possibility of rhetorical power being lost in the texture because of the complexity 

engendered by two different melodic lines. When multiple vocal parts are in unison or 

they are imitative in an advantageous or rhetorical way (as they are in mm. 79-83) the 

possibilities of the text’s expressive capabilities and persuasive possibilities are 

augmented. 

A new phrase of text, “al mio lamento” (and my lament) begins in m. 85. The 

previous times that the word “lament” has occurred in this madrigal they were 

accompanied by descending intervals and chromatic pitches that moved one of the tenor’s 

vocal lines into the hard side of the hexachordal system. Monteverdi repeats that process 

in the second tenor in m. 86. Paronomasia is the next significant musico-rhetorical event 

and it begins in m. 93. Johann Nikolaus Forkel (1749-1818) was the last important 

theorist who dealt with rhetoric in music and he described paronomasia as a repetition 

with “new and powerful additions.”
131

  The second tenor’s text “O Filli tu non” begins on 

a d² and ascends conjunctly to g² and then leaps back down to the starting pitch of the 

motive. After four half-note rests, the phrase is repeated but it ascends to an a². Above the 

second tenor during these four measures, the first tenor is simply uttering “non.” The 
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 Bartel, Musica, 350. 
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sparseness of the first tenor’s part helps to focus the listener’s ear on Monteverdi’s 

manipulation of the second tenor’s text through paronomasia.  The first tenor simple 

utterance of “non” or “no” also serves to highlight the doubt that the speaker has about 

“Phyliss returning.” Monteverdi echoes the other instances of a imitative texture during 

mm. 99-102. 

In m. 112 the meter switches back to common time and the atmosphere of the 

music significantly changes. The madrigal moves into the harder side of the hexachordal 

system in mm. 116 and 118.  The last significant text-music repetition occurs in mm. 

114-119. The second tenor utters “el mio lamento” in mm. 114-116 and is interrupted by 

the first tenor singing the same text throughout mm. 116-118.  After a quarter rest in mm. 

117, the second tenor reenters the texture and sings “el mio lamento l’aura disperge.” 

Monteverdi employs pathopoeia on the syllable “to” of “lamento” in mm. 116 (a¹ to g-

sharp¹ motion). On the words “l’aura disperge” (the wind scatters) the second tenor sings 

the following melodic pattern:  a¹–g-sharp¹–f-sharp¹ –g-sharp¹ –a¹. Above the second 

tenor, the first tenor sings the same text on pitches that are also in the hard hexachord. 

Monteverdi’s emphatic three-fold repetition of “el mio lamento” and his alternation 

between the tenors is the final example of paronomasia in this madrigal.
132

 The “special 

addition” that Scheibe described as being essential to paronomasia is, in this instance, the 

motive being repeated on a higher pitch (the first time the motive is stated it begins on an 

a¹ and the second utterance begins on an e²). Word and phrase repetition cease in m. 120.  

Both tenors homophonically sing “e tal merc  ne speri chi fida a donna il cor ei prieghi al 
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vento” (such thanks may he hope for who entrusts his heart to a woman and his prayers to 

the wind). The melodic lines of both tenors are relatively static and the piece concludes 

with both tenors on a unison d¹.   

The musico-rhetorical manipulation that is present in O sia tranquillo il mare is 

accomplished through a variety of figures. Monteverdi uses assimilatio in mm. 1-5 to 

convey the “stillness of the sea” and then employs hypotyposis to musically depict 

“swelled” in m. 6. Assimilatio and hypotyposis appear several other times during the 

madrigal. The most prominent and adroit examples occur in mm. 28-31 and m. 51. 

Throughout mm. 28-30, hypotyposis enhances “spesso salir su quester u pi io soglio” 

through a motive that ascends conjunctly from d¹ to a¹ in the first and second tenors. In 

m. 51, a melisma highlights the word “zeffiri” in the second tenor. 

Aposiopesis, pathopoeia, epizeuxis, and epizeuxis-auxesis highlight and enhance 

the text during multiple measures of O sia tranquillo. Aposiopesis most effectively 

enriches the text during mm. 8-9 when it helps draw attention to the word “mai” (never). 

