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Vespro della Beata Vergine  (1610) ..................... Claudio Monteverdi  (1567-1643)

-Domine ad adiuvandum
     soloist:  Derek Chester

-Dixit Dominus
     soloists:  Angela BouKheir, Anna Christofaro, Nathan Hodgson, 
     Derek Chester, Bradley King, Nathaniel Mattingly

-Nigra sum
     Derek Chester

-Laudate pueri Dominum 
     soloists:  Angela BouKheir, Oneyda Padierna, Tucker Bilodeau, Kara Kasberg, 
     Nathan Hodgson, Derek Chester, Tyler Reece, Nathaniel Mattingly

-Pulchra es
     Angela BouKheir, Oneyda Padierna

-Lætatus sum
     soloists:  Angela BouKheir, Anna Christofaro, Tucker Bilodeau, 
     Derek Chester, Bradley King, Tyler Reece

-Duo Seraphim
     Derek Chester, Nathan Hodgson, Bradley King

-Nisi Dominus
     soloists:  Oneyda Padierna, Fabiana González, Derek Chester, Tyler Reece,
     Nathaniel Mattingly

-Audi cœlum
     soloists:  Derek Chester, Nathan Hodgson, Angela BouKheir, 
     Anna Christofaro, Tucker Bilodeau, Nathaniel Mattingly

-Lauda Jerusalem
     soloists:  Fabiana González, Alyssa Narum, Tucker Bilodeau, 
     Nathan Hodgson, Derek Chester, Tyler Reece, Nathaniel Mattingly

--Intermission--

PROGRAM



PERSONNEL

Collegium Singers

Soprano
Angela BouKheir
Anna Christofaro
Gabrielle Gilliam
Kimberly Newcomb
Oneyda Padierna
Lauren Stroh

Alto
Katie Butler
Fabiana González
Kristen Hoffman
Kara Kasberg
Natalie Manning
Alyssa Narum
Natalie Reitz

Tenor
Tucker Bilodeau
Derek Chester
Benjamin Elliott
Roy Flores
Davion Hambrick
Nathan Hodgson
Dwight Jilek

Bass
Michael Bolding 
Clinton Bray
Kerry Glann
Marcus Kang
Bradley King
Nate Mattingly
Kevin Porras
Tyler Reece
Peter Steenblik

Rehearsal Accompanist
Hentus van Rooyen

Orchestra

Baroque Violin
Stephanie Raby*
Tess Isaac*

Baroque Viola
Salwa Bachar+
Jan-Hendrik Harley+

Baroque Cello
Dan Totan+

Recorder
Paul Leenhouts^
Kimary Fick+

Cornetto
Bruce Dickey#
Kiri Tollaksen#

Sackbut
Roy Gonzalez+
Charles Toet#
Freddy Ouellette+

Organ
Brad Bennight^

Theorbo
Daniel Swenberg#
Hendrik Schulze^

* College of Music alumna
^ College of Music faculty
# Guest artist
+ Member of UNT Baroque Orchestra

-Sonata sopra Sancta Maria

-Ave maris stella
     soloists:  Fabiana González, Oneyda Padierna, Alyssa Narum, Kara Kasberg, 
     Derek Chester, Nathan Hodgson, Clinton Bray, Nathaniel Mattingly

-Magnificat septum vocibus
 
     Magnificat

     Et exultavit
          soloists:  Nathan Hodgson, Derek Chester
 
     Quia respexit

     Quia fecit
          soloists:  Tyler Reece, Nathaniel Mattingly

     Et misericordia 
          soloists:  Oneyda Padierna, Fabiana González, Nathan Hodgson, 
          Bradley King, Clinton Bray, Nathaniel Mattingly

     Fecit potentiam
 
     Deposuit
 
     Esurientes

     Suscepit Israel
          soloists:  Angela BouKheir, Oneyda Padierna

     Sicut locutus est

     Gloria Patri
          soloists:  Derek Chester, Nathan Hodgson

     Sicut erat

PROGRAM (cont’d)



TEXT/TRANSLATIONS  BIOGRAPHIES (cont’d)

Domine ad adiuvandum

Versiculus 
Deus, in adjutorum meum intende,
Responsorium 
Domine, ad adiuvandum me festina.

Gloria Patri et Filio et Spiritui Sancto.

Sicut erat in principio et nunc et semper

et in secula seculorum. Amen. Alleluia.
--Psalm 70:1

Dixit Dominus

Dixit Dominus Domino meo: sede a 
   dextris meis.
Donec ponam inimicos tuos scabellum 
   pedum tuorum.
Virgam virtutis tuæ emittet Dominus 
   ex Sion:
dominare in medio inimicorum tuorum.
Tecum principium in die virtutis tuæ,

in splendoribus sanctorum 
ex utero ante luciferum genui te.
Juravit Dominus, et non pœnitebit eum: 
   tu es sacerdos in æternum secundum 
   ordinem Melchisedech.
Domines a dextris tuis, confregit in die 
   iræ suæ reges.
Judicabit in nationibus, implebit ruinas:

conquassabit capita in terra multorum. 
De torrente in via bibet, 
propterea exaltabit caput. 

Gloria Patri et Filio et Spiritui Sancto.

Sicut erat in principio et nunc et semper

et in secula seculorum. Amen.
--Psalm 109/Book of Common Prayer: 
Psalm 110

Versicle 
O Lord, make haste to deliver me,
Responsory 
O Lord, make haste to help me.

Glory be unto the Father and the Son and 
   the Holy Spirit.
As it was in the beginning, is now, and 
   ever shall be,
And throughout all ages. Amen. Hallelujah.

The Lord said unto my Lord, Sit at my 
   right hand, 
until I shall make thine enemies thy 
   footstool.
The Lord shall send the rod of thy power 
   out of Zion: 
rule thou in the midst of thine enemies.
Thy people shall be with thee in the day 
   of thy power, 
in the splendor of the holy places, 
from the womb of the morning I begat thee.
The Lord hath sworn, and shall not repent:
   thou art a priest forever in the order of
   Melchisedech.
The Lord at thy right hand shall strike 
   down kings in the day of his wrath.
He shall judge among the nations, he shall
   fill the ruins with the dead: 
he shall destroy the heads over many lands.
He shall drink of the brook in the path: 
therefore shall he lift up the head.

Glory be unto the Father and the Son and 
   the Holy Spirit.
As it was in the beginning, is now, and 
   ever shall be,
And throughout all ages. Amen.

