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Teacher’s Introduction

This guide is for the A Level Music Listening and Appraising paper, section C. In
section students will answer questions on their two optional areas of study ~in
case Religious Music of the Barogue Period.

For the A Level the whole paper is 120 marks, which accounts for 40% of the tota
gualification. Section Cis worth a total of 50 marks. Pupils are reguired to answe
two guestions, one each for their two chosen areas of study. Each area of study
two guestions, of which students must choose one. These questions do not invol

listening to excerpts, but require an in-depth knowledge of several works and theit

This resource is intended as both an informative and a p wal guide, with exa
] eréments. Key term

the Baroque pe'rlod of music, to the field of religious music and to key c‘ompoee
example works; these focus on extracts and features of different types of religi

to analyse whole pleces. These are in roughly chronological order to facilitate u
of Barogue style. This section includes activities to support learning and questi

as well as suggestions for further listening.

The works analysed are:

e  Monteverdl: Vespers of 1610 ®  Charpentier:
o No.1-"Deus in adjutorium meum intende’ o Na 1-¢
o No.3-"Nigra sumy o No.z2-°
o No. 10 -"Lauda Jerusalem’ o No.3-¢
e  Schitz: Symphoniae Sacrae o No.&6-¢
o No. 1, 'Paratum cor meum’ o No.1l-

o ‘Fili mi Absalon’
Bach: ich hab
Bach: Magnifi

e 2 & B

The latter part of the resource has a revision summary, a guide to Section C essays a

is a glossary of ail the relevant terminology required and indicative content for all a

Vivaldi: Stobat:

Handel: Messig

For your convenience, links to the websites have been provided on ZigZag Educ
Students might find this helpful for a e websites rath
each time. As customers re
the links are not worki:

Endarsement update, Second Edltlo
Yo 'neet endorsemen'r 'oqu &

pp. 6—17 Mu5|cal links, extract timings and scores updated to better reflect the analysis
p. 23: An additional note making it clear that Activity 3 is designed to better understanding and would not be g
p. 26: An additional historical note making learners aware of the wider range of clefs used in barogue music

p. 33 Quaver rests corrected in 3736”7 score

p. 32: An additional note on vocal features in French Religious Barogue Music

p. 38: An additionat clarification of the term ‘recitative’

p. 37, p. 39, p. 72: ‘cycle of 4™ changed to ‘cycle of 5™ for consistency throughout the resource

p. 51: ‘trombones’ corrected Lo ‘trumpets’

p. 53: 319" score with ‘Es’ corracted fo 'Ds

p. 58: Additional contextual information on the rescurces available to Bach and working conditions in Leipzig
p. 76: Minor change to heading and repeat of disclaimer on iii

p. 77: ‘band of 11-16" corrected to ‘band of 1115 and questions 1, 3, 4 and 6 removed

pp. 84-87: Answers to guesticns 1, 3, 4 and 6 removed

& & & ® % B B 3 3 & & & & & B 2
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Student Introduction

This guide is about Area of Study 4: Religious Music of the Baroque period. Thi
study. Inyour exam it comes in Section C, which covers AoS 3 —- AoS 6. ‘

If you are approaching this course after studying for the GCSE in Music, you will 2
about Barogue music: it is polyphonic, uses basso continuo, has stepped or terra
your A Level you need to develop a more thorough and subtle understanding of
at a greater level of detail. You will also need to have a greater understanding o
historical context to the music. So this resource will include a bit of general hist

Church and how music was used, as well as musical analys :

The works analysed are:
¢  Monteverdi: Vespers of 1610 A
o No. 1—’Deu5|

o Na
o NY
e  Schitz ®ohoniae Sacrae

o No. 1, ‘Paratum cor meum’

o Filt mi Absalon’
#  Charpentier: Te Deum
o No.1-"Prelude’
o No.2-Te Deum laudatuny
o No.3-"Te asternum Patrem’
o No.6- Tudevicto'
o No. 1l -'Inte domine’
Vivaidi: Stobat Mater

L

®  Bach: ich hobe genug

&  Bach: Magnificat, Nos 1-6
¢  Handel: Messiah, Nos 2-12
Assessment

You will have a two-and-a-half-hour exam,

Section A has two multipart guestions, one from AoS 1 and ong from AoS 2. You§
Section B has longer-answer guestions on AgS 1 and AcS 2. Again, you must ansy

R

In section C you must answer two questions, one from each of the two areas of §
Study 4 there are two questions and you must choose one of them. This questic;
of 120 for the paper. ‘
¢  (One question may be about the context of r
refer to at least two composers
cantata). So you can see th
composers and tvp

Remember, you choose one from those two.