In mm. 18, 36, and 48-49, Monteverdi brings out the poignancy of the words “lamento,” 

“piango,” and “tormento” through pathopoeia. During mm. 60-62, epizeuxis is present as 

both tenors emphatically sing othe word “oh” while ascending conjunctly. Epizeuxis and 

auxesis combine during mm. 64-66 as an ascending motive accompanies “Filli.” The 

expressive possibilities of the anonymous sonnet O sia tranquillo fully blossom because 

of Monteverdi’s musico-rhetorical context painting. 
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CHAPTER 8: ALCUN NON MI CONSIGLI AND DI SEMPRE FAR GIOIRE 

 
Text Translation 

Alcun non mi consigli, 

se ben il cor perdei, 

ch'abbandonai colei 

ch'è la mia vita, ancor che cruda e fera: 

che se ben vuol ch'io pera 

e che la speme mia ne port'il vento, 

non me n'adiro, no, 

non me ne doglio, no, non me ne pento. 

 

Ben s'affatica invano 

chi m'addita il mio male; 

e 'l contrastar non vale 

che beltà, ch'è severa, un cor diletta. 

Sì dolce è la saetta 

che, se ben brama il cor fiamma e tormento, 

non me n'adiro, no, 

non me ne doglio, no,  

non me ne pento. 

 

Perché lo stral di morte 

esce dagl'occhi belli, 

perché gl'aurei capelli 

son la cantena e quel tenace nodo 

in cui stretto mi godo, 

e perché se le piace il mio lamento, 

non me n'adiro, no, 

non me ne doglio, no,  

non me ne pento. 

 

Let no one counsel me, 

although I have lost my heart, 

that I should  leave her 

who is my life, though she is cruel and harsh. 

For even if she wants me to die, 

and my hope is carried away by the winds, 

I am not angered 

I do no lament, I do not regret it. 

 

He strives in vain 

who points out my faults; 

and arguing is useless, 

for beauty which is harsh delights a heart 

So sweet is the arrow 

That though my heart yearns for flames and torment, 

I am not angered 

I do not lament,  

I do not regret it. 

 

Because the mortal arrow 

comes from her beautiful eyes; 

because her golden hair 

makes the chain and that tight knot 

in which, bound close, I have my delight; 

and because lament pleases her, 

I am not angered 

I do not lament,  

I do not regret it. 

FIGURE 8.1: TEXT AND TRANSLATION FOR ALCUN NON MI CONSIGLI
134
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Text  Translation 

Di far sempre gioire 

Amore speranza dà 

Ma vago di martire 

Languir poi sempre fa. 

Sicchè fuggite 

 l’arco e la face 

Del nudo arciero, 

Sì lusinghiero 

Ch’egli   fallace. 

 

A voi disciolti cori 

Dirlo per prova il so, 

Ch’invan pianti e dolori 

Miser per lui mi sto. 

Sicchè fuggite 

 l’arco e la face 

Del nudo arciero, 

Sì lusinghiero 

Ch’egli   fallace. 

 

Invan piangendo grido 

Del mio penar mercè 

Ch ’l dispietato infido 

Non mi mantien la fè. 

Sicchè fuggite 

 l’arco e la face 

Del nudo arciero, 

Sì lusinghiero 

Ch’egli   fallace. 

To make one always happy 

does love give hope 

but delighting in suffering 

he always makes us languish 

Flee then,  

from the bow and torch 

of the naked archer, 

who is so flattering  

for he is false. 

 

To you, unfettered hearts 

I speak from experience: 

that in vain tears and sadness – 

am I wretched because of him 

Flee then,  

from the bow and torch 

of the naked archer, 

who is so flattering  

for he is false. 

 

In vain I cry out weeping 

for pity for my pain, 

for the scornful, faithless one [the lover] 

does not keep faith with me. 

Flee then,  

from the bow and torch 

of the naked archer, 

who is so flattering  

for he is false. 

 

FIGURE 8.2: TEXT AND TRANSLATION FOR DI SEMPRE FAR GIOIRE 

The seventh and eighth madrigals of the ninth book are significantly different 

from the other madrigals previously examined in this thesis. Alcun non mi consigli and Di 

sempre far gioire are written for three voices (alto, tenor, and bass). Another distinction 

can be seen when one examines the structure of these two madrigals. The poems of each 

madrigal are organized into stanzas where the last three or four lines of the first stanza are 

a refrain. Monteverdi sets each refrain as a trio and each verse as a solo. Monteverdi also 

sets each verse in duple meter and each refrain in triple meter. The structure of the 

settings of these two madrigals seems to preclude any type of demarcation based upon 
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rhetorical terminology. Therefore, the only type of analysis that will be conducted upon 

these madrigals will pertain to the musico-rhetorical figures located in the melodic lines 

of each work. 

