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ABSTRACT
ZACHERY A. RICHARDS. An Analysis of the Kyrie from the Messa a quattro voci da

cappella by Claudio Monteverdi (Under the direction of DR. KORRE FOSTER.)

Claudio Monteverdi (1567-1643) is called The Father of Modern Music because
of his contribution to the new practices of music composition at the turn of the
seventeenth century. He was best known for his secular madrigals. However during his
time at St. Mark’s Basilica in Venice he wrote a Mass for four voices, which was
posthumously published in 1650. The scope of my research includes a biographical
sketch of Monteverdi’s life, an analysis of the Avrie from the Mass, and how it compares
to another Kyrie from his only other Mass setting for four voices (1641). [ hope to bring
to light a virtually unknown Mass written in the prima prattica style. This compositional

style is different from many of the other compositions he wrote near the end of his life.
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CHAPTER 1

Claudio Monteverdi was baptized at the church of S. Nazaro e Celso in Cremona
on May 15, 1567". He was the first child of Baldassarre Monteverdi and Maddalena
Zignani. His father was an apothecary, a surgeon, and a doctor near the cathedral in
Cremona. Baldassarre had two more children with Maddalena before she died in 1576.
Their names were Maria Domitilla and Giulio Cesare, and they were baptized May 16,
1571 and January 31, 1573. Baldassarre was a man of some wealth who owned multiple
houses, and had public recognition throughout the city of Cremona. “Cremona stood at
the south-eastern edge of the state of Milan; for its economic and political importance it
was the second city of the state after the capital. But Cremona was also close to the
dominions of Venice (which stretched to the city), of the Gonzagas (the duchy of
Mantua) and of the Farnese (the duchy of Parma).“3

Before the age of twenty, Claudio was becoming famous in his own right around
Cremona because he had published two books of music, entitled Sacrae cantiunculae
(1582) and the Madrigali spirituali (1583). In both books, he clearly states that he is the
pupil of Marc Antonio Ingegneri. A native of Verona, Ingegnert studied with Vincenzo
Ruffo before moving to Cremona around 1568, and became the maestro di cappella of
the cathedral in 1576. Ingegneri taught Claudio about the Franco-Flemish style of
polyphony that became so popular during the early sixteenth century. The main principles

of the Franco-Flemish style of music were centered on continuous imitation and complex

1§ is an ecclesiastical abbreviation for saint. Nazaro e Celso are the Italian names for the Saints

Nazarius and Celsus.
2 paolo Fabbri, Monteverdi. ed. and tr
1994), 6.

ans. Tim Carter (Cambridge: Cambridge University Press,



counterpoint, mathematical calculations of intervals and geometric transformations of
motifs.” As a child, Monteverdi was a singer at the cathedral until his voice changed.
After the change, he continued to work with the choir as an instrumentalist. He became a
private student of Ingegneri and stopped working at the cathedral.

Paolo Fabbri says “The inevitable proving ground for any composer of the second
half of the sixteenth century was the madrigal, normally for five voices.” Monteverdi
conquered this feat for the first time in 1587 with 1/ Primo libro de Madrigali a cinque
voci. Most of the texts are about love, which was common in sixteenth century Italian
society. While he was becoming more popular around Italy, Monteverdi began seeking
employment elsewhere in the country. He found employment as a string player at the
court of Duke Vincenzo Gonzaga in Mantua. Monteverdi first mentioned this change of
employment in his Terzo libro de Madrigali a cinque voci, dated June 27, 1592. He
writes in the dedication, *“That day, Most Serene Prince, when to my rare good fortune I
came to serve your Highness. .. with the most noble practice of the viola which opened
the fortunate gate of your service and notes how my skill flowered for you in playing the
viola...™

As Monteverdi grew older in Mantua, his popularity grew throughout Europe. His
third book of madrigals was his first publication to be reprinted (first in 1594 and then
again in 1600). Monteverdi married Claudia Cattanco, a daughter of a colleague in the
Gonzaga court, on May 20, 1599. The next month, Monteverdi was required to

accompany Duke Gonzaga on a trip to Flanders. This trip proved to be beneficial because

< g ' landish S¢ * Encvelopedia Britannica. June 14,2007,
3 Theodore Karp, “Franco-Netherlandish School. Ellu(l/”/)“lhufl;/l"”]”(”i une 1
1 -1 109 ¢ /lart/Franco- A - ‘h_qe )
accessed April 4, 2017, https://www.br itannica.com/art/Franco-Netherlandish-schoc
Jos : .
Fabbri, 15.