Charles Toet was born in 1951 in The Hague. He received his musical training at the Royal 
Conservatory of The Hague, where he studied modern trombone with Anne Bijlsma (senior) 
and where he began to specialize in early music and baroque trombone, which he now 
teaches at the same institution as well as at the Schola Cantorum Basliensis (Basel) and the 
Musikhochschule in Trossingen (Germany). He currently divides his energies between the 
seventeenth century (mostly with Concerto Palatino of which he is the co-founder) and the 
Classical and early Romantic repertoires, played on original instruments with such period 
orchestras as La Petite Bande (Sigiswald Kuijken), The Amsterdam Baroque Orchestra 
(Ton Koopman), and the Orchestra des Champs-Elysées (Philippe Herreweghe).  He has 
performed and recorded extensively with Bruce Dickey and Concerto Palatino and with 
numerous other ensembles of particular importance to the history of early music, including, 
in addition to the ones mentioned above, the Syntagma Musicum of Amsterdam, Taverner 
Players of London, Hilliard Ensemble, Hespérion XX, and vocal ensemble Currende.

Kiri Tollaksen enjoys a varied career as a performer and teacher.  Equally skilled on trumpet 
and cornetto, Kiri has been praised for her “stunning technique and extreme musicality” 
(Journal of the International Trumpet Guild).  She has performed extensively throughout 
North America and Europe with groups such as Apollo’s Fire, The Folger Consort, Tenet, 
Green Mountain Project, Piffaro, Philharmonia Baroque Orchestra, New York Collegium, 
Concerto Palatino, La Fenice, Huelgas Ensemble, Catacoustic Consort, and Seattle 
Baroque Orchestra.  She has performed at both the Boston and Bloomington early music 
festivals, and she is a founding member of the ensembles Anaphantasia and Dark Horse 
Consort.  As a professional trumpet player, Kiri performs with the River Raisin Ragtime 
Revue in Tecumseh, Michigan, and freelances throughout Michigan.  Since 2000, she has 
been trumpet soloist at Historic Mariners’ Church in Detroit, Michigan.  From 1996-2005, 
she played the E-flat soprano saxhorn with the Dodworth Saxhorn Band, a re-creation of 
a nineteenth-century community brass band, based in Ann Arbor.  From 1995-2004, Kiri 
was a member of the Greater Lansing Symphony Orchestra under the direction of Maestro 
Gustav Meier.  She maintains a teaching studio in Ann Arbor, has taught cornetto at the 
Amherst Early Music Festival and was on faculty at the Early Music Institute at Indiana 
University from 2006-2010.  Kiri holds performing degrees in trumpet from Eastman, 
Yale, and a DMA from the University of Michigan.  For upcoming concerts, please visit 
http://www.KiriTollaksen.com.



BIOGRAPHIES (cont’d)TEXT/TRANSLATIONS (cont’d)  

Nigra sum

Nigra sum sed formosa, filia [sic] 
   Jerusalem.
Ideo dilexit me rex 
et introduxit in cubiculum suum 
et dixit mihi:
surge, amica mea, et veni 
iam hiems transit, imber abiit et recessit. 

Flores apparuerunt in terra nostra
tempus putationis advenit.
--Song of Solomon 1:5, 2:3, 2:10-12

Laudate pueri Dominum

Laudate, pueri, Dominum, laudate nomen
   Domini.
Sit nomen domini benedictum 
ex hoc nunc et usque in seculum.
A solis ortu usque ad occasum laudibile 
   nomen Domini.
Excelsus super omnes gentes Dominus 
et super cœlos gloria eius.
Quis sicut Dominus Deus noster, qui in 
   altis habitat 
et humilia respicit in cœlo et in terra?

Suscitans a terra inopem
et de stercore erigens pauperem,
ut collocet eum cum principibus,
cum principibus populi sui.
Qui habitare facit sterilem in domo, 
matrem filiorum lætantem.

Gloria Patri et Filio et Spiritui Sancto.

Sicut erat in principio et nunc et semper

et in secula seculorum. Amen.
--Psalm 112/BCP: 113

I am black, but comely, O daughter [sic] 
   of Jerusalem.
The king hath delighted in me 
and brought me into his chambers
and said unto me: 
“Rise up, my love, and come,
for the winter is past, the rain is over 
   and gone;

flowers appear in our land, 
the time of pruning is come.”

Praise ye the Lord, O children: praise the
   name of the Lord.
Blessed be the name of the Lord 
from this time forth and forever.
From the rising of the sun unto its setting, 
   the Lord’s name is worthy of praise.
The Lord is high above all nations, 
and his glory is above the heavens.
Who is like unto the Lord our God, who
   dwelleth on high,
who humbleth himself to behold the things
   that are in heaven and in the earth?
He raiseth up the poor from the earth, 
and lifteth the needy out of the dunghill;
That he may set him with princes, 
even with the princes of his people.
He maketh the barren woman to keep house, 
and to be a joyful mother of children.

Glory be unto the Father and the Son and 
   the Holy Spirit.
As it was in the beginning, is now, and 
   ever shall be,
And throughout all ages. Amen.

 

Richard Sparks joined the faculty at UNT in 2009. He has long experience with early music, 
founding the Bach Ensemble in Seattle in the mid-1970s and with them performing over 30 
Bach cantatas, all the major works of Bach, plus other early and late Baroque works.  With 
his other Seattle choir he also conducted the Northwest premiere of Monteverdi’s Vespers 
of 1610 and during that time began to work regularly with period instrumentalists such as 
Stanley Ritchie and others. From 1978-1985 he was conductor for the Pacific Northwest 
Bach Festival in Spokane, where he worked with period instrumentalists from around 
North America and soloists such as the Dutch baritone Max van Egmont and American 
soprano Nancy Zylstra. Over the next decade he was also a conductor and teacher at the 
San Francisco Early Music Society’s summer workshops at Dominican College. He has 
continued his interest in period performance, conducting Monteverdi’s Orfeo in Edmonton 
in the fall of 2008 with instrumentalists and singers from across North America and Europe 
(and Ellen Hargis as stage director), and Handel’s Messiah in Spokane in 2009 with Stanley 
Ritchie leading the Seattle Baroque Orchestra.

