
 

 
 

 

 

 
 

 

Over the past 30 years, Friends have been providing transformational support for the Hall, ensuring this historic 

building remains a home for great music making. Enjoy the benefits of friendship by joining as a Friend today, and 

be a part of the Wigmore story.    

 

Wigmore Hall is a no smoking venue. No recording or photographic equipment may be taken into the auditorium nor used in any other part of the Hall without the prior 
written permission of the management.  
In accordance with the requirements of City of Westminster persons shall not be permitted to stand or sit in any of the gangways intersecting the seating, or to sit in any 
other gangways. If standing is permitted in the gangways at the sides and rear of the seating, it shall be limited to the number indicated in the notices exhibited in those 
positions. 
Disabled Access and Facilities - full details from 020 7935 2141. 
Wigmore Hall is equipped with a ‘Loop’ to help hearing aid users receive clear sound without background noise. Patrons can use this facility by switching hearing aids to 
‘T’. 

 
Please ensure that watch alarms, mobile phones and any other electrical devices which can become audible are switched off. Phones on a vibrate setting can still be heard, 
please switch off. 
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Tuesday 18 October 2022 

 7.30pm 

Selva Morale e Spirituale - madrigals and motets 
 

La Nuova Musica 
David Bates director, harpsichord Jane Gordon violin  Inga Maria Klaucke dulcian 

Ana Beard Fernandez soprano  Andrej Kapor violin  Toby Carr theorbo 

Miriam Allan soprano   Joanne Miller viola  Kristiina Watt theorbo 

Hugh Cutting countertenor  Joanna Patrick viola  Joy Smith harp 

Rory Carver tenor   Kinga Gaborjani gamba  Tom Foster harpsichord, 

Simon Wall tenor   Judith Evans double bass  organ 

Edward Grint bass-baritone 

Michael Lafferty bass 

 

Claudio Monteverdi  (1567-1643)   Beatus vir (Primo) SV268 (1641)   

Spuntava il dì SV255 (1641)   

Kyrie from Missa 'In illo tempore' SV205 (1610)   

Salve Regina (Secondo) SV284 (1641)   

Pianto della Madonna SV288 (1641)   

Confitebor tibi Domine (Terzo) SV267 (1641)   

Interval    

Prologo from Orfeo SV318 (1607)   

Laudate Dominum in sanctis eius SV287 (1641)   

Ego flos campi SV301 (1624)   

     From Missa 'In illo tempore' SV205 (1610)   
Gloria • Sanctus and Benedictus • Agnus Dei I & II  

Dixit Dominus (Terzo) SV191 (1650)   
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The programme has changed slightly since these 
programme notes were written. 

Dismissed from Mantua’s Gonzaga court in 1612, 

Monteverdi’s move to Venice marked the start of two 

very different chapters in his musical life. The late 

madrigals and commercial operas Il ritorno d’Ulisse 
and L’incoronazione di Poppea took him to the heart 

of a secular world of spectacle and sex, while his 

position as Maestro di Capella at St Mark’s found him 

composing chaste Masses, motets and psalms for the 

Doge’s chapel. But it’s possible to see the dialogue 

between the two: the newly rhetorical energy that 

animates the sacred music drawing from the drama 

of the stage. 

Published in 1641, the Selva morale e spirituale is to 

Monteverdi’s sacred music what Book VIII of his 

madrigals is to his secular. Both are retrospective 

compilations, drawing decades of composition into 

an anthology of startling stylistic range and variety. 

The largest sacred collection since the 1610 Vespers, 

the Selva morale would also be the last the now 74-

year-old composer would publish – a final epitaph to 

a lifetime’s work. 

Divided into two sections, it comprises some 40 

works – motets, spiritual madrigals, canzonette 
morale, psalms, hymns, solo songs and a mass. At its 

centre are the texts used in daily liturgy at St Mark’s. 

Each Vespers service called for five different psalms, 

and it’s no coincidence that these are some of the 

most often-set texts in the collection. 

