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Three Madrigals Thomas Morley
Sing we and chant it (The First Booke of Balletts to (1557-1602)

Five Voyces, 1595)
April is in my mistress' face (Madrigals to Foure Voyces, 1594)
Now is the month of maying (15951

Dessus le marche d'Arras . anon.: before 1528
Dessus le marchg d'Arras (Six gaillards et

six pavans, 1528) Adrian Willaert
(ca. 1490-1562)

Dessus le march§ d'Arras (Continuation
du Mellanqe d'Orlande de Lassus 1584) Orlando di Lasso

Magnificat in the First Tone on "Dessus (1532-1594)
le marche d'Arras" (Patrocinium Musices, 1587) Orlando di Lasso

Shema Yisroael (Two Sacred Motets, 1979) Alfred Fisher(b. 1942)

Etiie Aahaii, &ophjano

INTERVAL

Neue Liebeslieder, Op. 65 (1875) Johannes Brahms
1. Verzicht, o Herz, auf Rettung (1833-1897)
2. Finstere Schatten der Nacht
3. An jeder Hand die Finger
4. Ihr schwarzen Augen, ihr durft nur winken
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5. Wahre, wahre deinen Sohn
6. Rosen steckt mir an die Mutter

7. Vom Gebirge Weil' auf Well'
8. Weiche Grclser im Revier

9. Nagen am Herzen
10. Ich kose sUss mit der und der
11. Alles, alles in den Wind
12. Schwarzer Wald, dein Schatten
13. Nein, Geliebter, setze dich mir
14. Flammenauge, dunkles Haar
15. Zum Schluss: Nun, ihr Musen, genug!
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PROGRAMME NOTES

Of the three well-known madrigals which open the programme, only the second
is an original composition by Morley. The other two may more accurately be
described as English 'arrangements' of popular Italian bal1etti by Giovanni
Gastoldi and Orazio Vecchi, published by Morley at the height of the Italian
madrigal's popularity in England. A distinctive feature of the balletti is
their rhythmically energetic refrain on the syllables 'fa-la-la'.

The sequence of works by Willaert and di Lasso aptly illustrates a common
compositional device in Renaissance music, whereby composers would use^earlier
works as models for their own. The device, known as 'parody technique', may
seem somewhat plagiaristic to our modern sensibilities, but it is more likely
that the practice of borrowing from another composer was looked upon as an apt
way of honouring his work.

Willaert's setting of the original monophonic model is in four parts; Lasso's
chanson setting expands to six parts. Both are faithful to the rough, bawdy
flavour of the text.

Of Lasso's 105 Magnificat settings, over 40 employ parody technique. Lasso
followed common practice by setting only the even-numbered verses: the odd-
numbered verses are sung in plainsong chant. This setting is a parody of his
own chanson setting, although the model is clearly seen only in the first and
last verses. More significant is the complete transformation in response to
the text in the other verses, from the powerful 'Fecit potentiam' to the quietly
moving 'Sicut locutus est'.

The sacred motet Shema Yisroael, by Alfred Fisher, Chairman of the Theory
and Composition Division at the University of Alberta, is scored for a cappella
choir, soprano solo and crotales (small cymbals). It was written in memory of
Asher Ginzberg (1856-1927), a writer and Zionist philosopher born of a hasidic
family in the Ukraine, who wrote under the pen-name of Ahad Ha am. A brilliant
talmudist, Ginzberg viewed the Jewish people as a collective unit, a national
ego" endowed with a will to survive, a creative urge, and a cultural-spiritual
personality.

The text of Shema Yisroael combines the Hebrew text, from Deuteronomy
6:4-5, with its English translation. Because of itsemphasis on the unity of God,
the Shema is considered the Jewish 'confession of faith', and is a vital part of
the liturgy. Its words "Hear, 0 Israel, the Lord is our God, the Lord is One
are a quantitative and qualitative declaration of the oneness of the Lord, and
provide the very basis for Judaism.

The motet exploits a wide range of choral sonorities, extending from unison
or musical consonance (a musical metaphor for 'oneness'), marked by the ringing
of the crotales, to unrest or musical dissonance, marked by contrapuntal treatment
that creates dissonant intervals and quartal harmonies.

The Neue Liebeslieder. Op. 65, are the second cycle of waltzes by Johannes
Brahms (1833-1897), for four-handed piano accompaniment and four-part chorus (SATB)
This set was written in 1874 after he was appointed artistic director of Vienna s
Gesellschaft der Musikfreunde (The Friends of Music Society). Along with the
Op. 52 collection, these fifteen waltzes pay homage to Brahms' chosen homeland,
the Austro-Hungarian empire, and its waltz-capital, Vienna.
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