Lutenist Daniel Swenberg concentrates on Renaissance and baroque performance 
practices, with special devotion to the role of basso-continuo playing and the instruments 
central to its practice: the theorbo/chitaronne, renaissance and baroque lutes, early guitars, 
and the gallizona/callichon.  He works regularly with ensembles: ARTEK, REBEL, 
Visceral Reaction, New York Collegium, Metropolitan Opera, Canadian Opera Company, 
Staatstheater Stuttgart, New York City Opera, Mark Morris Dance Group, Stadtstheater 
Klagenfurt, Tafelmusik, Opera Atelier, Les Violons du Roy, Piffaro, Spiritus Collective, 
Les Voix Baroques, Musica Pacifica, Sejong Soloists, Les Voix Baroques, Apollo’s Fire, 
and Lizzy and the Theorboys.  Recently, he has accompanied Renée Fleming at the MET, 
Carnegie Hall, and on Live from Lincoln Center, with the Mostly Mozart Festival, and was 
on staff at the inauguration of the Aspen Music Festival’s baroque mini-festival. He has 
received awards from the Belgian American Educational Foundation (2000) for a study 
of eighteenth-century chamber music for the lute, and a Fulbright Scholarship (1997) 
to study in Bremen, Germany with Stephen Stubbs and Andrew Lawrence King, at the 
Hochschule für Kuenste.  He studied previously with Pat O’Brien at Mannes College of 
Music (New York City), receiving a master’s degree in historical performance-lute. Prior 
to his concentration on lutes, he studied musicology at Washington University (St. Louis) 
and received a bachelor of music degree in classical guitar from the North Carolina School 
of the Arts. 



BIOGRAPHIES (cont’d) TEXT/TRANSLATIONS (cont’d)  

Pulchra es

Pulchra es, amica mea,
suavis et decora filia Jerusalem.
Pulchra es, amica mea,
suavis et decora sicut Jerusalem,
terribilis ut castrorum acies ordinata.
Averte oculos tuos a me, 
quia ipsi me avolare fecerunt.
--Song of Solomon 6:3-4

Lætatus sum
Lætatus sum in his, quæ dicta sunt mihi: 
in domum Domini ibimus.
Stantes erant pedes nostri in atriis tuis, 
   Jerusalem.
Jerusalem, quæ ædificatur ut civitas 
cuius participatio eius in idipsum.
Illuc enim ascenderunt tribus, tribus 
   Domini, testimonium Israel,
ad confitendum nomini Domini.
Quia illic sederunt sedes in judicio, 
   sedes super domum David.
Rogate, quæ ad pacem sunt Jerusalem: 
   et abundantia diligentibus te.
Fiat pax in virtute tua, 
et abundantia in turribus tuis.
Propter fratres meos et proximos meos
loquebar pacem de te.
Propter domum Domini Dei nostri: 

quæsivi bona tibi.

Gloria Patri et Filio et Spiritui Sancto.

Sicut erat in principio et nunc et semper

et in secula seculorum. Amen.
--Psalm 122

Thou art beautiful, my love, 
sweet and comely, O Daughter of Jerusalem.
Thou art beautiful, my love,
sweet and comely as Jerusalem; 
terrible as an army in battle array.
Avert thine eyes from me, 
for they have caused me to flee.

I was glad when they said unto me: 
Let us go into the house of the Lord.
Our feet shall stand within thy courts, 
   O Jerusalem.
Jerusalem is built as a city 
that is compact together:
Whither go up the tribes of the Lord, unto
   the testimony of Israel,
to praise the name of the Lord.
For there are set thrones of judgment, 
   the thrones over the house of David.
Pray for the peace of Jerusalem: and they
   shall prosper that love thee.
May peace be within thy power, 
and prosperity within thy palaces.
For my brethren and companions’ sakes,
I shall say: Peace be upon thee.
For the sake of the house of the Lord our
   God,
I will seek thy good.

Glory be unto the Father and the Son and 
   the Holy Spirit.
As it was in the beginning, is now, and 
   ever shall be,
And throughout all ages. Amen.

Stephanie Raby has been playing violin since she was 4 years old. However, it was her 
teacher Deirdre Ward, one of the violin faculty at Chetams School of Music (Manchester, 
England) and a modern and baroque violinist, that helped inspire her to take up music 
professionally.  In 2006, Stephanie moved back to the United States in order to pursue a 
bachelor of music degree in modern violin performance at the University of North Texas with 
Igor Borodin and Julia Bushkova, She was one of the winners of the 2007 UNT Concerto 
Competition, playing the Shotakovich Concerto No. 1 in A minor under the direction of 
Maestro Anshel Brusilow.  Whilst at UNT, Stephanie actively participated in the baroque 
program, initially starting baroque violin lessons with Cynthia Roberts and then viola da 
gamba with Pat Nordstrom and Allen Whear. In 2009 and 2011, she performed with the 
UNT Baroque Orchestra at the Boston Early Music Festival.  In 2011, Stephanie continued 
her education at Indiana University Jacobs School of Music under the direction of Stanley 
Ritchie and the EMI (Early Music Institute) faculty where, in 2013, she obtained a master 
of music in early music performance. Most recently, she won the Indianapolis Baroque 
Concerto Competition with Vivaldi’s Concerto for 3 Violins in F Major and performed 
with the Indianapolis Baroque Orchestra.  Stephanie has played with ensembles such as 
the Denton Bach Society, Orchestra of New Spain, San Francisco Bach Choir, Ascolti, Vox 
Reflexa, Exordium, Aston Magna, and Mountainside Baroque. Currently, Stephanie is an 
active member of the viol consort Les Touches (www.lestouches.org).

Hendrik Schulze studied musicology, medieval history, and philosophy at Berlin 
(TU), Princeton, and Ferrara, and holds a Ph.D. from the University of Heidelberg. His 
field of specialization includes 17th- and early 18th-century Italian and French music 
(mainly opera and instrumental music). A recipient of a fellowship by the Alexander von 
Humboldt Foundation, he has previously held the position of visiting assistant professor 
at the University of Illinois, Urbana-Champaign; before that, he was on the faculty at the 
universities of Salzburg and Heidelberg. His publications include two books, Französischer 
Tanz und Tanzmusik in Europa zur Zeit Ludwigs XIV: Kosmologie, Identität und Ritual, 
which investigates the meanings expressed in French baroque dance and dance music and 
the way these change in different cultural contexts (Hildesheim: Olms, 2012); and Odysseus 
in Venedig, discussing the choice of topic and depiction of character in seventeenth-century 
Venetian opera (Frankfurt: Peter Lang, 2004). Other publications include various articles 
and reviews in journals such as Musica & Storia, Early Music and Music and Letters, 
a chapter on Legrenzi in Aspects of the Secular Cantata in Late Baroque Italy (edited 
by Michael Talbot), and numerous articles in encyclopedias such as MGG. Hendrik 
Schulze has presented at various national and international conferences, some of which 
he has organized himself. Together with a group of UNT Graduate students, he has edited 
Monteverdi’s Vespers of 1610 for the publisher Bärenreiter (2013). Most recently, he has 
published a critical edition of Francesco Cavalli’s opera Artemisia, again with the publisher 
Bärenreiter. Currently he is working on a critical edition of Cavalli’s opera Xerse, as well 
as on a book on Aristotelianism in seventeenth-century Venetian opera.



