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B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

25 w ˙ ˙ w#
mar di san - gue.

25 w ˙ ˙ w
mar di san - gue.

25 ∑
25 w ˙ w ˙

mar di san - gue.
25 ∑
25 ∑
25 ∑
25 .w .w

7-6 6-5
4-3

∑
∑

∑ ˙ w ˙
è po - co

∑ ˙ w ˙
è po - co

∑ ˙ w ˙
è po - co∑

∑
.w .w

∑
∑

˙ ˙ ˙ w ˙
og - ni tor - men - to˙ ˙ ˙ w ˙
og - ni tor - men - to

˙# ˙ ˙ w ˙
og - ni tor - men - to∑

∑
.w# .w

5 9-8
4-3≤

B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

28 ∑
28 ∑
28 ˙ ˙ ˙ ˙ w

og - ni do - lo - - - -
28 ˙ ˙ ˙ w ˙#

og - ni do - lo - - - -
28 ˙ ˙ ˙ .w

og - ni do - lo - - - -28 ∑
28 ∑
28 ˙ ˙ ˙ .w

4-3

∑ ˙ w ˙
é po - co

∑ ˙ w ˙
é po - co

.w ∑ .
re .w ∑ .
re .w ∑ .
re ∑

∑
w ˙ .w

˙ ˙ ˙ ˙ ˙ ˙
og - ni tor - men - to é

˙ ˙ ˙ ˙ ˙ ˙
og - ni tor - men - to é

∑ . ∑ ˙
é

∑ . ∑ ˙
é

∑ . ∑ ˙
é∑ . ∑ ˙

∑ . ∑ ˙
.w# w ˙

5 4-≤3
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B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

c
c
c
c
c
c
c
c

31 w ˙ ∑ .
po - co

31 w ˙ ˙ ˙ ˙
po - co og - ni do -

31 w# ˙ ˙ ˙ ˙
po - co og - ni do -

31 w ˙ ˙ ˙ ˙
po - co og - ni do -

31 w ˙ ˙ ˙ ˙
po - co og - ni do -31 w ˙ ˙ ˙ ˙

31 w# ˙ ˙ ˙ ˙
31 .w w ˙

≥ 6

∑ . ˙ ˙ ˙
og - ni do -

w ˙ ˙ ˙ ˙
lo - re og - ni do -

w ˙ ˙# ˙ ˙
lo - re og - ni do -

w ˙ ˙ ˙ ˙b
lo - re og - ni do -

w ˙ ˙ ˙b ˙
lo - re og - ni do -w ˙ ∑ ˙
w ˙ ˙ ˙ ˙

.w ˙ ˙b ˙
≥ ≥

.w .w
lo - - - re

.w .wn
lo - - - rew ˙# .w
lo - - - re.w .w
lo - - - re.w .w
lo - - - rew ˙ .w
w ˙ .wn

.w .w
4-3 ≥

B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

c
c
c
c
c
c
c
c

34 .œ Jœ œb œ œ
O - d'ec - cel - sa pie -

34 ∑
34 ∑
34 ∑
34 ∑
34 ∑
34 ∑
34 wb

˙ .œb œ œ œ
tà no - bi - le in -

∑
∑
∑
∑
∑
∑

˙b œ œ
2

œ œ ‰ œn œ œ
seg - na ch'a voi se

∑
∑
∑
∑
∑
∑

˙b ˙
6≥
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B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

37 œn œ ‰ œ œ œ
qua - ci - - - il ne - ro

37 ∑
37 ∑
37 ∑
37 ∑
37 ∑
37 ∑
37 w

6≥

œn œ œ œ œ
cal - le ad - di - ta

∑
∑
∑
∑
∑
∑

˙ ˙

‰ œ œb œ œn œ
di Vin - cer Mor - te,

∑
∑
∑
∑
∑
∑

œn œ œb ˙
≤ 6 ≥

B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

40 ‰ œ œ œ œ œ œ
e d'e - ter - na - [sti?] in

40 ∑
40 ∑
40 ∑
40 ∑
40 ∑
40 ∑
40 œb œ œ .œb Jœ

œb œ ˙
Vi - - - ta.

∑
∑
∑
∑
∑
∑

˙ ˙
6-5
4-3

Œ œ .œ œ œ œ
e ac - cer - a n'in

Œ œ .œ œ œ œ
e ac - cer - a n'in -

Œ œ .œ œ œ œ
e ac - cer - a n'in

Œ œ .œ œ œ œ
e ac - cer - a n'in

Œ œ .œ œ œ œ
e ac - cer - a n'in -Œ œ .œ œ œ œ

Œ œ .œ œ œ œ
˙ .œ œ œ
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B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