5 : : X .3 . o vnni Venice: Vincenti. 1592.
Claudio Monteverdi, Terzo libro de Madrigali a cingue voct. Venice: Vincentl,



he was able to experience firsthand the different types of music that were being written in
other parts of Europe, which would influence his later music. However, the trip was
detrimental to him financially. He wrote in a letter to Annibale Chieppio on December 2,
1608, I fortune called me to His Highness’s service in Flanders, it also crossed me on
that occasion by making my wife Claudia, living at Cremona, bring expense to our house-
hold with her maid and servant, she having at that time still only 47 lire a month from His
Highness, beyond the money my father gave me.”

In 1600, Giovanni Maria Artusi wrote a treatise entitled L 'Artusi, overo Delle
imperfettioni della moderna musica. Fabbri says, “The treatise seeks to demonstrate the
corruptions within certain modern compositional tendencies which clearly contradict the
traditional rules.”” He uses the music without words from an unnamed composer to
firmly articulate his arguments. The unnamed composer was Monteverdi. Artusi’s biggest
complaint with modern music was the use of dissonances between the soprano and bass
parts, as well as the way the music modulates in a nontraditional manner. In 1603, he
wrote a second treatise with the same subject matter. Not long after the publication,
Monteverdi began to draft his response. He published a statement as an appendix to his
Quinto libro de madrigal a cinque voci. He decided to reverse the title of Artusi’s
treatise, which was Seconda pratica, overo Perfettione della moderna musica. A draft of
this response was written by 1605 and even though Monteverdi spent the rest of his life
revising the response, it was never published. He wrote another letter on October 22,

1633, almost thirty years later, to an unknown correspondent, in which he discussed the

" Claudio Monteverdi. ed and trans Denis Stevens, The Letters of Claudio Monteverdi, (Oxford:

('Iurcndup Press), S1.
Fabbri, 34.



treatise.” He entitled the book Melodia, overo Seconda pratica musicale, which he
divided into three parts: word-setting, harmony, and rhythm. He discussed these three
topies in regards to the modern practices of the music he was composing.

As his time in Mantua came to a close in the summer of 1610, he composed what
is considered one of his greatest works, the “Mass and Vespers of the Blessed Virgin.” In
the fall of 1608, Monteverdi began to ponder leaving Mantua for other employment
opportunities. Fabbri states that the writing of the mass in 1610 “constitutes the most
concrete attempt initiated by the composer to obtain this end.” He traveled to Rome in
hopes of presenting his work to the Pope (to whom it was dedicated) as well as to look
for new employment positions. However, Monteverdi was able to do neither. Although
he sought a way to find new employment, he was dismissed from the Gonzaga court for
unknown reasons at the end of July 1612. After leaving Mantua, he returned to Cremona
for a short time, but on August 1, 1613, he auditioned for the position of maestro di
cappella at St. Mark’s Basilica in Venice. He began to serve in this very role in October
of the same year.

Much of the social structure was in the midst of change in Venice upon
Monteverdi’s arrival. The trade routes to the Orient began to change at the beginning of
the seventeenth century, which caused more competition from other European merchants
in the port of Venice. This and other factors contributed to a substantial recession. The
changes had great influence on Monteverdi’s career for the better because he was able to
freelance for nobles, not only from Venice, but other European cities and institutions.

This was in addition to his position at St. Mark’s. Monteverdi was also able to establish

* Stevens, 420-422.
" Fabbri, 1009.



and mamtam strong relationships with music publishers and later the first public opera
house because of their combined focus on entertainment for the citizens of Venice.

