


10.

1.

S

a o

Deus in adjutorium
Dixit Dominus
Nigra Sum

Laudate pueri Dominum

Audi coelum
Lauda Jerusalem
Ave maris stella

Magnificat

Magnificat

Et exultavit spiritus meus
Quia respexit humilitatem
Quia fecit mihi magna

Et misericordia eius

Fecit potentiam

5. Pulchra es
6. Laetatus sum
7. Duo seraphim

Deposuit potentes
Esurientes implevit bonus
Suscepit Israel

Gloria Patri

Sicut erat in principio

The Vespro della Beata Vergine is one of Claudio Monteverdi's most enduring works
of music, despite his huge body of varied output. Composed in Mantua for his
patrons and employers, the Gonzagas, this large-scale work was published in
Venice in 1610 and represents some of Monteverdi's most innovative, ambitious and
genre-defining efforts.

The musical background on the Italian peninsula at this time was a fascinating one.
A variety of social and religious factors were pushing greater compositional
innovation than had occurred over the course of the 16th century, such as the
demands of the Council of Trent for more text-focused religious music, desires at
courts for larger-scale theatrical entertainments, and the pressures of particular
groups of forward-thinking artists such as the Florentine Camerata necessitating
other composers to "catch up" with their new genres and concepts. These new
styles were not without their opponents, however. Monteverdi was forced to defend
his own innovations against more purist critics; Artusi's complaints are well known,
in which he critiques Monteverdi's music as being vulgar, crass, and contrary to the
established rules of composition. Monteverdi's simple response was that these rules
belonged to the old practice, the "prima prattica", and his music was something
new: the "seconda prattica".

The music of the Vespers is varied, dramatic, and makes use of a wide range of
instruments and voices. The "prima" and "seconda" styles are both represented for
dramatic effect, with some movements such as Nigra sum and Duo seraphim making
use of the “seconda” texture of declamatory solo voices over a continuo line, and Et
misericordia eius and Sicut erat in principio relying more upon the many-voiced
polyphonic texture of the “prima“ style. Perhaps the most impressive thing about
this is how swiftly and elegantly Monteverdi moves between texture; the final four
movements of the Magnificat, for example, begin with solo voices and instrumental
ritornelli, then solo voices upon a bass line, florid solo singing with echoes on a
static bass, before a full voiced polyphonic conclusion, without the impression that
we are listening to substantially different music. Monteverdi's prodigious skill to
unite many singers and instruments in a complex, multi-movement work which
retains a feeling of cohesiveness throughout, is truly impressive.



