PROGRAM NOTES

Alleluja

WOLFGANG AMADEUS MOZART 


(1756-1791)

Canon for four voices KV 553 (1788)


Mozarts Alleluja, one of three religious canons, is based on the Gregorian Alleluia-sequence for the Easter night. Alleluia is the Latinised form of the Hebrew phrase “halelu – Jah”, the imperative plural of the verb halal “to praise” with Jah (=Jahwe, God) as the object. The phrase occurs in particular in the Biblical psalms. In catholic liturgy, the phrase is used as introduction and sometimes as conclusion of the gospel lesson, in protestant liturgy, the congregation sings it at the end of the lesson. During the 40 days of Lent leading up to Easter, the phrase may not be used; the first time it is used again is at the Easter night service. Therefore, the sequence used by Mozart is particularly bright and spectacular.

Text:

Alleluja

Translation:

Praise God.

Regnum mundi
JACOBUS GALLUS 


(1550-1591)
Motet for four equal voices


Jacobus Gallus, also known as Jacob Handl, was born in Slovenia. He was educated in the Cistercian monastery in Sittich, and possibly in Fiume or Triest. He arrived in Austria as a teenager, singing first in the Abbey at Melk and then in the Hofmusikkapelle in Vienna. For most of his life, he was in the service of the Roman Catholic church.


Gallus’s music combines ideas and elements of the Franco-Flemish, German, and Italian Renaissance styles. Contemporaries admired his music for its beautifully woven counterpoint and compared him to Palestrina (1525-94). This was high praise indeed, as Palestrina’s music was considered “pure” in the sense of the Platonic ideal of music.


Gallus differs from Palestrina in his use of rhythm. He deftly moves between double and triple meter, he uses word accents to change rhythm, and creates moments of emotional drama and suspense.


Regnum mundi is a text by mystic philosopher Johannes Tauler (1300 – 1361).

Text:

Regnum mundi et omnem ornatum saeculi contempsi propter amorem Domini mei Jesu Christe,

quem vidi, quem amavi, in quem credidi, quem dilexi.

Translation:

I have held the worldly system and all worldly possessions, for the love of my Lord Jesus Christ, whom I have seen, whom I have loved, in whom I have believed and in whom I have found delight.

Alleluja
MICHAEL HAYDN 



(1737-1806)

The younger brother of Franz Joseph Haydn, Johann Michael Haydn was born in Rohrau in 1737. Like his brother, he left home as an eight-year-old to become a chorister at St. Stephen’s Cathedral in Vienna – since the court tried to save money, the cathedral choristers were in effect also the court choristers at that time.


From 1762, Haydn worked in Salzburg. In 1781 he succeeded W.A. Mozart as cathedral and court organist in the employ of the archbishop of Salzburg. He held this post until his death.


Haydn is particularly well-known for his many sacred compositions. In 1782, he was asked to edit the Austrian hymnal to make it “more accessible to the people”. Basically this meant translating Latin texts into German and simplifying and transposing melodies to encourage the congregation to join in the singing.


The text for Michael Haydn’s Alleluja is taken from Matthew 28:7 (paralleled by Mark 14:28, first Alleluja) and from John 20:26 (second Alleluja). Both are texts for Low Sunday (the Sunday after Easter); the passage from John describes the miraculous appearance of Jesus (in spite of closed doors) among his disciples. In the next verse, Thomas, for whom this is not enough of a miracle, touches Jesus’s wounds.

Text:

Alleluja.

In die resurrectionis meae dicit Dominus,

praecedam vos in Galilaeam.

Alleluja. 

Post dies octo januis clausis

stetit Jesus in medio discipulorum suorum,

et dicit: pax vobis.

Alleluja

Translation:

Hallelujah.

On the day of my resurrection, saith the Lord,

I will precede you to Galilee.

Hallelujah.

After eight days, although the doors were closed,

Jesus stood amongst his disciples,

and said: peace be with you.

Hallelujah.

Ave verum corpus, K. 618
WOLFGANG AMADEUS MOZART 




(1756-1791)


In June 1791 Wolfgang Amadeus Mozart went to Baden, a small spa town near Vienna, to visit his pregnant wife. While there, he was asked to write a piece for the Corpus Christi service. Being Mozart, the composer left it to the last minute: Ave verum corpus was written the night before the service. It is a simple piece of almost childlike piety, a humble and deeply felt prayer. Its emotional quality has made it one of Mozart’s best known compositions.


The text, attributed to Pope Innocent VI (died 1342), is a prayer for the Feast of Corpus Christi which was introduced by Pope Urban IV in 1264. There are a number of slight variants which occurred over time. During the Middle Ages it would have been sung at the elevation of the Host during its consecration.


In just five lines, it covers the Incarnation, the Passion, the Eucharist and the Last Judgement. Medieval writers were interested in acrostics, and it is no accident that the first letter of the first line, the second letter of the second line, and so on, spell out A-E-I-O-U.