When Monteverdi arrived in Venice, the state of the music at St. Mark s was
diminished. This was mainly because of disciplinary issues of the former maestros. The
cappella consisted of thirty singers and six instrumentalists when he arrived. He began to
take on his new role of training and maintaining the musicians, as well as recruiting new
members. Monteverdi began to appreciate his new position as his quality of life improved
from what it had been at the Mantua court. He no longer struggled financially because of
a higher salary and the fact that he was “dependant on a state institution that was not

subject to the fickle whims of a prince.”"

He even rejected an invitation to return to
Mantua— a fact that can be read in his 1620 letter to Alessandro Striggio. He had
numerous compositional requirements at St. Mark’s, which centered around the major
feast days of the liturgical year. While beginning his work at St. Mark’s, Monteverdi’s
secular music continued to thrive during his time in Venice. In 1614, I/ Sesto libro de
Madrigali a cinque voci was published in Venice and it received great success. It is
important to note that this was only the second book of madrigals written with basso
continuo—a developing component of Baroque style. The greatest evidence of his
success can be seen in a letter from Angelo Grillo in August of 1614. Angelo Grillo was a
famous poet of the Baroque period who began a relationship with Monteverdi around
1610. and lasted until Grillo’s death in 1629. Grillo writes “And as for your harmonious

gift. [ can indeed affirm, if I consider it in all its excellence, that not so much, as I receive

it. does it come to me from the earth, as, as | hear it, it seems to me to come to me from

L e e e e

y .
"Fabbri, 131.



heaven. ™ Monteverdi only waited five years before writing his seventh book of
madrigals. However. this book of madrigals differed significantly from his previously
pubhished books. This book was the first that was not published by Richardson Amadino,
but rather by Bartolomeo Magni of Venice. While continuing his obligations as maestro
da capella at St Mark’s, Monteverdi continued to use contacts outside of the church to
find outlets for his secular music. Not only was he writing motets for the musicians of the
church, but he was writing a variety of secular music which included a small opera
entitled Combattimento di Tancredi et Clorinda (published in his eighth book of
madrigals). This work is written for three voices and a small string orchestra and was
premiered at the Palazzo Mocenigo in 1624 for the Carnival celebration. It was
considered a hybrid of a chamber piece and an opera. Fabbri says “it is for chamber yet
with an allusive theatricality—combining protagonists involved in the action (Tancredi,
Clorinda) and observers outside it (the Testo), plus direct dialogue and meditated action,
a drama experienced in the first person, and a visualized account that tempers its passion

5512

and immediacy.” - After a decade of commissions written just for events such as
Carnival (like the Combattimento), Monteverdi finished a collection of songs entitled
Scherzi musicali that was published in 1632. This was a small collection compared to his
books of madrigals and all the pieces had lighter tone that the genre requires. Around this
same time, Monteverdi went back to the idea of writing a musical treatise to explain his
seconda prattica. He turned to a music theorist named Giovan Battista Doni because of

his unfamiliarity with scholarly writing. Although no letters from Monteverdi were

actually addressed to Doni, Doni mentioned Monteverdi and his treatise in a letter to the

Fabbri, 141-142.
[-abbri, 190.



French music theorist Marin Mersenne. However, Monteverdi decided that scholarly
writing was not for him and that the best option would be to continue portraying his new
style through his music. Because of this, the relationship between Monteverdi and Doni
disappeared. His popularity and musical prowess continued to grow through the decade.
Although he was in his late sixties, he continued to be the most popular composer in
Venice and all of Italy like he had been for so many years before. His crowning
achievement as a secular composer was the eighth book of madrigals entitled Madrigali
guerrieri, et amorosi in 1638. A new style fully came to the foreground called “agitated
genius,” which is now known as stile concitato, which is defined as the “repetition of
notes of the same pitch and length combined with words expressing anger and disdain.”"
Although remnants of this style had been seen in previously written music, this was the
first collection that fully used this new compositional technique. It became well known
across Europe and found its way into the music of other composers. The eighth book of
madrigals is divided into two parts, songs of war and songs of love. This was a significant
collection because the madrigal had drawn into a steady decline over the twenty years
since his seventh book. Not only was it the largest and most complex collection of
madrigals Monteverdi had ever published, but it brought the genre back to the forefront
of the musical world. As the eighth book of madrigals is a crowning achievement in
secular music, the Selva morale e spirituale is Monteverdi’s peak in sacred music. This is
a vast collection of sacred music for sizes of ensemble that includes a mass for four
voices, psalms, and other sacred texts in many different styles. Fabbri says, “The

