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I
Music and Structures

1.
Alleluia: Venite Exsultemus (2:57)

2.
Alleluia: Video Caelos Apertos (2:40)

3.
Sequence: Pretiosa Solemnitas (1:53)

4.
Sequence: Alme Mundi (2:06)

5.
Three-Part Trope: Puellare Gremium (1:53)

II
Music and Politics

6.
Responsory From The Office Of Charlemagne: O Quam Felicis (2.24)

7.
Responsory From The Office Of Kunigunda: In Casta Christi (2:32)

8.
Responsory From The Office Of St Thomas Becket: Jacet Granum (1:57)

9.
Sequence Of The Crown Of Thorns: Laetetur Felix Gallia (4:18)

10.
Antiphon From The Office Of Jan Hus: Jucundare Germania (2:20)

11.
Motet About St Edmund The King: Ave Miles (1:28)

III
Music and Mysticism

12.
Sanctus: Adonai, Athanatos (2.25)

13.
Sequence About The Church: Rex Salomon (3:55)

14.
Hildegard Von Bingen: Columba Aspexit (5:12)

15.
Antiphon From The Song Of Songs: Anima Mea Liquefacta (1:16)

16.
Two Part Cantio: Anima Mea Liquefacta (1:36)

IV
Music and Theology

17.
Alleluia: Benedictus Es (1:17)

18.
Sequence: Missus Gabriel De Taelis (3:46)

19.
Responsory: Libera Me + Tropus: Audi Tellus (4:02)

20.
G Du Fay: Lauda Sion (9:31)

21.   
Thomas Kempis: Caeli Cives Attendite (1:46)

22.
Veni Sancte Spiritus - Da Gaudiorum Praemia (Three Part Cantio) (1:26)

	Anne AZEMA
	Provence Mystique – Sacred Songs of the Middle Ages
	1999
	56:03
	label: Erato (Paris)    www.erato.com 

Anne Azema [v]; Kit Higginson [psaltery, recorder]; Shira Kammen [medieval fiddle]; Margriet Tindemans [medieval fiddle, harp]; with voices. Editions of the vocal parts: Joel Cohen (см. тж. ниже J.COHEN). Rec. 1998.

12th and 13th century melodies and texts from Southern France and Spain. [На вкладке CD приводятся тексты]

PROVENCE MYSTIQUE (ANNE AZEMA)

"I know a great many stories: the story of Merlin, of the death of King Arthur, of Tristan and Isolde, stories about lovers and great lords. I also know how to sing well in the service of the Holy Church: how to 'triple' the Sanctus and the Agnus in counterpoint, how to intone the saeculorum. And I know my profession well -- how to sing chansons, make good poetry write pastourelles, rotrouenges and dances. And all kinds of people are grateful to me for this. The Lord God allows me to accomplish many things that will earn me salvation at the Day of Judgement.'

This inventory of the talents of Pierre de Corbiac (in his poem Lo tezaurs) gives us a glimpse of the kinds of activity which the minstrel-troubadours of the high Middle Ages would have been expected to perform. These activities ranged from that of story-teller and poet to musician, improviser and entertainer. Their sphere of activity encompassed different milieux, ranging from the world of the court and courtly love to the liturgical and spiritual world of the Church. Our programme brings together texts and music which might have formed part of the repertoire of some of these minstrel-troubadours. None or the pieces belongs to the liturgy of the Mass itself, but all of them deal with the relations between God and man, and the theme of human destiny. The period with which we are concerned, from the late eleventh to the thirteenth century, represents a time of general renewal in the conditions of life in the West -- not only economically, but also in the arts, literature and music. The region now referred to as the 'south of France' was then known as 'Proenza' (that is, Provence). Medieval 'Proenza' was truly a crucible of creative activity that was to change for ever the relationship between men and women, and between Man and the Creator.

The troubadours sang songs of many different kinds composed in different poetic idioms and stylistic 'registers'. They were written and performed in the vernacular (termed a 'vulgar' tongue to distinguish it from clerical and learned Latin), now known by the name of Occitan. The songs expressed their love for the lady distant, inaccessible, deeply loved and a loyal friend, revered and feared. But a part of the troubadours' repertoire was also devoted to Him who, equally distant, inaccessible, both lover and friend, revered and feared, was at the same time the implacable Judge and Love personified: Christ. For the first time in the history of Western music and of non-Latin literature, the skill of the greatest poets was placed at the service of Christian praise and anguish in the contemplation of human destiny.

Among the changes which influenced the development of the musical repertory explored here, without doubt the most crucial were the renewal of the religious orders and the creation of new ones, the increasingly active participation of the laity in religious life, and the rise of numerous radical religious movements of an evangelising character. These latter sought to focus attention on the person of Christ and on the central importance of the Cross; Dels quatre caps is an example of this. On the cross, Christ holds everything in his power and becomes the very 'fruit of knowledge' for whoever 'deigns to seek it'. Any man who 'stays close by him' is in a 'good place', just as when he stands in the down light awaiting the day. Ar levatz sus is a spiritual aube (the French word for a Provencal poetic and lyrical genre, the alba, literally 'dawn') which plays on images of light and night, God being represented as the day, and his mother, 'Queen, mother of piety', as the dawn coming to bring light into the world. In traditional troubadour poems, the breaking of dawn brings with it jealous rivals and the separation of adulterous lovers, while here dawn announces the arrival of 'the Almighty who comes to lighten the world'. This dawn is for those 'free and gentle folk' who 'readily serve' the Lady. She guides her people, and these do not live in darkness. But this new dawn exacts its price. Before it can bring final salvation, the prophecies heralding the end of the world also announce a day of terror presided over by a pitiless judge. From out of this vision of horror, frequently encountered in the South (the Audi homo sung here probably comes from Aniane in Languedoc), hope and faith arise in much less horrifying incarnations. One is that fulfilled in the Virgin Mary, the consoling mother (Verbum Patris, Flore vernans gratie). Another, steeped in Latin poetry, is that of the shepherd Tityrus, the so-called 'ass of God', carrying redemption in his saddlebag. Processional and para-liturgical music of this kind (that is, for musical activities performed outside of the Mass itself) was widespread among the Aquitanian clergy.

The evangelical renewal of this period manifested itself in a number of different currents, not least in certain extreme forms which Rome declared to be 'heretical'. Born of a climate of real tension in regard to the institutional priestly caste, two of the pieces on the present disc testify to this critical spirit: firstly, the discourse of Guilhem Figueira, who does not spare his words on the 'betrayal' of Rome, and secondly, the moralising parable of Peire Cardenal on the state of the world and the condition of Man estranged from the love of God. The latter is one of the most striking texts in the entire repertory. Although it is probably impossible to establish whether these troubadours were in fact implicated in the Cathar movement (which, considered sacrileaious and heretical by Rome, was made the object of a Crusade in 1208), some commentators have seen in these texts the expression of a quite different faith, split off from Rome and its outrages. It is certain, however, that this vision of the world rests on historical facts, such as the massacre at Beziers, which was instigated by Rome with the help of the Cistercian order under its abbot Arnaud Amauri on 22 July 1209: 'Etz vos e Cistel/ qu'a Bezers faire/ Mout estranh mazel' ('and you, [Rome] and Citeaux, who in Beziers did wage such cruel butchery'). These tensions found echoes even in a neighbouring repertory from the Iberian peninsula, written in Galician, the Cantigas de Santa Maria, a collection of songs in honour of the Virgin compiled for Alfonso X the Wise (1221-1284). Here we find a poor troubadour, singing of the wrongdoings of Count Simon de Montfort, the military commander of the crusades sent by Rome against the Cathars, having been thrown into a dungeon. But the Virgin, recognising in him one of her own people, and rewarding those who sing her praise, restores the Gascon troubadour to liberty. In attempting to follow the traces of Pierre de Corbiac, and in the true spirit of the jongleurs, we have devised our own instrumental performance material, basing it on pre-existent vocal sources, and drawing on medieval learning methods (embracing such aspects as performance from memory, improvisation, knowledge of rhetoric). The troubadours, minstrels and clerics of the Occitan-speaking regions sang and played with a lively spirituality, describing the corruption of worldly power, their anguish in the face of death and the Last Judgement, but also celebrating the new dawn, a 'jour clair et reluisant', a bright and shining day.

The French soprano Anne Azema, renowned for her performances of early music, has been acclaimed by critics on four continents for her original, passionate and vivid approach to the songs and texts of the Middle Ages. She has also been widely praised in many other repertoires, from Renaissance lute songs to Baroque sacred music to twentieth-century music theatre.

Ms. Azema's current discography numbers over twenty recordings. A featured soloist with The Boston Camerata, she has taken prominent roles in many of that ensemble's tours and Erato productions (Grand Prix du Disque). She has been a soloist with numerous other ensembles, large and small, early and contemporary. Ms. Azema is a founding member of the Camerata Mediterranea, touring with them in France, Italy, Spain, Morocco, the Netherlands, and the United States, and

appearing on both of that ensemble's Erato CDs. She is frequently invited as a recitalist and often partnered in duos by lutenist Joel Cohen, touring with Mr. Cohen in North America, Europe, Africa, and Japan. Her teaching activities include masterclasses, notation seminars and coaching in France and the United States. Anne Azema's recent major festival appearances as soloist and recitalist include Aix-en-Provence, Lourdes, Versailles, Spoleto (USA), Singapore, Jerusalem, Seville, Dresden, Boston, Bergen, Tanglewood and Tokyo. The Unicorn, Anne Azema's first CD on Erato, won her a Critic's Choice in the English review Gramophone, and a nomination for the French Grand Prix des Discophiles. Her second CD, Le Jeu d'Amour, released in the spring of 97, became a bestseller in the United States and won the coveted 10 rating from Repertoire magazine (Paris).

	Hildegard von BINGEN 

    (1098 - 1179)
	VISION:

"The Music of Hildegard von Bingen" 
	1994
	55:59
	H. von Bingen – см. тж. в исполнении VOX
label: Angel
Хильдегарда Бингенская (1098 — 1179) (см. тж.: DIVINE WORKS) всю свою жизнь прожила возле Рейна (сегодня юго-запад Германии). Она была композитором, поэтом, драматургом, мистиком, ее посещали видения битв между добром и злом.

Original compositions, arrangements, and interpretations performed by Richard Souther. Featured vocalists: Emily Van Evera, Sister Germaine Fritz, OSB. Produced by Tony McAnany. Mixed by Erik Zobler.

"Underneath all the texts, all the sacred psalms and canticles, these watery varieties of sounds and silences, terrifying, mysterious, whirling and sometimes gestating and gentle must somehow be felt in the pulse, ebb, and flow of the music that sings in me. My new song must float like a feather on the breath of God."

"When the words come, they are merely empty shells without the music. They live as they are sung, for the words are the body and the music the spirit."

"Every element has a  sound, an original sound from the order of God; all those sounds unite like the harmony from harps and zithers."

"Those voices you hear are like the voice of a multitude, which lifts its sound on high; for jubilant praises, offered in simple harmony and charity, lead the faith​ful to that consonance in which is no discord, and make those who still live on earth sigh with heart and voice for the heavenly reward." 

                                                       — Hildegard von Bingen

HILDEGARD VON BINGEN:

ART AND THE SPIRIT

In the totality of Western civilization, the 12th century uniquely commands our attention for the profound experimental stirrings in religious and philosophical thought reflected in the art and culture of the time, whose impact will change the entire course of human history.

In the 12th century, Abbot Suger transforms the Stygian interior of the church of St. Denis into a light, soaring, jewel-encrusted space, thus inaugurating the Gothic style; Hugo of Bury St. Edmunds illuminates his Bible and carves his dramatic ivory cross --   the Cloisters Cross — and brings a refreshing new perspective to art; the divine Nicholas of Verdun fashions enameled bronze-gilt plaques for the resplendent altar in Klosterneuberg near Vienna, infusing his figures with vibrant life.

Into this breathless time a genius is born in Germany who will create some of the most original, haunting, poignant, sweet, rhythmic, apocalyptic writings, sermons and songs ever written.

Her name is Hildegard von Bingen and she is recorded as being born in 1098, the tenth child of a noble family in the verdant Rhineland area between the towns of Trier and Mainz, where the spirits of Celts and ancient Romans still seem to emanate from the lush soil. At eight she will be given by her parents to the nun, Jutta of St. Disibrod, as a tithe to God.

Hildegard is an exceptional child, though frail and subject to severe illnesses. From an early age, she has visions, sees things invisible to others, is able to foretell the future: afraid of their meaning and consequence, she tells no one of these experiences. When Jutta dies in 1136, Hildegard is unanimously elected the new abbess. Five years later after a life threatening sickness, she writes, "When I was 42 years and seven months old, a burning light of tremendous brightness coming from heaven poured into my entire mind, like a flame that does not burn but enkindles. It inflamed my entire heart and breast, like the sun that warms an object with its rays. All at once I was able to taste of the understanding of books -- the Psalter, the Evangelists and the books of the Old and New Testaments."

The visions become a book entitled Scivias (Know the Ways). Hildegard corresponds about her work with Bernard of Clairvaux, founder of the reformist Cistercian monastic order; he sends the unfinished manuscript of Scivias to Pope Eugenius III in Trier. The pope reads the text to the assembled bishops and cardinals and endorses Hildegard's work and her visions.

Over the next quarter century she will write an extraordinary number of works about the role of humankind in the divine plan from creation to redemption. There will be two more volumes of visions and prophecies: The Book of Life's Merits, a handbook on life in which sins are directly opposed to virtues and The Book of Divine Works, in which the mysteries of creation are revealed as the works of the transcendent Creator God. She will produce two scientific studies on nature and medicine. For her nuns she will compose 77 liturgical songs as well as the first known morality play, Ordo Virtutem, depicting the eternal battle between good and evil. As late as her seventy second year, Hildegard is traveling the Rhineland for the fourth time, preaching to clergy and lay people about the need for reform in the Church, and the corrupt times she dismisses as the "effeminate age." Throughout her life she will write hundreds of letters to people at every level of society.

The songs are the most vital of her artistic creations, beautiful in language and in strikingly original music. They sing of the majesty of the divine kingdom, the courage of the crusading saint Eucharius, the supreme climax of martyrdom of Saint Ursula, the blessed purity of the Virgin Mary; above all, they sing of love --  "Love gives herself to all things most excellent in the depths, and above the stars cherishing all: for the High King she has given the kiss of peace."

Hildegard's energy is all the more remarkable in light of her frailty: invariably every time she rises from her bed of pain she will experience another vision, embark on another crusade, lock horns with another powerful individual who she feels is failing the Church. She pleads with Abbot Kuno of Saint Disibrod to give her and her nuns leave to found a convent of St. Rupert near Bingen. Abbot Kuno refuses; Hildegard becomes desperately ill. At first Kuno scoffs that she's mad, but soon concedes that her illness must be a sign of divine disapproval. He relents; she, totally cured, establishes her new house.

A true crusader, she castigates the slovenly and corrupt clergy. She even argues with the emperor, about whom, early in her life, she has written a secret prophecy. When he succumbs to anti-papism, she condemns him as insane. She rebukes her mentor, St. Bernard when he supports the Second Crusade: "How can it be right that the shaven-headed with their robes and chasubles should have. . . soldiers and weapons...?"

In the last year of her life she faces the most difficult fight of all. She buries in her cemetery a young, excommunicated noble revolutionary, thus breaking ecclesiastical law in giving him burial in hallowed ground. The bishops command her to dig up the corpse; she refuses, saying the youth had confessed and had died in grace and communion. Her house is interdicted, and she and her sisters are deprived of all that is most precious to them: the Mass, the sacraments, the music that inspires and sustains them.

Hildegard never gives up. Months before her death her rights are restored. This triumph leads her to write one of her most moving letters, on the vital importance of music to an ethical and spiritual life. On September 17, 1179, at 81 years of age, Hildegard von Bingen collapses; at the last breath of this self described "small sound of the trumpet from the living Light," two streams of light appear in the skies and sweep across her room.

From that time on, the precious sounds of her magnificent trumpet have never stilled.

                                         ------ Tom Hoving

THE ARTISTS

RICHARD SOUTHER

Richard Souther is a gifted musician, writer, producer, arranger and sound designer. He's worked in a tremendous variety of settings Jazz, Rock, New Age and Classical styles, to name a few. Souther has performed with such diverse talents as The Mothers of Invention, Pat and Debbie Boone, Phil Keaggy, Ritchie Furay and Barry McGuire and has released a number of critically acclaimed recordings including Sanctuary (Twila Paris) and Twelve Tribes. Vision, Richard's most recent release, offers an unusual collaboration between two artists -- Hildegard of Bingen, a 12th century abbess and composer of exquisite chants and Richard, an explorer of textural and atmospheric electronic music influenced by world rhythms and melodies. Together, they have created a work of art that brings great aural pleasure and an enlightening experience.