Text:

Ave verum corpus natum de Maria Virgine.
vere passum immolatum in cruce pro homine:
cuius latum perforatum fluxit aqua et sanguine:
esto nobis praegustatum mortis in examine.
O Iesu dulcis! O Iesu pie! O Iesu fili Mariae.

Translation:

Hail, true body,
born of the Virgin Mary,
who has truly suffered, defiled
on the cross for mankind,
from whose pierced side
water flowed and blood.
Be us a foretaste (of heaven)
in the agony of death.

Hebe deine Augen auf from “Elijah,” Op. 70
FELIX MENDELSSOHN-BARTHOLDY


(1809-1847)


Felix Mendelssohn grew up surrounded by culture. His family was wealthy and generous with it: they entertained many prominent visitors, among them Humboldt and Hegel and travelled widely. The Mendelssohns, members of the assimilated German-Jewish aristocracy, converted from Judaism to Christianity in 1816. They saw to it that their four children had every possibility to learn.


Felix, the second child, studied piano with Ludwig Berger and theory and composition with Karl Friedrich Zelter. At the age of nine, he gave his first public recital, at the age of ten, he became a member of the Berliner Singakademie. He was eleven when his own first compositions were publicly perfomed. A year later, he met Goethe, Carl Maria von Weber and Cherubini.


Thereafter, he turned out sonatas, concertos, string symphonies, piano quartets and Singspiele which revealed his increasing mastery of counterpoint and form.


In 1829 he directed a pioneering performance of Bach’s St. Matthew Passion at the Berlin Singakademie (with a reported chorus of 600 singers): this one performance (an “event”) put Bach firmly on the repertoire list for choirs. Mendelssohn was also famous as a festival organiser, he was associated especially with the Lower Rhine and Birmingham music festivals. Mendelssohn’s most significant achievement as a conductor and organiser was in Leipzig (1835-47), where he conducted the Gewandhaus Orchestra to great acclaim. In 1843, he founded the Leipzig Conservatory and managed to recruit Robert Schumann and Moritz Hauptmann as teachers. His death at the age of 38, after a series of strokes, was mourned internationally.

Mendelssohn's music shows influences of Bach (fugal technique), Handel (rhythms, harmonic progressions), Mozart (dramatic characterisation, forms, textures) and Beethoven (instrumental technique). He clearly liked to be inspired by his surroundings; his music often has literary, artistic, historical, geographical or emotional connotations and the underlying ideas are easily accessible.


Hebe Deine Augen auf is a trio for unaccompanied SSA from Mendelssohn’s oratorio Elijah. In 1846, Mendelssohn was invited to direct the Birmingham Festival. He accepted – and as part of the festival, conducted a monumental performance of Elijah. The audience and critics were ecstatic. Mendelssohn, always a perfectionist, made extensive revisions for later performances.


The text of this passage is based on Psalm 121, 1-4. The psalm is subtitled “The guardian of Israel”, and is a song of ascent, to be sung on a pilgrimage. The passage is sung by three angels who watch over Elijah’s journey into the wilderness. Elijah is sent to Mount Horeb where he meets God face to face.

Text:

Hebe deine Augen auf zu den Bergen,
von welchen dir Hilfe kommt. 

Deine Hilfe kommt vom Herrn, 

der Himmel und Erde gemacht hat. 

Er wird deinen Fuß nicht gleiten lassen,

und der dich behütet, schläft nicht.

Translation:

Lift your eyes up to the mountains,

From where your help will come.

Your help comes from the Lord,

Who made heaven and earth.

He will not let your foot stumble,

He who guards you, does not sleep.

Panis angelicus 
CÉSAR FRANCK 


(1822-1890)


César Franck was born in Liège in 1822 and discovered his true vocation fairly late in life, writing his first major work at the age of forty. His father had envisaged a career as a piano virtuoso for his son, and Franck dutifully studied at the conservatories of his native Liège (1830-1835) and Paris (1837-1842). However, his first love was the organ; he was an extraordinary organist, and held appointments at a number of churches. In 1858, he became the organist in the church Ste. Clothilde. His playing, and in particular his skills at improvisation, attracted many admirers and students. In 1871 Franck, who was known around Paris as “Pater Seraphicus” on account of his seraphic disposition, became professor at the Conservatory.


Franck’s musical style owes elements to Beethoven, Liszt and Wagner; he in turn had considerable influence on contemporary French music.


Panis angelicus was written in 1871, the year Franck received his professorship; the original version was for tenor, organ, harp, cello and double bass. 

Text:

Panis angelicus fit panis hominum, dat panis coelicus figuris terminum.

O res mirabilis manducat Dominum pauper, servus et humilis.

Translation:

The bread of the angels will become the bread of men,

the heavenly bread sets a goal for the shadows.

O wondrous thing, through which the poor and lowly servant may taste the Lord.