Madrigali guerrieri, et amorosi had already presented a remarkable mixture ot different

“Stile Concitato,” Grove Music Online. accessed December 13, 2016,

13 Geoftrey Chew,
. grove/music/26772.

http://www oxfordmusiconline.com/subscriber/ article



forms, genres and styles, but compared to that volume the Selva morale gives a still
greater impression of heterogeneity, of spontaneous and verdant natural growth, as

indeed the title itself seeks to suggest.' Monteverdi’s last major work of his life delved
back into the opera genre with La coronatione di Poppea. Monteverdi set a text written
by a Venetian lawyer named Gian Francesco Busenello and it was premiered at the
Teatro Grimani in Venice. The text gave Monteverdi an opportunity to use his unique
compositional style to display the gamut of emotions that are required to properly convey
the love story of Nero and Poppea. Fabbri says, “Monteverdi’s encounter with Busenello
allowed the composer to conclude in the best of ways a compositional career that had
been entirely devoted to giving life, with always renewed technical and stylistic means, to
the changing world of emotions.”"”

During his lifetime, Claudio Monteverdi became one of the most famous
composers in all of Europe and is considered the “father of modern music™ in
contemporary society. His music continued to be published after his death, notably, a
collection of sacred works entitled Messa a quattro voci et salmi. This collection was
edited and published in 1650 by Alessandro Vincenti. He wrote an explanation for
undertaking this task in the dedication by saying, “These sacred remains of the works of
the most excellent Monteverde [sic], which not without a miracle after his death [ was

2 S b - 2l6
able piously to collect, are now published by me to satisty common devotion.

However, the collection was not made up entirely of unpublished works. The pieces that

end the litany were previously published by Vincenti in 1620 and 1626. Also, a large part

of the Dixit Dominus (No. 2) is an adaptation of the Dixif Dominus of the Selva e morale

i Fabbri, 249.
" Fabbri, 264. _
' Vincenti, (Venice), microfilm.



(1641). The Magnificat was not even written by Monteverdi, but Vincenti felt that the
movement must be included to complete the collection, so he had turned to Francesco
Cavalli, an organist at St. Mark’s, who became the maestro di capella in 1669. After
traveling to Mantua and Lombardy in the summer of 1643, Monteverdi’s old age began

to wear on his body. After nine days of illness, he died on November 29, 1643 in Venice.
He was seventy-six years old. Monteverdi’s music continued to be published almost a full
decade after his death (the last posthumous publication was 1651), which serves as

another proving factor of his immense popularity during the seventeenth century.



CHAPTER 11

Monteverdi’s Messa a quattro voci da cappella is his third and final Mass of his
published compositional output. Monteverdi’s handling of the motivic language is one of
the interesting elements in this setting of the Mass ordinary. The Kyrie is centered on two
motives that Monteverdi uses throughout the entire movement (these will be referred to
as motive A and motive B). Motive A is a four-note pattern that descends a perfect
fourth, as seen in figure 2.1. It is first seen in the tenor and soprano voices in mm. 1-5 as
a point of imitation. An inversion of motive A is seen soon after the original motive in the
tenor voice in mm. 6-7, as seen in figure 2.2; The inversion is seen in all voices in

imitative polyphony starting in the bass in m. 8 and ending in the soprano in m. 12-13.

Figure 2.1, Motive A (tenor, mm. 1-3)
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Figure 2.2. Inversion and diminution of Motive A (tenor, mm. 6-7)

son Ky - rie ¢ - le



The origmal motive A ¢ s e ) .
g ind its inversion are used in the remainder of the first section of

> Avrie (mm. 1-45 S AT ; .
the & 1-43). Although the original motive A is not seen in the Christe eleison
section. 1tis seen agaim in the return of the Kyrie eleison in the soprano voice in mm. 85-
7. Monteverdi uses motive A i e
87. Monteverdi uses motive A in an augmented form in the final measures of the Kyrie in

the bass and soprano voice. The augmented motive in the bass voice can be seen in figure

2.3. The altered form provides a link to the beginning and end of the movement.

Figure 2.3, Augmentation of Motive A (bass, mm. 114-117)
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Monteverdi uses motive B in the Kyrie, and it is based around a pattern of ascending

thirds and descending seconds. At the beginning of the movement, motive B immediately
follows motive A in the tenor and soprano voices (Motive A and motive B can be seen in
their original forms in figure 2.4). The inversion of motive A is immediately followed by

the inversion of motive B, as seen in figure 2.5, which is similar to the treatment of the

original motives.