BIOGRAPHIES (cont’d)TEXT/TRANSLATIONS (cont’d)  

Duo Seraphim

Duo Seraphim clamabant alter ad alterum:

Sanctus, Sanctus, Sanctus Dominus Deus
   Sabaoth.
Plena est omnis terra gloria eius.
Tres sunt qui testimonium dant in cœlo:
Pater, Verbum et Spiritus Sanctus:
et hi tres unum sunt.
Sanctus, Sanctus, Sanctus Dominus 
   Deus Sabaoth.
Plena est omnis terra gloria eius.
--Isaiah 6:3 & John I 5:7-8

Nisi Dominus

Nisi Dominus ædificaverit domum, 
in vanum laboraverunt, qui ædificant eam.
Nisi Dominus custodierit civitatem, 
frustra vigilat, qui custodit eam.
Vanum est vobis ante lucem surgere: 
surtige postquam sederitis, qui manducatis
   panem doloris.
Cum dederit dilectis suis somnum, 
ecce hæreditas Domini filii, merces 
   fructus ventris.

Sicut sagittæ in manu potentis, ita filii 
   excussorum.
Beatus vir qui implevit desiderium suum 
   ex ipsis: 
non confundetur cum loquetur inimicis 
   suis in porta.

Gloria Patri et Filio et Spiritui Sancto.

Sicut erat in principio et nunc et semper

et in secula seculorum. Amen.
--Psalm 126/BCP: 127

Two Seraphim called from one unto the
   other:
“Holy, holy, holy is the Lord God of 
   Sabaoth.
All the earth is filled with his glory.
Three are they who bear witness in heaven:
The Father, the Word, and the Holy Spirit,
and these Three are One.
Holy, holy, holy is the Lord God of Sabaoth.

All the earth is filled with his glory.”

Except the Lord build a house, 
they labor in vain that build it.
Except the Lord keep the city, 
he that keeps the watch awaketh in vain.
It is vain for you to rise up before dawn, 
to sit up late, to eat the bread in sorrow,

for so he giveth to his beloved in their sleep.
Lo, children are an inheritance from the
   Lord, and the fruit of the womb is his
   reward.
As arrows in the hand of a mighty man are
   his children.
Happy is the man that hath his quiver full 
   of them: 
they shall not be confounded, but shall 
   speak with their enemies at the gate.

Glory be unto the Father and the Son and 
   the Holy Spirit.
As it was in the beginning, is now, and 
   ever shall be,
And throughout all ages. Amen.

A native of Denton, Texas, Tess Isaac graduated in 2009 with a degree in violin performance 
from the University of North Texas, having studied violin under Cynthia Roberts, and has 
recently completed a residency at Yale University as part of the Yale Baroque Ensemble, 
under Robert Mealy. Tess is an active member of the Dallas Orchestra of New Spain, 
Denton Bach Society, Victoria Bach Society, and Austin Bach Society, having performed 
several times at the Boston Early Music Festival. Tess has performed with musicians 
such as Itzhak Perlman, Dave Brubeck, Kanye West, William Preucil, and Edgar Meyer. 
Tess has gained many insights working with various conductors such as William Christie, 
Gerard Schwartz, Graeme Jenkins, and Mark Morris. She has toured Asia, North and South 
America, and Europe with various chamber and orchestral ensembles and has attended 
Oberlin, Longy, and American Bach Soloists summer academies. She was chosen as a 
Cecil Adkins Scholarship Award recipient for 2006-2008 and was the recipient of the 
Nordstrom-Adams UNT Early Music Endowment Award for 2008-2009, both at UNT. 
Interested in improvisational work, she is also a pianist, a composer, and a violinist in folk, 
bluegrass, and jazz ensembles, which have performed at the Denton Arts and Jazz Festival.

Paul Leenhouts is director of Early Music Studies and the Baroque Orchestra at the 
University of North Texas. He received his bachelor’s and master’s degrees from the 
Sweelinck Conservatory in Amsterdam, where he was on the faculty as professor of recorder 
and historical development from 1993 to 2011. He is a founding member of the Amsterdam 
Loeki Stardust Quartet since 1978. In 2002 he became director of the contemporary music 
collective Blue Iguana. He is also a composer, arranger and editor of numerous works for 
chamber music ensembles. Mr. Leenhouts has recorded for Decca L’Oiseau-Lyre, Channel 
Classics, Vanguard, Lindoro and Berlin Classics. Two L’Oiseau-Lyre recordings received 
the prestigious Edison Award. In 1986 he initiated the Open Holland Recorder Festival 
Utrecht and from 1993 he has been director of the International Baroque Institute at Longy 
in Cambridge, Massachusetts. His special interest in renaissance consort repertoire led 
to the founding of The Royal Wind Music in 1997. As a conductor he won wide acclaim 
for Gabrieli, Guerrero and Morales productions at international early music festivals. In 
2004 Mr. Leenhouts was elected president of the European Recorder Performers Society. 
As well as performing numerous concerts and coaching masterclasses within the early 
music field, he also regularly performs with contemporary and music theatre groups such 
as Musikfabrik, Nederlands Vocaal Laboratorium, ZT Hollandia and NT Gent.
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Audi cœlum

Audi cœlum verba mea plena desiderio et
   perfusa gaudio.
[Echo:] Audio.
Dic quæso mihi: quæ est ista, quæ 
   consurgens ut aurora rutilat, et benedicam.

[Echo:] Dicam.
Dic nam ista pulchra ut luna, electa ut sol
   replet lætitia terras, cœlos, maria.

[Echo:] Maria.
Maria, virgo illa dulcis prædicata à 
   prophetis Ezekiel, porta orientalis?
[Echo:] Talis.
Illa sacra et fœlix porta per quam mors 
   fuit expulsa, introduxit autem vita?
[Echo:] Ita.
Quæ semper tutum est medium inter 
   homine et Deum, pro culpis remedium.
[Echo:] Medium.
Omnes hanc ergo sequamur qua cum gratia
   mereamur vitam æternam. Consequamur.
[Echo:] Sequamur.
Præstet nobis Deus, Pater hoc et Filius et
   Mater, cuius nomen invocamus dulce
   miseris solamen.
[Echo:] Amen.
Benedicta es, virgo Maria in seculorum
   secula.
--Anonymous poet

Heaven, hear my words full of desire and 
   drenched in joy.
[Echo:] I hear.
Tell me, I pray: Who is she that rises up
   shining like the dawn, that I may bless
   her?
[Echo:] I will tell.
Tell me, for she is fair as the moon, bright
   as the sun; she fills with joy the earth, 
   the heavens, and the seas.
[Echo:] Mary.
Mary, that sweet virgin foretold by the
   prophet Ezekiel, the portal of the East?
[Echo:] Even she.
That holy and happy portal through which
   death was driven out and life brought in?
[Echo:] Even so.
She who is ever a sure intermediary 
   between Man and God, the cure for sin?
[Echo:] The Mediator.
Let us all therefore follow her, through
   whose grace we may earn eternal life. 
[Echo:] We must follow.
God is greater than we; God the Father, and
   the Son, and the Mother on whose name
   we call as a sweet comfort to the wretched.
[Echo:] Amen.
Blessed art thou, virgin Mary, throughout 
   all ages.