43 œ œ ‰ œ œ œ
reg - na che di sa -

43 œ œ ‰ œ œ œ
reg - na che di sa -

43 œ œ ‰ œ œ œ
reg - na che di sa -

43 œ œ ‰ œ œ œ
reg - na che di sa -

43 œ# œ ‰ œ œ œ
reg - na che di sa -43 œ œ ‰ œ œ œ

43 œ œ ‰ œ œ œ
43 ˙# ˙

.œ Jœ œ œ
ler di ve - ra.œ Jœ œ œ
ler di ve - ra.œ Jœ œ œ
ler di ve - ra.œ Jœ œ œ
ler di ve - ra.œ Jœ œ œ
ler di ve - ra.œ Jœ œ œ

.œ Jœ œ œ

.˙ œ

.œ Jœ œb œ
glo - ri - a al -

.œ Jœ œ œ
glo - ri - a al -.œ Jœ œ œ
glo - ri - a al -.œb Jœ œ œ
glo - ri - a al -.œ Jœ œ œb
glo - ri - a al -.œb Jœ œ œ

.œ Jœ œ œ

.˙ œb

B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

26

26

26

26

26
26
26
26

46 ˙ ˙
tro - no.

46 ˙n ˙
tro - no.

46 ˙ ˙
tro - no.

46 ˙ ˙
tro - no.

46 ˙ ˙
tro - no.46 ˙ ˙

46 ˙n ˙
46 w

∑
Ó ˙ ˙ ˙b ˙ ˙

e le pen - ne ei mar -

∑ . Ó ˙ ˙
e le

∑
∑
∑
∑

.w .w
≤6

∑
w ˙ ˙ w
tir le pen - ne

˙b ˙ ˙ w ˙
pe - ne ei mar - tir le

∑
∑
∑
∑

.wb w ˙



125

B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

49 ∑
49 ˙ w ˙ w

so - - - - - - - - -
49 ˙ w .wb

pen - ne so - - - - - - - - - -
49 ∑
49 ∑
49 ∑
49 ∑
49 ˙ w .wb

6 7-6

∑ . Ó ˙ ˙
e le

w ˙n .w
no

w ˙ w ˙

Ó ˙ ˙ ˙b ˙ ˙
e le pen - ne ei mar -

∑
∑
∑

.w .wb
4-≥3 7-6

.wb ˙ ˙ ˙
pen - - - - - ne ei mar -

Ó ˙ ˙ ˙b ˙ ˙
e le pen - ne ei mar -.w ∑ .

no

w ˙ .w
tir le pen - - - -

∑
∑
∑

.w .w
≤6 7-6

≤3

B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

52 wb ˙ w ˙
tir e pen - ne

52 .w .w
tir

52 ∑
52

wb ˙b w ˙
ne le pen - ne

52 Ó ˙ ˙ ˙b ˙ ˙
e le pen - ne ei mar -52 ∑

52 ∑
52 ˙b w .w

w ˙n .w
so - no

Ó ˙ ˙ ˙b ˙ ˙
e - le pen - ne ei mar -

Ó ˙ ˙ ˙ ˙ ˙
e le pen - ne ei mar -.w w ˙

so - - - no le.w ∑ .
tir ∑

∑
.w .w

7-6 ≤

∑
w ˙ w ˙
tir le pen - new Ó Ó ˙ ˙
tir e le

wn ˙ .w
pen - ne so - - - -w ˙ ˙b ˙ ˙
e le pen - ne ei mar -Ó ˙ ˙ wb ˙
Ó ˙ ˙ .w

.w .wb
≥ 7-6≥
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B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

55 ∑
55 .w .w

so - - - - no
55 ˙b ˙ ˙ w ˙

pen - ne ei mar - tir le
55 w ˙ .w
55 w ˙ w ˙

tir le pen - ne55 .w .w
55 ∑ . ∑ ˙
55 w ˙ w ˙

6 ≤

∑
w ˙ w ˙
ei mar - tir le

w# ˙ w ˙
pen - ne so - - - no

w ˙ ˙ ˙ ˙
no e lew ˙ .w

so - - - - no∑
w ˙ w ˙
w ˙ .w
≥6 4-3≥

∑
w ˙

pen - - - new ˙
le˙b ˙ ˙

pen - ne ei mar -

∑
∑

.w

.wb
7-6

B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

58 Ó ˙ ˙ ˙b ˙ ˙
e le pen - ne ei mar -

58 w ˙n ˙ ˙ ˙
so - - - no e le

58 .w .wb
pen - - - - ne

58 w ˙ w ˙
tir le pen - - - ne

58 ∑
58 ∑
58 ∑
58 .w .w

7-6 5-6
≤

wb ˙
tir le

˙ ˙ ˙
pen - ne ei mar -

.w
so - - - -

.w
so - - - -

∑
∑
∑

.w

.w .w
pen - - - - ne

w ˙ ˙ ˙ Ó
tir le pen - ne

˙ ˙ ˙ ˙ ˙ ˙
no e le pen - ne ei mar -

˙ ˙ ˙ ˙ ˙ ˙
no e le pen - ne ei mar -

Ó ˙ ˙ ˙ ˙ ˙
e le pen - ne ei mar -w ˙ ˙ ˙ ˙

∑ . w ˙
w ˙ .w

7-6
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B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

