
 
 

 

 

 
 

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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Dunedin Consort    Phantasm 

John Butt director, harpsichord  Laurence Dreyfus treble viol 

Miriam Allan soprano    Emilia Benjamin treble viol 

Zoë Brookshaw soprano   Jonathan Manson tenor viol 

Alexander Chance alto   Lucine Musaelian bass viol 

Nicholas Mulroy tenor    Chris Terepin bass viol 

Chris Webb bass 

Matthew Truscott violin 

Daniel Edgar violin 

Jonathan Manson bass viol 

Jamie Akers theorbo 

Stephen Farr organ 

 

 

Claudio Monteverdi  (1567-1643)   Spuntava il dì SV255 (pub. 1641)   

Salve Regina (Secondo) SV284 (pub. 1641)   

Michael East  (1580-1648)    From Fantasias for 5 viols (pub. 1610)   
Desperavi • Peccavi  

Claudio Monteverdi     Salve Regina (Terzo) SV285 (pub. 1629)   

Michael East      Triumphavi from Fantasias for 5 viols 

Claudio Monteverdi     Laudate Dominum in sanctis eius SV287 (pub. 1641)   

Confitebor tibi Domine (Terzo) SV267 (pub. 1641)   

Interval    

Dieterich Buxtehude  (c.1637-1707)   Membra Jesu Nostri BuxWV75 (1680)   
Ad pedes • Ad genua • Ad manus • 
Ad latus • Ad pectus • Ad cor • Ad faciem  

 
 

  

https://wigmore-hall.org.uk/support-us/wigmore-hall-audience-fund


 

 

Claudio Monteverdi's Selva morale e spirituale 
represents one of the crowning achievements of his 

storied and extremely productive career. Published in 

1640-1, this grove - selva - required ten separate 

partbooks and provided music to meet a whole array of 

liturgical scenarios from Mass to vespers in settings for 

forces that ranged from solo voices to massed choirs 

bolstered with instruments. The multifarious collection 

begins with five pieces written more for the court than 

the chapel with texts that take a more philosophical - 

though still fundamentally Christian - approach to life’s 

challenges. 

In the case of Spuntava il dì, Francesco Balducci's 

poetry takes the rose as the ultimate embodiment of 

the fleeting nature of worldly beauty and care. The 

inexorable and eternal quality of heavenly time by 

comparison is brought out by the refrain that ends each 

stanza: 

But what’s the use? 

Who could ever protect her from the wrath of 

heaven? 

A lovely thing here on earth dies and does not 

last. 

Fittingly, Balducci’s rose looks forward to two settings 

of the great Marian hymn, Salve Regina. The first we 

hear this evening is for two equal voices, tonight sung 

by two sopranos. In the opening greeting to Mary each 

part echoes the other by turns, a technique most 

familiar to modern listeners from Monteverdi’s Vespers. 

There is evocative word painting too in the breathless 

sighing and weeping over humanity’s sorry state, the 

syllables of suspiramus broken up by gasping rests. The 

second of tonight’s Salve Regina settings returns to the 

lower voice trio of Spuntava il dì. Here Monteverdi takes 

advantage of the extra voice to create a richer texture, 

still full of imitation, that reaches its peak in the 

overlapping waves of chromaticism in the final 

invocation to Mary as dulcis virgo. 

In amongst the Monteverdi come three fantasias for 

viols by Michael East. All from his third collection, 

published in 1610, they are notable for their Latin titles, 

with the full set of eight telling a story - whether of a 

sinner or a lover - that moves from despair to love. This 

evening we hear I despaired, I sinned and I triumphed, 

the music warming from chromatic self-recrimination to 

buoyant and open confidence. 

Picking up on this optimism, the first half closes with 

two of the psalter's most joyful texts. In setting Psalm 

150, Monteverdi revels in the repeated imperative to 

praise the Lord on a whole panoply of instruments, the 

solo tenor line increasingly melismatic as it builds to a 

final triumphal alleluia. We end with Psalm 111, a hymn of 

praise for all five singers that catalogues and gives 

thanks for the Lord's manifold works. 

After a first half of viols and Monteverdi, Dietrich 

Buxtehude’s Membra Jesu Nostri should sound 

somewhat familiar - the combinations of voices, the 

approach to text, the meaning developed by repetition 

are all inheritances from the Italian tradition that 

journeyed north, not least in the works of Heinrich 

Schütz. What Buxtehude does with these influences to 

create his devotional cycle, though, is all his own. 

Describing something as a cycle might make us think - 

especially in this building - more readily of composers 

from the 19th Century, but that level of craft and care in 

assembling both words and music is exactly 

appropriate when considering this piece. 

It takes the practice, common to many 

denominations, of addressing a part of Christ's body as 

the focus of adoration and devotion. The seven cantatas 

take feet (Ad pedes), knees (Ad genua), hands (Ad 
manus), side (Ad latus), breast (Ad pectus), heart (Ad 
cor) and face (Ad faciem) in turn, beginning with Christ's 

extremities and working up the devotional courage to 

look directly upon his face. The physicality of this 

progression, as well its repetition in devotion, is 

reinforced by the progression of the keys: we start and 

end in C minor having moved up from flats to sharps in 

a circle of fifths. 

Each cantata is broadly similar in shape, with outer 

sections for the whole ensemble enclosing arias for 

reduced vocal forces, but there is subtle variation in 

instrumentation that gives further direction to the 

overall cycle. Most cantatas require the same five 

singers, supported by a continuo team and two violins, 

but the fifth requires only the lower three voices and the 

sixth just the two sopranos and the bass. In addition, the 

violins are replaced in the sixth by a consort of five viols, 

bringing with them a sumptuous intimacy - the cantata 

that addresses the heart is therefore unique in its 

instrumentation and felt to be the heart of the cycle. 

In terms of texts, Buxtehude presents a rich 

assemblage. For the arias, he uses selections from the 

medieval Rhythmica oratio - a poem he would have 

believed to have been written by Bernard of Clairvaux 

(1090-1153), a theologian greatly admired by Martin 

Luther. These are juxtaposed with selections from 

biblical material that complement the arias and frame 

each cantata with resonant imagery: the cleft in the rock 

of the opening chorus of Ad latus corresponds with the 

wound in Jesus’s side, the dove with both suppliant and 

Holy Spirit. 

After the pragmatism of Selva morale e spirituale 

which offers a range of resources to a church’s director 

of music, it is striking that Membra Jesu Nostri has no 

natural home in the Lutheran liturgy, especially taken as 

a whole. Nonetheless, it is steeped in the precepts and 

spirituality of Martin Luther and couldn’t have been 

written without Buxtehude’s long service in churches 

across what is now northern Germany. 
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Translation of ‘Spuntava il dì’ by James Halliday, printed with kind 
permission. 

 