Chester received his bachelor's degree in vocal performance from the University of 
Georgia where he studied with Gregory Broughton. As a student of renowned American 
tenor James Taylor, he completed his master's degree in vocal performance of oratorio, 
early music, song, and chamber music on full scholarship from the Yale School of Music 
and Institute of Sacred Music. As a Fulbright Scholar, he spent a year in Germany working 
as a freelance musician and furthering his training with acclaimed German tenor Christoph 
Prégardien. While maintaining an active performing career, Chester received his DMA in 
vocal performance and opera studies from the University of North Texas, studying under 
Jennifer Lane.  He currently serves as assistant professor of voice at the University of 
Northern Colorado.  He is also on the faculty of the Lutheran Summer Music Festival and 
is a featured soloist at the Staunton Music Festival and the Colorado Bach Festival.  He 
continues his worldwide career as a sought after interpreter of concert and recital repertoire.    

Bruce Dickey is one of a handful of musicians worldwide who have dedicated themselves 
to reviving the cornetto - once an instrument of great virtuosi, but which lamentably fell 
into disuse in the nineteenth century. The revival began in the 1950s, but it was largely 
Bruce Dickey, who, from the late 1970s, created a new renaissance of the instrument, 
allowing the agility and expressive power of the cornetto to be heard once again. His many 
students, spanning more than 30 years of teaching at the Schola Cantorum Basiliensis, 
have helped to consolidate and elevate the status of this once-forgotten instrument. For his 
achievements, the Historic Brass Society awarded him the prestigious Christopher Monk 
Award for "his monumental work in cornetto performance, historical performance practice 
and musicological scholarship" in 2000.  In 2007, he was honored by British conductor 
and musicologist Andrew Parrott with a “Taverner Award” as one of 14 musicians whose 
“significant contributions to musical understanding have been motivated by neither 
commerce nor ego.”  In the course of his long career as a performer and recording artist, he 
has worked with most of the leading figures in the field of early music.  He is co-founder, 
with Charles Toet, of Concerto Palatino.  In addition to performing, Bruce Dickey is much in 
demand as a teacher, both of the cornetto and of seventeenth-century performance practice.  
In 1981, he moved to Italy, partly to be closer to the origins and source materials for his 
instrument and its music. He currently lives with his wife and daughter in a country house, 
surrounded by vineyards, outside of Bologna, home of the original Concerto Palatino.
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Lauda Jerusalem

Lauda, Jerusalem, Dominum; lauda 
   Deum tuum, Sion.
Quoniam confortavit seras portarum 
   tuarum, 
benedixit filiis tuis in te.
Qui posuit fines tuos pacem 
et adipe frumenti satiat te.
Qui emittet eloquium suum terræ, 
velociter currit sermo eius.
Qui dat nivem sicut lanam, 
nebulam sicut cinerem spargit.
Mittit cristallum suam sicut bucellas; 
ante faciem frigoris eius quis sustinebit?
Emittet verbum suum et liquefaciet ea, 
flabit spiritus eius et fluent aquæ.

Qui annunciat verbum suum Jacob, 
justitias et judicia sua Israel.
Non fecit taliter omni nationi 

et judicia sua non manifestavit eis.

Gloria Patri et Filio et Spiritui Sancto.

Sicut erat in principio et nunc et semper

et in secula seculorum. Amen.
--Psalm 147/BCP: 147:13-21

Sonata sopra Sancta Maria
Sancta Maria, ora pro nobis.

Praise the Lord, O Jerusalem: praise thy
   God, O Zion.
For He hath strengthened the bars of thy
   gates:
He hath blessed thy children within thee.
He hath placed peace within thy borders: 
and he filleth thee with the fat of the land.
He sendeth His word to the earth:
swiftly runneth His word.
He giveth snow like wool: 
He scattereth frost like ashes.
He sendeth forth ice like morsels: 
who shall stand before His cold?
He sendeth forth His word, and melts them:
The wind of His spirit shall blow, and the
   waters flow.
He pronounceth His word unto Jacob, 
His statutes and judgments unto Israel.
He hath not dealt in like manner unto other
   nations,
and unto them hath not made manifest His
   judgments.

Glory be unto the Father and the Son and 
   the Holy Spirit.
As it was in the beginning, is now, and 
   ever shall be,
And throughout all ages. Amen.

Holy Mary, pray for us.

Brad Bennight is a harpsichordist living in Dallas, Texas. Mr. Bennight completed his 
doctor of musical arts degree in harpsichord at the University of North Texas where he 
studied with Lenora McCroskey and Christoph Hammer.  Mr. Bennight has been heard as 
both soloist and continuo player at numerous concerts at the Boston Early Music Festival, 
Berkeley Early Music Festival, performances in Mexico at the inaugural Festival de 
Musica Barocca in San Miguel d’Allende, as well as the Festival Cervantino in Queretaro 
and Guanajuato, the International Festival of Early Music in the colonial cities of Bolivia, 
and in Cusco, Peru.  As a continuo player Mr. Bennight has appeared with many of the most 
recognized artists in the early music field and has performed with many period-instrument 
ensembles locally and throughout the United States, including Calmus Ensemble Leipzig, 
Texas Camerata, Orchestra of New Spain, Mercury Baroque, La Folia Austin, Denton 
Bach Society, Camerata Ventepane, Texas Early Music Project, as well as at Emmanuel 
Episcopal Church in Boston with Christopher Hogwood, as pianist and harpsichordist with 
the Santa Fe Desert Chorale under Dennis Shrock, the Dallas Symphony Orchestra under 
Jaap van Zweden, and masterclasses with London Baroque.  As a recording artist Mr. 
Bennight's discography is quickly growing...recordings of the complete harpsichord works 
of Johann Ludwig Krebs have begun and will continue over the next several years, with the 
first to be released in October 2013 on the Centaur label.  In addition to his busy concert 
schedule, Mr. Bennight maintains an active teaching schedule.  He has taught harpsichord 
and continuo at Baylor University since 2003 and, since 2010, is adjunct professor of 
harpsichord at the University of North Texas.