 Alcun non mi consigli begins with the tenor singing “Alcun non mi consigli se ben 

il cor perdei, ch’abbandoni colei ch’  la mi vita ancor che cruda e fera” (Let one counsel 

me, although I have lost my heart, that I should leave her who is my life, though she is 

cruel and harsh) during mm. 1-9. Monteverdi sets the text syllabically (with the exception 

of the word “vi-ta”) and the intervallic span of the tenor in those measures is a sixth (d
²
-

f¹). Measures 10-16 contain the last two lines of the verse: “Che se ben vuol ch’io pera, e 

che la speme mia ne port’ il vento,” (For even if she wants me to die, and my hope is 

carried away by the winds). Monteverdi inserts a rest at the beginning of m. 10 and then 

inserts a large-scale stepwise ascent that begins on f¹ and ends on B-flat¹.
135

 

 During the first sixteen measures of this piece there are two large scale motions 

that occur. Measures 6-9 contain a large-scale disjunct descent and mm. 10-16 contain a 

large-scale conjunct ascent. As the tenor mentions that his lover is “cruel and harsh” the 

descending motive musically emphasizes the negative nature of the text. The rest at the 

beginning of m. 10 is present to differentiate between two different rhetorical statements. 

The text in mm. 1-9 describes the pain inflicted upon the speaker by his lover. The text in 

mm. 10-16, however, foreshadows the refrain’s atmosphere of perseverance in the face of 

adversity. Monteverdi musically accompanies the textual foreshadowing with the 

                                                           
135

 Both madrigals are transcribed at the end of this chapter.  
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following notes: f¹-e¹-g¹-a¹-b-flat¹-a¹-b-flat¹-c².
136 Monteverdi employs an overall 

ascending melodic line to highlight the courage inherent in the text. The occasional 

stepwise descents in the melodic line in mm. 10-16 accentuate the difficulty that the 

speaker will face. One could think of mm. 10-16 as an amalgamation of musico-

rhetorical figures anabasis and catabasis.  

 The refrain begins in m. 15 and ends in m. 30. Its text is: “Non me n’adiro, no, 

Non me ne doglio, no, Non me ne pento” (I am not angered, I do not lament, I do not 

regret it). Monteverdi sets the refrain imitatively with the following order of entry: tenor-

bass-soprano. The strict imitative texture begins to break down in m. 25. Rests are 

present on beats two and three that were not previously present in the tenor or soprano. 

Interesting melodic material occurs in mm. 25-27. The bass descends conjunctly from a 

b-flat to G on the text “no no no no no no no no no no non me ne.” Accompanying the 

bass’s descent is a descent in the soprano that also contains repetitions of the word “no.” 

 The meter switches back to common time and the soprano sings the next verse 

beginning in m. 31. The text in mm. 31-41 is: “Ben s’affatica invano Chi m’addita il mio 

male; E’l contrastar non vale, che beltà che severa un cor diletta,” (He strives in vain who 

points out my faults; and arguing is useless for beauty which is harsh delights a heart). In 

mm. 42-44, Monteverdi sets the text: “che se ben brama il cor fiamma e tormento” (that 

though my heart yearns for flames and torment). Monteverdi emphasizes the text by 

inserting a rest at the beginning of m. 43 which is exactly what he did in m. 10. The 

insertion of the rest is an example of the musico-rhetorical figure aposiopesis. 

                                                           
136

 This is just an outline of the melodic line. Several of the pitches are repeated during mm. 10-

16. 
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Monteverdi is emphasizing that the upcoming text is the last line before the refrain and 

that its content is more negative than the text heard previously. The refrain occupies mm. 

45-60. 

 The bass has the last solo of the madrigal and it is more positive. The first four 

lines of the stanza are: “Perch  lo stral di morte Esce da gli occhi belli, perch  gli aurei 

capelli son la catena e quell tenace nodo in cui stretto mi godo, E perchè se le piace il mio 

lamento” (Because the mortal arrow comes from her beautiful eyes; because her golden 

hair makes the chain and that tight knot in which, bound close, I have my delight; and 

because lament pleases her). Measures 66-68 contain the only instance of Monteverdi 

employing hypotyposis and assimilatio to aurally paint a picture in this madrigal. The 

only two melismas in the entire madrigal occur during these measures. The first melisma 

occurs in m. 67 on the syllable “te.” The rhythmic pattern of the melisma is: eighth note–

four sixteenth notes–eighth note–four sixteenth notes–quarter note. The alternation 

between eighth notes and sixteenth notes represents the links of a chain.  