61 ∑ ˙ ˙ ˙ ˙
le pen - ne ei mar -

61 Ó ˙ ˙ ˙ ˙ ˙
e le pe - ne ei mar -

61 ˙ ˙ ˙ ˙ ˙ ˙
tir e le pen - ne ei mar -

61 ˙ ˙ ˙ ˙b ˙ ˙
tir e le pen - ne ei mar -

61 ˙ ˙ ˙ ˙ ˙ ˙
tir e le pen - ne ei mar -61 w ˙ ˙ ˙ ˙b

61 w ˙ ˙b ˙ ˙
61 .w .w

≤

w ˙ ˙ ˙ ˙b
tir le pen - ne le

wn ˙ ˙ ˙ ˙
tir le pen - ne lew ˙ ˙ ˙ ˙
tir le pen - ne lew ˙b ˙ ˙ ˙
tir le pen - ne lew ˙b ˙ ˙ ˙
tir le pen - ne lew ˙ ˙ ˙ ˙b
wn ˙ .w
w ˙b w ˙
≥

w ˙ .w
pen - ne so - - -

wn ˙ w ˙
pen - ne so - now ˙ .w
pen - ne so - - -w ˙ .w
pen - ne so - - -w ˙ .w
pen - ne so - - -w ˙ w ˙

∑ ˙ w ˙
w ˙ .w

≥ 6
5

4-3

B
B
B
B
?
&
&
?

b
b

b
b
b
b
b
b

64 w ˙ w ˙
no le pen - - - ne

64 w ˙ wn ˙
le pen - - - ne

64 w ˙ w ˙
no e pen - - - ne

64 wb ˙ w ˙
no e pen - - - ne

64 w ˙ w ˙
no le pen - - - ne64 w ˙ w ˙

64 w ˙b wn ˙
64 .w w ˙

≤ ≥ 6
5

.w .w
so - - - - - no.

w ˙n .w
so - - - - no..w .w
so - - - - - no..w .w
so - - - - - no..w .w
so - - - - - no.w ˙ .w
˙ w .w

.w .w
4-3
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Excerpt from Peri’s Le Musiche sopra l’Euridice:48

The following is a scene from the first extant opera, Jacopo Peri’s famous

Euridice from 1600.  This dialog takes place between Orfeo and Plutone, king of

the underworld, with appearances by his wife, Proserpina, and the ferry pilot on

the River Styx, Charonte.  The lirone, which was thought to be a recreation of

Orfeo’s lyre, should be used to accompany only Orfeo.  Once again, the figures

are fairly straightforward, though some difficult passages have been realized

below:

Other notes and particularly difficult places:

Measure 5:  The C≥ on the first beat should be realized as a 6 chord.  This is

“rule of the octave” material, and should be adhered to in most similar

circumstances.  When in doubt, look to the melody for clues.

Measure 31:  The E≤ on the third beat should be a root position triad.

                                                
48 Peri, Jacopo.  Le musiche sopra l’Euridice. Rome: Reale Accademia d’Italia, 1934.

Fig. A12
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Fig. A13
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B
?

b

b

13 Œ œ œ œ ˙ œ œ œ
L'o - scu - ro var c'o - de sian

Venere

13 w w

.œ Jœ ˙ œ ˙ œ
guin - ti a ques - te - ri - ve

w w

.˙ œ œ ˙ ˙
pal - li - d'e mes - te

w w

B
?

b

b

16 œ œ œ œ œ ˙ œ œ
Oc - chio nó vi - d'an cor d'al - cun

16 ˙ ˙ ˙ ˙
#

œ œ ˙ ˙ Œ œ
mor - ta - le Ri -

˙ ˙ w
11.# #

.˙ œ ˙ œ ‰ jœ
mi - ra in - tor - no e

w ˙ ˙

B
?

b

b

19 ˙ œ œ œ œ ˙
ve - di gl'os - cu - ri cam -

19 wb w

œ œ œ .œ Jœ ˙ ˙
pi, è la Cit - tà fa - ta - le

wb w

Œ œ .˙ œ œ œ
Del Re che sou - ra

W

B
?

b

b

22 ˙ œ ‰ Jœ .˙ œ
l'ó - bre, ha sce - tro, e

22 ˙ ˙ ˙ ˙
6 6

˙ ˙ œ œ œ .œ Jœ
reg - no Scio - gli l tuo no - bil

w ˙ ˙

˙ .œ Jœ .œ Jœ .˙ œ ˙
can - to Al suon dell' aur - eo leg -

w .˙ œ ˙ ˙
#.11 11.#

B
?

b

b

25 w .˙ œ
no. Quan - to

25

w w
# #

.˙ œ œ ˙ ˙
mor - te t'ha tol - to i

w w

œ ˙ œ w
vi - di - mo -

˙ ˙ w
6 11.10
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B
?