Richard was a child prodigy who was playing the piano by the time he was three years old. He began serious study with Professor Thomas Giles, the Dean of Music at the University of Utah, who would become his mentor. Although Professor Giles nurtured the creative in Richard, it is his mother, a movie actress, whom Richard credits with helping to germinate in him the spiritual concepts that have continued to inform his music. Her belief that the inter relationship of many small parts is responsible for the quality of the "big picture" has become an axiom that is pivotal to Richard's approach to composition.

In his teens, Richard Souther honed his skills in various semi-professional bands, eventually enjoying a measure of success as a session player. In 1980, a near-fatal bout with food poisoning abruptly sidetracked him. During the four years it took him to fully recover, he acquired and quickly mastered his first synthesizer/sequencer.

Following his recovery, he began focusing on a solo career with a Christian perspective. In 1985 he struck a deal with Meadowlark Records, a young Christian instrumental label. He soon released two very different solo albums: Songs Unspoken, a George Winston-like New Age solo piano effort and Heirborne an electronic music collection. These were followed by Innermission, another electronic album, and two more solo piano albums. Then, in 1987 he debuted on the Narada/Equinox label with the Jazz/Fusion effort Cross Currents soon to be followed by Twelve Tribes. Richard is perhaps best known for his work with gospel artist Twila Paris on the awarding winning release, Sanctuary.

EMILY VAN EVERA

Emily Van Evera has been singled out as an artist whose talent is "wistfully appealing," "clear and unaffected," and "downright sensual... deliciously erotic." She has earned an international reputation as a singer of outstanding sensitivity and musicianship, particularly for her interpretations of music of the baroque, renaissance and middle ages. Born in Minnesota, she now lives most of the year in England and performs and broadcasts with leading ensembles throughout Europe and North America.

A prolific recording artist, her recent and forthcoming release include discs of Monteverdi: Madrigals of War and Love, Vivaldi: Gloria, Bach: St. John Passion and Easter Oratorio, Handel: Israel in Egypt, The Christmas Album and The Purcell Album with the Taverner Consort and Players directed by Andrew Parrott (EMI Reflexe/Virgin Classics), and a double award-winning album of cantatas by Luigi Rossi with Tragicomedia. Earlier best-selling albums include A Feather on the Breath of God: Sequences and Hymns by Hildegard of Bingen with Gothic Voices. In the Streets and Theatres of London with the Musicians of Swanne Alley (Virgin Classics) and The Carol Album (Taverner Consort/EMI). Other artists with whom she has sung and recorded include Gustav Leonhardt, Joshua Rifkin, the Hilliard Ensemble, London Baroque, Philharmonia Baroque, Circa 1500 and the American Bach Soloists.

Stage appearances include leading roles in productions of Monteverdi's Orfeo in Boston and Stuttgart International Early Music Festivals. Charpentier's Les Plaisirs de Versailles in St. Paul and Handel's Orlando in Oxford. Television performances include "A Concert for Mary Rose' for the BBC, the prize-winning "una stravaganza dei Medici" "Catholics and Sex" and "Blow Your Mind". She has recently sung at festivals in Japan, France, the USA, Germany, England, Norway, Canada and Switzerland, and recently recorded the role of "Dido" in Purcell's Dido and Aeneas for the BBC.

SISTER GERMAINE FRITZ. OSB

While teaching in various Catholic elementary schools in New Jersey from 1957 -62, Sister Germaine begin her vocal career by preparing the student body for singing on Sunday at Eucharist. During that time she also trained a boys' choir and choirs of mixed voices for special events in the parish. In 1962 Sister Germaine moved to the Benedictine Academy in Elizabeth, New Jersey, an all girls high school, where she developed a chorus of seventy five voices. At Paterson Catholic Regional High School she did similar work, ultimately taking on the position of Principal.

In 1985, Sister Germaine returned to St. Walburga Monastery to serve the community as its Prioress. Her work is primarily internal to the community although vocal music remains a very important part of her life. She participates as cantor at Eucharist, and Liturgy of the Hours (prayer four times a day) every other week throughout the year and sings at weddings, funerals, anniversaries and a variety of special events for friends and family.

VISION

The wind howled outside the stone walls of St. Andrew's Church in Toddington, England, and the minimal electrical lighting inside had taken the edge off the gothic atmosphere. People were tired. It was 12:30 a.m., on the back end of a long recording session for Vision: The Music of Hildegard von Bingen. An adjustment was called for. Maybe the singers who were recording Hildegard's "Praise for the Mother" (O Virga Ac Diadema) might try speaking or chanting the text before the next take. And why not move everything down to the crypt — beneath the chapel and pitch-black dark at this late hour — for this experiment? The acoustic there has the reverberant energy that heightens the impact of speaking or singing, and it seized the senses the moment the chanting began. When it ended and the sound faded finally into an electric silence; no one moved or spoke. Something had happened. Something touched them. And they could not release the moment that had, somehow, changed them and their work in this dark and broodine place.

Only later, in the course of research, would producer Tony McAnany learn something that no one knew that night. Not long after Hildegard's death in 1179, Church inquisitors traveled to the abbey at Bingen along Germany's Rhine River, to investigate a petition for her canonization. Three nuns in her order testified that they saw the spirit of Hildegard moving through the cloister late at night. She was radiant, they recalled, and she was chanting. They even remembered what she was chanting, for it was one of her finest creative efforts — "Praise for the Mother" (O Virga Ac Diadema).

What happened late that night in the recording session in the crypt of St. Andrew's Church may have been simply a quaint coincidence. It felt like something more. And that feeling was typical of all the turning points in this extraordinary project called Vision. The idea was to record Hildegard von Bingen's music in its purest form and marry it to the imaginative concepts of the contemporary American composer Richard Souther, using contemporary pop and world-music sounds that reinvent the startling immediacy, the piercing beauty, and the sublime spirit of Hildegard's art.

Evolving across a span of 800 years, Vision is a collaboration between two creative artists who never met. They lived on different continents, in different times. They spoke different languages, ate different foods, labored in different arenas, and confronted very different struggles from day to day. What binds these two, Hildegard and Richard Souther, is the light that guides them in their lives. And they meet in the continuum of music, a fluid creative place where they have made something new out of something old in Vision, a work of art that moves, energizes, and soothes.

Souther discovered the genius of Hildegard when he first encountered the song (or sequence) entitled "Vision" (In Leta Via). It opens with the ear-bending leap of octave-fifth-octave, the kind of musical interval that was a hallmark of Hildegard's self-evolved style. Such a bold musical statement, which seemed to polish the crystalline clarity of Hildegard's own distinctive poetry, left Souther reeling. "It was like something turned on inside me when I heard it," he said later. "I was hearing all these other colors and rhythms in my head, and I had to put it on tape."

Vision is the result of that powerful encounter. The performing artists bring different perspectives to their tasks. The bedrock is the music of Hildegard, performed a cappella (and without alteration) by Emily Van Evera, a renowned soprano who specializes in the performance of early music, and Sister Germaine Fritz OSB, who is the prioress of St. Walburga Monastery in Elizabeth, New Jersey. For both singers, this project was a parallel journey of discovery that began at different points, in different places. For Van Evera, there was the daunting idea of bringing her artistry to a creative place that differs from the specific and rigid world of art music. Sister Germaine had other concerns. Would the Church approve of this venture? What would it mean to her life and her vocation to make a record​ing? And, most telling of all, was this what God willed for her?

That both of these remarkable women decided to take this creative leap echoes the very essence of Hildegard's artistry and the bold faith that inspired it. Musicologists and early-music enthusiasts of our time have known and methodically explored the remarkable art of Hildegard. But methods only reveal the surfaces here, and orthodoxy fails to do justice to such a passionate and original form of expression. Hildegard blithely broke the rules of the music of her time in casting her vaulting melodies. What transforms them — the touch of genius — is how her poetry turns those melodies virtually into prisms. Change the text, and a repeated melody is suddenly transformed. Great modern songwriters know this well, just as they know the importance of alliteration and the delicate balance of syntax. In Hildegard's music, this lyrical synthesis is magical. She wrote in Latin, the language of her visions. But this was not the Latin of the Church, of the learned, of men in an ivory tower. It might be called vulgate, an earthy and practical patter of the common man and woman. The freedom of her words blends with the freedom of her melodies in a liberating form of expression that transcends time, place, and the usually formidable barrier of language. The passion and the vitality of Hildegard's music is poignant, infectious, and as unmistakable as her own indomitable spirit.

In the nuts-and-bolts process of making a recording, the effort centers on solving prob​lems and finding a way to bring together diverse elements to create something harmonious and unified. With the singers on different continents, Souther in California, and McAnany shuttling between them all, the odds figured heavily against Vision. Time and again, though, windows opened, lights clicked on, and gifts materialized out of the blue. McAnany found that the columns supporting the ceiling of the crypt at St. Andrew's had interesting harmon​ic qualities when "played" like a percussion instrument, and he had the sound recorded for sampling; the result is the driving rhythmic force you hear behind "For the Virgin" (O Frondens Virga). A restless Souther rose from bed in the middle of one night, went to his synthesizer, and began improvising something that seemed immediately significant. The next day, he received the tape of the vocal performance of "Divine Love" (Karitas Habundat) and played it back against what he had improvised and recorded the night before. It fit perfectly, chord changes and all.

Such inspiration, talent, and craft drive Vision. The ambition and the sprawl of its conception — really two albums in one — has resulted in a striking musical collaboration and an innovative experience in sound. But the sensations do not end in this clever juxtaposition of styles, this gutsy creative twist. It feels like something more.

         ------ DAVID FOIL

1. Praise for the Mother (O Virga Ac Diadema) 5:04 

2. Only the Devil Laughed (Sed Diabolus) 2:13 

3. Vision (O Euchari In Leta Via) 3:39 

4. Song to the Mother (O Viridissima Virga) 3:21

5. The Living Light (Instrumental) 2:05

6. Wherever (Unde Quocumque) 2:57

7. For the Virgin (O Frondens Virga) 1:54

8. For the Creator (O Quam Mirabilis) 2:42

9. This Honorable Fame (Deus Enim Rorem) 2:36

10. The Anointing (Instrumental) 5:00

11. For the Trinity (Laus Trinitati) 3:49

12. The Chalice (O Vas Nobile) 2:07 

13. Divine Love (Karitas Habundat) 2:34 

14. The Flower Gleams (Hodie Aperuit) 3:11 

15. From This Wicked Fall (Cum Erubuerint) 3:12

16. Living Fountain (O Vivens Fons) 3:17 

17. Vision (O Euchari In Leta Via) Full Length 6:07

	Sarah  BRIGHTMAN
	The Trees They Grow So High
	1998
	52:52
	label: EMI http://www.emiclassics.com 

The revival -- it was almost the discovery -- of British folksong in the early years of the twentieth century, initiated by Cecil Sharp, had a huge impact on the generation of composers after Elgar. Holst and Vaughan Williams in particular were able to free themselves from the all-pervasive influence of Wagner, and chose instead the path that folksong suggested to them. Later composers followed their lead, and Benjamin Britten, born with an innate sense of direction, was able to absorb the folk idiom without effort, seemingly reproducing its directness and simplicity in his own music.

Britten's six published volumes of folksong arrangements, containing 43 songs, appeared between 1943 and 1961 (a further set of eight for voice and harp were written in 1976, the year of his death). Volumes 1, 3 and 5 consist of songs from the British Isles, no. 2 is a set of French songs, no. 4 is of 'Moore's Irish Melodies', while Volume 6 consists of English songs arranged for voice and guitar. It was in the early 1940s that Britten had made the first of these arrangements for his recitals with the tenor Peter Pears in the USA. A letter of October 1941 says that 'they have been a "wow" wherever performed so far' and they surely reflect the homesickness and nostalgia for England which were to bring the two men back from America in the spring of 1942.
Britten's folksong arrangements, far from being simple 'tunes with accompaniment', are, rather, compositions in their own right. He never commented directly on what folksong meant to him, but, in another context, he stated his desire to 'restore to the musical setting of the English language a brilliance, freedom, and vitality that have been curiously rare since the death of Purcell': an aim remarkably appropriate to these arrangements. 

	The  BROADSIDE  BAND
	52 Old English Nursery Rhymes from Victorian Collections
	1996
	67:37
	label: Saydisc (England)
Programme devised and arranged by Jeremy Barlow. Singers: Vivien Ellis and Tim Laycock with the Broadside Band: Jeremy Barlow (director) [recorders, perc]; Sharon Lindo [baroque and classical violins, recorder]; George Weigand [lute, mandore, cittern, 19th c. guitar]; Rosemary Thorndycraft [bass viol, hurdy gurdy]; + Ben Sansom [vln]; Marilyn Sansom ['cello].

The history of nursery rhyme books goes back to the 18th c. and the first proper collection to survive is a sole copy of Tommy Thumb's Pretty Song Book (c. 1744). As in the subsequent and far more influential Mother Goose's Melody (c. 1760), words were printed without any music; for tunes with the words we have to wait another hundred years, when the musical antiquarian Edward F. Rimbault produced Nursery Rhymes with the tunes to which they are still sung (1846).

But it was the development of inexpensive colour printing in the second half of the 19th century which led to those nursery rhyme books remembered by older generations and treasured by collectors, with fine pictures by leading illustrators of the day, including Ralph Caldecott, Walter Crane, Kate Greenaway and H. Willebeek Le Mair. Rimbault's plainer book was much used as a basis for these collections, and he complained  ruefully 'My former publication has been pillaged by a host of grown-up "boys and girls", who believed they had a right to steal the tunes of their infancy, although unable to write them from the lips of the old dames I wot of.'

Another  hundred  years  after Rimbault, Iona and Peter Opie published their classic work of research The Oxford Dictionary of Nursery Rhymes (1951; revised edition still in print). The Opies were concerned principally with the history of the texts, and did not print the tunes. Their commentary exposes and often   rejects earlier speculative conclusions on the meaning of the words; 'Ring a ring a roses' is unlikely to have origins connected with the plague, say the Opies, and 'Sing a song of sixpence' has nothing to do with Henry VIII (further information is given with the text of each nursery rhyme below).

Victorian  folklorists,  including Rimbault's friend and nursery rhyme enthusiast James Orchard Halliwell, were keen to find links with antiquity in their discoveries. Yet, despite their scepticism of earlier research, the Opies demonstrate that some of the rhymes do indeed go back a long way; they reproduce for example a manuscript of 'I had four sisters over the sea' from the first half of the 15th c.. A statistical table shows that although more than 70% of nursery rhymes are not recorded before 1750, internal evidence suggests an earlier date for more than half of those, and a date before 1600 for the origins of about 25% of all the nursery rhymes in their book. It also becomes clear from their research that many nursery rhymes were not originally intended for children.

No research comparable to the Opies' has been done on the history of the tunes. A few appear in 17th and 18th century collections of popular tunes such as Ravenscroft's Deuteromelia, 1609, and Playford's Dancing Master, 1651-1728, but many appear for the first time in the Victorian collections; it is these books which provide the sources for many of the songs recorded here.

Sometimes the tunes seem to match the era of the earliest versions of the words identified by the Opies; in other cases they appear to belong to, or to have been modified by, a later age. On this recording I have used a number of different accompanying groups to match the apparent age of the tunes: instruments from the core Broadside Band for 17th c. to mid 18th c. tunes (recorder, violin, lute/mandore/cittern, bass viol/hurdy gurdy); a string trio for the late 18th and early 19th c. tunes (many popular songs of that period were published in such a format), and a concertina for tunes which appear to belong to English folk tradition as collected orally in the 19th century. A 19th c. guitar is also used to accompany some 19th c. sounding tunes.

There has undoubtedly been much interplay between printed versions and oral tradition in both tunes and words of nursery rhymes. Indeed, we are all, adults and children, still part of that tradition; in making this recording it was extraordinary how everyone involved chipped in with their own variants of tunes and words. It was remarkable also to discover the power of these songs; tunes and texts together so often produce an effect which is more than the sum of the parts. 'Who killed Cock Robin?' for example has a tune of utmost simplicity, yet the song as a whole has great cumulative effect. But it has to be said that, seen from a late 20th c. perspective, a few rhymes come across as rather sentimental and silly ('Little Bo-Peep'), some present a stereotyped picture of roles and relationships ('The farmer's in his den') and others appear heartless; parents should be warned that mice, frogs and robins do not tend to live happily ever after!

Jeremy Barlow
[Далее следуют тексты песенок и краткие комментарии к ним; этот материал может быть предоставлен дополнительно.]