Das große Hallelujah, D. 442 (1816)
FRANZ SCHUBERT 



(1797-1828)

Text: Friedrich Gottlieb Klopstock (1724-1803), 1766


Franz Peter Schubert was born in Lichtenthal (now a district of Vienna) in 1797. His father, a teacher, gave him violin and piano lessons. In 1808 Schubert auditioned for the imperial choir boys and was given one of two places in the choir. Antonio Salieri became his teacher (“I cannot teach that one anything; he has learnt it from God”). Schubert did well at the choir school and wrote his first compositions there, but he did not like the food. A letter to his brother begs for an apple, “because it is hard to subsist on gruel and to wait for hours from one meagre meal to the next”.


In spite of his enormous talent Schubert was never able to live off his music; he had to eke out a meagre living from teaching. First he worked as an assistant at his father’s school, then he taught music at the Hungarian estate of Count Esterházy.


Schubert wrote eight symphonies, six masses and chamber music. He is most famous for his lieder, he wrote more than six hundred songs on poems by Goethe, Heine, Shakespeare and others. Schubert died at the age of 31.


The “Hallelujah” was composed in June of 1816. Schubert used a text by Friedrich Gottlieb Klopstock. In 1751, Klopstock, who had read theology in Jena and Leipzig, received a life-long stipend from the Danish king to write poetry. Most of his output are long poems of – not surprisingly - theological contents; they sound flowery, stilted, convoluted and maybe contrived to the modern ear. Klopstock invented many new and highly idiosyncratic turns of phrases; he wanted to convey emotions, sensibilities, a perhaps individual truth. This approach pleased his readership and greatly influenced his contemporaries, including Schiller and Goethe. Goethe has Lotte in Die Leiden des jungen Werther (1774) sigh with deep feeling just the one word, “Klopstock!”. Apparently the Prussian king, a no-nonsense kind of man, had little time for Klopstock’s works, something the poet could not undertand. As time went on, Klopstock’s language became more “abstract” and at times incomprehensible.

Text:

Ehre sei dem Hocherhabnen, dem Ersten, dem Vater der Schöpfung

Dem unsre Psalmen stammeln,

Obgleich der wunderbare Er

Unaussprechlich und undenkbar ist!

Eine Flamme von dem Altar an dem Thron

Ist in unsere Seele geströmt!

Wir freuen uns Himmelsfreuden,

Daß wir sind und über Ihn erstaunen können!

Ehre sei Ihm auch von uns an den Gräbern hier,

Obwohl an Seines Thrones letzten Stufen

Des Erzengels niedergeworfene Krone

Und seines Preisgesanges Wonne tönt!

Ehre sei, und Dank, und Preis dem Hocherhabnen, dem Ersten,

Der nicht begann, und nicht aufhören wird!

Der sogar des Staubs Bewohnern gab,

Nicht aufzuhören!

Ehre Dir! Ehre Dir! Ehre Dir!

Hocherhabner! Erster,

Vater der Schöpfung!

Unaussprechlicher, o Undenkbarer!

Translation:

Glory be to the Exalted, the First One, the Father of Creation,

To whom our psalms stutter,

Although the miraculous One

Is unspeakable and unthinkable.

A flame from the altar by the throne

Flooded into our soul.

We experience heavenly joy

That we are and that we may be in awe of Him.

Glory be to Him from those of us by the graves here,

Although by the last steps of His throne

The archangel’s thrown crown

And the pleasure of his songs of praise resound.

Glory be, and thanks, and praise to the Exalted, the First One,

Who never began, and who will never cease (to be).

Who even gave the dust’s inhabitants 

(the gift) not to cease (to be).

Glory to You! Glory to You! Glory to You!

Exalted (one)! First One,

Father of Creation.

Unspeakable one, oh Unthinkable One!

Three songs from The Sound of Music
RICHARD RODGERS 


(1902-1979)

Text: Oscar Hammerstein (1895 – 1960)


Richard Rodgers was born and bred in New York. He wrote his first songs as a teenager, and by the time he entered Columbia University in 1919, he had already one Broadway musical to his name. A year later, he was asked to provide the music for the university’s Varsity show, an unusual honour for a freshman.


In 1921, Rodgers left Columbia to attend the Institute of Musical Art (now the Juilliard School of Music), where he studied for three years. Rodgers and his partner Lorenz Hart found it difficult initially to interest Broadway producers in their songs. Their luck changed when the Theatre Guild signed them to furnish the music for a revue called The Garrick Gaieties in 1925. 


From 1931 to 1935, Rodgers and Hart wrote film scores in Hollywood, such as Love Me Tonight (1932), starring Maurice Chevalier and Jeanette MacDonald, and Mississippi (1935), starring Bing Crosby and W.C. Fields. In 1935, they returned to New York. They continued to work together until Hart’s death in 1943. 