b

b

28 w w ˙ Œ œ
ra Pre - ga sos -

28

w W

.˙ œ ˙ ˙
pi - ra, e plo - ra

˙ ˙ w
#

Œ .œ Jœ œ .˙n œ
for - s'av - ver - rá che

w w

B
?

b

b

31 .˙ œ ˙ ˙
quel - so a - ve

31 ˙ ˙ ˙b ˙

˙ œ œ .˙ œ w
pian - to che mos - s'a il ciel

.w ˙ w

œ œ œ œ œ w
pie - ghi l'In - fer - no an - co -

˙ ˙ w
11.10

B
?

b

b

34 W
ra.

B

34

W

Œ œ .œ jœ ˙ ˙
Fu - ne - ste piag - ge

Venere si parte, e lascia Orfeo nell'Inferno
Orfeo

W
≤

Œ œ ˙ .˙ œ œ
om - bro - si or - ri di

W
B

?

b

b

37 ˙ ˙ Œ œ œ œ œ œ
cam - pi che di stel - lé, o di

37

W

˙ ˙ Œ œ œ œ œ œ
So - le Non ve - de - ste gia

W

˙ œ ˙ œ wn ˙
mai scin - til - ò lam - pi

˙ ˙ ˙ ˙ w
#6 # #≤

B

?

b

b

40 Œ œ œ ˙ œ œ ˙
Rim - bom - ba - te do - len -

40

w ˙ ˙
#6≤ ≤

œ œ Œ œ œ œ .œ œ œ œ
ti al suon dell' an - go

˙ ˙ w

œ œ .œ jœ ˙ ˙
scio - se mie pa - ro - le

˙ œ œ w
#6 11.#
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B

?

b

b

43 œ œ œ .œ jœ œ œ ˙ œ
Men - tre có - mes - ti ac - cen - ti

43

W
≤

Œ œ œ œ œ# œ ˙ Œ œ
Il per - du - to mio ben con

w w
#≤

˙ œ œ œ œ ˙ ˙
voi sos - pi - ro

˙ ˙ ˙ ˙
# 11.# #

B

?

b

b

46 Ó ˙ w
E voi

46

w w
b #

œ œ œ œ œ œ# œ ˙ ˙
dhe per pie - tà del mio mar - ti - ro

w w
# #

Œ œ œ œ œ œ ˙ œ œ
Che nel mi - se - ro cor di mo -

w w
# #

B

?

b

b

49 œ œ w ˙
ra, e - ter - no

49 w w
#

Ó œ# œ
La - cri -

w
#

.˙ œ œ# ˙ œ Œ
ma - - te al mio pian - to

˙ œ œ w
# 7. #6 #

B

?

b

b

n

n

52 w œ# œ .œ jœ
Om - - - bre d'in - fer - no

52 ˙ œ œ ˙ ˙
# #.4 4.#

w

w
#

Ó w ˙#
Ohi - me

w w
#

B

?

55 Ó w ˙#
Ohi - me

55

w w
#

Œ œ œ œ ˙b œ œ
Che su l'au - ro - ra giun

W
#

œ œ œb œ œ Œ œ ˙
se all' - oc - ca - so il Sol

w w
≤ ≤
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B

?

58 œb œ .œ jœ œ œ ˙
de gl'oc - chi mie - i Mi - - -

58

˙ ˙ ˙ ˙
#.11 11.# # ≤

.œ jœ ˙
se - ro

˙ ˙
11 #

Ó ˙ .œ jœ# ˙
Mi - - - se - ro,

w w
6 #

B

?

61 Œ œ œ œ ˙ ˙
en su quell' - o - ra

61 W
#

Œ œ œ œ œ œ
Che scal - dar - mi'a bei

w
#

.œ œ œ œ ‰ jœ
rag - gi io

w

B

?

64 œ# œ ˙ ˙ ˙
mi cre - de i Mor -

64 œ œ ˙ w
# 4 4.#

œ œ# .˙n œ œ ˙
te spen - se il bel lu -

œ œ ˙ ˙ ˙
4 # #.11 11.#

˙ Œ œ .œ jœ .œ jœ#
me, e fred - d'e so -

w ˙ ˙
# # 4

B

?

67 ˙# Œ œ .˙b œ
lo res - tai fral

67 w w
# ≤

.˙b œ ˙ œ œ
pian - to el duo - lo Com'

˙ ˙ w
7.#6 #≤

œ œ ˙ œ# ˙ Œ œb
an - gue suol in -

˙ ˙ w
#.4 4.# ≤

B

?

70 .œb Jœ .˙ œ ˙
fred - da Piag - gia il ver -

70

˙ ˙b ˙ ˙
6 #.11 11.#≤

w Ó œ# œ
no La - cri

w w
# #

.˙ œ œ# ˙ œ Œ
ma - te al mio pian - to

˙ ˙ w
# 7.#6 #
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B

?

73 w œ# œ .œ jœ
Om - - - bre d'in - fer -

73 ˙ œ œ ˙ ˙
# #.11 11.#

w
no.

w

Ó Œ œ w
E tu

W
B

?