In m. 66, the syllable “te” is set to an A. The sixteenth-note scalar melisma occurs 

on the syllable “na” on a B-flat and ascends to c¹ and leaps back down to an A on the 

syllable “ce.” It seems that Monteverdi was attempting to portray the two most important 

aspects of the chain within the poem. The first melisma aurally describes the proverbial 

chain that the woman’s golden hair places on the speaker’s heart. The melodic material 

that coincides with the word “tenace” represents constriction. Even though the bass 

ascends all the way up to a c¹ on the melisma it immediately leaps back down to an A. 
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The “chain” wrenches the bass back to its appropriate pitch once it has traveled to far 

away. The refrain returns in m. 75 and ends the madrigal. 

Di far sempre gioire contains less musico-rhetorical manipulation than Alcun mi 

consigli. The tenor sings the first solo: “Di far sempre gioire Amor speranza dà Ma vago 

di martire languir poi sempre fa” (To make one always happy does love give hope but 

delighting in suffering he always makes us languish). In mm. 1-9 Monteverdi sets the text 

completely syllabically. Measures 1-4 contain a motive that is: d²-d²-d²-g²-g²-f²-d²-f²-e-

flat²-d²-d²-c²-d². Monteverdi then repeats that motive a fourth lower in mm. 5-9. The 

refrain begins in m. 10 with the text: “Sicch  fuggite l’arco e la face Del nudo arciero, Si 

lusinghiero, Ch’egli   fallace” (Flee then, from the bow and torch of the naked archer, 

who is so flattering for he is false).  

Monteverdi uses a fugal texture to highlight the text in mm. 10-26. The musico-

rhetorical technique fuga was one of the most widely agreed upon techniques among 

musico-rhetorical theorists.
137

 From Burmeister through Mattheson, several theorists 

agreed that the appropriate musico-rhetorical function for fugal texture was to enhance a 

text that mentioned “fleeing or chasing.”
138

 Fuga is a form of hypotyposis because it is a 

musical texture that depicts the denotative content of the text.  The imitation between the 

voice parts echoes the imitation of a chase involving two or more people. Monteverdi 

employs two subjects and each subject is first sung by the tenor. The rest of the refrain 

(mm. 27-36) is homophonic. 
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 Bartel, Musica, 290. 
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 Ibid., 290. 
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The soprano enters in m. 37, and sings: “A voi disciolti cori dirlo per prevail so 

ch’invan pianti e dolori miser per lui misto” (To you, unfettered hearts I speak from 

experience: that in vain tears and sadness am I wretched because of him). The melodic 

line of the second verse is similar to the first because there is one four-measure melodic 

motive that is immediately repeated at a lower pitch level. While the piece is in the soft 

side of the hexachordal system, there are a few notes that venture into the hard side of the 

hexachordal system. For example, in m. 42, the word “dolori” (sadness) is highlighted 

musically in the following way. The syllable “do” is set on a d¹ and the syllable “lo” is set 

on a c-sharp¹. The half-step chromatic motion is an example of pathopoeia increasing the 

poignancy of the word “dolori.” The last phrase of the verse, “miser per lui mi sto” (am I 

wretched because of him) ends with the pitches d¹-c-sharp¹. Although the half-step 

chromatic motion coincides with cadences in mm. 40, 42, and 45 this does not mean that 

text-music causation is not present. All three verses are built on the same bass line but 

Monteverdi did not cadence in the same way in the first verse. At the equivalent measures 

in the first verse (m. 6 and m. 9), Monteverdi kept the vocal line in the soft side of the 

hexachordal system.  

The third verse begins in m. 74 with the bass stating: “Invan piangendo grido Del 

mio penar merc , Ch ’l dispietato infido Non mi mantien la f ” (In vain I cry out 

weeping for pity for my pain, for the scornful, faithless one [the lover]does not keep faith 

with me). The bass’s vocal line has already been heard twice because it mostly doubles 
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the bass line of the verse’s harmonic outline.139 The refrain begins in m. 84 and the 

madrigal concludes in m. 110. 