In 1942, Rodgers teamed up with Hammerstein. Their innovative and adventurous style delighted audiences in Europe and the USA. Their first collaboration was Oklahoma!, which achieved a record-breaking run of 2,212 performances and won a Pulitzer Prize. Carousel was voted best musical of 1945 by the Drama Critics Circle, and in 1949, South Pacific won both the Pulitzer Prize for drama and the Drama Critics Circle award for best musical. The King and I won a Tony award for best musical in 1951. 


1959's The Sound of Music was probably their most successful work. It won a Tony and a Grammy. The film, starring Julie Andrews, won an Oscar.

Text:

The Sound of Music

The hills are alive with the sound of music

With songs they have sung for a thousand years.

The hills fill my heart with the sound of music.

My heart wants to sing ev’ry song it hears.

My heart wants to beat like the wings of the birds that rise from the lake to the trees.

My heart wants to sigh like a chime that flies from a church on a breeze

To laugh like a brook when it trips and falls over stones on its way,

To sing through the night like a lark who is learning to pray.

I go to the hills when my heart is lonely-

I know I will hear what I’ve heard before.

My heart will be blessed with the sound of music

And I’ll sing once more.

Do-Re-Mi

Let’s start at the very beginning. A very good place to start.

When you read you begin with A, B;C,

when you sing you begin with do, re, mi.

Choir:
Do re mi?

Soloists:
Do re mi. The first three notes just happen to be

Do re mi.

Do re mi fa so la ti.

Doe, a deer, a female deer,

ray, a drop of golden sun,

me, a name I call myself,

far, a long long way to run.

Sew, a needle pulling thread,

la, a note to follow sew,

tea, a drink with jam and bread

that will bring us back to do.

Do re mi fa so la ti do.

The Lonely Goatherd

High on a hill was a lonely goatherd

layeeodl layeeodl layeeo

Loud was his voice of the lonely goatherd

layeeodl layeeodl layeeo

Folks in a town that was quite remote heard

layeeodl layeeodl layeeo

Lusty and clear from the goatherd’s throat heard:

layeeodl layeeodl layeeo

A prince on the bridge of a castle moat heard

layeeodl layeeodl layeeo

Men on a road with a load to tote heard

layeeodl layeeodl layeeo

Men in the midst of a table d’hôte heard

layeeodl layeeodl layeeo

Men drinking beer with the foam afloat heard

layeeodl layeeodl layeeo

One little girl in a pale pink coat heard

layeeodl layeeodl layeeo

She yodeled back to the lonely goatherd,

layeeodl layeeodl layeeo

Soon her mama, with a gleaming gloat heard

layeeodl layeeodl layeeo

What a duet for a girl and goatherd

layeeodl layeeodl layeeo

Happy are they, layeeo, layeeo.

Soon the duet will become a trio, layeeodl, layeeodlo.

Der Floh (“The Flea”)
ERASMUS WIDMANN 



(1572-1634)


Erasmus Widmann was born in the protestant town of Schwäbisch Hall in 1572; his father was a scribe who could afford to have his children educated. Widmann, who as a child played organ, harpsichord, lute, zither, gamba, flute and trombone, went to Tübingen to study; afterwards found employ as musician and organist in Styria.  In the late 1500s, the counterreformation in Austria made him return to his native city, where he became vice-principal of the grammar school. In 1602, he started working as organist for the Count Hohenlohe. After the Count’s death in 1613, Widmann was in the employ of the Reichsstadt of Rothenburg ob der Tauber; as cantor of St. Jakob’s Church and as teacher at the local grammar school. Widmann lost his wife and daughter to the plague, and in 1634  finally succumbs himself to the disease. This puts his cheerful, cheeky song about the flea into perspective: In Widmann’s time, it was not known or even suspected that fleas carry the plague.


Besides secular instrumental and vocal music, Widmann’s musical output includes a protestant hymnal – which was in use for years after his death - and several settings of psalms for Count Hohenlohe. He also wrote a number of comic plays with music.

Text:

Es ist ein Tierlein auf der Welt,

hält sich gar gern zu’n Weiben.

Wiewohl es ihnen nicht gefällt,

kann’s doch kein Mensch vertreiben.

Es beißt und sticht, es hilft auch nicht

Wenn man sich fest tut reiben.

Es ist ein Floh, des sein nicht froh

Die jung und alten Weiben.

Die Weiber haben große Pein

Von Flöhen über d’Maßen

Bei ihnen find’t man groß und klein

Kein Ruh’ sie ihnen lassen.

Im Hemd und Kleid tut’s ihnen Leid,

im Haus und auf der Gassen

im Pelz und Rock sind manches Schock

und plagen’s auf der Straßen.

Wenn d’Weiber in die Kirche geh’n 

Oder zur Gastung wöllen

So tun sie erst am Fenster steh’n

Und fangen manchen G’sellen.

Mit großem Fleiß auf manche Weis’

Den Flöhen sie nachstellen,

und wenn sie’s dann erhaschet han,

so tun sie’s weidlich knellen.

Translation:

There is a critter in this world,

That is rather attached to the ladies,

Although they don’t like it,

No man is able to shoo it away.