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page 2
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Context
Furope during the Barogue Period

The Baroque period runs for the 150 vears from 1600 to 1750. tis a sprawling
around the idea of highly decorated art, architecture, design and music. 1t doe
historical or political era.

it may be divided into three periods:
e  Farly — 1600-1630 (Monteverdi: Vespers / Schiitz: Symphoniae Sacrae)
¢ Middle — 16301680 (Charpentier: Te Deum)

¢ Late —1680-1750 (Vivaldi: Stabat Mater / Bach:

some of these}. Perhap
vival of the Catholic Church afte
created new forms of Christianity, wit
us spllt between the north and south of Europe an
ive ardshlp and the deaths of 8 million people, inciuding aro

The period saw many changes (see the
composers was the Counter-R
presented by Martln Lut,
music. The g

During that time the first stirrings of the Enlightenment were felt. There was a
and away from religious dogma and the belief in the divine right of monarchs.
rise of the merchant class: independently wealthy businessmen who were not

Barogue musical development

At the start of the seventeenth century church and secular music were
structured polyphonically, with each melodic line running independently.
Harmonic development was secondary. The music was more important
than the clarity of the words.

At the end of the 1500s a group of noblemen amateur musicians, the Florentin
imagined Greek Classical ideal of music {imagined because no one had any idea
sounded!). To them this required that hearing the words was more important
monody — accompanied solo singing. Florence was a centre for opera, but thes
their way into religious music as well, Many opera composers were also writin

in Venice in 1605, Monteverdi defined a ‘prima prattics’
and ‘seconda prattica’ {first and second practice}: in the
first the music took precedence, in the second the words
were most important,

The main developments were:
¢  Basso continuo
o which allowed greater flexibility of expre«u
and rubato by soloists
¢  Concertato style
o

ps of musicians
hurch in Venice,

By the end ot e"Baroque period, while polyphony was still commeon, it was se
The multiple richly intertwining polyrhythmic lines of early Baroque gave way t
use of homophony.

Musical structures had also grown larger, in part because tonality provided a fr
Throughout the period, sacred music proceeded hand in hand with opera, from

Monteverdi's Vespers of 1610, in which Maonteverdi directly borrowed music fr
used the same dramatic and emotional gestures in Messiah as he did in his ape

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page
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& note on publishing
Most of the sacred music of the early and middle Barogue was written for the ¢¢
performed, often for specific feast days or accasions. Some might never be perf
printing was expensive and difficult until copper engraving came along. The mo:§
Roger, only started publishing in 1697, Apart from a handful of ‘motets’, his cata
secular music. In the seventeenth cantury, music and musical ideas were transrr%
visited another country or city state and absorbed styles and technigues {this we
studying with the masters, as Schiitz did with Monteverdi} or when composers n;
example, Hande! moving to faly then England. E

#uisic in Europe
At the start of the Baroque period, Italy — or more accu
the most important musical centre. Other count ’
other national styles develop. Of these'

In the sixtee\@#®entury, the Catholic Church was challenged by Protestantism,
fartin Luther (Lutheranism) and Calvin (Calvinism). :
s ltaly, France and Spain remained Catholic, along with the south German stal
#»  North Germany, Denmark, Sweden and (eventually) England became Prote
e The power of the Church waned over time. For example:
o For Monteverdi in 1610 {Catholic) religion was at the heart of life and h
o Handel, in 1741, was an entrepreneur, had run his own opera company
commissions for his income.

#Music in the Catholic Church

The heart of Catholic worship is the mass. Key elements:
e Sungin bLatin :
¢  Ornate, using specific texts (Kyrie, Gloria, Credo, Sanctus, Benedictus, Agnu:é
¢ inthe Barogque period, often performed by a large choir and instrumental gr.:}:
#  The congregation would respond only at given points 5

Mass demonstrated the central role of the Church in worship.

The Vatican has guarded its music carefully: printed versions left out the decora
by other musicians. There is a story, possibly apocryphal, that a 14-year-old Mo
mass at the Sistine Chapel, then went away and wrote out the whole of Allegri’s

dusic in the Lutheran Church

Martin Luther was a singer and composer and de
#  Central to worship
Something for the con

Over time composers made more elaborate settings of these, once
again requiring a choir to sing them. However, congregational singing
remained at the heart of Lutheran worship.

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page 4
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Music in Anglican England 5
Prior to the Civil War {1640~1649} there was a rich tradition of religious music in:
interregnum {1649-1660, after Charles I's execution, when England was ruled b\,
changed dramatically:
e Instruments were banned in religious music

e  Church organs were destroyed

¢  The Chapel Royal, the king’s musicians, was disbanded

#  Religious music was reduced to psalm singing in a call and response form

At the Restoration, when Charles Il came to the throne, there was a revival of me
restored and cathedral choirs were reinstated. Musicians became more speciali
church musician would have composed, sung, played and d after the weifas
Restoration he might have been employed just a : G player, without a

#usic in France

Much of France was inf
of music thantaa It
were descriSEsi

riism in the sixteenth century, which prefg
result in simpler harmonic progressions and.
ch Baroque composer Mersenne as ‘perpetualily sweet’. &

In France the arts and music centred on the royal and aristocratic courts and theﬁ%&z‘
music tradition. Sacred music was less important than in Germany and ltaly. Fre
and music as political tools, emphasising power and reflecting glory. The artistic
influenced musical style in France. His court composer lean-Baptiste Lully {1632
played and published and who could be employed, resulting in a very slow adop

An important concept in French music is gallant, meaning elegant or courtly. Th
to 3 highly decorated style of architecture, but was also applied to the light, orng

There is a strong tradition of dance music in France, both for social dance and fes

Differences between religions

Catholicism believes that:

#  There is one true church

The Pope is the Vicar of Christ and therefore his authority on Earth
The Bible is subject to interpretation and only the clergy can unlock its mysts
An individual’s relationship with God must be through the Church :
The path to salvation can be made easier through indulgences — good deeds
the Church).