We open with the most exuberant of all – the six-

voice Beatus vir with its two solo violins. Its style, 

which sets full choral forces against soloists, passing 

the music constantly back and forth between groups, 

is typical of the 'stile concertato' that Monteverdi 

refined from the work of Adrian Willaert and the 

Gabrielis – one intended to transform the acoustic 

challenges of Venetian churches, with their wide-

spaced galleries, into a virtue. A simple ABA structure 

is so energetic, so athletic in its working-out, so 

relentless in its dance-rhythms, that the underlying 

structural mechanics are all but hidden from the ear. 

The motet closes with an extended 'Gloria', its sudden 

solemnity almost an afterthought among so much 

rejoicing. 

Despite being set for just solo tenor and continuo, 

the Laudate Dominum in sanctis eius celebrates the 

expressive possibilities of its text. Psalm 150 sees 

God praised in cymbals and dances, strings and 

organ. Fanfare-like motifs in the voice suggest 

trumpets, while cymbals fizz in demisemiquavers and 

drums pound out in emphatically repeated pitches. 

The Dixit Dominus we hear tonight, while closely 

related to the first of the Selva morale’s settings, was 

actually published posthumously in 1650. Despite 

this, its shorter length and simpler treatment of its 

two four-voice choirs have led scholars to suggest 

that it’s the earlier of the two variants – a fascinating 

portrait of musical thinking under construction. While 

constructed as a double-choir motet, the work makes 

little effort to exploit their opposition, preferring to 

develop the material in a series of duets, or in 

exchanges between solo voices and the collective. 

Marian antiphon Salve Regina provokes three 

contrasting treatments (of which we hear two tonight) 

in the collection. The 'Audi coelum' setting, which 

amplifies the main text with a devotional trope 'Hear, 

O heaven, my words', brings the theatre into the 

church with its expressive echo effects: the solo 

tenor’s message is mirrored back as if by the 

heavens. In the expressive second setting for soprano 

(or tenor) duet, the two voices imitate and dovetail 

one another, now two harmonic halves of a whole, 

now rivals in ever-intensifying debate, climaxing on a 

musical celebration of the miracle of the incarnation 

'ostende' ('show us'). 

The third setting of the celebratory Psalm 111 

Confitebor tibi Domine is marked 'alla Francese' ('in 

the French manner'), a description that could refer 

either to a declamatory, forward style of delivery or to 

a structure that alternates solo and tutti passages. 

Bright and simple, this largely syllabic setting 

captures the urgency of the text’s rejoicing in music 

whose outer sections almost trip over themselves in 

their eagerness to convey their message, in contrast 

to the central body of the motet which settles into a 

more stately, expansive mood. 

All of the sacred madrigals in the Selva morale are 

'vanitas' settings – works that brood on the 

ephemeral value of earthly things, a none-too-subtle 

sermon for the composer’s wealthy and powerful 

patrons. The rhetorical, text-driven style of the 

'canzonetta morale' Spuntava il di and its episodic 

structure places it among the more modern works of 

the collection. Three voices give way in the final verse 

to a plaintive lament for bass solo – the musical world 

quite literally fades away, just as the glories of nature 

that the poet describes. 

Pastoral beauty proves more enduring in solo 

motet Ego flos campi. Published in 1624 this Song of 
Solomon setting for solo alto and continuo relishes its 

sensual, fecund text in long melismas that stretch and 

bend the vocal lines into gorgeous sonic arabesques. 

Sacred and secular meet in solo motet 'Iam moriar, 

mi fili' (Pianto della Madonna) – a striking reimagining 

of an extended recitative from Monteverdi’s 

otherwise lost Mantua opera L’Arianna. Here the 

composer substitutes the mourning of the Virgin for 

Christ for the original plaints of Ariadne for her lover 

Theseus. Keening with emotion, taking advantage of 

the freedom of recitative to startle us harmonically 

again and again, the hymn stands apart from the rest 

of the Selva morale for its raw musical directness. 
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Translations of 'Spuntava il dì' and 'Prologo from Orfeo' by James 
Halliday. 'Salve Regina Audi coelum' by John, Marquess of Bute. 'Pianto 
della Madonna' by Clifford Bartlett. 

 