	CHOMINCIAMENTO DI GIOIA
	Virtuoso dance-music from the time of Boccaccio's Decamerone
	1994
	61:40
	label: Naxos
Performed by ENSEMBLE UNICORN -- см. тж. выше их предыдущий CD с описанием этого ансамбля (здесь -- без Landauer'а); музыканты играют на всех указанных инструментах. См. тж. ниже.

The Black Death of 1348 in Europe brought death to some 25 million people. It played a part in the ending of an out-dated way of life governed by religious dogma and at the same time gave impetus to new currents of thought in the cities of Northern Italy, where humanism, more democratic forms of government and trade flourished. Nobles and citizens grew rich with the cloth industry, which provided the necessary wealth for cultural development, financing the establishment of universities where discoveries were made by creative experiment and philosophical investigation. The modern age was born.

Giovanni Boccaccio's Decamerone of 1353 presents the story of ten young noblemen and noblewomen of Florence who have withdrawn for ten days from the city, where the plague rages, to find refuge at a country-house. There they entertain themselves with singing, dancing and story-telling. They combine here the medieval ideals of courtly love with the erotic in witty company.

The Decamerone gives a number of hints as to the musical habits of the time:

The queen bade bring instruments of music, for that all the ladies knew how to dance, as also the young men, and some of them could both play and sing excellent well. Accordingly, by her commandment, Dioneo took a lute and Fiametta a viol and began softly to sound a dance; whereupon the queen and the other ladies, together with the other two young men, began with a slow pace to dance a branl; which ended, they fell to singing quaint and many ditties. (First Day, Introduction).

In another place a lady sick for love is consoled with music:

Now this Minuccio was in those days held a very quaint and subtle singer and player and was gladly seen of the king; . . . (he) came to her and having somedele comforted her with kindly speech, softly played her a fit or two on a viol he had with him and after sang her sundry songs... (Tenth Day, Seventh Novel).

On the one hand the ars musica was no longer a speculative interpretation of the writings in monastic scriptoria for the proof of the existence of God and his praise, but an art applied in everyday life. On the other hand, just as Boccaccio had raised vernacular and popular stories to a level of art, so the dances of the lower classes, learned by ear and played extempore, might be shaped into artistic performances.

One of the earliest manuscripts containing examples of such art dance-music comes from Northern Italy and is found in the British Library in London (Ms. 29987). Apart from several madrigals, the language and notation of which date the copy to c.1390, there are fifteen monophonic instrumental pieces at the end of the manuscript. They are all in the characteristic form of the dance-music of the period: several parti varying in number and form (parts independent of each other, often extempore in nature) always end with the same aperto (imperfect cadence) and with a chiuso (perfect cadence) after the repeat. The specific naming of the dances, moreover, -- istanpitta for the first eight pieces, saltarello for the next four, and trotto for the thirteenth -- suggests the steps involved, stamping, hopping and trotting. The last two pieces, however, raise questions as to their suitability for dancing. The Lamento di Tristano and La Manfredina are solemn in mood, followed by quick variations, the so-called rotta. The trotto and the saltarello can be identified most easily as dance-music, their structure being simpler and catchier than the istanpitte. These last pose certain questions. First they stand apart from the others in their length. Long extempore paraphrases of the melodic lines and frequent leaps of a fifth or a fourth are quite in accordance with the then instrumental customs derived from Arab culture and lie well under the hand for instruments of the time, fiddle, recorder, harp, ud, bagpipes and so on. Sometimes they give the istanpitte a touch of minimalism. On the other hand the parti are sometimes lost in melodic flights of fancy, with changes of accidentals which remind us of modern chromaticism, shifting rhythms and a range of more than two octaves, nearly beyond the possibilities of dance or performance on, instruments of the period. It almost seems as if the istanpitte represent experimental music of the fourteenth century, seeking to define the boundaries of the new art of music. It is the first time in the history of music that titles are supplied that seem programmatical: Bellicha (the war-like woman), Parlamento (talk), Tre fontane (Three Springs), Ghaetta (the cheerful woman). In pro (Please), Principio di virtu (Principle of Virtue), Isabella and Chominciamento di gioia (Beginning of Joy). It seems possible that these compositions might represent a great leap forward into the future, a forerunner of art for art's sake.

The present recording includes all the instrumental titles of Ms. 29987. In the interpretation the style of the time and the appropriate instruments have been used, bearing in mind the questions raised above. The extempore nature of the music and the attempt to present the fifteen titles as an entity to modern audiences have allowed the regrouping or shortening of certain parts of the manuscript. The underlying principle of interpretation has always been that of joy in music and of creativity -- Il Chominciamento di gioia.

Charming ladies, as I doubt not you know, the understanding of mortals consisteth not only in having in memory things past and taking cognizance of things present; but in knowing, by means of the one and other of these, to forecast things future is reputed by men of mark to consist the greatest wisdom. (Tenth Day, Tenth Novel).

(Quotations from the Decamerone are taken from the translation by John Payne, London,1903)

	CODEX  FAENZA
	Instrumental Music of the Early XVth Century
	1998
	57:08
	label: Naxos

Ensemble Unicorn & Michael Posch (состав см. выше)

The Codex Faenza: Instrumental Music of the Early XVth Century

From the Middle Ages the music of the beginning of the fifteenth century that survives is almost exclusively vocal, with liturgical song from monastic sources and courtly songs, motets and madrigals from aristocratic circles. The rare examples of medieval instrumental music, such as the Robertsbridge Codex, and the manuscripts in Paris (Bibl. nat., f. fr. 844c) and in London (BL 29987) confirm this. The monophonic songs of the troubadours, trouveres and Minnesingers, with their melodic balance and beauty, and the polyphonic compositions in their richness of sound are the model on which medieval music is formed. On the other hand contemporary music theory, that provided the basis of musical notation, continued a speculative tradition marginal to practical musical performance.

A wealth of visual representations and documentary evidence bears witness to the great share of instrumental music in the musical life of the High and Later Middle Ages. It almost seems as if it predominated over vocal music. In many troubadour and trouvere poems there are examples of how the singer's audience took immediate pleasure in dance, an estampie {estampie -- см. тж. выше: ESTAMPIE}. In nearly all representations of church and secular festivities there is found a small group of instrumentalists, generally with lute, harp, fiddle, flute, organ, shawm and percussion. In spite of this it is very difficult to say definitely how these instruments were played and used, since the representations of musician angels and humans make use rather of the symbolism of instruments than showing real  performance and there  is no documentation of practical instrumental performance methods.  Certainly  vocal  compositions  were accompanied by instruments, as witnessed by wordless unvocal contratenor parts, or were even purely instrumental. It is certain too that instrumental music in its various forms was dependent on forms of vocal music. Nevertheless music by instrumentalists remains always a sound of the moment, dictated by conditions, namely the instruments available, technical possibilities of performance and, not least, the inventiveness of the performers. Among other things this use of improvisation led to the use of instrumental alternation in organ Masses in which singers alternate with the organ in the Ordinary of the Mass. In these organ improvisations the notes of a chant held in long notes, provide a basis, the so-called tenor or holding part, while the discantus or superius, the upper parts, move freely in quicker note-values. This use of quicker notes in improvisation is known as diminution.

The Codex Faenza stands out in particular in the period around 1400 for its exclusively instrumental compositions. It is preserved in the Biblioteca Communale of Faenza, classified as BC 117. The manuscript was copied between 1400 and 1420 and is of great importance in the history of music. An anonymous composer provides evidence here of the practice of diminution and of vocal pieces in tablature, that is he has adapted compositions for his instrument. Apart from the organ the instrumentation is not fixed either in writing or graphically. He makes use of the contemporary Italian six-line notation system in the style of the fourteenth century, with two staves, one under the other, joined by bar-lines in a score. The tenor is always below, with the discantus on the upper system. In vocal music it is usual to have the different parts of a piece either written out one after another on a page or in separate part-books. These would first be heard together in performance. The notation in the score of the Codex Faenza may be the attempt of an instrumentalist to express visibly what he has heard sung.

That the manuscript is also known as the Codex Bonadies comes from the fact that, in addition to the music, it contains also the theoretical work of Johannes Bonadies, added first in the years 1473-74. The Codex consists of 79 folio sheets and includes 52 versions of Italian and French secular vocal works in diminution and tablature from the fourteenth century as well as liturgical cantus firmus pieces. Among the composers included are Guillaume de Machaut (c. 1300-1377), Jacopo da Bologna (1340-C.1360), Francesco Landini (c.l 325-1397) and an anonymous composer of the fourteenth century. This mixture of cultural influences is not surprising, since Italian court culture at the beginning of the fifteenth century was strongly directed towards France, as is reflected notably in the history of music. The small group of composers working in Upper Italy extended the declining art of the fourteenth century by means of fashionable and ambitious Chansons in the style of the French ars subtilior.
Unfortunately not all the vocal models of the compositions of the Codex Faenza are known. Some are lost, and of these only the beginning of the text is preserved. Other pieces seem to have no vocal counterpart but to be based on dances, as, for example, Bel fiore danca. Two of the pieces here included have no title.

The systematic method of this manuscript bears witness to a unified conception. This is not a chance collection of random repertoire. The manuscript is in two parts. Each of these begins and closes with a Mass movement. The first includes only pieces of French origin, ballades and virelais. It begins with a Kyrie and ends with a Benedicamus Domino. The second is similarly devised, with the difference that the instrumental versions are based on Italian originals, madrigals and ballate and include, beside an opening Kyrie, a Gloria, the whole to be completed by Ave maris stella. The sources of the tenor of the Mass movements come from the Mass Cunctipotens genitor Deus and are the earliest surviving sources for organ Masses. The changed notation suggest the conclusion that the compiler of the manuscript was a cantor, thus following the custom of the time in varying the existing music and allotting it to instruments. Since diminutions and improvisations are a matter of the moment, calling for spontaneity, it seems likely that the Codex Faenza is a kind of written example of this art.

For the most part the new versions stick strictly to the original. The tenor of the opening work is played exactly and not ornamented, while the discantus is freely varied, with the notes of the original discantus part always included in the ornamentation. In some places, however, can be seen a much freer treatment, adjusting the character of the music to the instruments. An example of this is found in Non avra, which is partly different from its source, developing rhythmic patterns in repeated passages that are suited to performance on plucked string instruments.

Through this kind of arrangement a new work is created for the listener. To emphasize the connection clearly, we have included the relevant vocal sources, where available, for the instrumental compositions. Aquil' altera is given deliberately without the 'modern' accidentals of thirty years later, as an indication in the instrumental version of the change of contemporary style. These unwritten indications are known as musica ficta. Whether notes should be changed or not was left to the musician as an act of composition. He could thus give a piece another direction and a different character. As an interpreter he might add ornaments on the spur of the moment, as is clear from a letter of Machaut to Peronne.

After the Codex Faenza, some thirty years later, the organist Conrad Paumann provided a standard work on improvisation in his pedagogical book on organ-playing, Fundamentum organisandi (1452). This also gives evidence of practice for different instruments. As an example of this the grave-stone in the Munich Frauenkirche can be cited, on which Conrad Paumann is represented seated at the portative organ surrounded by instruments of which he had mastery as well as the organ and for which his compositions were also designed: lute, harp, fiddle and flute. With the exception of percussion instruments all musical possibilities are indicated for polyphonic ensembles of the time.

In the sixteenth century the musical ideal changed. The different sounds of instruments, muffled and strident, nasal and buzzing, weak and strong, were changed into a homogenous body of sound, as, for example, families of recorders or of viols. Some time later, in the early seventeenth century, there developed in Italy a new kind of music, in which again a solo instrument was used over the sound of an accompanying bass and harmony instrument, the principle of the basso continue. Composers such as Bartolomeo de Selma e Salaverde, Riccardo and Francesco Rognioni, Giovanni Bassano and Girolamo dalla Casa, themselves instrumental virtuosi, devised unbelievable diminutions on chansons, madrigals and motets of the sixteenth century, in which the basso continue is comparable to the tenor part. The Codex Faenza, then, perhaps offers an anticipation of a technique that was first to reach its height two hundred years later.

As in music, so Renaissance thought, directed towards an understanding of natural science, sought also for new possibilities of expression in other arts. Through the study of nature, calculation and investigation, Filippo Brunelleschi, at the beginning of the fifteenth century, was the first to use perspective in art, derived from mathematical rules. This made it possible to give the observer the impression, in a picture, that he was observing, from one fixed point, a happening, as only from this one point. Every movement also changed the perspective and offered a new point of view between the observer and the world around him.

This is how the Codex Faenza should be understood. It is an example of the possibilities of musical notation that gives others a comprehensible reflection of the diversity of variations open to an interpreter. Since this art opens up to the listener various perspectives, it appears always new again and subjective, and will always be defined by the immediate inner attitude of the performer and the listener.

Michael Posch & Riccardo Delfino

	Joel COHEN 
	Tristan & Iseult
	1989
	68:46
	label: Erato (Paris)

Grand Prix International du Disque Academie Charles Cros

Joel COHEN & The BOSTON CAMERATA:

Joel Cohen (см. тж. выше с Anne AZEMA) [lutes, percussion]; David Douglass [rebec, vielle]; Carol Lewis [rebec, vielle]; Jesse Lepkoff [transverse flute, recorder]; Steven Lundahl [slide trumpet, recorder]; Dan Stillman [shawm].

Henri Ledroit (countertenor) -- Tristan

Anne Azema (soprano) -- Iseult

Ellen Hargis (soprano) -- Brangane

Richard Morrison (baritone) -- Mark, sailor, monk

William Hite (tenor) -- watchman, sailor, monk

THE LEGEND OF TRISTAN AND 1SEULT

The story we here narrate for you through original texts and melodies of the Middle Ages is one of the most important monuments of European thought and feeling. The oldest versions of "Tristan" from the Celtic lands of West​ern Europe (Great Britain, Wales, and French Brittany) were recited by bards and minstrels, and as they were perhaps never written down, today they are lost to us.

We do, however, have many beautiful versions of this tale notated in the later Middle Ages. Still, most people today are familiar with the "Tristan" story primarily because of Richard Wagner's great opera, "Tristan und Isolde".

The Camerata has chosen to return to the oldest surviving sources for this program. You will hear some central elements of the story almost exactly as they were narrated in the Middle Ages in Germany and France. In our pre​sentation, certain passages of the narration are spoken; others are sung to melodies of the same period, as was often the case with narrative poetry during the Middle Ages. All the music is drawn from manuscript sources of the early and later medieval period; about half of these songs were already associated with the "Tristan" legend at the time, and the others are closely related in mood and content. We hope thus to bring you, the contemporary public, face-to-face with the incomparable force of the original legend.

------- Joel Cohen

A NOTE ON OUR SOURCES

The readings are drawn from:

The Middle High German of Gottfried von Strassburg's "Tristan" written ca. 1210. Line numbers refer to the Ranke-Krohn edition.

The Old French of Thomas de Bretagne 's "Tristann" written ca. 1170. Line numbers refer to the Payen edition.

The musical sequences, together with their translations, have been listed in the order of their performance on this recording. "Vienna" refers to our most important musical source for this production, a French-language "Tristan" manuscript, preserved in the Vienna State Library. This source tells a ver​sion of the story in prose, interspersing seventeen lais with musical notation at key points in the narrative. The strophic lai was a poetic-musical form closely associated with the Tristan story and the cycle of Arthurian legends in general.

-------- Joel Cohen

	Joel COHEN
	CARMINA  BURANA:

-- Medieval Songs
	1996
	72:44
	label: Erato (Paris)

The Boston Camerata (music director – Joel Cohen) & The Harvard University Choir.

Medieval songs from the Benediktbeuren manuscript (ca. 1230).

Anne Azema -- soprano, organetto 

Christy Catt -- soprano, harp 

Cattierine Jousselin -- mezzo-soprano 

Heather Knutson -- soprano

John Fleagle -- tenor, harp, hurdy gurdy / vielle a roue 

Joel Frederiksen -- bass-baritone 

William Hite -- tenor 

John Holyoke -- baritone 

Mark Sprinkle -- tenor 

Joel Cohen -- baritone, lutes, percussion 

Robert Mealy -- medieval fiddle / vielle, harp 

Margriet Tindemans -- medieval fiddle / vielle, rebec, guiterne 

Steven Lundahr -- recorder/flutete a bec, snawm/chalmet, slide trumpet/buccine, harp Ben Harms -- percussion

assisted by members of The Harvard University Choir,

Murray Forbes Somerville director
THE WHIRLING WHEEL 

Joel Cohen

The ages-old manuscript that lay in the vaults of the Benediktbeuren monastery in Bavaria, did not begin with the usual devotions. On the contrary, the opening song -- meant as some satirical mime, or a dance perhaps -- cast a cynical eye on worldly reality: "Right and wrong go walking, almost in step together, and virtue must take care to stay halfway between two vices. Be friendly and smooth towards everyone, but be careful misplaced charity is no virtue. If you wisely sift the wheat from the chaff, your donation will buy fame." The next song, on the same page, was no prayer to the Virgin, but rather a hymn to Goddess Fortune: "Fate, monstrous and empty, you are a malevolent, whirling wheel".