2 & @ &

Luther argued that: :
&  The Bible (not the Church or the Pope} was the only source of religious trut Z
Individuals have a direct relationship with God,
The Bible should be available in German, no
Salvation only came through fai e

2 & @

solute sovereignty and everything is predestined by him. Human
the future. :
®  Only certain chosen people can get into heaven.

Anglicanism {English Protestantism) remains close to Catholic tradition in many k\
#  The monarch is nominally head of the Church f
o  The Bible is the source of truth, not church doctrine
¢ individuals have a direct relationship with God

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page 5
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Life as a Composer

A compaoser’s main employment had an effect on the music he produced.

Monteverdi was employed by the Duke of Mantua to write for services and over:
of his work was for services, and he had both a choir and an orchestra to write ¥
manage. Eventually he got employed by the Church, which of course required re

Bach was employed by various churches as organist or Kapelimeister, and so
had to produce music for services week after week — he is known to have
written at least three full cycles of cantatas; one for every Sunday and every
feast day of the year. He was also in charge of the musicia was kept busy
with administration. |

ily, in a court. However, whereas §
a courtier and, therefore, rather more fr
ut rather more for special occasions than for d

in France, Charpentier was emplo}
servants, Charpentier h :
requirement Sagel;

Vivaldi’s em| ent by the Ospedale della Pieta — a girls’ orphanage — meant t\
and write for services, but also for concerts. He wrote much more secular music
was to train the girls and present performances to show them off.

R

Handel only received a ‘pension’ from the King. This is a kind of retainer for whig
mainly for special occasions. Nor was he emploved by the Church in England, soé
regular services or manage the musicians. As a freelance composer he produced
at first opera and later the cheaper-to-produce oratorio.

For all of these composers the demand for large volumes of music — for weekly s\
occasions — often led to the recycling of older pieces. 5

Principal Musical Forms

Anthem
A setting of a religious text, in English, for unaccompanied chorus. Prior to the B
have been in four-part counterpoint. From around 1600 they began to feature s
accompaniment alternating with choral sections. During the Restoration (1661}
1o more homophonic textures and choruses became shorter, Sometimes string
seventeenth century, the anthem superseded the motet in England. ‘

Henry Purcell (1659-1695) was the greatest exponen
prayer, O Lord (c.1682):

YouTube: zzed.uk/11597-OLord-You
Spotify: zzed.uk/11597-OLord:£

anthems, includy

Go to zzed.uk/11597 3

Cantata

featured recitative and arias. In Germany the form, developed from the
chorale, came to be used for religious music, setting a mixture of biblical and
other texts. It was a very popular form in Germany, where thousands were
written, They reached thelr pesk in the cantatas of Bach.

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page &
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Chorale
The chorale is a Lutheran hymn. Originally — in the sixteenth century — chorales §
transiated into German, and often using & well-known secular melody. They wer
singing so everyone could participate.

Cver time, more complex, harmonised versions were written. Those of } & Bach
hymns, were intended to be sung by cholr and congregation. They are generally

From the chorale came the chorale-cantata, using a chorale text and melody; als
plece using a chorale melody and serving as a prelude to choral singing. :

A gaod example of one of Bach’s chorale settings is Jesu, meise Freude at
YouTube: zzed.uk/11597-Jesu-YouTube
Spotify: zzed.uk/11597-Jesu-Spotify — track A

Magnificat
A setting of text,
of Yespers % :
were writte the fourteenth century onwards. There are two settings in My
the most famous is that of Bach.

Mass ;
The main form of worship of the Catholic Church — the Eucharist of the Last Supp
bread and wine as his body and blood. s usual form — the ‘ordinary’ of the mas;
Credo, Sanctus, Benedictus and Agnus Del. A Renaissance ‘stile antico’, choral,
continued into the eightesnth century, but alongside it developed the ‘cantata
instruments and with sections for solo voices. Perhaps the finest example is Ba
something of an anomaly as most Lutheran masses of this period only used the

Motet
Criginally a religious or secular, polyphonic vocal piece from around 1250, sung
motets in developing his spatial style of music at St Mark’s in Venice, which infl
such as Schiitz. The motet developed into the vocal concerto using a small gro
subsequently to the cantata. Though mainly popular in seventesnth-century V
in Germany {notably Bach}, England (e.z. by Byrd) and 3 tradition of French ‘gran;
including by Charpentier, developed (see p. 35} E

William Byrd {1543-1623) was an English Catholic composer {at a time when C
motet Praise our Lord, oll ye Gentilesisat :
YouTube: zzed.uk/11597-Praise-YouTubs Go to zzed.uk/11597 |
Spotify: zzed.uk/11597-Praise-Spotify — track 3 o

Go to zzed.uk/115

Cratorio ‘
An oratorio is a dramatic concert performance of a religious text with solaists, ch
words, a sort of unstaged opera on a religious theme. Originally italian, it spreag
oratorios became popular during Lent when the Church banned opera.