It bites and stings, and it is no use

to scratch as hard as you can.

It is a flea, and that does not make them happy,

Ladies young and old.

The ladies suffer much hardship 

From fleas, out of proportion,

You find on them large ones and small ones,

They won’t leave them alone.

In shirts and dresses they are agony,

Inside the house and out

In furs and coats there are many a dozen

And they torture them in the streets.

Before women go to church

Or to a public restaurant

They stand by the window

And catch many a fellow.

With great industry and in many ways

They chase after the fleas,

And when they have caught them,

They swat them with satisfaction.

The Nightingale (1600)
THOMAS WEELKES 



(c. 1576-1623)
Madrigal for three voices.


Thomas Weelkes is known both for his madrigals and his church music. He was a highly talented composer; employed first as an organist in Winchester College, then gaining a BMus from New College, Oxford. Around 1601, he was appointed organist and master of the choristers at Chichester Cathedral. He appears to have entertained hopes of receiving a court appointment, but instead remained in Chichester, From 1609 on, he was continuously in trouble; he acquired quite a reputation as a drunkard and a blasphemer, which ultimately led to his dismissal.


Madrigals are secular compositions for two or more voices; they are a sort of vocal chamber music. The word is thought to have been derived from mandriali (a short pastoral poem) or from matricale (a rustic poem in the local vernacular, rather than Latin), or perhaps madriale (a hymn to the Virgin Mary).


They originated in Italy in the 14th century and later became popular in England, France, Germany and Spain. English madrigalists use popular contemporary poems that deal with everyday life, or perhaps nature. Very often the voices are used to imitate sounds described in the text; The Nightingale is a clear example.
Text:

The nightingale, the organ of delight

the nimble lark, the blacke bird, and the thrush,

and all the pretty choristers of flight,

that chant their musicke notes in every bush,

Let them no more contend who shall excell,

the cuckoo is the bird that bears the bell.

Auf den Tod einer Nachtigall (“On the death of a nightingale”)
WOLFGANG AMADEUS MOZART


(1756–1791)

Three part canon in c minor K. 229/382a 

Text: taken from a poem by Ludwig Heinrich Christoph Hölty (1748 – 1776)


Wolfgang Amadeus Mozart wrote 44 canons throughout his life; some for study purposes, often without text, others on the spot, to sing with friends. Most of these have bawdy texts.


This three part canon was written in Vienna, around 1782; Hölty’s text was added later. It is the first verse of a famous poem on the death of a nightingale, with some slight alterations, additions of sighs and repetitions of words or phrases, to fit the music.


Hölty manages to write an entire poem about the nightingale without once naming the bird. Instead, he laments the bird as a human singer. This ties in with the 18th century’s tendency to “humanise” nature: everything in nature had meaning, and a bearing on one’s life.


A nightingale is a rather plain bird, but for its vocal acrobatics; this is due to their extremely short, round tongue.


In the 18th century, everyone would have been aware of the Greek myth of Philomele, told in Ovid’s Metamorphoses. Philomele was in fact an Athenian princess who was raped by her brother-in-law Tereus. Tereus cuts off her tongue and walls her up in a prison. Philomele manages to send a message to her sister Procne, Tereus’ wife. Procne frees Philomele, and the two sisters (with that matter-of-factness for which classical antiquity is famous) kill Tereus’ and Procne’s son and serve him to his father. As soon as Tereus has eaten, Philomele presents him with his son’s head, brutally revealing the meal’s main ingredient. Tereus tries to kill the sisters, but they are turned into birds – Procne becomes a swallow, Philomele the original nightingale.

Text:

Sie ist dahin, die Maienlieder tönte, 

Die Sängerin, 

Die durch ihr Lied den ganzen Hain verschönte. 
Sie ist dahin! 

Sie, deren Ton mir in die Seele hallte, 

Wenn ich am Bach, 

Der durchs Gebüsch im Abendgolde wallte, 

Auf Blumen lag!

Translation:

She is dead, the singer who sounded May songs.

Who by her singing made the entire grove more beautiful,

She is dead.

She, whose sound reverberated in my soul,

As I lay by the brook,

meandering through the bushes in the gold of the evening,

On flowers.

Contrappunto bestiale alle mente
ADRIANO BANCHIERI 


(c. 1568-1634)


from Festino nella sera del Giovedi grasso avanti Cena (1608)


Born in Bologna, Adriano Banchieri studied music with Gioseffo Guami at St. Mark’s in Venice. At age 19, Banchieri entered the Olivetan order. He worked as organist and composer and wrote a number of widely known musical treatises, which discuss the latest in contemporary music theory and show Banchieri to be a radical thinker, ready to experiment with new ideas.


In 1614, Banchieri founded the Academia dei Floridi; members discussed music and arts and performed for each other.  Banchieri, who went by the name of “Il dissonante” at the Academy, wrote a number of “madrigal comedies”, miniature operas for the group; his texts display a quirky sense of humour.