And the image on that opening page was not some pious one of a Nativity or a Crucifixion. Instead, a wheel of Fortune (framed by an eerie, inverted cross) is presented as an allegory of life: a king on his throne at the top; on his right, a poor schlemiel sliding down and away from powef; another unfortunate in the dumps at the bottom, and a third climbing back up on the left.

Though there are Christian prayers -- and even a passion play -- in this manuscript, the one now called the Carmina Burana, a pagan spirit inspires most of the poems; these texts ore vivid feminders that the rough, intense world of medieval Europe was anything but a Sunday School picnic. Did some wealthy ecclesiastic piece together this anthology of (mostly Latin) songs because of their literary grace, or their musical interest? Or, despite his ecclesiastical functions, was he seduced by the hard-nosed satire, the raw sensuality of so many of the poems?

In any case, we can only be grateful, for Carmina Burana is probably the most important source of secular, medieval Latin poetry that we now have. The songs were collected, somewhere in Germany, from many places and sources, most likely in the early decades of the thirteenth century. Surprisingly, perhaps, to those who already know the Carl Orff oratorio, with its 1930s German-nationalist subtext, the original compiler(s) had international, "European" tastes. Most of the Carmina pieces with known authors are of French origin -- and we have recovered a number of the tunes from French and Provencal manuscripts.

Despite their markedly secular content, most of the songs were written in the shadow of the Church. A number of them in fact deal with church politics, and corruption in the hierarchy. The Latin they generally employ (mere are some in medieval German and even one, Doleo quod nimium, in a mixture of Latin, French, and Provencal) was an ecclesiastical language, learned by all in the church hierarchy, high -- refined poets like Philip the Chancellor -- and low -- the anonymous "wandering scholars" or goliards who presumably penned the many lusty songs to Bacchus and Venus. Much has been written about these clerks, who entered the service of the Church to gain financial and material advancement; it was a good path to take for a bright, literate young man from a modest background. Furthermore, once in orders, a scholar was exempt from civil law, and could only be tried by an ecclesiastical court. This rule kept any number of tonsured troublemakers safely out of reach of the local police. How were these brilliant, scabrous, touching, vivacious songs sung? Most of them appear in the manuscript source without music -- and the ones that do have an accompanying tune use a notation system so maddeningly imprecise that scholars have been fighting about the "correct" solutions for generations. Carl Orff wrote his own tunes. We, more modestly, attempt to reconstruct the original melodies whenever possible, or to reconstruct/borrow plausible tunes from other medieval sources. But then, what style of performance would be appropriate? We can, of course, never know for sure. All of the songs, even the ones with the most scurrilous subject matter, show considerable learning -- they are not simply folksongs. And yet the refined and courtly manner of me troubadours may not be appropriate for texts that describe the best way to bribe an official, or a stomach upset, or adolescent dating behavior. Perhaps a mix of musical approaches may be most appropriate: just as the Carmine Burana itself contains elements of both "high" and "low" art, our performances seek to draw out the different expressive possibilities inherent in, and suggested by, the cryptic signs on the manuscript page.

Reconstructing the Carmina melodies: a backstage tour. Any finished recording of medieval music seems deceptively final; the myriad decisions (many of them only educated guesses) made by modern performers are enveloped in smooth, hi-tech packaging, thus presented, our modern performances seem to carry the same authority as the original, medieval manuscript source. Dear listener, beware! There is both less, and much

than meets the ear. The following notes aim to take you on a short, introductory tour behind the scaffolding of our interpretations. Because of the unique, peculiar nature of the original manuscript, the Carmina Burana pieces are especially challenging to reconstruct; sometimes the requisite defective work is frustrating, infuriating; sometimes it is exhilarating and fun. In any case, many, many intermediate steps (a few of them described in the following notes) come between the signs on the page and the sounds of a CD.

[...]

Joel Cohen: baritone, lutes, percussion 
Anne Azema: soprano, organetto 

Christy Catt: soprano, harp 
Catherine Jousselin: mezzo-soprano 
Heather Knutson: soprano
John Fleagle: tenor, harp, hurdy-gurdy/vielle a roue 
Joel Frederiksen: bass-baritone 
William Hite: tenor 
John Holyoke: baritone 
Mark Sprinkle: tenor 
Robert Mealy: medieval fiddle/vielle, harp 
Margriet Tindemans: medieval fiddle/vielle, rebec, guiterne 
Steven Lundahl: recorder/flute a bec, shawm/chalmet, slide trumpet/buccine, harp 
Ben Harms: percussion
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	Bernatz de Ventadorn:

“Le Fou Sur Le Pont” (Troubadour Songs)
	1994
	63:30
	label: Erato Disques (Paris)

The spoken biography (vida) of Ventadorn (ca 1147-1170) is attributed to the troubadour Uc de Saint Circ.

All texts and melodies are by the troubadour Bernatz de Ventadorn unless otherwise noted.

LE FOU SUR LE PONT

The fool on the bridge, to whom Bernatz de Ventadorn compares himself in one of his song texts, was most likely the subject of a lost medieval pro​verb. With a little imagination we can reconstruct the gist of the original saying: while "normal" folk cross a bridge length​ways, from one riverbank to the next, the madman tries to get across sideways -- and he takes a plunge!

Bernatz had good reasons for feeling and describing himself to be different. Pro​longed contact with his extraordinary poetry and music serves to emphasize the schism between this (or many another) trouba​dour's inner world and the much harsher realities of medieval society. While the masses of medieval men and women strug​gled for subsistence, and while most men of higher station strove for power and riches, Bernatz created, for himself and a tiny circle of connoisseurs, an exquisite dream-world of subtle feeling, self-contemplation, and diffused erotic yearn​ing. The life-path of a "normal" man was often pillage, plunder, marriage as a form of real estate, and brutal sexual conquest. Bernatz chooses instead the evanscent pleasures of sound and rhyme, bachelor​hood, and the pursuit of idealized, roman​tic love with already-married women... at the end, he retires to a monastery, presum​ably with his memories as his principal riches. No wonder, given the dominant values of his century (and ours) he often refers to himself as crazy -- and no wonder that some contemporary scholars have sur​mised that the emotional "sensitivity" of many troubadours, and their preference for women's chambers to the battlefield, is an indication that a number of them were homosexual...

Whatever the sexual preferences of the troubadour/minstrel milieu in general, it seems clear to this observer that Bernatz's enthusiasm for women's eyes, mouths, and bodies is genuine, heartfelt, and anything but platonic. It is also evident that the po​etic persona (and, possibly, the real man) depicted in these works is charming, high-strung, self-involved, melancholic, and given to dramatic mood-swings. Last but not least, Bernatz emerges as a creative genius whose songs can provide endless pleasure nearly eight centuries after their original creation.

The selective, affectionate "portrait of the artist" we provide in the present recording has involved close scrutiny of all Bernatz's surviving poems and melodies. And, like any project involving medieval music, it has also involved a large degree of creative re-imagination as we attempt to flesh out the limited "scientific" information sup​plied by the surviving sources. Whenever a poem has been transmitted with a melody ascribed to Bernatz, we have used that tune; in other cases, when a beautiful poem has survived without musical notation, we have adapted another troubadour melody to it, in accordance with a well-documented practice of the troubadours themselves. Our performances of Bernatz's songs continue to follow the goals and guidelines evolved during Camerata Mediterranean first recording, Lo Gai Saber (Erato, 1991). The vocalists -- Anne Azema, Jean-Luc Madier, and Francois Harismendy -- are diverse in their current areas of specializa​tion (medieval music, "folk" music, and opera, respectively). What unities them, besides their shared enthusiasm for trouba​dour song, is a common heritage. They all have family roots in Southern France and heard the Occitan language at home during childhood. Their relationship to this magni​ficent language and its civilisation is therefore antecedent to our work together, in the company of the great medieval scholar Pierre Bec. The instrumentalists, renowned specialists in their field, have worked closely with the singers, myself, and Pro​fessor Bec to achieve an organic "fit" be​tween the words and the music. Their contributions are (as they should be) person​al responses to Bernatz's texts, and to the artistic personalities of their singer col​leagues. All seven of us -- singers, players, scholars in varying combinations and capa​cities -- attempt to place our various facul​ties -- cor e cors e saber e sen — in the ser​vice of the "joyful wisdom", treated as historical memory (of course), but most importantly as living art. Bernatz de Ventadorn's funny-sad, selfish-generous, domi​nant-passive, simple-elusive, crazy-sane love songs deserve no less! We invite you to take the plunge with us.”

    ---- Joel Cohen

Pierre Beс:

“Bernard de Ventadour (or Bernatz de Ventadorn to give him his Occitan name) is the most representative and famous of all the medieval Provencal troubadours, at least in the field of the love lyric. His fame is attested not least by the large number of surviving works (a total of forty-four, of which forty-one are love songs), the number of extant manuscripts (as many as thirty-five for some of his songs), the number of accompanying melo​dies (twenty), the occasional references to his works in French romances of the period and, finally, the existence of parodies, bur​lesques and even scatological contrafacta based on some of his songs. As with many of the troubadours, we know very little about Bernard's life. If we are to believe his medieval biographer, he was the son of a servant who was a baker at the castle of Ventadour in Correze, an attribution that appears to be based in turn on a strophe form the "portrait gallery" contained in a poem by the late twelfth-century troubadour Peire d'Alvernhe. Be that as it may, it seems beyond question that Bernard was of lowly birth and that he rose up through society's ranks thanks to his art of "invention" (French trouver, hence the word trouvere and its Provencal equivalent troubadour), an art he learned from his mentor, Viscount Eble II. When Eble died and was succeeded by his son Eble III in around 1147, Bernard remained under the Viscount's protection and promptly fell in love with his patron's wife, Marguerite of Turenne, the widow of the Viscount of Limoges. Marguerite returned his affections -- "que long temps duret" -- until discovered by her husband, where​upon she was locked away and, two years later, formally repudiated. Forced to leave Ventadour, Bernard made his way to Nor​mandy and to the art-loving court of Eleanor of Aquitaine, one of the greatest patrons of lyric poetry of her day. She, too, inspired his love and together they trav​elled to England, probably in 1155. Ber​nard's songs also allude to relationships with women as far apart as Vienna and Narbonne (Ermengarde of Narbonne was almost certainly his new patroness). As a result, it is possible to divide Bernard's works, more or less artificially, into a series of cycles, depending on his place of resi​dence and the identity of the women cele​brated in them. Yet there is a sense in which, regardless of the woman's identity, these songs constitute a single cycle, a cycle which, investing his works with an overall cohesion by dint of its inevitable sameness, explores the theme of fin’ amors (literally "refined love"). Our troubadour then repaired to the court of Count Ray​mond V of Toulouse and, following Ray​mond's death, withdrew to the Cistercian abbey at Dalon, where he died. These bare facts -- taken from Bernard's songs and fleshed out with more or less imaginative detail -- constitute the poet's vida : it is as unwise to reject them en masse as it is to accept them wholesale as coin of the realm, so often does historical reality become merged with fictional bio​graphy in the lives of these Provencal poets. Close analysis of the few scraps of hard information included in Bernard's songs, taken together with the no less rare historical allusions that they contain, allow us to date the beginning of his career to around 1147, the date of the death of Eble II. It is more difficult to fix the date at which it ended, but it must have been be​tween 1170 and 1180.

Bernard de Ventadour is undoubtedly the most sophisticated and accomplished of the troubadours who lauded the ideal of fin’ amors, that love of a woman who, more or less remote (and possibly never seen), was married -- paradoxically -- to the poet's patron and who responded to her admirer's supplications with no more than a parsimonious merci. Adept in the art of trobar leu, he wrote coblas -- literally "cou​plets" -- that were not unduly subtle and that are lucid, harmonious, fluent and far removed form the rhetorical quiddities and formal tours de force so typical of the com​peting school of trobar clos or ric. Whether his emotions were sincere or whether they make creative use of the topoi of the genre is of no more importance than the question whether the love he felt was "authentic". His entire poetic oeuvre, which traces the vacillations and contradictions of love in admirable detail, is itself the very stuff of emotion, encompassing all the extremes of light and shade, tenderness and nostalgia, pain and joy, suppressed sensuality and dis​creet adoration. If he had written in a less disparaged language, there is no doubt that Bernard de Ventadour would long since have taken his place among the greatest poets in any anthology of amatory verse.”

JOEL COHEN

Musician, scholar, conductor, and author, Joel Cohen is dedicated to bringing alive the music of the past by making it contemporary, relevant and accessible to the general public. This he has accomplished while earning the esteem of critics for his integrity and scolarship.

Since 1969, as director of the Boston Camerata's ensemble of virtuoso singers and musicians, Joel Cohen has transformed the Camerata from a local resource to one of the world's preeminent early music groups. Under his guidance, the Camerata has performed music from the 13th to the 17th century in America, Western Europe, Asia, and the Near East, and has recorded extensively on American, French, and Ger​man labels. Joel Cohen studied with the celebrated Nadia Boulanger in Paris, and completed his graduate studies in composi​tion at Harvard University. He has also taught at Brandeis University and given lectures at Yale and elsewhere, and has appeared as a commentator on numerous American and European radio music pro​grams.

Joel Cohen and the Boston Camerata record exclusively for Erato. Their perfor​mance of Tristan & Iseult, after original

medieval songs, won in 1988 a "Grand Prix du Disque de l'Academie Charles Cros". The Sacred Bridge -- subtitled "Jews and Christians in Medieval Europe" -- also won several prizes throughout the world. Founded in 1990, the Camerata Mediterranea is the European-based sister ensemble of Joel Cohen's Boston Camerata. The new ensemble specializes in early music of the Mediterranean basin; its first recording on Erato, Lo gai saber ; troubadours et menestrels, met with widespread critical acclaim in Europe and the United States. Joel Cohen and the Camerata Mediterranea have toured in France, Spain, Italy, Morocco, and the United States, and have been heard in radio broadcasts in France, the Netherlands, and the US. The present recording of songs by Bernatz de Ventadorn is their second major production. His latest recordings, Nueva Espana (tradi​tional spirituals and instrumental dances) and An American Christmas (traditional North and Latin American carols, hymns and spirituals) with the Boston Camerata, have been widely acclaimed.
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Cantigas -- см. тж. ниже диск VOX "From Spain To Spain"

CAMERATA MEDITERRANEA & JOEL COHEN (см.тж. выше):

Francoise Atlan, voice 

Hayet Ayad, voice 

Anne Azema, voice 

Equidad Bares, voice 

Joel Cohen, lute and voice 

Shira Kammen, harp and vielle

ABDELKRIM RAIS ANDALUSIAN ORCHESTRA OF FES & MOHAMMED BRIOUEL:

Aziz Alami, taar and voice 

Abdessalam Amri, darbouka and voice 

Mustapha Amri, viola and voice 

Mohammed Briouel violin, viola and voice 

Salah Chraki, canun 

Said Chraibi, tenor and voice 

Rachid Lebbar, ud and voice

Mystic Spain: the Cantigas 

Joel Cohen

What are the Cantigas?

High among the many achievements of the Spanish King Alfonso X, called "El Sabio" -- the Wise -- (1221-1284) is the superb collection of more than 400 sacred songs to the Virgin Mary, the celebrated Cantigas de Santa Maria. King Alfonso's Cantigas are the most important examples of vernacular song from the Spanish Middle Ages; more than that, they are a Summit of medieval Christian spirituality. They are preserved at the royal court; and while it is doubtful that the King composed all of the songs personally, it is clear that he was closely involved, emotionally and materially, in their compilation.

Espana es diferente

And yet, while the theological and literary center of these pieces -- miracle ballads in their majority, interspersed with songs of praise to the Virgin -- is intensely Christian, any attempt to perform them anew needs, I believe, to take into account the special, polycultural situation of medieval Spain. The cultural and artistic context of Spain in the thirteenth century was unmistakably mixed, with strong Muslim and Judaic influences present everywhere. Alfonso's court was a reflection of the general situation of Spain during this period. Calling himself "King of the three religions" the liberal-minded Alfonso surrounded himself with scholars and artists of all faiths. The illuminated miniatures in the most elaborate of the Cantigas manuscripts bear witness to intense cross-cultural interaction: musicians in typically Christian, Islamic, and Jewish garb are shown performing their instruments; light-skinned and dark-skinned musicians make music together. And many of the instruments in Europe are still current in the Muslim world of North Africa.