76 œ œ œ œ œ ˙ ˙
mé - tr'al ciel Piac - que

76 ˙ ˙ w
10 11

œ œb œ .œ jœ
lu - ce di ques - ti

˙
≤̇

˙ ˙ œ# œ œ œ# œ
lu - mi fat - ti al tuo di par -

w w
# #

B

?

79 ˙# Œ œ .˙ œ
tir fon - ta - ne, e

79 w ˙ ˙
# #

w ˙ Œ œb œ
fiu - - - mi Che

˙ ˙ ˙ ˙
3 4 ≤

˙ Œ œ œb œ ˙
fai che fai per en

w w
# ≤

B

?

82 œ œ# œ œ .œ jœ œ œ ‰ œ œ œ
troi te - ne bro - si or ro - ri for - se t'af -

82

w ˙ ˙
#≤ ≤

.˙b œ ˙# œ œ
flig - gi, e piag - ni l'a -

˙ ˙b wn
6 #≤

.˙ œ# w
cer - bo fa - -

˙ ˙ ˙ œ œ
# # 4. #3 2

B

?

85

˙ ‰ œ œ œ
to e glin - fe

85

w
#

.˙ œ ˙ .œ Jœ
li - - - ci a - - - -

˙ .˙ œ ˙
# # 6

˙ ˙
mo ri

˙ ˙
4. #3
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B

?

88 ∑ Ó ˙
Dhe

88

w w
10 10.

˙ .˙ œ# œ .œ jœ
Dhe se scin - til l'an -

w w
10 #

˙# œ œ ˙ œ œ œ
co - ra - ti scal - da'l sen -

w ˙ ˙
# # #

B

?

91 œ œ .˙ œ ˙
di quei si ca -

91 w w
# 6

œ œ ˙ ˙ ˙
ri ar - do - ri sen -

œ# œ ˙ w
6 7.#6 #

œ œ Œ œ œ œ ˙ œ
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Further Repertoire:

The following is a list of pieces comprising the entire known repertoire of lirone-

specific works.49  Instrumentation has been included for most of these works.

The lirone is occasionally given a specific line in a score, but more often it is

included as part of the continuo group, and to be used where appropriate.  It is

up to the director and/or performer to decide when exactly to use it.

Intermedii:  La Pellegrina with music from Mantua and Rome (1589)

Alessandro Striggio: “Oh, altero miracolo novello.”
a 4: Cupid, Zephyrus, Playfulness, Laughter
Musica: Lirone, four lutes, viola d’arco:amoretti
3 gravicembalo, leuto grosso, viola soprano, traverso contr’alto,
flauto grande tenore, trombone basso, cornetto muto, che sonava una
 quinta parte aggiunta di soprano

Alessandro Striggio: “Fuggi speme mia.”50

a 5: Psyche, Soprano solo, 4 violoni off stage
4 trombones, lirone off stage.

Francesco Corteccia: “Dal bel monte Helicon.”
a 4: 2 cornetto muti, 2 trombone, dulcian, stortina, lirone, lira, ribechino, 2
lutes.

_______: “Himeneo dunque ogn’un chiede.”
a 8:  lira, lirone

Cristofano Malvezzi: “Io che l’onde raffreno.”
a 5:  Water nymphs: chitarrone, arciviolata lira (lirone).

                                                
49 David, 84-85
50 A full realization of this piece is available in:
Brown, Howard Mayer.  “Psyche’s Lament: Some Music for the Medici Wedding

in 1565.”  Words and Music: The Scholar’s View.  A Medley of Problems and
 Solutions Compiled in Honor of A. Tillman Merritt by Sundry Hands.
Laurence Berman, Elliot Forbes, et al., editors.  Boston: Harvard
 University Press, 1972.
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Malvezzi: “O qual risplende nube.”
a 6: 24 singers, 4 liuti, 4 viole, 2 bassi, 4 trombones, 2 cornetti, cetera,
salterio, mandola, arciviolata lira, violine

Malvezzi: “O fortunate giorno.”
a 30: in seven choirs.

Francesca Caccini: ‘O quanto muto.’
Arciviolata, 5 viole, Organo di Legno, Strumenti di Tasti.

Pieces as examples:

Marin Mersenne (1636) includes a tablature of le Baillif’s Laudate Dominum in his
treatise, Harmonie Universelle. (see p. 108)

Cerreto, “Della Prattica Musica vocale, et strumentale.” (1601): an
accompaniment for soprano voices with lirone.

From Roman, Venetian, and Florentine opera and sacred dialogs:

E. Cavalieri (1600): “Rappresentatione di Anima et di Corpo, Prologo.”
Lira, 3 violini, arpe, lauti, gravicembali, tiorbe &violini

Listed in the foreward to the work:
“Una lira doppia, un clavicembalo, un chitarone, o tiorba

Come ancora un Organo suave con un Chitarrone.”

Stefano Landi (1631): “Il Sant’Alessio.” in A. della Corte: Drammi per
musica dal Rinuccini allo Zeno, i (Turin, 1958), 195–265.