Figure 2.4, Motives A and B (tenor, mm. 1-4)
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Sieure 2.5, Inversion ¢ - . .
Figure 2.5, Inversion and diminution of Motives A and B (soprano, mm. 12-13)
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While also being inverted, both motives are used in diminution because the note values
are cut in half from the original motives’ values, except for the first note, which is a
quarter of the original value. The same form of motive B opens the return of the Kyrie
eleison in imitative polyphony starting in the soprano voice in mm. 80-85. Monteverdi
uses motive B a final time in imitative polyphony between the soprano and alto voices in
mm. 113-117. Although the two motives are not used in the same manner at the end of
the movement as the beginning, Monteverdi uses the two motives throughout the entire
movment, thus creating uniformity.

The cadential material of the Kyrie from the Messa a quattro voci da cappella
showed a large harmonic progression of i-V-i in F minor throughout the three sections.
The key signatures that are discussed are based on the critical edition of Carus-Verlag:
however, many other publications show the entire movement is in G minor, including the
edition of Gian Francesco Malipiero from the twentieth century. The large harmonic
¢ beginning and end of the Christe eleison section. The

progression is evidenced by th

evidence is seen in the only sections of predominantly homophonic writing in mm. 46-52

and mm. 73-79. The first occurrence starts in F minor and concludes with an internal

cadence in F minor; however, it is hard to notice the cadence because the bass begins a

' ccurrenc .ns after an internal cadence in C that
new phrase in m. 51. The second occurrence happens after an ¢

comes after twenty measures of imitative polyphony in the same style as the first section.



he predominantly 8 e
L rinantly homophonic writing in mm. 73-79 is written in a similar manner t
§ a anner to

nm. 46-52. This similarity is seen i _
: nilarity is seen in the soprano voice because much of the pitch content

is a third higher, as seen in figure 2.6

Figure 2.6, Cadential material (soprano, mm. 73-79)
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The second homophonic phrase starts in C minor and cadences on a perfect authentic
cadence in C with no third, as seen in figure 2.7. These two phrases act as an opening and
closing to the section that starts in F minor, but ends in the dominant C minor.

Monteverdi used similar material in the voices to attract the listener’s ear to the two

phrases.



Figure 2.7, V- movement (mm., 77-79)
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At the end of each of three sections of the Kyrie, Monteverdi wrote a final
cadence to indicate where a section would stop and where the next would begin. While
the cadences that end the first two sections are perfect authentic cadences with no third,
the cadence in the final section is different. Monteverdi finished the Kyrie on an
imperfect authentic cadence that contained a Picardy third. It is seen as a Picardy third

because the material leading up to the cadence is clearly in F minor, as seen in figure 2.8.



Figure 2.8, Cadential material with Picardy third (mm. 118-122)
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In the Kyrie of the Messa a quattro voci da cappella, Monteverdi used the motivic
language and cadential material to bring cohesiveness to the entire movement. This study
of Monteverdi’s compositional approach in this movement has demonstrated the degree
to which the motivic language, in which he used two motives throughout the movement
to create the feeling of cohesion, and the cadential material, where the final cadences are
used to create the progression of i-v-i in F minor. These elements are interconnected in a

way that provided a clear framework for the Kyrie.



CHAPTER 111

Monteverdi composed three settings of the Mass during his lifetime, the last two
published within ten years of each other. Monteverdi’s Missa in F is a Mass for four
voices that was published with the Selva e morale et spirituale collection in 1641. There
are similarities found in the Kyrie movements of the Missa in F and the Messa a quattro
voci da cappella.