The seventh and eighth madrigals contain a smaller number of musico-rhetorical 

figures than the other madrigals previously examined in this thesis. The parameters of the 

verse-refrain structure that Monteverdi uses restrict the amount of manipulation that he 

was able to infuse into the pieces. There are, however, a few distinctive instances of 

musico-rhetorical figures being used to enhance the emotive force of the text.  

At the beginning of the last lines of text during the verses in Alcun non mi 

consigli, Monteverdi uses aposiopesis to draw the listener’s attention to the text. He 

combines the figures of anabasis and catabasis to adeptly reflect the speaker’s optimism 

along with the difficulty the speaker will face. During verse three, Monteverdi uses 

melismas to paint the words “catena” (chain) and “tenace” (holding fast). Hypotyposis is 

the musico-rhetorical figure that describes the first melisma and assimilatio is the 

musico-rhetorical figure that describes the function of the second melisma.  

 Monteverdi uses fuga because the text begins with the word “sicché” (flee) 

during the refrain of Di far sempre. During the second verse, chromatic pitches 

(pathopoeia) augment the effectiveness of the word “dolori” (sadness) and the phrase 

“miser per lui mi sto” (am I wretched because of him). Within the confines of a verse-

refrain structure, Claudio Monteverdi is able to effectively use a small number of musico-

rhetorical figures to highlight and intensify the emotional weight of many of the most 

important words and phrases in the text.                 

                                                           
139

 In mm. 75, 77, and 80 the rhythm of the bass’ vocal line is slightly altered in comparison with 

the continuo’s bass line. 
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CHAPTER 9: CONCLUSION 

This study of madrigals from Monteverdi’s ninth book sheds new light upon the 

role played by the composer in the development of musico-rhetorical techniques during 

the early seventeenth century. One must remember that a study of text expression should 

not only refer to individual words or phrases of a poem but also what those words or 

phrases mean within the context of the entire poem. The effective expression of not only 

the meaning of individual words but also the overall rhetorical structure of poetic and 

prose texts were two of the central aesthetic concerns for many composers active from 

the fifteenth through the mid-eighteenth centuries. During this period one can trace the 

development of increasingly sophisticated techniques for expressing music-text 

relationships, techniques ranging from the simple word-painting and text outlining of 

Dufay and Josquin, through the greater sensitivity to textual syntax and individual word 

imagery of the sixteenth-century madrigalists, to the full-blown musical rhetoric of 

composers such as Monteverdi and his successors. Part of the reason for the emergence 

of many of the techniques favored by musical-rhetoricians can be attributed to the 

paradigm shift brought about by the Florentine Camerata. Composers no longer buried 

individual words and phrases of the text underneath complicated layered contrapuntal 

motion. By the time the first seventeenth –century theorists began codifying the specific 

musical figures in their treatises, the number of accepted techniques had grown 

immensely. That these techniques were widely accepted can be seen by surveying the 

musico-rhetorical treatises. Melodic contour, text-music repetition, and chromaticism 

took on new meaning and gained in expressive power.   
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The examination of the first eight compositions in Monteverdi’s ninth book of 

madrigals, Madrigali et canzonette (publ. 1651) reveals interesting results. Monteverdi 

seems to favor the musico-rhetorical figures of epizeuxis, paronomasia, pathopoeia, 

anabasis, catabasis, hypotyposis, and assimilatio. Epizeuxis is perhaps the most natural 

of all of the musico-rhetorical figures. If a person wants to be sure that he or she is 

understood in a conversation, repeating oneself is a natural oratorical device. Repetition 

of words and music often occur throughout these madrigals. This is one way that 

Monteverdi is able to highlight significant words or portions of the text in a natural way. 

In the fourth and fifth madrigals, Se vittorie and Armato il cor, the natural tension of the 

voice rising with each successive repetition is aurally represented.  Monteverdi creates a 

powerful dramatic moment by fusing the figures epizeuxis and climax together. It is 

important to note that the figures of epizeuxis and climax are among the few musico-

rhetorical figures that work well in combination. A similar fusion of other figures would 

be analogous to multiple orators giving different speeches at the same time. 