Rossi or Pasqualini (1653): Oratorio “Mi son fatto nemico,” Cantata a 5  con
strumenti
Lira Basso solo
Lira Alto solo
Lira a 4 et violone, soprano, Lute, 2 violins
Lira Tenor Solo , cembalo, violone

Rossi or Pasqualini: Oratorio “O cecitá,” Cantate a 5 con stromenti se si vuole.
Lira Soprano, Alto, e violone

4 viole (ritornello)
4 viole and cembalo (ritornello)

Lira Basso solo e violone
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Lira Basso solo e violone
Lira Tenore solo e violone

Madrigal a 5, lira (lirone) in basso continuo tutti.

Jacopo Peri (1601), “Sopra L’Euridice,” Florence, with arias by Giulio Caccini
Instruments and Performers:
Una lira grande, Messer Giovanbattista dal Violino
Un Gravicembalo, Signor Jacopo corsi, sono
Un Chitarrone, Signor Don Grazia Montaluo
Un Liuto grosso, Messer Giovanni Lapi

Domenico Belli (1616): “Orfeo dolente,” Orfeo sonando con la lira il seguente
ritornello.

Rossi (1641-45, approx.): Giuseppe
        Oratorio per la Settimana Santa

Domenico Mazzochi (1664): “Lamento di David,” puo servire con la lira

Bernardo Pasquini (1710): “Cain et Abel,” con la lira.

Recommended Recordings:

 The following is a partial list of recordings that feature lirone player Erin

Headley.

Le Canterine Romane
Luigi Rossi
Tragicomedia
Teldec 4509 90799-2

Madrigali Concertati
Claudio Monteverdi
Tragicomedia
Teldec 4509-91971-2

Amor Amor, Roman Cantatas c. 1640
Suzie Le Blanc/ Tragicomedia,
Vanguard Classics 99140

Il Ballo Delle Ingrate
Claudio Monteverdi
Tragicomedia
Teldec 4509-90798-2

Heinrich Ignaz Franz von Biber The
Mystery Sonatas
John Holloway, violin
Virgin Veritas
VCD 7 90838-2
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Madrigali Concertati
Claudio Monteverdi
Tragicomedia
Teldec 4509-91971-2

La Dolce Vita
Tragicomedia, directed by Stephen
Stubbs /The King's Singers
EMI (Classics/Reflexe)
CDC 7 54191 2

Sprezzatura
Tragicomedia, directed by Stephen
Stubbs
EMI (Classics/Reflexe)
CDC 7 54312 2

Capritio - Instrumental Music
Tragicomedia, O'Dette, et al
Harmonia Mundi
CD 9304672942

Monteverdi: Che Soave Armonia
Challenge Classics
CD 0891720352

Love and Death in Venice
Conductor: Stephen Stubbs
Emi Records [All429] - #45263

Una <<Stravaganza>> dei Medici:
Intermedi (1589) per <<La pellegrina>>
Taverner Consort – Taverner Choir –
Taverner Players/Andrew Parrott
EMI
CDC7479982
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The Continuo Group:

As indicated in Chapter 3, one must exercise some discretion when

choosing combinations of instruments for a continuo group, especially with

regards to the doubling of the bass line by a sustaining instrument.  Though most

seventeenth century theorists give only vague guidance on most of these issues,

much has been gleaned from ensembles specified in a number of compositions. A

summary of a few basic guidelines is as follows:

1) In sacred music, the organ is the most common continuo instrument.
Harpsichord, archlute, theorbo, and harp are more common in secular
genres.

2) “At no time during the 17th century did there exist a general practice of
doubling the basso continuo.”51  This holds true for secular instrumental
and vocal music in general.

3) Occasions when bass line doubling is appropriate:
a. Doubling is appropriate in Intermedii. or Opera:  Continuo

instruments and single-line bass instruments are often specified by
the composer

b. Doubling is appropriate in pieces in which there is a good deal of
melodic interest in the bass line, or in which the bass line is an
integral part of the counterpoint.  This includes much sacred vocal
music written after 1650.

c. If extra reinforcement is required to keep the ensemble on pitch.52

The job of the continuo in the 17th century is to clarify the harmonic

structure on which the rest of the ensemble’s parts are based.  If doubling the

bass line seems to make a given piece become too bass-heavy or obscures lines

being played or sung by other voices or instruments in a similar range, it is

                                                
51 Tharald Borgir, “The Performance of the Basso Continuo in Seventeenth Century Italian Music”
(Ph.D. diss., University of California, Berkeley, 1971), 241.
52 Michael Praetorius, Syntagma Musicum v. III, Wolffenbuette. Holvwin, 1619.  Reprineted as vol. 15
of Documenta musicologica, Erste Reihe, Kassel, Baerenreiter.
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probably best to leave off the doubling.  Doubling may be appropriate, though

not always stylistically necessary, when the chordal instrument does not posses a

strong bass range, as can be the case with some harpsichords, small organs, and

especially the lirone.53  If you decide to include a single-line bass instrument in

your continuo group, it is advisable to avoid instrumental anachronism.   As

mentioned above, composers did occasionally prescribe bass instruments in their

score, though the plethora of different names, some of which indicate the same

instrument, can cause confusion for modern players.  The following chart

clarifies many of these terms:54

Pre –1650:

Basso di viola = a bass of either the violin or the viol family

Contrabasso = a bass viola da gamba

Viola = any member of the viol or violin families

Viola da gamba = any member of the viol family

Violone = generic term for the viol family, or an Italian bass viola
da gamba tuned GG – e’.