It is for these reasons that our performances of Alfonso's Cantigas attempt to integrate certain musical elements, and musicians, whose points of reference lie outside the mainstream of Western "classical" music.

A cross-cultural experiment

While we can never be sure exactly how the musicians at King Alfonso's court might have interpreted these songs, we have everything to gain in our hypothetical reconstructions by calling on musical traditions currently outside, but once closely related to, European musical practice. Accordingly, we have asked an outstanding ensemble of current Moroccan masters to supply accompaniments to the vocal lines set out in the manuscript pages, usings the instruments they currently employ in their own repertoire. These instruments are, in many cases (lute, canun, percussion) virtually the same as those shown in the medieval manuscript, or, in the case of the Moroccan violin and viola, closely related thereto.

Furthermore, the possible relationship between Arab musical art and the music of medieval Spain goes far beyond the question of instrumental morphology. The classical Arab music of North Africa is called "Andalusian music", and its contemporary practitioners are conscious of perpetuating a system of musical thought and practice which is traced back to the Muslim courts of medieval Spain. Four hundred years after the "reunification" of Spain under a Christian Kingdom, the once-closely-related traditions of Christian and Muslim Spain have, inevitably, grown apart. But what is astonishing to the "occidental" student of Arab classical music is how much the current tradition contains that is self-evidently very ancient. The modes of Andalusian music as played today in Morocco are very similar to those employed in the European Middle Ages. The exotic microtones associated with "oriental" music in the Western imagination are absent from this classically-codified musical system. The scales are composed, like Gregorian chant, of tones and semitones arranged in different patterns according to the mode. Thus, the practitioner of the Arabo-Andalusian repertoire can assimilate the melodies of the Cantigas to his own instrument or voice with little disruption, and even with delectation. And, as we happily discovered during the weeks of preparatory collaboration, many melodic elements found in the Cantigas are still employed in Arabo-Andolusian music. The Arabo-Andalusian pieces that serve as preludes and postludes to the Cantigas on this recording were chosen for their intrinsic beauty first of all, but also for their musical kinship with certain Cantigas melodies. The musical modes of these arabic pieces are the same as those of the Cantigas that preced or follow, and while they at no point replicate the medieval European melodies note-for-note, you will hear any number of musical motifs and patterns in the Arabic pieces that can be perceived as variants, or first cousins, to motifs in the Cantigas tunes.

How were the Cantigas sung?

Unlike the musical accompaniments, which are not notated in the Cantigas manuscript and which need to be re-imagined anew, the melodies are clearly set out in the medieval source. While the intervallic relationships and (to a somewhat lesser extent) the rhythms are clearly exposed in the original notation, the questions of stylistic nuance and interpretation are not. And in fact, given the heterogeneous make-up of King Alfonso's court (the King himself was half German!), a broad range of options and singing styles may have been available, as is the case today in vital and diverse "crossroads" centers like New York or Marseille. We have therefore recruited accomplished vocal soloists from a variety of backgrounds. All of our singers have Mediterranean roots -- Occitanian, Spanish, Kabyle, Arab, and Judeo-Berber -- and all the women soloists have sung Cantigas and other medieval repertoires prior to coming together for this project. But we have tried, while creating a unitary framework, to allow for and encourage the diversity inherent both in our selection of soloists and (we believe) in the song repertoire itself. We have also chosen to perform several of these Cantigas as unaccompanied solos, echoing in this practice certain deep-rooted traditions of sacred songs in both the Christian and Islamic traditions. The preparation of these Cantigas has been a large undertaking, as exhilarating and passionate in its human interactions as it has been on the scholarly and musical front. Special thanks are due Erato Disques, Paris, for their courage and foresight in supporting this project. In proceeding as we have done, have we reproduced the music of Alfonso's thirteenth-century court in every detail? No, for that task is clearly impossible for us, or for anyone else. On the other hand, have we perhaps come closer to the spirit of the Cantigas, and to that extraordinary, humane, and convivial moment of our collective past? Such is our wish as we send this beautiful music forth into the world, and to you.

Joel Cohen , Mirabeau, September 1998
Joel COHEN and the Camerata Mediterranea
Joel Cohen is a leading authority in the field of medieval and Renaissance musical performance. He has received widespread acclaim as performer, conductor, and writer/commentator in his chosen field, and his unique style of program building has made the Boston Camerata Ensemble famous on five continents. Joel Cohen studied composition at Harvard University. Awarded a Danforth Fellowship, he spent the next two years in Paris as a student of Nadia Boulanger. He has taught and lectured at many East Coast universities, including Harvard, Yale, Brandeis, and Amherst. Abroad, he has given seminars and workshops at the Schola Cantorum in Basel, at the Royal Opera of Brussels, in Spain, Singapore, and Japan. His professional honours include membership in Phi Beta Kappa, the Erwin Bodky award in early music, and the Signet Society medal from Harvard. He is a Chevalier of the Ordre des Arts et des Lettres of the French Republic.

As a lutenist, Joel Cohen has appeared with numerous European ensembles.

Joel Cohen s chosen repertoires span many centuries and countries. He has, however, taken a special interest in French music of the Middle Ages and Renaissance, and early Baroque. In 1990, Joel Cohen founded a new ensemble, the Camerata Mediterranea, devoted to the performance of early music repertoires from the Mediterranean basin. The ensemble's initial tour season took place in France, Italy, Spain, and Morocco: further tours brought the group's music to audiences in France, the United States, and Holland.
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A fusion of medieval chant, contemporary sounds and heavenly vocals – where Ancient spirits meet nineties spirituality.
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Dominican French Choir, Father Andre Gouzes – director.

PREFACE

(Father Timothy Radcliffe, o.p., Master of the Order.)

If Dominic himself could hear his young brethren sing so enthusiasti​cally, and with such vigor and sheer joy, he would sing along with them, he who went from choir to choir encour​aging his brothers to sing out from their hearts, or so it is said.

The Preaching Brothers, or Domini​cans, have a long tradition of singing Gregorian Chant that remains alive today. The choral office has been a part of Dominican life from the very beginning. Preaching the Word needs daily nourish​ment by community prayer. Dominic wished that the choral office be sung lightly and joyfully, with simplicity and sobriety, as befits an Order of Preachers. It is sung today in the various languages and cultures where the brethren find themselves, but a whole repertoire of Gregorian Chants proper to the Order continues to be sung: canticles to Our Lady, to Saint Dominic, Hymns, etc.

Ten Dominican brothers have recorded them here. They demonstrate how Gregorian chant can be sung with a vitality and enthusiasm that expresses joy in the search for God and the way to the gospel.

Their intention was to contribute in a responsible way toward the cost of their own education, and as a token of esteem to a revered brother, Father Thomas Patfoort, who helped develop several generations of their brethren. To launch the project they invested their time, ener​gy, conviction and daring. They set about it without wanting to recreate the past, and without nostalgia, but instead to keep a particular tradition alive and to confi​dently assimilate it into the present. Father Andre Gouzes, from the Toulouse province, helped in their efforts.

I am convinced that for these young brothers, the communal effort was one of solemn fraternity as well as one of communion in time and space with the entire Order. As you listen to them, may you share in their joy and that of so many people for whom throughout the course of history these chants were messengers of hope.

INTRODUCTION

Father Andre Gouzes, o. p.

  For our brother theologians who are distinguished by their intelligence and scholarship, recog​nition and gratitude are expressed by, among other things, the publication of a book entitled 'Miscellanies.' Such a book provides and affirms, in spiritual friendship, a lasting testimony to the brother's thoughts and works.

In Dominican tradition, the liturgy is the heart of its theology. Saint Dominic relied on it to inspire his brothers. Saint Thomas Aquinas would achieve his the​ology through poetry. In the paintings of Fra Angelico, it radiated as heavenly joy.

But Gregorian chant has remained, from the very beginning, the steady breath, in prayer or praise, of our inner life. Many have carried the flame, have maintained the enthusiasm, have revealed its secret. Yet the music is like the wind, and its traces are short-lived. The voice ceases one day. Between two sequences it always returns to silence. And those who perform it vanish as well and are forgotten. It is their grace.

However, in this recording, two gen​erations of brethren have attempted to challenge this neglect and to proclaim this grace loud and strong, its youth intact. One of them, Thomas Patfoort, has personified it, radiated it for fifty-five years in service to his brothers. Now, they wish to say 'Thank you!' to him.

In a clear and steady voice, he has directed, supported and served the unceasing praise of the hours and days. Such a service is a humble one, often tedious, always exhausting. But the chant, at the zenith of its phrase, opens one's heart and restores to it the breadth of generosity and joy. All through his life, this is how he drew his strength and nourishment.

As did Father Delalande before him, it is as a teacher that Father Patfoort left his strongest and most enduring mark. As early as 1937-38, when he was a novice, he linked his function as cantor with that of magister, and continued to do that at the Saulchoir Convent from 1938 to 1945, then as a sub-master of novices from 1945 to 1949 in Oslo, and from 1952 to 1972 in Lille, where he taught several generations of novices, up to and including those on the present recording. For this he trained the ten young friars who perform the music; he chose the pieces to be sung, and untiringly offered helpful advice, yet always remaining open to new inter​pretations and ways of reading.

The Chant, in effect, reveals itself when it is sung; it allows itself to be dis​covered; it wonders at what one makes of it. A poet once said, "When one chants, one never ages." This is the impression one receives when one meets our Brother Thomas and the music he has served so well.

It is often that the strongest impres​sions are those received in childhood. Father Patfoort, born on April 13, 1918, in Flanders, first came into contact with Gregorian chant at the early age of thirteen. From thirteen to sixteen, when he entered the novitiate, he broadened his first experience by sub​mitting himself to the discipline of a schola, where the voice, through strict asceticism, reaches fulfillment by merg​ing with others into a single line, with one timbre, carried, as it were, by a sin​gle joyful motion—cor unum—in one single heart.

Thus the sacred chant submits to the strongest constraints, and by doing so, tunes in to the highest liberty: effort turns to play and hardship to joy. Deriving from such sources the chant became for our Brother Thomas the natural expression of his soul. This will explain why he fortunately never became involved in the "defensive or offensive ideologies" that attended the Vatican II crisis. He renders it to us intact, with the enthusiasm of his faith and his heart. On independent ground, it is the free and precious witness to that unbreakable chain of spiritual culture and musical genius that is inextricably tied to the living and universal history of our Church and of our Order.

To talk of the man and of his chanting is already to talk of the choice of interpretation. Gregorian chant enjoys today a scholarly revival due to the semiological research by the Solesmes, to comparative ethnomusicology, to aesthetics... Already in the 19th century its rediscovery strongly influenced the revival of French music, right up to Olivier Messiaen. Such wealth overwhelms us. We made a choice: to protect the recent tradition of our Order, in which several genera​tions of our brethren have prayed. As Guillevic says, "Everyone goes his own way / Singing his difference / Wishing to preserve it / Everyone needs / To hear other songs / To be sure of his own." (Guillevic, The Chant)
We chose honesty, alone capable of receiving and blending the disparities within a viable community -- both its inadequacies and its temerities. We sang as men of prayer and as celebrants, not as concert performers. Grace makes light of any imperfections. Thus goes the chant of prayer: without cover.

You will recognize here the "joyful freedom" of faith. Such a chant seems to complete what Sacred Preaching or the theologian had begun: it seems to invite you, saying, "Come and taste how good is the Lord!"

It is said that Saint Dominic would climb down from his choir stall, and surrounded by his brothers say to them, "You must sing with liveliness and fervor!" Our sole reason, far from any scholarly motive, has been to testi​fy to the chant as it is sung in our Order always unaltered in its fervor, to rebel against usury or neglect, and together fraternally to open our hearts to peace and joy. In addition, through our Brother Thomas, we wish to express our gratitude and love to all our elder brothers who handed down this chant to us: thanks to them we know that the chant gives life and that life in worth chanting.

Recorded in March 1994 at the Collegiate Church of  Saint Martin de Champeaux.

1.
Judaea et Jerusalem ............ 3: 22
2.
Conditor alme siderum ........ 1: 59
3.
Veni Redemptor gentium ...... 3: 56
4.
Completi sunt dies Mariae


• Psalm 4 ...................... 2: 36
5.
Natus est nobis hodie Salvator


• Psalm 90 .................... 2: 37
6.
Lux de luce • Psalm 133 ...... 2: 04
7.
Ecce nomen Domini ........... 1: 02
8.
Praeter rerum seriem ........... 1: 26
9.
In pace .........................2: 31
10.
Christe, qui lux es et dies ...... 2: 42
11.
Media vita ...................... 3: 06
12.
O Rex gloriose   • Nunc dimittis ......3: 55
13.
Christus resurgens ............. 3:15
14.
Kyrie fons bonitatis ............ 3: 29
15.
Venite, populi .................. 2: 33
16.
O quam glorifica ............... 2: 56
17.
Recordare Virgo Mater ........ 1: 25
18.
Virgo Dei genitrix ............ 1: 26
19.
Stirps Jesse .................... 4: 07
20.
Salve Regina ................... 3: 19
21.
O spem miram ................. 3: 35
22.
Gospel according  to Saint Matthew .....11: 11
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ENSEMBLE UNICORN -- см. тж. ниже, следующий CD
Guillaume Dufay (c. 1400 - 1474)
'Chansons'

"He is the most important ornament of our age",  said Piero de'Medici, father of Lorenzo de'Medici, in 1467 of Guillaume Dufay. The high esteem in which this leading composer of the later Middle Ages was held is reflected in the fact that more of his music and more details of his life survive than for other contemporaries; the personality of a composer stands out from the anonymity of history. There is no certain evidence for the place and date of birth of Dufay, but it is known that in August 1409 Cambrai Cathedral admitted a new choirboy under the name Willemet, little William, who, in 1414, became clericus altaris, under the name Willermus du Fayt. Cambrai Cathedral counted at the time as one of the richest cathedrals of the region with good connections with Antwerp, Arras, Lille, Toumai and the seat of the Burgundian court in Brussels. Dufay's travels began at the same time as the Council of Constance, which was held from 1414 to 1418. It is not certain whether he was present at the Council, of which it is reported that over 1700 musicians attended from all countries, exchanging their knowledge, an important influence on composers of the time, but in his compositions the effects of this Council can certainly be seen.

Dufay's travels took him in 1420 to the Adriatic coast in the service of the Malatesta family, with whom he maintained long and friendly relations. There he wrote the ballade Resveillies vous for the wedding celebrations of Carlo Malatesta da Pesaro; Mon chier amy appears to have been written for the death of his friend Pandolfo Malatesta in the year 1427. From the same year dates the rondeau Adieu ces bons vins de Lannoys, in which he bids a sad farewell of his native region of Laon and its much praised wines and women. Here are also allusions to the dark side of life, with which Dante Alighieri begins his Divina Commedia. From 1428 to 1433 he studied in Rome, where he composed Quel fronte signorille and La dolce vista. In the following years he must have met and become friendly with the composer Gilles Binchois, since this circumstance is recorded by contemporary poets (Martin le Franc, Le champion des dames). To his knowledge of the highly developed Italian literature of the time we owe the wonderful programmatic canzona Vergene bella on a text by Francesco Petrarca. Numerous contacts with leading figures of his time, such as Donatello, Brunelleschi, Pope Eugenius IV, for whom he composed some motets, Antonio Squarcialupi, Johannes Ockeghem, the Media family and the House of Savoy, influenced and enriched his activity as a composer. The texts of his songs contain very personal aspects of the social contexts and political reactions of his time, with which he directly or indirectly came into contact.

In the over two hundred surviving compositions of Dufay can be observed a strong development of elements of personal style, which, nevertheless, point to the common musical changes of the fifteenth century. The word 'music' is found in two entirely different meanings. One of these is the meaning of monophonic music, implied in many representations of musicians, documents and eye-witness accounts. The greater part of the music in daily use was either improvised or semi-improvised and was for the most part monophonic, accompanied only by a drone bass or parallel counterpoint. It is known, for example, that between 1436 and 1456 two hurdy-gurdy players were permanently employed at the Burgundian court and were there held in high esteem. The music most performed in church was also monophonic, although it was partly performed without instruments, since these were forbidden. Complex polyphony was generally composed for special occasions and not for daily liturgical use. Dufay, like almost all the musicians of his time, was employed for most of his life as a church musician, especially as a singer. Monophony, therefore, was the first step in his musical formation. Traces of this tonal daily repertoire are found, for example, in J'ay mis mon cuer and in the dance-like Cejour de l'an.
The second meaning of the word 'music' is in the connection with universal studies. With Arithmetic, Astronomy and Geometry, Music belongs as the fourth element of the so-called Quadrivium. This study is concerned with the relationship between intervals, the mathematical and logical connection of one note with another. The fundamental complexity of sounds and mixtures of sounds stands in direct relationship with the complexity of the universe. Dufay refined this music in the service of the Church, among other things during his five-year employment in the papal chapel in Rome. The greater part of his works. Masses, liturgical motets and hymns, were written for special church occasions, as, for example, for the Council of Basle in 1438 and 1439, in which he represented the Cathedral of Cambrai.