Originally, in the early Baroqgue, oratorios were short - from under 20 minutes
two with a sermon between. They would have been performed in church or ch
have been solo and multi-voice arias, recitative and overture, and some choral

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page
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Later developments include the oratorio passion, a dramatic account of Christ’s ¢
is essentially six cantatas on biblical stories, ’

Throughout their history, oratorios used the same sorts of musical language and
as composers such as Monteverdi and Carissimi were required to write both forr

Passion :
A setting to music of the story of Christ’s crucifixion. Early passions were of two &
dramatic), which had a solo narrator while the chorus sang the words of Christ; 2
passion, in which the choir sang throughout. By the mid-Baroque composers ad
additional verses and hymns. These ‘oratorio-passions’ reached their peak with
St John passions.

Schiitz’s St John Passion (c. 1665) can be
YouTube: zzed.uk/11597-Passionr;
Spotify: zzed.uk/11597-F

15 —4:04 000
"1:59 - 3:00 ) Go to zzed

chorus playi.‘ ®rne Jews’. Note that it is unaccompanied.

Te Deum

Criginally a chant praising God {te deum laudamus’ means ‘we
praise you God’} which formed part of the Catholic Matins and
Anglican morning prayer. It became used to celebrate events such
as royal births and success in battle.

Yespers

Yespers is the evening service of the Catholic Church. During the
Middie sges the music of the Vespers became more important,
hence developing an independent musical existence. (You won't
find a ‘Matins’, for example.}

Opera and oratorio ~ summary of similarities and diffy

Staged, with scenery, props and costume Unstaged
Acted as well as sung
Secular theme, often from mythology/history Sacred theme,
Often in talian (the original home of opera) Usually inve

May include dance

Recitative and arias

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page 8
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Composer Biographies

Claudio Monteverdi {1567-1643)

Monteverdi was an early pioneer of Barogue music, making the transition from
earlier Renaissance style. His early career was in the court of Mantua, where a
other pieces he wrote one of the earliest operas, L'Orfec. He was at the beck a
his master, Vincenzo | Gonzaga, and Monteverdi was required to travel with hi
including on military campaigns. The Duke was a harsh employer, frequently p
staff late, if at all. Unsurprisingly Monteverdi was desperate 1o leave, and even
moved to the basilica of St Mark, Venice as maestro di capella — Master of the
is said that the Vespers of 1610 were written in part as a job application to Ven

Heinrich Schi}
Schiitz As the greatest German composer b
#ed by the Landgrave of Hessen Kassel, who p
him to train as a musician. He later studied Law, b
he study in Venice with Giovanni Gabrieli, and supportec§
brought the Italian style to Germany. He worked for the
when he was seconded to the Elector of
Saxony as composer. The Elector then kept
him permanently — overruling the Landgrave,
He returned to Venice to study with
Monteverdi — though always regarded Gabrieli
as the master.

Marc-Antoine Charpentier {1643-1704)
Charpentier studied in Rome, including with the composer Giacomo Carissimi {
who was a key figure in the development of the cantata and oratorio. He was
by a Parisian noble, Duchesse de Guise, and probably served as a courtier rathe
lowly servant. From this privileged position he was invited to compose for Loui
the Dauphin, and other aristocratic families. As well as sacred music he also co
opera, ballet and incidental music. Later in life he worked for the lesuit church
Louis, Paris, where he wrote the Te Deum. His influence might have been great
the French elite music scene been controlled by Jean-Baptiste Lully,

Antonio Vivaldi (1678—-1741)
Son of a violinist, Vivaldi was ordained 2s a priest, but did
his career he was employed as \iqii ter, then later as;
della Pieta, an orphan Venice. {If you think i
a concert mastg e illegitimate daughters
gel) This meant that he had an orch
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Johann Sebastian Bach {1685-1750)

Bach was born into — and fathered — a musical family. His father was a town
musician, and when he died in 1695 young Johann went to live with his oldest
brother, Johann Christoph, who taught him organ. He became a viclinistand &
general musician to the court at Weimar, then moved through several jobs befczre}}
becoming organist to the Duke of Saxe-Weimar in 1708, where he made his name
as a performer. In 1717 he moved to Cithen — but only after a dispute about his
leaving led to him being imprisoned for a month. in Cdthen he had no chapel
duties as the court was Calvinist, and concentrated on secular instrumental music
In 1722 he became Director of Music in 5t Thomas' Church Leipzig, where he :
stayed for the remainder of his life. Here he wrote four cycles of Sunday and fea5§}5
day cantatas as well as the Magnificat and Passions of St Ioh:: ind St Matthew.

rick Handel (1685-175%} :
, one of the greatest English composers, &
Starting out as an organist, he then moved to H
of church music) to the elector (prince} Gaorg.

there was a thriving opera scene. Ir 1714 his ol¢
George | of England and although never formall
Handel wrote several pieces for royal occasions
small ‘pension’, or honorary annual payment. |

Handel brought his experience of the ltalian
and German oratorio styles and drew on the
English anthem and masgue to create the
English oratorio.