Post-1650:

Bassetto = a cello.

Basso di viola = Italian bass viola da gamba

Contrabasso = double bass violin

                                                
53 Agazzari, Del sonare sopra ‘I basso (Seina, 1607).
54 Borgir, 189.
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Viola = alto violin

Viola da brazzo = Venetian term for the cello until 1720.

Viola da gamba = the Italian tenor gamba, tuned D-b’.

Violoncello = cello.

Violoncino = used to refer to the cello between 1640 and 1680.

Violone = Italian bass viola da gamba, cello, or an instrument
functioning as a double bass after 1750.

It should be noted that the bass viola da gamba was rarely used for a continuo

bass line outside of France in the late-17th century.  The cello and its early

variants are most common in Italy and Germany throughout the Baroque

period.55  Though bowed basses were by far the most frequently used and

preferred, Agazzari and Praetorius both suggest the use of a trombone to double

the bass line in sacred music when necessary, and the bassoon was also used

occasionally in later secular music.56

Further Continuo Study:

In addition to the list of treatises in Chapter 1, the following is a partial list

of materials for the further study of continuo practice and figured bass

realization.  Primary sources mainly include those of early 17th century Italian

authorship, though a number of later French, English, Spanish and German

sources have been included to encourage a more diverse perspective on the

                                                
55 Henry Brunett, “The Bowed String Instruments of the Baroque Basso Continuo (Ca. 1680-1752)
in Italy and France” (Masters Thesis, Queens College 1970), 10.
56 Borgir, 4-5.
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practice.57  Though these sources concentrate on figured bass as applied to

keyboard and plucked string instruments, the same principles of figured bass

realization, of course, apply to the lirone as well.

Primary Sources:

A. Agazzari, Del sonare sopra 'l basso (Siena, 1607).

C. Avison, An Essay on Musical Expression (London, 1752).

A.  Banchieri, L'organo suonarino (Venice, 1605)

_______, Conclusioni nel suono dell'organo (Bologna, 1609).

A. Barcotto, Regola e breve raccordo per far render agiustati (Padua, c1640)

J.B. Baumgartner, Instructions de musique théorique et pratique à l'usage du violoncelle
(The Hague, 1774).

F. Bianciardi, Breve regola per imparar' sonare sopra il basso con ogni sorte
 d'istrumento (Siena, 1607)

F. Couperin, Règles pour l'accompagnement (c1698).

N. Fleury, Méthode pour apprendre facilement à toucher le théorbe sur la basse-continue
 (Paris, 1660).

F. Geminiani, The Art of Accompaniment (London, 1756–7).

_______, Rules for Playing in a True Taste (London, c. 1739).

_______, A Treatise of Good Taste in the Art of Musick (London, 1749) .

J.A. Herbst, Arte prattica & poëtica (Frankfurt, 1653).

G. Keller, A Compleat Method for Attaining to Play a Thorough Bass, upon either
 Organ, Harpsichord, or Theorbo-Lute (London, 1707).

                                                
57 Peter Williams and David Ledbetter,  Continuo [Basso Continuo],

<<http://www.grovemusic.com>>, accessed 01-05-
2004.
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A.F.C. Kollmann, A Practical Guide to Thorough-Bass (London, 1801).

M. Locke, Melothesia or Certain General Rules for Playing upon a Continued-Bass
(London, 1673).

T. Mace, Musick's Monument (London, 1676).

J. Mattheson, Grosse General-Bass-Schule (Hamburg, 1731).

________, Kleine General-Bass-Schule (Hamburg, 1735).

A. Maugars: Response faite à un curieux sur le sentiment de la musique en Italie (Paris,
c1640).

C. Monteverdi: Madrigali guerrieri et amorosi … libro ottavo (Venice, 1638).

G. Muffat, Regulae concentuum partiturae (c1699).

N. Pasquali: Thorough-Bass made Easy, or Practical Rules for Finding and Applying its
Various Chords (Edinburgh, 1757).

L. Penna: Li primi albori musicali per li principianti della musica figurata
(Bologna,1672).

M. Praetorius: Syntagma musicum, iii (Wolfenbüttel, 1618).

J.J. Quantz: Versuch einer Anweisung die Flöte traversiere zu spielen (Berlin, 1752/R,
3/1789; Eng. trans., 1966, 2/1985, as On Playing the Flute)

J.-P. Rameau: Traité de l'harmonie reduite à ses principes naturels (Paris, 1722).