A musician in the employment of the Church did not depend on the sale of his music. It is, therefore, remarkable that Dufay's by-products, his secular songs, had such encouragement. This appears, if these are seen as the composer's own challenge to himself, as a mastering of the problem of the second 'music' by experiment. Resvellies vous contains a quantity of musical material from the Mass Sine nomine, compressed into a complex little composition, for the performance of which, it is reported, Dufay had to be present for the musicians to be able to play it. The isorhythmic polyphony was certainly composed for special occasions and for special musicians (as, for example, Ce jour de l'an for New Year's Day). This is reflected in the possible notations employed at the beginning of the fifteenth century, which, again, were not for daily use.

Polyphony appears as dialogue between tenor, cantus and contratenor, terms that signify different functions rather than range of voice. The tenor controls the harmonic movement and forms with the freer cantus a perfect contrapuntal basis, marked by imitation and answering phrases (Belle, que vous ay je mesfait, Ce jour de l'an), often also in canon (Puisque vous estez campieur, Par droit je puis in Cantus 1 and 2). The contratenor is a complementary part, mostly set between the other two parts, but often taking up the tenor melody, which lends colour and rhythmic life to the whole dialogue with a particular diction. Its often unmelodic and rhythmically complex leaps, as well as the wide range, do not exclude instrumental performance (Par droit, La dolce vista). That the dialogue does not always run smoothly will be evident from the early isorhythmic works (Belle, que vous ay, Resvelons nous, with canon in tenor and contratenor). In Donnes l'assault, where a lady is compared to a fortress that will be taken in battle, major and minor thirds are placed near to one another. In his late Helas mon dueil too, where he achieves the greatest power of expression with a simple formal gesture, Dufay experiments with chromaticism, yet he finds in his late compositions a simpler melody which is quietly embedded in a harmonic setting (Se la face ay pale, Helas mon dueil, Bon jour, bon mois).
The way from objective spiritual experiment to heartfelt individual simplicity in the course of the fifteenth century is seen also in the change of notation, which largely adopted simplified forms, as we know them today. In this way the composer was able to make his music accessible to a greater number of musicians with a more explicit method of performance.

In 1439 Dufay returned finally to Cambrai and ended his years of travel. Certainly he remains in most of his songs true to his French mother-tongue, which opens the way to the great importance of French also in Northern Italy, yet the differing circumstances of his life allow him always to find new ways of textual and musical expression, a widening of his expressive power.

Adieu ces bons vins stands as a phenomenon at the beginning of the so-called Franco-Flemish School, in which all great artists often undertook difficult journeys to the countries of the South, to seek there the stimulus of the cultural achievements of humanism. This finds further expression in a large number of songs of farewell, among which Heinrich Isaak's Innsbruck, ich muss dich lassen may be considered the best known. They are at the same time a departure from the security of tradition and local belonging, which leads to a creative life of the individual in the exchange between himself and the world.

Riccardo Delfino / Michael Posch

Ensemble Unicorn  (см. тж. ниже следующий CD)

The Ensemble Unicorn consists of five members, Michael   Posch,  Marco Ambrosini, Riccardo Delfino, Thomas   Wimmer  and Wolfgang Reithofer, all of whom have specialised in the study of historical instruments. The Ensemble sees its task as the interpretation of music from the Middle Ages and Early Renaissance, with lively authenticity its guiding principle. Well known singers and instrumentalists may be called on as guest performers, as occasion requires. Intensive research and study of early music as well as the experience gained by collaboration with international ensembles such as Convivium Musicum (Goteborg), Lad (Moscow) and the Clemencic Consort (Vienna) are complemented by the interest of individual members of the Ensemble in various kinds of music, including jazz. The Ensemble has made several recordings on compact disc and appeared on radio and television, as well as in numerous festivals and concerts in Eastern and Western Europe and in North America.

Michael Posch

The recorder-player Michael Posch was born in Klagenfurt and is musical director of the ensemble Musica Claudiforensis and director of the Ensemble Unicorn. He studied at the Carinthian Academy, at the Vienna Musikhochschule fur Musik und darstellende Kunst and at the Trossingen Musikhochschule. He is also a member of a number of early music groups, including Oni Wytars, Accentus, Lad, Musica Claudiforensis, Kathato E.M.C. and the Clemencic Consort. He has made a number of compact disc recordings and has appeared in concerts throughout Europe and in North America, Taiwan and Israel, among other places.

Marco Ambrosini

Marco Ambrosini plays the keyed fiddle and fiddle on the present recording and also plays the mandora, kuhhorn, shawm and ocarina in the Ensemble. Born in Forli, he studied violin and viola at the Pergolesi Institute in Ancona and the Rossini Academy in Pesaro and subsequently founded the Oni Wytars early music ensemble. He is also a member of the Michael Riessler Tentett, Musica Claudiforensis, Lad, Accentus and the Clemencic Consort. In addition to his compact disc recordings he has performed both in Europe and internationally.

Riccardo Delfino

Riccardo Delfino, who plays the hurdy-gurdy and Gothic harp on the present recording, and also plays bagpipe and dulcimer, was born in Krefeld and studied in Goteborg. He has worked as a theatre musician in Sweden and has a wide range of concert experience, notably with Musica Claudiforensis, Lad, Accentus and Oni Wytars. He has a number of compact disc recoridngs to his credit and has performed widely both at home and abroad.

Thomas Wimmer

Thomas Wimmer plays the ud, fiddle, saz and vihuela d'arco on the present recording. Born in Waidhofen, in Austria, he studied viola da gamba and mandoline in Vienna, specialising in historical plucked string instruments. He is the founder of Accentus, which specialises in early Spanish music and has appeared in many concerts with ensembles such as Musica Claudiforensis, Oni Wytars, Lad and the Clemencic Consort. His concert experience has brought performances in Europe and North America as well as broadcasts and appearances on television.

Wolfgang Reithofer

Born in Neunkirchen, Wolfgang Reithofer studied percussion at the Vienna Hochschule fur Musik und darstellende Kunst. He is the founder and director of the Alpha Big Band and also serves as percussionist at the Vienna Volksoper. His concert experience includes frequent appearances with a number of early music ensembles, including Accentus, Musica Claudiforensis, Oni Wytars and the Clemencic Consort, with many international appearances, recordings, broadcasts and television appearances.

Bernhard Landauer

Bemhard Landauer was born in Innsbruck in 1970 and was a member of the Wilten Boys' Choir, before study at the Mozarteum in Innsbruck and at the Vienna Academy of Music, where his teachers included Helene Karusso and Kurt Equiluz, with final study under Kurt Widmer. His career has brought performance primarily in earlier music and collaboration with ensembles induding the Freiburg Baroque Orchestra, the Clemencic Consort and the Unicorn Ensemble, with recordings and festival appearances at home and abroad. He also includes in his repertoire songs and song-cydes of the Romantic period and has appeared as Oberon in performances in Leipzig and in Wuppertal of Britten's A Midsummer Night's Dream and in Vienna as Madrigalist in Schnittke's Gesualdo.

	ENSEMBLE  ORGANUM /  Marcel  PERES
	CARMINA  BURANA : The Great Mystery Of The Passion [2 CD]
	1990
	69:58 76:41
	label: Harmonia Mundi (France)

THE GREAT MYSTERY OF THE PASSION was consigned to the end of the Carmina Burana, the famous manuscript that originated in the monastery of Benediktbeuren and is now preserved in Munich. This manuscript is known mainly for its secular and satirical compositions, but the few sacred pieces it contains are perfectly serious. The Great Mystery of the Passion, so called to distinguish it from a less elaborately developed Passion in the same manuscript, is written in Latin and an old Southern German dialect.

This Passion play seems to lie at the transition between two worlds, a characteristic of all great works of art, in which the heritage of the past is transformed into creative energy, projecting the traditional forms into the present.

The work was composed at some time during the 13th century. An admirable example of the tradition of the liturgical drama, the first traces of which go back to the Carolingian period, it also presents a dramatization of the characters typical of the new genre which sprouted at the end of the 11th century when liturgical dramas, under secular influences and an expansion of sensibility, became narrative plays prefiguring the great monuments of the 15th century Mystery plays. It is this mixture that constitutes the power of this Passion.

The earliest dramas took place withing the framework of the liturgy itself: on occasions of high solemnity the Gospel for the day was represented either in the middle of the night, at the end of the office of matins, or between the procession and the introit chant of the Mass for the day. The primitive play, which was very short, took the form of an apparition. The word proclaimed in the sacred texts was enriched by the addition of a visual and carnal dimension that was, however, surreptitious, like every supernatural vision.

Since the drama was an outgrowth of the liturgy, its psychological domain lay inside the sacred space delimited by the inherent rhythm of the liturgical reality.

During the 12th century a new element appeared in this sacred space: the presence of an audience. This transformation was connected with the development of the towns, the evolution of socialise and, above all, with the preponderant position occupied by the cathedrah in the life of the cities. The plays became longer and gradually broke away from the liturgical body in favour of the narration. These new features led to the creation of a new genre, the Mystery play, that would be performed outside the church, in the close. The Carmina Burana Passion lies at the intersection of these two forms.

It begins like a liturgical play, opening with the great Palm Sunday processional chants, a fact which straightaway situates it within the celebration of the Mass. The narrative elements stick very close to the Gospel texts, but the characters of Mary Magdalene and Mary, the mother of Jesus, are invested with a very distinct person​ality reflecting a new sensibility that was gradually to impregnate the religious mentality of the early Middle Ages.

Mary Magdalene has a special place in the pantheon of the saints: the transform​ation of a dissolute life into that of a holy woman has an obvious pastoral conno​tation for the edification of the congregation of the faithful. As for Mary, her maternal dimension is abundantly developed, to the point of bordering on the exuberant in her lamentations at the foot of the Cross. The almost realistic treatment of these two characters makes the play easily comprehensible to worldly audiences who could find the symbolic and metaphysical subtleties of the liturgy above their heads.

Nonetheless — and it is this that leads us to consider this Passion as a masterpiece of a certain medieval classicism — the religious (we are almost tempted to say the hieratic and masculine) dimension is always present and punctuates every scene by constantly transforming the tangible realities into spiritual ones.

The character of Jesus lies at the heart of the play: his great prayer sung on the Mount of Olives is a gem of simultaneously restrained and violent emotion. This is the first surviving example of such a form in the history of the liturgical drama.

The characters always make use of two types of utterance : in the dialogues the style is syllabic, melodically simple. For instance, the dialogues in the trial of Jesus are reduced to a strict melodic minimum. On the other hand, whenever the characters express a fundamental feature of their psychology the chant becomes highly ornate and takes over the ancient melismatic style derived from the Christian liturgies of the first centuries. [...]

	ESTAMPIE
	Ludus Danielis
	1994
	51:12
	label: Christophorus (Heidelberg)

Estampie -- см. тж. ниже: CODEX FAENZA

Chor und instrumentalisten: Michael Popp [conzeption und leitung; ud, flote, schalmei, fidel]; Ernst Schwindl [portativ, drehleier, organistrum, glocken]; Johann Bengen [percussion, santouri]; Anja Gurke [fidel]; Marie-Katherin Melnitzky [harfe]; Tobias Schlierf [fidel, schalmei].

Of all the musical works from the Middle Ages the ‘Ludus Danielis’ occupies a rather special position. In many respects it represents the most interesting example of a genre referred to at the time as ordo, ludus, versus, historia, or miraculum. It was no less than the first attempt in the Christian culture at uniting drama with music – the invention of opera in medieval times as it were. [...]

  The whole spectrum of one-line music of the Middle Ages is employed – free-following, Gregorian sounding melodies, simple folk style strophic songs and rhythmically accentuated variation song forms, which are closely connected to dance-like instrumental music. Simple recitatives carry on the plot and place a dramatic counterpoint to the variety of melodies and forms. In accordance with the medieval conception of music, Estampie has allocated certain instruments to the leading roles. [...]

Michael Popp is a member of the avant-garde pop group Deine Lakaien. In 1991 he formed the medieval-techno-group Qntal together with Ernst Horn (their first CD ‘Qntal’ appeared in 1993). Popp also works as a composer and live stage musician. The ensemble Estampie has so far produced the following recordings: «A Chantar» (minnesongs); «Ave Maris Stella» (veneration of the Virgin Mary in the Middle Ages).

	The  HILLIARD  ENSEMBLE
	Walter Frye
	1993 
	61:50
	label: ECM

vocal quartet: David James [countertenor]; Rogers Covey-Crump [tenor]; John Potter [tenor]; Gordon Jones [baritone].

The virtuosity of the descant treatment is at its most brilliant in the four movements of the Missa Flos Regalis. Frye’s melodic line, which launches the upper voice like a trail of light in vocal stratospheres, recalls the breathtaking audacity with which the medieval master builders thrust the delicate tracery of their cathedral vaults to ever more vertiginous heights. Similarly, Frye and his contemporaries created an imaginary cathedral space out of melodious tones. The unbroken breath of each portion of the mass overshadows the refined structure and almost mathematically precise, complex compositional symmetries. With this recording, Walter Frye’s music, after centuries of gathering dust in the archives, is no longer the exclusive preserve of the musicologists. This performance and its interpretation bring out the essence of his music which lies in his particular, even unique blend of detachment and intensity. These qualities rest on Frye’s historical position as a mediator between the older English tradition of John Dunstable or Lionel Power and the elegance of Franco-Flemish polyphony as in the work of Josquin. Perhaps it has only now become possible to appreciate the beauty of this combination because the theological significance and representative role of the music have receded into the background. No longer required to serve as a function for anyone or anything. Frye’s music has acquired an autonomy that clearly substantiates its authenticity. His music flows freely above and around us, overwhelming us. Despite its fervour and expressivity, however, it remains sober, cool,  unapproachable and ultimately unfathomable. It is, to use an expression from Friedrich Holderlin’s poem The Middle Of Life, “hallowed-sober”.

	The  HILLIARD  ENSEMBLE
	Arbos    

(by Arvo Part)
	1987 
	59:21
	label: ECM

perf.: The Hilliard Ensemble, Gidon Kremer, Vladimir Mendelssohn, Thomas Demenga, Brass Ensemble Stuttgart.

	The  HILLIARD  ENSEMBLE
	Officium
	1994 
	77:44
	label: ECM

Jan GARBAREK / The HILLIARD ENSEMBLE 

Birds that feed on fish; their excrement will form the beginning of an oasis in which human beings can live, until the next stream of lava smothers it all.

The oldest pieces on this record (if one can use words like “new” and “old” in this context) are the chants, the origins of which are not known to us. Before Gregory and Charlemagne got their  bureaucratic hands on them, these ancient songs had lives of their own, each monastery having its own living tradition. There was no central authority to call upon, just the experience and skills of the singers; every performance was the first one. We also know nothing about how this song might have been performed: it exists as a single line of music in many different manuscripts, each of which gives us different information. When jazz began, at the beginning of this century, it had no name; nor did polyphony when it began around a thousand years earlier. These two nameless historical moments were points of departure for two of the most fundamental ideas in Western music: improvisation and composition. The origins of the perfomances on this record,  which are neither wholly composed nor completely improvised, are to be found in those same forces that awoke a thousand years apart from each other. What is this music? We don’t have a name for it: it is simply what happened when a saxophonist, a vocal quartet and a record producer met to make music together. Three possible avenues for exploration suggested themselves: chant, reaching back to its pre-literate forms; early polyphony, where the number of parts was a matter of experiment and the same piece could exist in many different versions. Shut away in the monastery of St Gerold, it seemed to us that the saxophone became an extension of our own voices. These are very close to “live” performances: with Perotin and his successors looking over our shoulders we wanted to make sure that, as far as possible, every take was printable.  —  John Potter.

	The  HILLIARD  ENSEMBLE
	Codex Specialnik  (Music from a Prague manuscript c1500)
	1995
	77:15
	label: ECM New Series

The Hilliard Ensemble first encountered the Codex Specialnik when researching music for their album of Walter Frye (ECM 1476), whose Ave Regina appears in the manuscript with an extra part, presumably added by a local Czech composer. The Codex is one of the oldest surviving collections of Czech renaissance polyphony, and originated in the Utraquist protestant congregations of around 1500. The related Strahov Codex is some ю to 15 years older, but was used by the Catholics and may have come from Moravia or Silesia. If 1500 seems rather late for renaissance music to have reached Prague, it should be remembered that the Hussite Wars of 1419-1434 had divided the ‘nation of heretics’ from the rest of Catholic Europe, and it was only in the last quarter of the 15th century that there was a significant inflow of cultural and artistic ideas. The Codex Specialnik was not the first collection of renaissance polyphony: many of its pieces had clearly been in circulation for some time.