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page 10
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Analyses - hy Piece
Monteverdi - Vespers of 1610

YouTube: zzed.uk/11597-Vespers1610-YouTube — g, :
Spotify: 2zed.uk/11597-Vespers1610-Spotify @ Go to zzed.uk/11597 E

Score: zzed.uk/11597-Vespers1610-Score
{Note: this score does not include movements 11-13. These can be found in sh
zzed.uk/11597-Vespers1610-Short if required.)

Monteverdi Vespers of 1610

The Vespers of 1610 is a large work —around 9
sections. It sets both biblical and liturgic
the time, certainly for church ser
Monteverdi’s mastery of hei
stile moderngle.

Context Y
The piece is ititended for the evening service — Vespers — on days celebrating th

§ ; common at
in. It demonstrates
new styles (stile antico and

Monteverdi never intended all the sections to be performed at one sitting, as th

Sancta Maria are not part of the Vespers service.

Structure

After an introductory versicle there are two main types of
movement: five psalms for chorus and four motets for solo
voices, which alternate through the piece. The final three
movements are a largely instrumental sonata, a hymn to the
YWirgin Mary and the Magnificat. We will cover the versicle, one
hymn and one motet to demonstrate the different styles and
technigues used.

The full list of movements is:

No. Text Meaning Part
1 Deus n a.djutolraum Make haste, 0 God, to deliver me \/er.sscie &
meum intende response &

2 1 'Dixit Dominus’ The Lord said unto my Lord Psalm
3 | 'Nigra sum’ {am black fMotet
4 | ‘Laudate pueri’ Praise, ye servants of the Lord Psalm

% | ‘Pulchraes’ You are beautify', Motet COPYRIGHT
: PROTECTED

& | ‘Laetatus sum’ Psalm

7 eraphim Motet

3 Except the Lord Psalm

9 | ‘Audi coslum’ Hear my words, Heaven Motet Qg

10 | ‘Lauda lerusaleny Praise, Jerusalem Psalm EdUCG‘tIOﬂ

11 | ‘Sancta Maria’ Holy Mary Sonata

12 | 'Ave Maris Stella’ Hail Star of the Ses Hymnus

13 | ‘Magnificat’ My soul magnifies the Lord Magnificat

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page 1.




The first three psalms show more modern features, the others use traditional te 5
using two cholrs {polychoral), a common feature in the music of Giovann! Gabrie

instrumentation
Choir: two soprano, one alto, two tenor, one bass.

Orchestra: three violing, three cornetss, thres cellos, thres
trombones, continuo.

Monteverdi specifies which instruments are used in each
movement. This is a new development, as in Renaissance and some eariy Barog

listed, ensembles simply used what was to hand, often doubling the vocal parts. .
importance of the orchestra in part driven by the rise of 0 It is perhaps alse
instruments were available in a wealthy court, allo:yd oice.

The psalms are written for chorus ts, the motets are for one to th

Spotify: zzed.uk/11597-Deus-Spotify @Gc’tozzed”k/”%?{

The music is taken from Monteverdi’s opera L’Orfeo, showing at this early periogd
and some sacred music writing.

Structure
Call and response — a chant by the solo tenor, with a choral response.

dMelody
There is no melody, as such, in the chorus as this is a chant. The cornetts and vig)
scalic passages. :

i

Tonality and harmony

The tonality is D major, with the constant harmony of chord . This
fanfare’ is an example of falsobordone — a type of recitation or chant
using root position chords, first heard in the fifteenth century.

Sanority
As the choir chants its response, the orchestra has a bright sonority featuring th

Texture
The texture is tutti voices and instruments at the stari, with the choir singing ho
of the new style, in which the homophony makes the words clearer. The 1™ and
rising semiquaver scalic patterns, followed by a falling dott d nassage, giving a f
staggered, leading to passages a 3" apart.

roken chords, with the 2™
ut merely supports the chord.

The 3" violins/cornetts and 1°t cello/
notes respectively. The conti

B LRI
B
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No. & Nigra sum

YouTube: zzed.ul/11587-NigraSum-YouTube —  gagany
Spotify: zzed.ul/11597-NigraSum-Spotify = s —— 5‘

‘Nigra sum’ is taken from the Song of Songs, 3 book of the Bible which is about rc‘

has been interpreted as an allegory for God’s love for the Church. {The opening
dark from the sun but beautiful, so the king has brought me to :

his bedchamber'.} It is a motet.