J.-J. Rousseau, ‘Accompagnement’, ‘Récitatif– accompagné, mesuré’, Encyclopédie
 méthodique vols.xiii, xiv, ed. N.E. Framery and P.L. Ginguené (Paris,
 1782–1832).

_______, Traité de la viole (Paris, 1687).

M. de Saint-Lambert, Nouveau traité de l'accompagnement du clavecin, de l'orgue
 (Paris, 1707)

 J. de Torres y Martinez Bravo, Reglas generales de accompañar, en órgano, clavicordi
o y harpa (Madrid, 1702) .
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D.G. Türk, Kurze Anweisung zum Generalbass-spielen (Leipzig and Halle, 1791).

Modern Studies:

D. Arnold and N. Fortune, eds., The New Monteverdi Companion (London, 1985).

F.T. Arnold, The Art of Accompaniment from a Thorough-Bass as Practised in the 17th

 and 18th Centuries (London, 1931).

T. Borgir, The Performance of the Basso Continuo in Italian Baroque Music (Ann
Arbor, 1987).

H.M. Brown, Instrumental Music Printed before 1600 (Cambridge, MA, 1965).

H.M. Brown and S. Sadie, eds., Performance Practice: Music after 1600 (London,
1989).

R. Donington, The Interpretation of Early Music (London, 1992).

______, A Performer's Guide to Baroque Music (London, 1973).

H. Keaney,  Figured bass for beginners : a self-paced primer in playing from a
 figured bass, foreword by Daniel Pinkham, (Boston : E. C. Schirmer,
1981).

W. Kolneder, Schule des Generalbasspiels (Wilhelmshaven, 1983–4).

A. Lawrence-King, ‘The Harp as a Continuo Instrument in Early Italian Opera’,
Historical Harps, ed. H. Rosenzweig (Dornach, 1991), 133–44.

D. Ledbetter, Continuo Playing According to Handel (Oxford, 1995).

N. G. Lunde, The Continuo companion : sources for basso continuo
instruction in facsimile (Columbus, Ohio : Early Music Facsimiles, 1988).

R. Müller, Der stile recitativo in Monteverdis Orfeo (Tutzing, 1984).

N. North, Continuo Playing on the Lute, Archlute and Theorbo (London, 1987).

J.A. Sadie, The Bass Viol in French Baroque Chamber Music (Ann Arbor, 1980).

O. Strunk, Source Readings in Music History (New York: Norton, 1998).
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P. Williams, Figured Bass Accompaniment (Edinburgh, 1970)

R. Zappulla, Figured Bass Accompaniment in France (Turnhout, 2000)

Important Lirone Contact Information:

Lirone Builders:

Peter Heutmannsberger
Hauptplatz 4
Linz A-4020
Austria
+43 70 785856
Fax: +43 70 781383

John Pringle
2218 Mount Willing Rd.
Elfand, NC 27243
919 563-4118

Bow Makers:

Christopher English
2029 Spruce
Port Townsend, WA 98368
360 379-9835
http://www.cf-english.com

Michael Fleming
13 Upland Park Road
Oxford OX2 7RU
England
+44 1865 512807

Harry F. Grabenstein
179 Walker Hill Rd.
Williston, VT 05495
802 872-9023
http://www.hfbowmaker.com

Neil Hendricks
1920 Wilder St.
Reno, NV 89512-1938
775 329-1905

Linda Shortridge
725-1 Tramway Lane NE
Albuquerque, NM 87122
505 822-1311

String Makers:

Aquila Strings
Aquila Corde Armoniche
S.a.s. di Pace Manuela & C.,
Strada Scuole dell'Anconetta
67 - 36100 VICENZA - ITALY.
www.aquilacorde.com
+ 444 - 514564

Daniel Larson
26 N. 28th Ave. E
Duluth, MN 55812
218 724-8011

Robert E. Link
117 N. Hassell St.
Hillsborough, NC 27278
919 732-8051



161

Damian Dlugolecki
520 SE 40th St.
Troutdale, OR 97060-2568
(503) 669-7966
Fax: 503 665-2738
http://www.teleport.com/~damian
/strings.htm

Organizations:

Early Music America
2366 Eastlake Avenue E. #429
Seattle, WA 98102, USA
206/720-6270 or 888/SACKBUT
Fax: 206/720-6290
Inquiries: info@earlymusic.org
General Office:
office@earlymusic.org
Advertising: ads@earlymusic.org

Lute Society of America
Garald Farnham, Treasurer
255 W. 98th St., #5C
New York, NY 10025-7282
http://www.cs.dartmouth.edu/~lsa

Viola da Gamba Society of America
Alice Renken, secretary.
4440 Trieste Dr.
Carlsbad, CA 92008
Http://www.vdgsa.org

Viola da Gamba Society of Great
Britain
http://www.vdgs.demon.co.uk/
+44 1904 706959
admin@vdgs.demon.co.uk
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