UNT alumnus Derek Chester has quickly established himself as a preeminent interpreter 
of oratorio repertoire. Recent concert appearances include Bach’s St. John Passion at 
Chicago’s Beethoven Festival under Matthias Pintscher; Malcom Bruno’s reconstruction 
of Bach’s St. Markus Passion with Barokksolistene of Norway; Monteverdi’s Vespers of 
1610 with Boston Baroque, Beethoven’s Missa Solemnis at the Berkshire Choral Festival 
under Craig Hella Johnson; Britten’s War Requiem with the Korean Broadcasting System 
Symphony Orchestra, Mendelssohn’s Symphony No. 2 the “Lobgesang” with the Buffalo 
Philharmonic Orchestra and Chorus; Handel’s Messiah at St. Thomas Fifth Avenue; 
Handel’s Theodora with the Bach Collegium San Diego; Händel’s Acis and Galatea 
with Ars Lyrica, Houston; the Evangelist in Bach’s St. Matthew Passion with Richmond 
Symphony Orchestra; and all of the major works of Bach with American Bach Soloists.  
Though his career is concentrated primarily in concert work, Chester is also passionate 
about opera with theater credits including Nemorino in L’elisir d’amore, Peter Quint in The 
Turn of the Screw, Oronte in Alcina, Simon Stimson in Our Town, Acis and Damon in Acis 
and Galatea, and Abel/Japheth in Children of Eden.



TEXT/TRANSLATIONS (cont’d)  BIOGRAPHIES  

With over 70 students participating every semester, the University of North Texas has one 
of the largest early music programs in North America. Regular ensembles include The 
UNT Baroque Orchestra (numbering up to 35 students on period instruments, both winds 
and strings), The Collegium Singers, The UNT Baroque Trumpet Ensemble as well as 
numerous chamber ensembles. Private instruction is offered on most baroque instruments: 
Cynthia Roberts, baroque violin; Kathryn Montoya, recorder and baroque oboe;  Alan 
Whear, baroque cello; Keith Collins, baroque bassoon and dulcian; Lee Lattimore, baroque 
flute; Paul Leenhouts, chamber music & director, Adam Gordon, baroque trumpet; William 
Scharnberg, natural horn; Christoph Hammer, harpsichord and fortepiano; Jennifer Lane, 
voice. The instrument collection is extensive, numbering nearly 300, so that ensembles of 
nearly every era before 1800 can be assembled. Degrees in musicology with an emphasis in 
early music performance are offered at the master's and doctoral levels as well as a related 
field program for DMA and MM candidates. Ensembles have performed to critical acclaim 
at each of the Boston and Berkeley early music festivals since 2001 as well as performances 
throughout Texas and surrounding states. The group also was chosen to participate in the 
Missiones de Chiquitos Festival in Bolivia and Peru in May 2008 and was a winner in the 
2009 & 2011 Early Music America Collegium Competition (with a sponsored concert at 
the Boston Early Music Festival). Performances with other notable early music specialists 
such as Monica Huggett, David Douglass, Ellen Hargis, Colin Lawson, Bruce Dickey, 
John Thiessen, Kiri Tollaksen, Paula Fagerberg, Julianne Baird, and Catherine Turocy have 
been a regular event. Major productions have involved performances under internationally 
known opera conductor Maestro Graeme Jenkins in collaboration with Fort Worth Early 
Music and Dallas Bach Society of Handel's Theodora, Israel in Egypt, Jephtha, Saul, 
and Samson and the North American premiere of Telemann's Der Tod Jesu. Monteverdi's 
L'incoronazione di Poppea (2003) and Cavalli's L'Egisto (2007) were presented with UNT 
Opera.

Ave maris stella

Ave maris stella,
Dei Mater alma,
Atque semper virgo,
Fœlix cœli porta.

Sumens illud ave
Gabrielis ore,
Funda nos in pace,
Mutans Evæ nomen.

Solve vincla reis,
Profer lumen cæcis,
Mala nostra pelle,
Bona cuncta posce.

Monstra te esse matrem, 
Sumat per te preces,
Qui pro nobis natus,
Tulit esse tuus.

Virgo singularis,
Inter omnes mitis,
Nos culpis solutos,
Mites fac et castos.

Vitam præsta puram,
Iter para tutum,
Ut videntes Jesum
Semper collætemur.

Sit laus Deo Patri,
Summo Christo decus,
Spiritui Sancto,
Trinus honor unus.
Amen.
--Hymn, Unknown poet

Hail, star of the sea,
Kind mother of God,
And eternal virgin,
Happy portal of heaven.

You who took that “Ave”
From the mouth of Gabriel,
Preserve us in peace,
Remake the name of Eve.

Loosen the bonds of the accused,
Bring light to the blind,
Drive out our ills,
Invoke all good things.

Show that thou art a mother,
May He receive our prayers,
He who was born for our sake
Through thee.

Singular virgin,
Among all meek,
Absolve thou our sins,
Make us gentle and chaste.

Grant unto us a pure life,
Prepare a sure way,
That in seeing Jesus,
We may rejoice forever.

Praises be unto God the Father,
Glory unto Christ on high,
[and] the Holy Spirit,
Honor to the Three in One.
Amen.



TEXT/TRANSLATIONS (cont’d)  PROGRAM NOTES (cont’d)  

Magnificat

Magnificat anima mea Dominum.
Et exultavit spiritus meus in Deo salutari
   meo.
Quia respexit humilitatem ancillæ suæ, 

ecce enim ex hoc beatam me dicent 
   omnes generationes.
Quia fecit mihi magna qui potens est, 

et sanctum nomen eius.
Et misericordia eius a progenie in 
   progenies timentibus eum.

Fecit potentiam in brachio suo, 
dispersit superbos mente cordis sui.

Desposuit potentes de sede 

et exaltavit humiles.
Esurientes implevit bonis 
et divites dimisit inanes.
Suscepit Israel puerum suum, 
recordatus misericordiæ suæ.
Sicut locutus est ad patres nostros, 

Abraham et semini eius in secula. 

Gloria Patri et Filio et Spiritui Sancto.

Sicut erat in principio et nunc et semper

et in secula seculorum. Amen.
--Luke 1:46-55
 

My soul doth magnify the Lord,
and my spirit rejoices in God, my Savior.

For He hath regarded the lowliness of his
   handmaiden:
for behold, all generations shall call me
   blessed.
For He who is mighty hath done great 
   things unto me:
and His name is holy.
And His mercy is upon them from 
   generation unto generation: upon they 
   who fear Him.
He hath shown the strength of His arm:
He hath scattered the proud in the mind of 
   His own heart.
He hath thrown down the mighty from 
   their thrones:
and hath exalted the lowly.
He hath filled the hungry with good things:
and the rich He hath sent away empty.
He hath received his servant, Israel:
He hath remembered His mercy.
Just as He hath promised unto our 
   forefathers:
Abraham, and his descendents for all ages.