Sonority and texture

it is an example of monody, which in contrast to the 13
polyphonic writing, emphasises one line of
only by a basso continuo. Itisa pr
marked a voce sola — for soln ;
basso contmuoonlv i (

: GiSe of solo voice and
ake the words clear. This
werstanding the words is important.

In earliar Renaissance music the instrumentation would not
have heen indicated, and voice parts could have been doubled
by instruments at the performer’s discretion. Here
Monteverdi specifies the instrumentation.

Structure
The structure is determined by the words. [t starts with a declamatory statemery
material at bar 27 on the phrase surge - ‘rise up’, on a rising crotchet scale. This

agitated, with a dottad rhwthm and a faster tempo before returning to tempo 1 5\

for a new section. There is a short ‘coda’.

Melody :
The melody serves to emphasis the words, and consists of short phrases with ress
painting — the rising scale for rise up’ as mentioned; the words the time has coré
one note in regular minims, like the chimes of a clock. Much of the word setting:
but note the melisma used to emphasise the word Formosa’” (bar5%-7), which m\

i

There are frequent ornaments indicated. In bar 7, the repeated notes are know
repeating of one note {not a trill, alternating rapidly between two notes}. This,
specified by the composer, whereas previously they would have been left to the

Explore: Listen to ‘Nigra sum’ and mark on your score whe

er the singer inclu

Tonality and harmony

‘Nigra sum’ is in G major, with el
An unprepared modulation
tonality has noapee

vds | and V at the opening and ané
bar 10, leading to a tierce de Picardie
the harmomc changes emphasise tha emotiorﬁ
a structura§ € move into C major at bar 15, returning to G major at b&;
at bar 34% td o D major. There are tonally fluid passages at bars 3844 ans
major perfect cadence at bar 68 — just before the coda. This is firmiy back in G
falling bass line, first starting on the 3 (B} degree, then on the tonic, ending wit

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page 14
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Tempo, metre and rhythm E
The time signature is % throughout, though the use of rests, tempo changes and r
rhythmic drive. As ever, the meaning of the words is paramount and dictates the

Long notes often on a single note appear like a call
to order at the start of some sections. Dotted
notes indicate excitermnent or agitation — as at bars
3-7. These include the Lombard rhythm —a
semiquaver followed by a dotted quaver {bar 63}.

Being accompanied only by the continuo, the
singer employs rubato to emphasise some
passages. (In Monteverdi’s time this would have
been referred to as sprezzatura.)

Explore: listen to ‘Nigra : core and note where there are marked te

Dynamics
Dynamics are marked to fit the mood of the words, though these may well be th%*f
Monteverdi would have written dynamic markings as it would have been part of.

YouTube: zzed uk/11597-Nigrasum-YouTube e,
Spotify: zzed.uk/11597-NigraSum-Spotify @ Go to zzed.uk/11597

0:00 - 0:30 Lombard

&
Ni - gra sum
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No. 10 Lauda Jerusalemy

YouTube: zzed.uk/11587-Jerusalem-YouTube
Spotify: zzed.uk/11597-lerusalem-Spotify

‘Lauda Jerusalem’ (Praise ferusalem) is the final psalm
of the work. 1t is scored for a tenor solo singing the
cantus firmus, with two choirs each with soprano, alto
and bass. This is the stile antico model in which the
melody or main part was sung by the tenor with
harmonies above and below in the other parts.

Structure

There are three parts: the introduction iand final amen.

Texture and sonority
The two chg ik
effect. Thel
: 2
instrumenta®

{1 siaeipeen positioned apart — perhaps in different parts o
nents double the choir parts, as in the old style, though Maon
i, unlike earlier music in which musicians would have used any

The opening of the piece uses call and response between the tenor and the choi

YouTube: zzed.uk/11597-Jerusalem-YouTube
Spotify: zzed.uk/11597-Jerusalem-Spotify

0:00 - 8:13

3 S S ] ; i
00 T i 3 ) I 3 13 £ by 3 o0t
3. 1 n e O eI | ok Ry L
J 1 o feed ¥ K. R
B ’ e
Lauw~da e ry g lem - Do miouwsm
300" 0. i R
§ 3 N Rt
1] % 3 P 2
i ) o = 2
t 3 . : T

Lo~ da

fau d

The choirs then alternate phrases, back in G major, while the tenor continues t
an element of polyphony between the tenor and the othe

Chair 1 Chotr

2
A
i

Soprane

i

Al

Tenor

Bass 3 B T i N st ST W g
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The choral phrases gradually become shorter and the overlaps closer, until by b
create a rich polyphony. Each cholr starts with a mainly homophonic texture, w
polyphonic, though at bar 58 each choir is again essentially in homophony, but t

an echo-like effect. Z

1:48 - 1:33

Choir } Choir 2

Soprano

Alto {

Tonality and harmony '
Lauda starts in G major, as befits a song of praise. At bar 10, however, we have

this is not structural use of tonality. At bar 11 the tonality feels like E minor, butd
when the cantus firmus enters. The harmonies remain fairly static - interest is s¢
rather than harmonic change.