“Festino” is a carnival farce. On his way to the feast, Modern Pleasure meets Old Rigour: “an old man with a mouse-eaten beard, wearing a hat suitable for boiling vegetables in and swathed in a schoolmaster's gown with a great bundle of old parchment strapped to his back”. Old Rigour is dead set against the festivities, “because your newfangled music breaks all proper rules of composition.” But Modern Pleasure insists that intelligent people want new ideas, and even has sound advice what Old Riggy should do with his scholarly bundle: ”If I were you, I would sell your old papers to the grocer. They would make excellent pickle for fish."
The two adversaries launch into their musical comedies. The twelfth of these pieces is “Contrapunto”: a dog, a cat, a cuckoo and an owl deliver harmonic proof how one can go new ways and stick to the ground rules of solid counterpoint. For fun.

Text:

Nobili spettatori

Udete hor hora quattro belli humori.

Un cane, un gatto,un cucco, un chiu per spasso

Far contrapunto a mente sopra un basso.

Fa la la . . .

Nulla fides gobis similiter est zoppis,

si squerzus bonus est, super annalia scribe.

Translation:

Dear spectators,

You will presently hear four beautiful humorists,

A dog, a cat, a cuckoo, an owl will 

Improvise a counterpoint on a bass line for fun.

Fa la la . . .

Never trust the ones with a hump, nor the ones that limp.

If this joke is good, write a new one about it.

There Was an Old Man in a Tree (1956)
MÁTYÁS SEIBER 



(1905 – 1960)

Text: Edward Lear (1812 – 1888)


Mátyás Seiber grew up in Budapest; as a student, he showed an aptitude for languages and mathematics. At the music academy, he studied with Kodály. Building on research of Kodály and Bartók, he wrote numerous settings of folk songs.


In 1927, Seiber started to lecture on jazz in Frankfurt with great success. However, Nazi politics in the mid-1930s forced Seiber to emigrate to London; Michael Tippett invited him to teach musical appreciation at Morley College. He formed his own choir, The Dorian Singers. 


Seiber’s reputation as composer and teacher attracted students from all over. He was a founding member of the Society for Promotion of New Music. His work shows influences of Hungarian folk music, medieval plainchant, of Bartók and Kodály, Schoenberg and Serial Music, of jazz and film music.  Among his works are a cantata on James Joyce’s Ulysses and the score of the animated film ‘Animal Farm’ (1955). 


Seiber’s compositions contributed to the development of European music in the 20th century. When he was tragically killed in a car accident, both his old teacher Kodály and Ligeti wrote commemorative pieces. 2005 marks the 100th anniversary of Seiber’s birth.

Text:
There was an Old Man in a tree,
Who was horribly bored by a bee.
When they said "Does it buzz?"
He replied "Yes, it does!
It's a regular brute of a bee!"
Igel und Agel (2005)
RAOUL GEHRINGER



(b. 1971)

Text: Christian Morgenstern (1871 – 1914)


The cheerful nonsense song about love, or rather dating rituals among hedgehogs is part of a collection of so-called “gallows songs”, which Morgenstern wrote for his friends in Berlin between 1894 and 1905. The “gallows songs”, edited by a fictitious Dr. Müller, are written from the point of view of a man condemned to swing from the gallows, by which Morgenstern meant someone with nothing or very little to lose. All manner of fantastic creatures assemble around the gallows, late at night, for some madcap and at the same time deeply philosophical humour.


The dating hedgehog uses his own spines for a flute to impress the delightful “Agel”, a word created by Morgenstern. Hog manages to hog the limelight for a while, but as soon as he has used up his flute, he sits spineless, and Agel loses interest. The advice from the gallows, when you are madly in love: Never give up your spine.


Gehringer’s homophonic rendition of the hogging song matches the text; it is for three-part boys’ chorus and three solo voices.

Text:

Ein Igel saß auf einem Stein
und blies auf einem Stachel sein.
Schalmeiala, schalmeialü!
Da kam sein Feinslieb Agel
und tat ihm schnigel schnagel
zu seinen Melodein.
Schnigula schnagula
schnaguleia lü!


Das Tier verblies sein Flötenhemd.
“Wie siehst Du aus so furchtbar fremd!?“
Schalmeiala, schalmeialü -- .
Feins Agel ging zum Nachbar, ach!
Den Igel aber hat der Bach
zum Weiher fortgeschwemmt.
Wigula wagula
waguleia wü
tü tü .

Translation:

A hedgehog sat on a stone

And blew on one of his spines,

Schalmeiala, schalmeialü!
And then his beloved hadgehug came along

And sang him sweet nothings

To his melodies.

Schnigula schnagula
schnaguleia lü!


The animal unblew his musical cloak

“You look so spineless all of a sudden!?”

Schalmeiala, schalmeialü -- .
And hadgehug went off to the neighbour, alas!

Whereas hedgehog was swept by the current

into a pond.