Paronomasia appears in each of the eight madrigals and in two of the madrigals 

that conform to Johann Mattheson’s rhetorical structure; paronamasia helps to delineate 

where the narratio can be found. There are multiple possible reasons for Monteverdi’s 

affinity for paronomasia as a method of text-amplification. One motivation is the 

immediate attention that is brought to the text by repeating it while simultaneously 

reiterating its accompanying motive at a higher pitch level. Many of the examples of the 

figure during the first eight madrigals occur in one voice; however, Monteverdi also uses 

both tenors to create the figure. The fact that the first six madrigals of the ninth book are 
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for two tenors may also explain why paronomasia is so pervasive. Since Monteverdi 

often chooses to allow the two tenors to sing individually, it is conceivable that he felt 

that the repetition of a phrase in another voice at a higher level would be effective in 

performance. 

 Pathopoeia appears several times throughout the first eight madrigals of the ninth 

book and normally coincides with two types of words or phrases. Oftentimes a chromatic 

pitch accompanies a word or phrase that is denotatively negative.  When the text becomes 

strongly emotional, as in Zefiro torna, the insertion of sharps creates a shocking B-major 

chord. At other times, however, chromatic pitches accompany words that outside of the 

context of the poem are not negative. Monteverdi’s use of pathopoeia is conventional 

given his historical context. One does not have to look very hard to find examples of 

composers during the renaissance and early-baroque shifting to either side of the 

hexachordal system to express and reflect the emotion present in the text.  

 The first eight madrigals of book nine reveal three tendencies in Monteverdi’s 

employment of anabasis.  His use of anabasis is often contextual. Instead of 

accompanying phrases such as “I ascend to the heavens,” Monteverdi often sets 

ascending scalar passages to “noble” or “heroic” texts. He tends to employ it near or at 

the top of the tenor’s range. A particularly “noble” or “heroic” phrase of text will often 

end on pitches between e² and g². Also, he reserves his longest conjunct ascents for these 

types of texts.  

 Monteverdi uses catabasis far more frequently than anabasis throughout the book 

nine madrigals. The poems, most of which deal with unrequited love, rhetorically 
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suggests resorting to that figure. Occasionally, as in Bel pastor, a catabasis motive 

repeats and expands to emphasize the growing ignobleness of the text. Perhaps the best 

example of a sorrowful phrase of text influencing the contour of the melody is in mm. 10-

16 of Armato il cor, when the words “con la morte” (with death) cause the melody to 

begin descending conjunctly. In short, the use of catabasis and anabasis are two of the 

most easily recognizable signs of how Monteverdi interprets a text. 

 Given when and where he was born, the amount of hypotyposis that Monteverdi 

uses throughout the first eight madrigals of the Madrigali et canzonnette is not surprising. 

Hypotyposis permeates the genre of the Italian madrigal. Monteverdi’s familiarity with 

the works of people like Luzzasco Luzzaschi (c. 1545–1607) Cipriano de Rore (1515-

1565) and most importantly Marc Antonio Ingegneri (1535-1592) undoubtedly left a 

great impression on him. Words that imply motion, such as “zefiro” and “inghirlando” 

(curls) in Zefiro torna, are perfect for pictorial word-painting. Occasionally, Monteverdi 

uses both tenors to depict aurally the content of the text.
142

 What is noteworthy about 

Monteverdi’s overt word painting is that he occasionally uses the exact same type of 

melodic motion to accomplish both hypotyposis and the lesser known figure of 

assimilatio. This is most clearly seen in madrigal seven, Alcun non mi consigli, where 

Monteverdi uses a melisma to decorate the “catena” (chain) and then one measure later 

he uses another type of melisma that ends with a leap down to “re-present” the tightness 

of the chain. Another example of the “re-presentation” of the text can be seen in Zefiro 

torna when melismas amplify the word “canto” (singing).  

                                                           
142

 This happens often in Zefiro torna 
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Claudio Monteverdi’s nine books of madrigals are a useful resource for 

identifying different rhetorically-based style characteristics of the late-Renaissance and 

early-Baroque epochs.  The fact that Madrigali et canzonnette contains several works that 

were previously published in other books makes it very useful and convenient resource 

for studying the application of musico-rhetorical theory in Monteverdi’s output. An 

examination of the madrigals that is grounded in an understanding of the treatises is an 

excellent way to ascertain the level of causality between text and the music. At several 

moments in each of the first eight madrigals of book nine, one can see many of the ways 

that Monteverdi relies on musico-rhetorical figures to paint context instead of merely 

text.  
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