The manuscript is currently in the Hradec Kralove Museum, which acquired it from a Prague antique dealer in 1901. Leafing through it is an extraordinary exper​ience, as some musicologists have discovered. Some of it, such as Josquins Ave Maria, is written in ‘white’ notation, and other pieces are in black mensural notation. The binding bears the date 1546, but inside the hard cover we find the date 1611 together with an inscription saying that in that year ‘Michael Muratt ... gave this Specialnik (ie special songbook) to the Church of St Peter’. Amazingly, this collection of (by then) archaic polyphony had been copied by some protestant church-goers in Pra​gue in the middle of the 16th century, and they had then used it right up to the time when the Baroque was knocking on the door.

Recent examination by Jitka Petrusova has revealed the true history of the manuscript. Its oldest part, the ‘corpus’, was written on paper made in Italy and southern Germany in the 1480s and 90s, and it was probably finished some time before 1500, loosely bound and with an index of its contents. The’corpus’continued to be added to by different hands and eventually incorporated two new fascicles. When the hard binding was done around 1546 some pieces were moved and a collec​tion of unison hymns was added. The original pre-1500 copyist had begun with both Czech and foreign contemporary music, starting with music for the Mass, followed by motets and songs in white notation. He then added in black notation older Czech music that was current in the 14th and early 15th centuries. Later scribes ignored this layout and added music wherever they found a convenient space.

The Codex Specialnik is then a large anthology of polyphony that flourished in Bohemia from the 14th century onwards. The selection here is arranged broadly in chronological order, but with some concession to textual considerations. Like the Codex itself, it is probably best dipped into rather than swallowed whole. To take the oldest pieces first, these can be described as the remnants of the Czech Ars Antiqua and Ars Nova. The Codex contains some 50 pieces whose roots reach back to around 1300, corresponding to compositions found in dozens of 14th to 16 th century sources in western Europe. The most striking renaissance features are to be found in the works of Petrus Wilhelmi de Crudencz, the Master of Krakov University, who spent some time in Bohemia on his way back to Silesia from travels in southern Germany and Austria. Two of the pieces performed here are ‘rotuli’, or rounds, which in later sources were treated as multiple-texted motets. All four contain the composer s name in an acrostic (spectacularly so in the case of track 13, which manages to fit in the whole thing).

There are some 150 renaissance compositions in the manuscript, and only about one third of these are by composers who can be identified. We know nothing of the two Czechs, Tomek and Gontrasek, and pieces originating from within the local congregations carry the collective designation ‘sociorum’ – by members or comrades. Many of the anonymous works are based on Czech melodies current at the time (7, 15 and 23). Equally interesting are the imported compositions attributed to 30 foremost European musicians, among them the Englishmen Bedyngham, Frye, Morton and Plummer, and the Franco-Flemish composers Barbireau, Basiron, Compere, Isaac, Obrecht, Agricola, Tinctoris and Josquin. Eight pieces by Johannes Touront suggest that this composer spent some time in the Czech lands. The Codex also contains a number of secular chansons that the Prague brethren furnished with sacred Latin texts, though it is not clear why they should have felt it necessary to replace the Marian text of the Johannes Aulen motet with the involved rhetoric of Terrigenarum plasmator (14). We are still searching for the author of the remarkable Missa Petite Camusette, based on the famous chanson by Ockeghem. There is no Agnus Dei according to the Utraquist rite, but why the ‘crucifixus’ section has been omitted from the Credo remains a mystery.

I hope that with this collection we can progress beyond merely marvelling at the curious and anachronistic musical feast that is the Codex Specialnik. This poly​phonic song book reflects both a reverence towards the Czech Gothic and an ending of Bohemian isolation, embracing Western renaissance style and writing down the new fruits of the Czechs’ own burgeoning culture.

	The  HILLIARD  ENSEMBLE
	Mnemosyne
	1998
	58:04 46:58
	Jan Garbarek -- soprano and tenor saxophones.

The Hilliard Ensemble:

David James countertenor, Rogers Covey-Crump tenor, John Potter tenor, Gordon Jones baritone.

CD I

Quechua Song       7:12 (Peruvian folksong fragment)

O Lord in Thee is all My Trust    5:09 (Thomas Tallis)

Estonian Lullaby           1:58 (Veljo Tormis)

Remember Me My Dear     6:30 (16th century Scotland)

Gloria       6:03 (Guillaume Dufay)

Fayrfax Africanus   4:05  (St Albans / Great Dunmow) 

Agnus Dei       8:38  (Antoine Brumel)

Novus novus      2:18   (13th century France)

Se je fayz dueil         5:12  (Guillaume le Rouge)

O ignis spiritus     10:53  (Hildegard von Bingen)

CD II

Alleluia nativitatis       5:06  (13th century England)

Delphic Paean         4:46  (Athenaeus [127 BC])

Strophe and Counter-Strophe        5:02  (Jan Garbarek)

Mascarades         5:02   (Basque folksong fragments) 

Loiterando      5:33   (Jan Garbarek)

Estonian Lullaby       2:01 (Veljo Tormis)

Russian Psalm           3:45   (16th century Russia)

Eagle Dance      4:48  (Iroquois & Padleirmiut fragments) 

When Jesus Wept       3:22  (William Billings)

Hymn to the Sun      7:28 Mesomedes (2nd century Greece)

	Paul  HILLIER
	Proensa
	1989
	70:15
	ECM New Series

Paul Hiller [v]; Stephen Stubbs [lute, psaltery]; Andrew Lawrence-King [harp, psaltery]; Erin Headley [vielle].

Notes on Proensa

The songs of the Troubadours are the most evocative and alluring remnants of that culture, which once flourished in the former Roman province that is now southern France -- Provence, Proensa. This recital takes words and music from the crumpled remains of that epoch and fashions them into song, well aware that the music is so deeply sunk in time that no one knows precisely how the songs were uttered. Yet, left alone, away from theories and unencumbered with elaborate musical arrangements, these songs are remarkably self sufficient. Each melody has a firm, distinct charac​ter of its own and enables the poetry to be enchanted into song, without compromising the subtleties of the verse and linguistic color, which is so often the case with more "fixed" settings of words to music. The participation of instruments, by no means essential for any one piece, is here used as an aural counterfoil to the voice, providing interludes between strophes, linking song to song, and sometimes fleshing out the modal shape of a tune to form a back​ground accompaniment.

Paul Hillier

As to the troubadours themselves, the vidas provide us with glimp​ses of the legend:

Guihelm IX (fl. 1071-1127), Count of Poitiers, Duke of Aquitaine.... was one of the most courtly men in the world and one of the greatest deceivers of women, and a goodknight-at-arms and generous with courting; and he knew well how to compose and sing. And he had a son whose wife was the Duchess of Normandy from whom he had a daughter who was the wife of the King of England (Eleanor of Aquitaine).

Guiraut de Borneil (fl. 1165-1210)...was from the Limousin. And he was of low birth, but a lettered man of natural intelligence. And he was a better Troubadour than any who came after or before him. And his life was such that all winter he was in school learn​ing letters and all summer he went from court to court taking with him two singers who sang his songs. He never took a wife and gave all he earned to poor relatives and to the church in his native town, St. Gervais.

Raimon de Miraval (fl. 1185-1213)...was a poor knight of Carcas​sonne, who owned but a quarter of the castle of Miraval; and in that castle were scarcely forty men. But thanks to his fine manner of composing and expressing himself, and his great understanding of love, gallantry, and all the charming deeds and pleasant words which lovers exchange, he was very honoured and esteemed by the Count of Toulouse. And the Count gave him horses and all that he needed.

Learning of a young and noble lady of AIbi, Ermengarda of Castres... he separated from his wife, the poetess Gaudairenca, under the pretext that one poet in the house was enough.

Marcabru (fl. 1128-1150)... was from Gascony, son of a poor woman called Marcabruna. He was one of the first troubadours in memory. He made fine verses and sirvente, and spoke ill of women and love.

[or] Marcabru was abandoned at the door of a rich man, and no one ever knew who he was or where he came from. ... He dwelt much with a troubadour called Cercamon... and was greatly renowned and listened to throughout the world... but the women of Guyenne, of whom he had spoken spitefully, put him to death.

Bernart de Ventadorn (fl. 1145-1180)...was from the Limousin, from the castle of Ventadorn. He was of poor family, the son of a servant who heated the oven to bake the castle's bread. And he grew up to be handsome and intelligent, and learned well how to sing and compose. And the Viscount of Ventadorn took a liking to him and his songs and honoured him greatly. And the Viscount's wife, who was young, noble and gay, took a liking to Bernart and his songs, and fell in love with him and he with her. And their love lasted a long time before the Viscount noticed, hut then he had his wife locked up and guarded and made Bernart depart. And he left and went to the Duchess of Normandy (Eleanor of Aquitaine) who was young and of great merit, and she received him warmly. And they fell in love and he wrote many fine songs about her. When King Henry of England married her and took her to England, Ber​nart remained behind, sad and grieving, and entered the service of Raymond of Toulouse.

Peire Vidal (fl. 1175-1205)... was from Toulouse, the son of a furrier, and he sang better than any man in the world. And he was one of the craziest men who ever lived, for he believed whatever he liked or wanted was true. And he composed with a great facility, and composed the most beautiful melodies and recounted the cra​ziest things in matters of arms and of love and of speaking ill of others. A knight of St. Gilles had his tongue cut for being his wife's lover. When he was cured, he went overseas. He returned with a Greek woman who he married, and who he thought was the niece of the Emperor of Constantinople, and that through her he was the rightful heir to the Empire. And he put all his money into building ships so he could conquer the Empire. And he took a fancy to every woman he saw and begged each one for her love, and they let him do and say what he wanted. So he thought they were all pining for him. And he always rode fine horses and was followed by an imperial retinue. And he thought there was no knight finer in the world or more loved by women.

Guiraut Riquier (fl. 1254-1292) has no vida. He worked in Narbonne and then journeyed to Spain where he settled at the court of Alfonso X. Later he returned to Provence where the last heard from him is in the year 1292. Throughout his work runs the theme of the failure of noble society to appreciate the poet of true courtliness, and in his last poem he acknowledges his position: Mas trop suy vengutz als derriers.

“Music is the crystalization of sound. There is something in the effect of a harmonious voice upon the disposition of its neighbour​hood analogous to the law of crystals; it centralizes itself and sounds like the pub​lished law of things. If the law of the uni​verse were able to be audibly promulgated, no mortal lawgiver would suspect it, for it would be a finer melody than his ears ever attended to. It would be sphere music.”

H. D. Thoreau

	JOCULATORES  UPSALIENSES (UPSALA JESTERS)
	Antik Musik Pa Wik (Early Music at Wik)
	1990
	53:42
	label: Grammofon AB BIS (Sweden)

JOCULATORES  UPSALIENSES  =  UPSALA  JESTERS

Recording: 2 Sennheiser MKH 105 microphones, Revox A-77 tape recorder, 15 i.p.s., Scotch 206 tape, no Dolby.

1. SENFL, Ludwig (ca. 1489-ca. 1543): Mit Lust   2'04 

2. SUSATO, Tielman (from Danserye, Antwerp 1551): Ronde: Il estoit une fillette  1 '32 

3. SENFL, Ludwig (ca. 1489-ca. 1543): Quodlibet: Ach, Elslein    2'20 

4. SUSATO, Tielman (from Danserye, Antwerp 1551): Bergeret sans roch   1'41 

5. SENFL, Ludwig (ca. 1489-ca. 1543): Im Maien  2'00 

6. SUSATO, Tielman (from Danserye, Antwerp 1551): Bergerette   2'14

7. SENFL, Ludwig (ca. 1489-ca. 1543): Es hett ein Biedermann    2'16 

8. PHALESE, Pierre (from Liber primus leviorum Carminum, Antwerp 1572): Pavane sur la bataille 2'16 

9. SENFL, Ludwig (ca.l489-ca.l543): Ich hab' mich redlich g 'halten  1 '08 

10. SENFL, Ludwig (ca. 1489-ca. 1543): Ich weiss nit...  1'43 

11. PHALESE, Pierre (from Liber primus leviorum Carminum, Antwerp 1572): Branle   3'06 

12. HEINTZ, Wolff (ca. l520): Da trunken sie  1'36 

13. SUSATO, Tielman (from Danserye, Antwerp 1551): Pawn: La Dona  1' 51

14. SUSATO, Tielman (from Danserye, Antwerp 1551): Le joli boys     1’47

15. SUSATO, Tielman (from Danserye, Antwerp 1551): Basse danse: Entre dufol    1’17

16. MUSET, Colin (early 13th century): Ballade: Quant je voi     1’51

17. ANONYMOUS (Northern France, ca.1200): Estampie    1’16

18. ANONYMOUS (England, ca. 1300): Rota: Sumer is icumen in    1’33

19. ANONYMOUS (England, 13th century): English Dance    1’58

20. von RUGEN, Wizlav (b. 1325): Loybere risen   1’29

21. ANONYMOUS (Italy, 14th century): Trotto    0’54

22. ANONYMOUS (Germany, 1349): Maria muoter     1’46

23. 23/1. DUNSTABLE, John (ca. l380-1453): O rosa bella    1'48 (3’50)

      23/2. ANONYMOUS (from Glogauer Liederbuch, ca.1470): Quodlibet: O rosa bella 1'59

24. ANONYMOUS (from Gloguaer Liederbuch, ca. 1470): Ich sachz eyns mols   1’42

25. PAUMANN, Konrad (1409-1473): Ellend du hast umbfangen mich   1’54

26. del ENCINA, Juan (1469-1529?): Todos los bienes   1’19

27. ANONYMOUS (from Cancionero musical de palacio, ca. 1500): Dindirin   1’30

28. ANONYMOUS (from Cancionero musical de palacio, ca.1500): Pase el agoa  1’26

This is a recording of medieval and Renaissance music. The first part of the programme consists exclusively of 16th century music, primarily secular songs and dances by Ludwig Senfl, whereas at the end of the disc we find a potpourri of music from the beginning of the 13th to the early 16th century. Many of the pieces are anonymous.

The largest part of the music was apparently played and sung at the court, possibly by the professional musicians of the Middle Ages — the itinerant minstrels and jesters (who were cultural emissaries in general). From the beginning of the 15th century one also encounters the music of the upper-class amateurs and that of the municipally sponsored town pipers.

Before about 1600, both printed and manuscript music only rarely specify instrumentation. It is known, however, that the problem of orchestrating a piece was regarded rather flexibly. The performers simply relied on their own good taste and the available musical resources. There was not even a clear boundary between instrumental and vocal performance, the two often being used interchangably.

A modern attempt at the more or less accurate reproduction of the sound of this music is a stimulating task. We must utilize our knowledge of past philosophy and material resources as well as filling in the gaps in this knowledge with our own fantasy and sensitivity. In this way we can hope to obtain audible results which are both scientifically satisfying and artistically convincing.

The instruments used in this recording are modern reconstructions patterned after old originals. Detailed descriptions are given in a separate alphabetical glossary.

Due to different secondary sources, the language and spelling of the printed song texts is inconsistent.

Short Glossary of Medieval and Renaissance Instruments 

Bells appear in many medieval illustrations of musical groups, especially during the period between 1000-1500. The small cast bronze bells, four to fifteen in number, are usually hung in a horizontal row and struck with metal hammers by one or two players.

Bombard (shawm) (French Bombards) — a straight conical wind instrument with a double-reed, large bell and a strong sound rich in overtones. The smaller forms can be regarded as the predecessors of the modern oboe and cor anglais. Around the year 1600 the pommer family had up to seven members, the largest two of which (bass and contrabass) had lengths of 7 and 10 feet! These instruments were used exclusively out-of-doors or in large halls. 

Cornett (cornetto) can most easily be described as a gently-bent or straight conical wooden trumpet with finger-holes. The curved forms were often covered with black leather unless they were made of solid ivory. The cornett is related to the Scandinavian folk finger-hole cowhorn and wooden trumpet and probably developed from similar instruments during the Middle Ages. The instrument's most important period in concert music was during the 16th and 17th centuries. Crumhorn (krumhorn) is, like the kortholt, a windcap instrument and as such related to the bagpipe. Its sound is pungently nasal and is best suited to chordal music, using perhaps all the four sizes (soprano, alto, tenor, bass — maybe even the contrabass) together. Each instrument has a little over an octave's range and a bent shape (J-shape, German krumm = bent). The crumhorn is known to have existed at least from the end of the 15th century.