Wigula wagula
waguleia wü
tü tü

I Wanna Be Like You (The Monkey Song)
RICHARD SHERMAN 



(b. 1928)

Brothers Richard and Robert Sherman began writing rock and roll in the 1950s, and started working for the Disney studios in the 1960s. They wrote scores for more than 20 successful films; quite a few of them for Disney. In 1964, they won an Oscar for the music for “Mary Poppins”. 


I Wanna Be Like You is a wistful ode to mankind delivered by another primate: King Louie, the hip and swinging monkey king in Disney’s 1967 “Jungle Book”, originally sung by Louis Prima.

Text:

Now I'm the king of the swingers
Oh, the jungle VIP
I've reached the top and had to stop
And that's what botherin' me
I wanna be a man, mancub
And stroll right into town
And be just like the other men
I'm tired of monkeyin' around!

Oh, oobee doo
I wanna be like you
I wanna walk like you
Talk like you, too
You'll see it's true
An ape like me
Can learn to be human too

( Gee, cousin Louie
You're doin' real good
Now here's your part of the deal, cuz
Lay the secret on me of man's red fire
But I don't know how to make fire )

Now don't try to kid me, mancub
I made a deal with you
What I desire is man's red fire
To make my dream come true
Give me the secret, mancub
Clue me what to do
Give me the power of man's red flower
So I can be like you

You!
I wanna be like you
I wanna talk like you
Walk like you, too
You'll see it's true 
Someone like me
Can learn to be
Like someone like me
Can learn to be
Like someone like you
Can learn to be
Like someone like me!
La cucaracha (The cockroach)

Mexican traditional corrido

Arr.: Raoul Gehringer


La cucaracha is a Mexican corrido (“running song”) in typical 4/4 time. The song opens with a chorus (estribillo), followed by as many verses as singers or audience may wish. Verses would often be made up on the spot. A verse of a corrido consists of four lines with eight syllables each. The name refers to the fact that the syllables of one verse are sung without interruption.


La cucaracha dates to the early 20th century; it was sung (with a somewhat different text, and many more verses) by Pancho Villa’s guerrilla troops during the Mexican revolution. In the song, the troops referred to themselves as “cockroaches”, a particularly irritating kind of insect.

Text.

Estribillo:

La cucaracha, la cucaracha,

Ya no quiere caminar

Por que no tiene, por que le falta

Dinero para gastar.

Una cucaracha pinta

Le dijo a una colorada

Vamonos para mi tierra

A pasar la temporada.

Todos los muchachos tienen

En los ojos dos estrellas

Per las mejicanitas

De seguro son mas bellas.

Translation:

The cockroach, the cockroach,

He does not want to go on walking,

Because he does not have, because he needs,

Money to spend.

A spotted cockroach

Said to a scarlet one,

“Let’s go to my land

To pass the time.”

All the lads have

Two stars in their eyes

But the cute little Mexican girls

Are certainly more beautiful.

The Lion Sleeps Tonight (Mbube)
SOLOMON LINDA 


(1909-1962)
English Text: George David Weiss 


Solomon Linda was born in the Msinga Valley in South Africa; in the 1910s he comes into contact with African-American spiritual music and works some of its typical syncopations into the Zulu songs he performs with friends at feasts. In the 1930s Linda’s band, the Evening Birds, move to Johannesburg, to become factory workers. They continue to make music, influenced by their experiences of city life. They develop their own style and acquire quite a following.  In 1939, they record a number of songs for Gallo Records, among them “Mbube” (Lion), a simple song about chasing lions off, something the Evening Birds used to do as children. Linda improvises the melody that is now associated with the lines “In the jungle, the mighty jungle, the lion sleeps tonight”. As black performers were not entitled to royalties in South Africa in the 1930s, Linda received a pittance for singing, and the rights to Mbube went to Gallo Records.


In 1949, American folk singer Pete Seeger came across the record; he wrote the tune down from the recording. He could not make out the words, and noted the Zulu exclamation “Uyimbube” as “Wimowey”, which became the title of the song in Seeger’s 1951 recording.


Miriam Makeba recorded Mbube in 1953. In 1961, it was sung by an American band called The Tokens. When the Tokens wanted to record the song, RCA  felt it needed a different text, which George David Weiss (who is known for such hits as “Can’t Help Falling in Love”) supplied. There are countless cover versions of the song, including the one used in the Disney movie “The Lion King”. Japanese audiences may know it as “tk”.

Text:

Wee, Owimowey.

In the jungle, the mighty jungle, the lion sleeps tonight.

Near the village, the peaceful village, the lion sleeps tonight.

Hush, my darling, don’t fear, my darling, the lion sleeps tonight.

Wee, Owimowey.

Wein, Weib und Gesang (Wine, Woman and Song), Op. 333
JOHANN STRAUß, Jr.