The final ‘Gloria’ section starts in & minor, ending with ‘Amen’ in E minor,

Though the piece is clearly tonal, we can see that this is not the structural tonaiifﬂ}f

form movement,

Throughout there is a strong pull towards F major, but also cadences in A mmor,?
modulations are determined by the words, rather than as a tonality-based structy

£ major

#  Bar 32 - ‘he sends his commandment to the Earth’
®  Bar 68— ‘He speaks his word’

¢  Bar 96— 'Glory to the Father and the Son’

e  The end— ‘Amen’

A minor at
2  Bar 46 — ‘He scatters hoar frost like ashes’
e  Bar 57 — ‘before His cold, who can stand’ ..

E minor at

e  Bar 80— ‘He sho

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page 17
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Melody
The opening, as with the first movement, is chant-like with no real melody,

Later there are short melodic fragments, repeated and imitated between the chc:é:s

motif, sometimes with a lower auxiliary on the lowest note:

Bar 11— soprano {0:27) Bar 57-58 {1:34)

However, the timing is not anchored to the bar lines —as can be seen from the ci;
%, to % at the end of the two opening chants and the overlapping of contrapuntay

beats to a bar — but to a broader feeling of pulse within a more organic overall s

There is an increase in rhythmic movement and syncopation in the choirs, while
steady minim and crotchet movement. '

Dynamics
Dynamics are not indicated, but the spirlt of praise would suggest a loud dynami

been effected by the use of unison and split choirs.

Links to context

Monteverdi was an innovative and forward-looking composer and the Vespears "
change in music. The Vespers incorporates both the prima prattica of Renaissan
with seconda prattica technigues such as basso continuo and monody. The latte
recitative, shows the relationships hetween operatic and religious composition. ;

g ntus firm
What technique is used in the vocal parts at bar 12
sescribe the texture at a) bar 4 and b) in bars 11-17
sive a reason why you think Monteverdi would

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page 18

COPYRIGHT
PROTECTED

a9

Education




Schikz - Symphoniae Sacrae

Context

Schiitz wrote three volumes of Symphonioe Sacroe, the first in 1629
during a visit to Venice during which he studied with Monteverdi,
though some of the pieces may actually have been written up tc a
decade earlier.

it consists of 20 vocal and instrumental concertos and runs for around
100 minutes. The vocal concerto developed mainly in court chapels,
such as Dresden, which had access to vocal and instrumental resources.

Structure
There are 10 setting

Evidence suggests that the pieces were not meant to be performed together as
of 5¢chitz’s work. The first published edition ordered them from smallest to large
uniike the Monteverdi there is no established running order. ’

instrumentation

In 1629, during the Thirty Years War, resources were limited, and the
pleces in Symphoniae Sacrae were written for 1-3 voices with a small
instrumental group plus continuo. The pleces, with instrumentation,
mostly specified precisely by Schutz, include several for two violing,
others including violas, trombones, cornetts and fifes, always in small
combinations of one, two or three. In some cases Schiitz gives an
alternative instrumentation, perhaps indicating the difficulty of finding
players during the war.

The use of a small number of colouristic voices is similar to their use in opera, w
development at this time. The use of solo or duetting voices enables dislogue an
with choirs. Z

However, it alse chimes with the Lutheran doctrine of clarity, which stated that :
understandable by everyone. Lutheranism promoted use of the vernacular, i.e. &
language, while still accepting the validity of Latin texts. :

COPYRIGHT
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Paratum cor mewny ~ My heart is ready, 0 God

YouTube: zzed.uk/11587-Paratum-YouTube
Spotify: zzed.uk/11597-Paratum-Spotify
Score: zzed.uk/11597-Paratum-Score

Go to zzed.uk/11597

Structure
After a three-bar introduction for soprano and continuo, there are four main se
sections of the text, each with their own thematic material. Some sections are d

while athers continue without a break. The whole piece is typified by the passing
ntrapuntal writing:

another, in imitation, giving rise to parallel 3 passages and

Tonality and harmony

Throughout the Symphoniae we ca
remaining. In ‘Paratum cor ! ;
majar chord in bar 1,

ng immediately to A minor.

becoming established, but with
ing is in A minor but hints almost in

Pa - ra - tumcor me - wm paj ra - fumceor me - um pa-ra - t§

Continuo

) X T
Soprano @ ——

fddt

A " 3 i 1 1
< 83— DO oo oo oo 7 ; : }
Soprano @1t AT & yord =
1 % 1 ) ol
Py i T ¥ T ¥
Can -~ ta - bo et psal ~ am in
3
. : [ ] 1 11 1 1
Continuo :3;5 : o = - & =
[*] : ~ [%] : 3 - §4
i iv HI it i IAY Vit VIIB &
B
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At bars 166-169 there is a cycle of 5™, in root position, under a melodic sequen
by the polyphonic lines don't quite fit the pattern. in bar 166 the vocalline loo
while the accompaniment more firmly suggests D major. Noie that the sequen
followed by a D minor chord {bar 170).