Glory be unto the Father and the Son and 
   the Holy Spirit.
As it was in the beginning, is now, and 
   ever shall be,
And throughout all ages. Amen.
--trans. Emily Hagen

The Magnificat forms the climax of the Vespers. It is much longer than any of the psalm 
settings. In its complexity and variety of performing forces it serves as an almost kaleidoscopic 
overview of all the compositional techniques in the other movements, including the sacred 
concertos, using all the different stylistic features apparent in the other movements. It ends 
with an extensive setting of the lesser Doxology (“Gloria Patri …”, i.e., “Glory be to the 
Father …”), when for the first time since the opening movement full instrumental and vocal 
forces are heard simultaneously. Monteverdi instructs to play and sing as loudly as possible.
 
The New Edition

In fall semester of 2011, ten UNT graduate students started a project to create a new edition 
of Monteverdi’s Vespers, to be published by the prestigious publisher Bärenreiter. Under 
my guidance as instructor and general editor, Clare Carrasco, Kimary Fick, Emily Hagen, 
Devin Iler, Sean Morrison, J. Cole Ritchie, Jonathan Sauceda, Brandon Stewart, AnnaGrace 
Strange, and Chia-Ying (Charles) Wu each edited one or more movements of the piece. This 
project included a lot of different tasks. Together, we had to understand and interpret the 
context of the original publication in order to be able to determine what to include in the 
edition, and in order to be able to identify and correct mistakes in the original. We also had 
to make sure that we understood the conventions of notating music at the time, especially 
since some of the music contained in the source follows rules of sixteenth-century mensural 
notation that differ significantly from ours today. A critical report, an introduction, and other 
supplementary material had to be provided as well. The edition was published in April 2013 
by Bärenreiter. 

The result is a new and somewhat different look at the Vespers, leading for instance to a 
different treatment of accidentals in Lauda Jerusalem, which as a consequence changed the 
entire tonal setup of that movement. This fresh and exciting new version of the Vespers is 
now performed for the first time by the UNT Collegium Singers under Richard Sparks. It is 
a unique project indeed; neither the publisher nor UNT have ever before undertaken such 
an enterprise. We owe both a deep debt of gratitude for enabling this collaboration, and for 
thus helping to integrate primary research with classroom teaching. Clare Carrasco, Kimary 
Fick, Emily Hagen, Devin Iler, Sean Morrison, J. Cole Ritchie, Jonathan Sauceda, Brandon 
Stewart, AnnaGrace Strange, and Chia-Ying (Charles) Wu have truly achieved a great feat, 
and they together with tonight’s performers are indeed the pride of UNT. 

Hendrik Schulze
with material collectively created for the preface of the new edition
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The Vespers of 1610 

Monteverdi’s Vespers of 1610 (also known as Vespro della Beata Vergine) is without doubt 
the most famous piece of seventeenth-century liturgical music. It is frequently performed, 
and a myriad of recordings is readily available. For this to be possible, however, the piece 
had to be quasi reinvented in the 1950s. Being a relatively late addition to the Monteverdi 
renaissance that started in the early twentieth century with the rediscovery of operas such 
as Orfeo and of the composer’s madrigals, the Vespers had been forgotten for at least 300 
years. It took over 20 years to establish certain performance conventions that made the 
piece suitable for modern taste. 

Nevertheless, the Vespers soon became a particular favorite with audiences and performers 
alike. Several editions and recordings were published, and a lively, and sometimes acerbic, 
debate developed about the original context and about performance practice. The piece had 
become a cherished treasure to a whole generation of Early Music enthusiasts. 

We know little about the exact circumstances of the Vespers, except for what can be gathered 
from the 1610 print in which the Vespers appears in conjunction with a stile antico mass 
by Monteverdi, the Missa In illo tempore. The title “Vespro della Beata Vergine” appears 
only as a heading to the first movement in the continuo part, and there is no known liturgy, 
Marian or otherwise, that the entire composition would fit. Moreover, the sacred concertos, 
which are interspersed with the Psalm settings of the Vespers, may not have been intended 
as part of the service (you will hear them tonight: Nigra sum, Pulchra es, Duo Seraphim, 
Audi coelum, and the Litany Sonata sopra Sancta Maria). There is no evidence that the 
entire Vespers was ever played at a single occasion during Monteverdi’s lifetime. More 
likely, the individual movements were intended to be used for various feast days, according 
to liturgical needs and practicality of performance. The reasons for why Monteverdi had 
them published, together with the mass, can only be deduced. It is most likely that he was 
motivated by a mixture of different goals, to provide music for different kinds of services 
(as mentioned above), to create a portfolio for future job applications (quite successful, as 
he was appointed to the prestigious post of Chapel Mater in St. Mark’s, Venice, very likely 
on the strength of the Vespers publication), and to refute certain critical remarks made by 
one Giovanni Maria Artusi, who in criticizing Monteverdi’s compositorial technique as not 
conforming to the good rules of counterpoint had implied that the composer was actually 
committing sacrilege.

To achieve these goals, Monteverdi assembled movements that would typically be part 
of a vespers service; a Responsorial, Domine ad adiuvandum, five Psalm settings (Dixit 
Dominus, Psalm 109, BCP 110; Laudate pueri, Psalm 112, BCP 113; Lætatus sum, Psalm 
121, BCP 122; Nisi Dominus, Psalm 126, BCP 127; and Lauda Jerusalem, Psalm 147, BCP 
147, 13-21), a hymn (Ave maris stella), and not just one, but two Magnificats. All these 
movements, according to the good rules of old, he based on a cantus firmus of the original 
Gregorian Chant, meaning that the Chant melody always appears in one of the many voices 
of these polyphonic settings, mostly in the inner parts, but sometimes – as in the case of Ave 
maris stella – as the actual melody of the upper part.

Nisi Dominus requires ten voices and is thus the largest scored psalm of the Vespers. In the 
best Venetian polychoral tradition, it is set for two choirs of five voices each. Keeping the 
cantus firmus constantly in one of the tenor parts, Monteverdi changes the texture frequently 
between the two choirs, switching between sections where only one of the choirs sings to 
those where both sing a five-part polyphonic setting, and even to sections where each voice 
has its individual part. Most impressively, Monteverdi is able to maintain canonic settings 
in the voices across the changes in texture. 

The fourth sacred concerto, Audi cœlum, is for six voices, and in many ways it is the most 
extraordinary motet of the Vespers. It alternates between passages of monody with two 
tenors in echo and sections of polyphonic declamation of the text by the full ensemble. This 
results in a remarkable, almost scenic effect where the echo can indeed be understood as a 
comment on the previous text. The wittiness of the composition, along with that of the text, 
makes this movement an outstanding example of devotional music. 