(1825–1899)


Johann Strauß was the second Strauß with the first name Johann, but he is undoubtedly the most famous. At least four members of the family were active as composers: his father Johann (1804-1849), Johann himself and his brothers Joseph (1827-1870) and Eduard (1835-1916). When Johann was ten years old, his father became Hofball-Musikdirektor (Music Director at the Court Balls). A high honour, but father Strauß did not want his sons to become musicians (a rather suspect profession) and enrolled his son in a trade academy. Johann (aided and abetted by his mother) had music lessons behind his father’s back. At nineteen, he founded his own very successful orchestra. Much of Strauß’s music is influenced by gypsy music and Jewish Klezmer music. There is an inherent ambiguity in his music: Strauß, who made the entire city of Vienna dance, was a nervous, ill-tempered and lonely man, and he could not dance.


The waltz was written for a costume ball of the Vienna Men’s Chorus held on 2 February 1868; it was first performed on that occasion by the Men’s Chorus in disguise. Strauß allegedly attended the performance, dressed as a pilgrim. Wein, Weib und Gesang is dedicated to composer Johann Ritter von Herbeck.


The original text by Josef Weyl is based on a quote attributed to Martin Luther (“whosoever does not love wine, woman and song, remains all fool all his life”).

Strauß later re-used some of the music in the operetta “Wiener Blut.”

Austrian Folk Songs


Folk songs are a tradition. Every country, every nation has it. Everyone who sings, carries the tradition on, spreads it and changes it while doing so. This is an important contribution to one’s own culture, one’s heritage. Folk songs very often have a strange and convoluted history. Most times the authors, lyricists as well as composers, are anonymous, and there is a feeling that the songs are in some way “generated by the people” and typical of a landscape. Usually they were passed on orally. If they were printed, publishers simply printed the words with the remark “melody known”. Printing music was too expensive. An important – although rare – source are hand-written song books. They contain the songs a person knew and liked, but also recipes and useful advice about life in general. Sometimes a melody was jotted down as well. These private song books accompanied their owner through his or her entire life, some were passed on to the owner’s heirs, some were kept over generations. The oldest extant song books date to the 17th century.


Alpine folk songs have certain characteristics that are easy to recognise. Many include yodels or a refrain or shout similar to yodelling. In many cases, the melody is in the middle voice, because that is most people’s natural range, a range people can sing without much training. The exposed voices twist around the melody; they are for trained singers. Over the course of time and tradition, different melodies were invented for the same text, and some melodies developed striking variants. The texts of these folk songs mirror the local customs; they include descriptions of the seasons and of the surrounding nature. They deal with driving cattle to and from the pastures, hunting, poaching, milking, carting, logging, dancing, loving and dying – things that are done everywhere around the world. The alps and the yodels simply add the local flavour.


The Vienna Choir Boys have recently recorded a CD with a selection of Austrian and German folk songs (Koch 325130).

Bin a lustiga Bua (I am a cheerful boy)
Is scho stüll uman See (It is quiet around the lake). Arr. Andreas Leitner
Und wanns amal schen aper wird (And when it starts to thaw again). Arr: Gerald Wirth
Unta da Lindn (Beneath the Linden Tree). Arr: Gerald Trabesinger

Waldhansl (John of the Forest. Arr: Gerald Wirth
Unter Donner und Blitz (“With Thunder and Lightning”)
JOHANN STRAUß, Jr.


(1825–1899)
Polka schnell, Op. 324 in G major (1867-1868)

Text and Arrangement: Anton Neyder


This quirky polka was first performed in February of 1868 at the Ball of the Hesperus Society in Vienna’s Diana Hall, a concert hall in the second district, under the title “Falling stars”. The title was changed afterwards, as the music seemed to paint a thunderstorm, the basses rumble like thunder, and the rhythm suggests flashes of lightning.


The Hesperus Society, who had organised the event, was a club for artists, founded in 1858. Its members were actors, writers, and musicians, among them the three brothers Strauß.


The arrangement and text sung today are by Anton Neyder who was a choirmaster of the Vienna Boys’ Choir in the 1960s and 1970s. The text tells the story of Mr Meyer, who goes on a hike only to have that spoilt by a thunderstorm. After many mishaps, Meyer finally makes it back home only to be greeted by another force of nature: his wife.

Leichtes Blut (Light of Heart)

Polka schnell, Op. 319 (1867)

Text: Anton Neyder


Leichtes Blut, which means "easy-going, carefree, light of heart", is a fast polka, written in 1867. The words recount lighthearted conversation, quick gossip delivered almost in passing. They are by Anton Neyder, who was a choirmaster of the Vienna Boys’ Choir in the 1960s.

Kaiserwalzer (Emperor’s Waltz), Op. 437 (1888)

Arr. Viktor Gomboz


Strauß wrote over 400 waltzes; Kaiserwalzer is one of the most famous. The Vienna Boys’ Choir have been singing it since the 1920s. This arrangement by Viktor Gomboz, a former choirmaster, dates from the 1930s, and was probably first performed during the 1932 - 33 tour of the choir to the United States.