3:30 - 3:43

Soprano

Violina [

Continug

PR WO R NS S o1 R |
6.8 *'-**4 B = _f,é 3
o i T T
WACCPZY ] =t %)
=2 2 Fs : s =
F Em Dm ¢ G
delody

There is a great deal of melodic imitation between parts: the opening sequence ¢
the violins, in 3. They imitate the vocal line again in bars 17-19, a 3 then a 5°

The rising motif at bar 4 is used throughout the first vocal section. Htis deveiopei
142 with inversions, and extended into longer melismatic phrases, as in the exa

Melodies are mainly conjunct, with extended melismatic passages (e.g. ‘psallam

Sonority and texture
This piece illustrates aspects of both prima and seconda prattica: the recitative-
imitative counterpoint and melisma the earlier.

Schiitz uses just two violin parts with the continuo to accompany the saprano.
statement, but enter in imitation of the voice at bar %

they also imitate the voice, either together

clirmax with parallel and contrary motion.

A Level OCR Area of Study Guide: Religious Music of the Barcque Period: Endorsed Page 2
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Tempo, metre and rhythm

The opening three-bar introduction is in %. This serves almost as a recitative. Th

with a lively tempo and a firm sense of the bar line, until the final four bars whi
signature is coupled with a ritardondo bringing the movement to an end.

The ‘cantabo’ verse is characterised by the crotchet opening of the phrase with
minim-crotchet-minim rhythm used here becomes a feature of the ‘ex surge’ v

in the penullimate section Schitz employs a hemiola rhythm around the words
acknowledge/praise you. It first appears in the voice at bar 104, then 2™ violin,
at bar 114 and eventually passed from 1°* violin to voice to continuo at bar 126.
both harizontally (alternating, in effect, a & bar with a 3, houiii
dotted minims.

2:28-2:31

=

H 1

{ !

J \Yoice ) U

Y Y Y

Hermiola: stressing two beats in the bar in Cross-rhwthrm: three against two
a three-beat time signature

T

d vertically, setti;
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Fili mi Absalow

YouTube: zzed.uk/11597-Absalon-YouTube
Spotify: zzed.uk/11597-Absalon-Spotify
Score: zzed.uk/11597-Absalon-Scorg (Copyright © 2000 by CPDL)

‘Fili mi Absalon’ is a lament by King David for his son Absalom who became a ch '
tried to usurp his father and was killed in battle against him.

Structure
There are four sections: two instrumental sinfonias, one at the start, and
two vacal sections alternating with them.

The first sinfonia introduces an arpeggio-h fich becomes the opening%

.80 ~ 0:09

oot

& ¥ 23,
L2

Continwo FREEHIT

On the score, the trombones are written using the alto, tenor and bass clefs res E
many ledger lines. This makes life easier for the trombonist, but harder to read i
the treble and bass clefs.

The second half of the vocal section {from bar 48) picks up a motif taken from th
leap on the word ‘Absalon’ —a 5™ at the end of the first phrase, becoming a min
D major {chord V major} in bar 45, rather than the minor in bar 3.

1:24~1:39

43
Bass
R | i ¥ $ T 2 2 ford 3
-
e I t - 3 P T H p= = 1 1 i $
Shel? LMY S— . S | - w— B SO S— S col— - — - a— T io—  S—  — i
L 14 13 & 11 : I ) £ H

B~ me  fi - i me i~ i me  fi - i

Tonality
The music feels more tonally driven in the two si

The tonality is based on G minor,
phrase's (in3) ending with

» rong modal feel. The first sinfo
#nices in G minor and D minor {minor dom
ce in Bb major (relative major).

@t can be seen in the first sinfonia: in bar 3 (above] the fifth de A
be D major, is D minor, only reverting to D major at bar 7 where it forms the per

The sinfonia continues 1o develop the material, ending with a perfect cadence Em§

The G minor tonality is established more firmly at the start of the first vocal sect
chord in bar 45. :

In this section the tonality touches on & minor {bar 60), C minor (bar 70} and F m\
towards G minor, ending with the tierce de Plcardie at bar 40. f
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Harmaony
The harmony is mainly diatonic and consonant.

There are several passages with parallel 3 harmonies, created by imitative cc;ur§
trombone theme {on the previous page}. 5

There are some dissonances created by suspensions, which are quickly resolved,:

2:13 ~2:22

62
A Trombone 1 )
IF l 5 HK!AE!HHHHHI
(@ i E ‘.—-—-. i |

T‘rj‘ombene 2 “‘ r h? r

Trombone 3’

& - 7
far) for] ; =y
| ! N

In the above passage there is a falling sequence in the trombone 1 part, supportzsg

from A minor to G minor.
There are sections of rather static harmony, particularly the cries of ‘Absalon’ w '
and G minor chords without a real sense of forward movement. This is word pai

and the world slows or stops.

Melody

Melodies are frequently conjunct and mainly di