The psalm setting Lauda Jerusalem with its seven voices is quite similar to Nisi Dominus. 
Although not strictly polychoral, six of its seven voices are clearly ordered into two groups 
of similar configuration (Cantus, Altus, and Bassus parts), while the seventh, a Tenor voice, 
sings the cantus firmus. As in Nisi Dominus, Monteverdi employs all his skills of imitative 
counterpoint, as when the two Cantus parts imitate each other at the distance of a quarter 
note over the cantus firmus, while the other four voices accompany them in free polyphony. 

The Sonata sopra Sancta Maria is for soprano and eight instruments. This movement stands 
out from the others in that it seems like an instrumental-only piece with a cantus firmus 
singer woven into the texture. It is clearly organized in different sections that are distinct 
from each other by melody, meter, and texture, although they are all set over essentially the 
same harmonic progression. The first of these sections is repeated at the end, thus rounding 
the movement formally and perhaps signifying the potentially endless repetition of the 
litany-like text.

The hymn Ave maris stella for seven voices and five instruments is reminiscent of Domine ad 
adiuvandum and Dixit Dominus. It too contains vocal passages with instrumental ritornellos 
between each verse; however, instead of falsobordone technique or polyphonic cantus 
firmus settings, Monteverdi alternates solo settings of verses with polyphonic settings over 
a strictly strophic structure. The relative simplicity of its musical form clearly indicates 
the different liturgical genre of the hymn in contrast to that of the scripture settings of the 
psalms and the Magnificats.
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Given the similarity of the compositorial concept in all these movements, it is indeed 
amazing to see how different they are. Monteverdi achieves this variety by employing 
several different stylistic features from the newly developed vocal styles of the early 
Baroque. He uses these different features mostly in combination, but achieves great contrasts 
by varying them. Large choral settings, sometimes even polychoral (i.e., splitting up the 
vocal parts into several independent choirs), in imitative counterpoint appear in contrast 
to smaller soloist ensembles singing in dialogue (in dialogo) or using echo techniques (in 
echo), both in a style derived from secular monody developed for early opera. Contrapuntal 
movements are interspersed with simple falsobordone (i.e., the whole choir sings a section 
of the text on a single chord, using the rhythm of the text rather than the meter of the 
music) settings, in which the text is recited on a single chord. Concertato style combining 
vocal parts with independent instrumental parts is contrasted with a cappella style vocal 
settings that are accompanied by Bassus Generalis only. Some of these contrasts occur 
among the movements; others are among sections within single movements. For example, 
the Magnificat septem vocibus alternates also between sections with instruments and a 
cappella sections and between sections set in dialogo or in echo and larger polyphonic 
sections, while the Dixit dominus contains several passages of falsobordone in the midst of 
intricate imitative counterpoint. 

The responsory Domine ad adiuvandum begins the Vespers and is set in concertato style 
with six voices and six instrumental parts. The music alternates between three falsobordone 
settings of the text with instrumental accompaniment and two purely instrumental ritornello 
sections. Most striking is the use of a fanfare motif known from the opening Sinfonia of 
Monteverdi’s opera Orfeo as the instrumental accompaniment to the falsobordone sections. 

Following the responsory is Dixit Dominus, the first psalm setting, which is likewise 
for six voices and six instruments. For each verse of the text, Monteverdi alternates 
between a polyphonic setting and a homophonic falsobordone setting. As with Domine 
ad adiuvandum, there are instrumental ritornello sections between the sung verses, but 
instruments do not accompany the singing, and Monteverdi instructs performers that these 
ritornellos may in fact be omitted.
 
Nigra sum, for solo tenor, is the first sacred concerto of the collection. Monteverdi sets this 
movement in stark contrast to the surrounding psalms, using a style of monodic singing. 
His text setting is one of the main charms of the piece, making use of a few obvious 
madrigalisms. For example, over the word “surge” (“arise”) the vocal line rises in stepwise 
steady movement. This technique of word painting is offset by more complex, mimetic 
expressions of the text, such as the longing depicted by an intensification and acceleration 
of the rhythm when the singer is quoting direct speech. 

The second psalm, Laudate pueri, for eight voices, employs a very different technique of 
word painting, such as in Monteverdi’s setting of that movement’s doxology. When the 
doxology begins with “Sicut erat in principio” (“as it was in the beginning”), Monteverdi 
uses the opening line and counterpoint of the psalm’s first verse, literally as it was in the 
beginning. For the ending of the movement, he chooses an anticlimax, as he lets each of 
the voices drop out one by one without even singing the final syllable of the word “Amen,” 
until only the two tenor voices continue in dialogo. 

Pulchra es, a sacred concerto for two soprano voices, is similar to Nigra sum in many 
aspects. It too is in monodical style, and as such contains many examples of text painting. 
Perhaps one of the more subtle and ingenious examples occurs in Monteverdi’s setting of 
the words “pulchra es…suavis et decora.” Both “pulchra” and “decora” can be translated as 
“beautiful,” but Monteverdi carefully differentiates the two words. “Decora” connotes that 
the woman is not only physically beautiful, but is also adorned with jewels or decorations. 
Thus for the first statement of the word “pulchra” the vocal melody is plain and slow, whereas 
Monteverdi sets the word “decora” with an ornamented vocal line. Although the movement 
begins as if in imitative counterpoint, it soon becomes clear that the two vocal parts are in 
fact set in dialogo and demand a high degree of virtuosity from the singers. 

The psalm Lætatus sum is for six voices and contains some of the most complex examples 
of Monteverdi’s technical compositional mastery in the Vespers. To set each verse of text, 
Monteverdi alternates between three very different bass lines over which he varies the 
individual voice parts, leaving the cantus firmus relatively unchanged. The most striking of 
these is an early example of walking bass. A slower bass line that also largely moves step-
wise is characterized by its tonal instability, notably by the introduction of a section in cantus 
durus (i.e., no key signature) system and a tendency towards chromatic voice-leading. The 
third bass line combines a section of very long sustained bass notes with one that moves 
slowly but consistently in fourth and fifth intervals. For the doxology, Monteverdi brings 
together the various stylistic elements of all three bass lines. 

The third sacred concerto, Duo Seraphim, for three tenors, demands perhaps the highest 
degree of virtuosic singing of the entire Vespers. Monteverdi depicts the singing of angels 
with a highly ornamented style, with meticulously written-out embellishments reminiscent 
of secular genres. The text setting is again very much reliant on word painting, the two 
voices that begin the movement being not so much a mimetic depiction of the two Seraphim 
singing as rather a representation of the word “Duo” (“two”) with which the text begins. 
Consequently, the second section that begins with the word “Tres” (“three”) is set in three 
parts. The Trinitarian content of the text is most effectively portrayed on the words “et hi 
tres unum sunt” (“and these Three are One”): on the phrase “unum sunt,” all three tenor 
voices suddenly move to the unison.