The Missa in F contains three motives that are seen throughout the Kyrie. The
motives are similar to the motives found in the Kyrie of the Messa a quattro voci da
cappella (The author will refer to these motives as motive A, motive B, and motive Ci
Motive A consisted of a pattern of a descending third, notes in step-wise motion, and a
second descending third. Motive A is first seen in the bass voice in mm. 2-4, as seen in
figure 3.1. It is followed in the other three voices in imitative polyphony. Monteverdi
used motive A in the same manner throughout the rest of the first Kyrie section (mm. 1-
32). Motive A in the Missa in F is similar to motive B from the Messa a quattro voci da
cappella because of the descending thirds that dominated both motives. Motive A in the
Missa in F is also similar to motive A from the Messa a quattro voci da cappella because

of the internal rise of a perfect fourth between the descending thirds.

Figure 3.1, Motive A (bass, mm. 2-4)
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Monteverdi used motive B throughout the Christe eleison section (mm. 33-76). Motive B
is characterized by an ascending perfect fourth using quarter notes for the first three
pitches and a half note for the final pitch, as seen in figure 3.2. Motive B is set in
imitative polyphony throughout the Christe. Motive B from the Missa in F is similar to
the inversion and diminution of motive A from the Messa a quattro voci da cappella (see
page 10). Unlike motive A from the Messa a quattro voci da cappella, motive B, nor any

of the other motives from the Missa in F, are seen in any altered states in the Kyrie.

Figure 3.2, Motive B (soprano, mm. 35-36)
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Monteverdi used motive C throughout the return of the Kyrie, which is the third and final
section of the movement (mm. 77-114). Motive C is characterized by a descending
perfect fifth over three measures, as seen in figure 3.3. It is first seen in the tenor voice in
mm. 80-82, and it is followed by imitative polyphony in all other voices. This is similar
to motive A from the Messa a quattro voci da cappella because of the descending perfect
interval that made up the entire motive (the original form of motive A from the Messa a
quattro voci da cappella can be seen on page 10). There is one altered state of motive C
that Monteverdi used in the section, which occured in mm. 105-107, as seen in figure 3.4.
Monteverdi used it in the soprano and alto voices as they sang it homophonically in
thirds. The difference between the original motive and the altered version is the rhythm

that is not dotted used in the second measure of the altered motive. All three motives



from the Kyrie of the Missa in F bear a similarity to the motives of the Messa a quattro

voci da cappella.

Figure 3.3, Motive C (tenor, mm. 80-82)
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Figure 3.4, Altered form of Motive C (soprano and alto, mm. 105-107)
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The cadential material of the Kyvrie from the Missa in F is similar to the Messa a
quattro voci da cappella. The cadential material from the Missa in F creates the larger
harmonic progression of 1-V-I throughout the three sections. While it is the same
harmonic progression as the Messa a quattro voci da cappella. (only in F major, instead

of F minor) the cadences are not the same. In the Messa a quattro voci da cappella, the

cadence at the end of the Christe section was a perfect authentic cadence with no third. In



» Missa in F. the cadence : - . Lo .
the ( - the cadence at the end of the ¢ hriste was an imperfect authentic cadence

with the third in the soprano and alto, as seen in fieure 3.5

Figure 3.5, Cadential material, Missa in F (mm. 72-76)
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In the Messa a quattro voci da cappella, the final cadence at the end of the Kyrie was an
imperfect cadence with a Picardy third in the soprano, which is similar to the cadence at
the end of the Christe section in the Missa in F. The final cadence of the Missa in I was a
perfect authentic cadence with no third. The cadential material of both masses is
approached in the same way, which was V-1 (or v-i in the Messa a quattro voci da

cappella).



Because the two Masses were written around the same time in Monteverdi’s life,
they have strong similarities between them.'” The greatest similarities in the Kyrie of both
Masses are centered on the motivic language and cadential material. Because of these
similarities, it could be argued that this study shows stylistic traits that Monteverdi used

in his Mass settings throughout his compositional career

]

: “The Three Extant Masses of Claudio Monteverdi.” Choral Journal 33, no. 1

" Vaughan Roste.
(2012): 36.
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