Curtal (dulcian), a 16th-17th century predecessor of the bassoon, likewise played with a double-reed. The curtal was also built in several sizes, from soprano to contrabass. The most important was the bass, which was often used to support the bass voice of the vocal choir.

Fiddle (viele) can be regarded as a medieval predecessor of the violin. It has a rather flat soundbox, often without soundpost, and the tuning pegs are fastened in a solid flat board. The number of strings varied between one and five. The bow was highly arched. The instrument's sound is rich in overtones and nasal. 

Flute (cross-flute) was, during the Middle Ages and Renaissance, a simple cylindrical wooden tube with a mouth-hole and six finger-holes. During the 16th century it became a family with first three, and then four members (soprano, alto, tenor and bass). Of these, the soprano is equivalent to our piccolo and the tenor to our standard flute, in terms of size and pitch. 

Gemshorn is a type of medieval recorder made of horn. It is blown at its wide end, into which a wooden block is inserted forming a recorder-type mouthpiece. The instrument, again like the recorder, has a number of finger-holes. Its tone is mild but clear and distinct. The gemshorn was probably first a shepherd's instrument, and is regarded to have flourished during the 15th century.

Hammer dulcimer — a type of zither, the strings of which are struck by small hammers which are held directly in the player's hands. It can, therefore, be regarded as a predecessor of the piano, the hammer mechanism of which is activated by keys. The hammer dulcimer is still encountered as a folk instrument in England and Switzerland, and as the cimbalom in the Balkan countries.

Harp, an extremely old type of instrument, depicted already in the ancient civilisations. How the instrument reached Europe is unclear, but we come across it in pictures as early as the 9th century. At a very early period the harp was used by Scandinavians and Celts as an accompanying instrument for bardic epics, and it later fulfilled a similar function in the music of the troubadours, trouveres and minnesingers. In polyphonic music it became an important instrument in quieter types of ensemble (musica basso). The harp of the 13th and 14th centuries had from one to two dozen strings of gut or metal, which in all probability were tuned diatonically. The instrument was not played with a plectrum like contemporary lutes and psalteries, but with a finger technique, for which, however, long sharp nails were apparently sometimes recommended. 

Hurdy-gurdy is a medieval instrument, related to the Swedish keyed fiddle. On both of these the melody string produces a scale with the help a row of keys, and there is a series of open drone strings. The latter uses a bow, and the former a rosined wooden wheel turned by a crank, to set the strings in motion. The hurdy-gurdy arrived in Europe during the 12th century, possible via Moorish Spain, and appeared at this time in the royal courts. It lost, however, its social prestige and was often regarded as a typical beggar's instrument.

Jew's Harp is a small instrument of simple construction, consisting of a metal frame, in the middle of which a bent steel tongue is fastened and can vibrate when plucked on its free end. This vibrating tongue passes between the arms of the frame and produces a sound which is amplified when the arms of the frame are placed in contact with the upper and lower front teeth and the oral cavity serves as a resonating chamber. By varying the size of this chamber, as when whistling, different tones can be produced. The instrument, in different forms and materials, is encountered all over the world and is believed to have come to Europe from Asia during the Middle Ages. It was carried from country to country by the wandering musicians (minstrels, jesters) for whom it was, next to the human voice, certainly the most portable of instruments.

Kortholt (German kurzes Holz = short piece of wood) — has two parallel bores connecting at the instrument's lower end (U-shape) which gives even the smaller members of this family a surprisingly low pitch. The tone is formed by a double-reed which is located inside a capsule. Its tone is nasal and buzzing, but milder than that of the crumhorn.

Lute — derived from the Arabic al ud (=wood), is one of the many musical instruments which came to Europe during the Middle Ages under the Arabic-Islamic cultural influence. Up to the 15th century the lute had only four double-strings and was played largely monodically with a plectrum. A polyphonic finger technique was developed and its number of strings increased. A typical Renaissance lute had at least eleven strings: five unison or octave pairs and a single chanterelle, the highest melody string. The lute had the same role as a social instrument in the late 16th and 17th centuries that the piano had during the 19th and 20th. Its literature, in both quality and quantity, can also be compared to that of the piano. Lute music was generally notated in tablature (hand position notation) which, by virtue of the instrument's similar tunings, is often directly playable on the guitar.

Portative Organ — a small portable medieval pipe organ (sometimes called "organetto"). It could be played held upon the knee or strapped around the player's back resting on his stomach (for use, for example, in processions). The keyboard is perpendicular to the player's body and was played with the right hand while the left hand operated the bellows. It was usually used monophonically.

Rackett (rankett) — a small, stumpy original wind instrument; one of the more curious of the 16th century's experiments with musical instruments. Several parallel canals are bored through the length of a small wooden cylinder. These are joined alternately at the top and bottom to form a single long sounding pipe. A 1’ high rackett can, therefore, have an 8’ long effective length and produce tones from as low as the 16’ octave! The sound is generated with a double reed, and is full but soft. (The baroque rackett had a conical bore and a stronger, more bassoon-like sound. In Germany it was called "Wurstfagott" — "sausage bassoon".) 

Rauschpfeife — a reed instrument with a windcap. As opposed to the kortholt and crumhorn, it has a conical bore giving it a higher, more strident sound, reminiscent of Western Europe's folk bagpipes.

Rebec, next to the fiddle the most important bowed instrument in the Middle Ages. Unlike the fiddle the bottom of its sound-box has a rounded shape, which is extended into the neck ("half pear-shape"). Around 1500 the rebec was built in three sizes (polnische Geigen). As the dance master's instrument the small rebec was still in use in the baroque era, called kit or pochette ("pocket violin").

Recorder, an instrument with an ancient background. Between the early 16th and 17th centuries its family grew from four members (soprano, alto, tenor, bass) to eight or nine, ranging from the ca. 7’ long contrabass to the ca. 4” exilent (German Gar klein Flotlein).

Regal — a small table organ having only reed-pipes. While one person plays on the keyboard, a second manipulates the two bellows. The tone is very nasal, being reminiscent of that of the krumhorn family. The regal traces back to at least the middle of the 15th century and was a popular instrument for accompaniment during the 16th and 17th centuries.

Trombone (sackbut) with its double slide is regarded as a 15th century invention. The instrument has remained virtually unchanged to this day. During the 16th century the sackbut family grew to as many as five different-sized members. The middle size, the tenor, is most common today.

Viol (viola da gamba) (leg-viol) emerged during the 15th century and rapidly became a beloved instrument at the courts and among the bourgeoisie. In the 16th century the viol appeared in 4-5 sizes, all of which were played in a vertical position on, or between, the legs. The viol usually has six strings tuned like a lute, and a fretted finger-board. The thin strings produce a delicate sound well suited to consort playing.

Virginal or Virginals — a member of the harpsichord family, that is: a stringed instrument with a plucking action and a keyboard. The term virginal is usually reserved for instruments of small compass, oblong in shape, the keyboard on the longer side, and having a single register. It is likely that instruments of this type came into use around 1400 at the earliest and may be regarded as a development and mechanisation of the medieval psaltery plucked with a plectrum by hand.

1. Ludwig Senfl (ca. l489-ca. l543): Mit Lust

"I join this dance with greatest glee,' 

Hoping a wreath will be given to me 

By a maiden pretty and fine 

Whom I would like to take for mine..."

The melody of this Kranzsingelied was used by Luther in the sacred Vom Himmel hoch da komm ich her. In the three verses of Senfl's six-voiced version the cantus firmus appears in the soprano, tenor and bass in each verse respectively, first vocally and then in a purely instrumental da capo with cornetto, trombone and dulcian plus krumhorn and greatbass rackett. Other instruments used are recorders, fidels, lutes, hammer dulcimer and kortholt.

2. From Tielman Susato's Danserye, Antwerp 1551: Ronde: Il estoit une fillette

Il estoit une fillette (There was once a maiden) is dance music based on a chanson of Clement Janequin. The complementary percussion rhythm, improvised in the introduction, brings to mind the tango — something with which the 16th century musician was unconcerned.

3. Ludwig Senfl (ca.l489-ca.l543): Quodlibet: Ach Elslein

A Quodlibet is a combination of two or more songs. The beautiful melancholy Elsie is

skilfully woven together with another popular love song. Day breaks through the forest.

In this performance Elslein is first presented vocally with Es taget played on the

trombone; next, Es taget vocally with Elslein on the recorder; finally, both sung

together. Other instruments used are lute and flute. (Both songs have two

additional verses.)

4. From Tielman Susato's Danserye, Antwerp 1551: Bergeret sans roch

Bergeret sans roch is a basse dance based on a herding song. The melody is first played on a gemshorn followed by a chordal version on the lute. Finally, a mixed ensemble consisting of kortholt, lute, fidel and trombone plays the four-voiced setting from Susato's dance book.

5. Ludwig Senfl (ca. 1489 - 1543): Im Maien

Im Maien is a rather bold spring song which depicts the joys of love in the month of May. The text describes a bit of tomfoolery connected with "sowing of oats", and the melody may come from a considerably older fertility dance. The voices on the tenor part are accompanied by krumhorn, trombone, recorder, fidel and kortholt. 

6. From Tielman Susato's Danserye, Antwerp 1551: Bergerette

Bergeretle (Shepherd's Dance) is another basse danse, with the soprano melody part played on a Rauschpfeife, first strictly as notated and then with an improvised embellishment. The inner voices are played by krumhorns and the bass by a dulcian. The sound brings to mind the bagpipe, the typical shepherd's instrument.

7. Ludwig Senfl (ca. l489 - ca. l543): Es hett ein Biedermann

In this song about the friendly farmer, Hermann, and his loose young wife, both their parts and that of the narrator are sung by a single voice in different registers. The chordal portion is played by a kortholt quartet.

8. From Pierre Phalese's Liber primus leviorum Carminum, Antwerp 1572: Pavane sur la bataille

Many 16th century composers wrote their own version of the "battle" motive which first appears in Claudin Janequin's chanson La Guerre or La Bataille de Marignan. The battle pavane in Phalese's dance book from 1572 is identical with Susato's, printed two decades earlier. It is performed here with the typical town piper instruments cornetto, trombone, bombard and dulcian, reinforced with recorder, hammer dulcimer, lutes and drum.

9. Ludwig Senfl (ca.l489-ca.l543): Ich hab' mich redlich g'halten

Ich hab' mich redlich g'halten anderthalb Stund. Two drinking companions praise each other in canon for having remained sober a full hour-and-a-half. (Presumed meaning of the rather scanty text.) The tenor and bass are effectively offset by fidel, lute and kortholt.

10. Ludwig Senfl (ca. l489 - ca. 1543): Ich weiss nit...

Ich weiss nit... is a difficult to interpret, rather incomplete text which is probably related to a more lengthy story about the rich man, his young wife and her beggar-lover, which was known in Senfl's time. Names of several medicinal herbs appear as a sort of refrain. Senfl wrote both a four-  and five-voice setting of this text. The former is played on recorder, fidel, trombone and dulcian plus two lutes, with the trombone playing the cantus in the tenor voice. In the five-voiced version, which follows without a pause, an additional cantus firmus voice is added in canon to the trombone and is played by a bombard with two voices doubling it at the octave.

11. From Pierre Phalese's Liber primus leviorum Carminum, Antwerp 1572: Branle

Branle was one of the 16th century's most popular dances and had countless variants. Two branles in duple metre. Bransle de Bourgoigne and Bransle de Champaigne, are joined together in ABA form. The B section is played as a "trio" with a smaller ensemble consisting of recorder, lute and dulcian, whereas the A sections are set with fidels, kortholt, krumhorn, lutes, hammer dulcimer and small kettledrums — in the da capo, also recorder and dulcian.

12. Wolff Heintz (ca. 1520): Da trunken sie

Da trunken sie is a sorrowless drinking song, the march-like rhythm of which is accentuated by a tambourine. The cantus firmus in the tenor is played by a trombone, voice, recorder and cornetto, and the other three voices by fidels krumhorn and lutes in differing combinations.

Da trunken sie die Hebe lange Nacht,

bis dass der lichte Morgen anebrach, 

der helle lichte Morgen. 

Sie sungen und sprungen und waren froh 

und lebten ohn alle Sorgen.

13. From Tielman Susato's Danserye, Antwerp 1551: Pavan: La Dona

Like many of the dances published by Susato, this pavane is based on a well-known song of the day. The pavane is performed here with the dark tone colours typical of the period: two sackbuts (alto and tenor), tenor and bass dulcians and percussion.

14. From Tielman Susato's Danserye, Antwerp 1551: Basse danse: Le joli boys

Another dance based on a well-known song. This "concert performance" (a real basse danse should be played several times, varying the sequence each time) uses strings, recorders and percussion.

15. From Tielman Susato's Danserye, Antwerp 1551: Basse danse: Entre du fol

For many years the "signature tune" of Joculatores Upsalienses. The piece begins with a single tambourine, the tune is taken up by a sopranino recorder; fiddles, lute and bass krumhorn join in and the comic procession is in progress...

16. Colin Muset (Northern France, early 13th century): Ballade: Quant je voi

In his Ballade: Quant je voi, the trouvere Colin Muset lets the wandering, hungry and cold minstrel express his desire to avoid the impending winter and be received warmly in a home and provided with the choicest of dishes. The major mode quality of the melody makes it sound surprisingly modern. The voice is supported by hurdy-gurdy.

17. Anonymous (Northern France, ca. 1200): Estampie

Estampie (Dance) is likewise from the France of the trouveres. The melody is similar to that of the well-known Kalenda Maya of the troubadour Raimbault de Vaqueiras and its text has also survived. Here it is performed purely instrumentally with lute, fidel, flute, bombard and drum.

18. Anonymous (England, ca.1300): Rota: Sumer is icumen in

Rota (Latin: wheel) is here a canon with its roots probably in folk song practice.

The text of this famous "summer canon" depicts the joy of the animals and nature

at the onset of summer. The main melody is a four-voice canon supported by two

"pedes" (feet), a two-voiced canonic repetition of a short ostinato motif. Heard

here are four voices, recorder, lute, fidel, bombard and bells.

19. Anonymous (England, 13th century): English Dance

This English Dance has eleven verses in the original manuscript, of which only the first five are played here. The performance with Jew's harp, recorder, booming male voices and foot-stamping is partially inspired by an archaic song-dance tradition of apparent medieval origin which has been preserved on the Faroe Islands.

20. Wizlav von Rugen (b.1325): Loybere risen

Loybere risen of Wizlav III, Duke of Rugen, represents the German minnesang, the counterpart of the work of the French trouvere and troubadour. "Minne" is old German for "love", and these songs describe different types of love. In this case it was apparently "hohe Minne", or the bittersweet admiration of and desire for the unobtainable, beautiful and noble lady, against a background of numerous allegorical references to nature and the changing of the seasons. This "serenata in vano" is sung here to the simple drone accompaniment (tonic and fifth) of a lute.

21. Anonymous (Italy, 14th century): Trotto

This Trotto is the only dance with this designation in a British Museum manuscript collection of 15 monophonic dances (the others are istampite and saltarelli). It can be said to have a "rondo form" (ABACA), to which prominence is given in this recording by different groupings of the instruments: fidel, recorder, bombard, cornetto and drum.

22. Anonymous (Germany, 1349): Maria muoter

Maria muoter is a flagellant song from the plague year, 1349. "Mother Mary, purest maid, have pity on Christendom, your children, who are in such misery!" While the Black Death was ravaging Europe large number of wandering flagellants formed processions and prayed to be spared from the deadly plague. Their simple hymns often used folk melodies. This performance accompanies a falsetto voice with hurdy-gurdy.

23/1. John Dunstable (ca.1380-1453): O rosa bella

Oh beautiful rose, oh my sweet soul, 

Suffer me not to die in vain. 

Oh woe, must I end in agony 

For having served 

And truly loved thee?

O rosa bella — Dunstable's famous chanson setting is here performed by a male voice in its highest register, low recorder and fidel.

O rosa bella, o dolce anima mia, 

Non mi lassar morire in cortesia. 

Ay lasso me dolente devo finire 

Per ben servire el lealmente amare?

23/2. Anonymous (from Glogauer Liederbuch, ca. 1470): Quodlibet: O rosa bella

In this Quodlibet the previous melody, O rosa bella, in the soprano is combined with a tenor containing fragments of 22 different songs (one of the fragments is the beginning of the next piece). The counter-tenor contains the same text fragments, but is here played instrumentally on a dulcian. A recorder and kortholt "colour" both sung lines.

24. Anonymous (from Glogauer Liederbuch, ca. 1470): Ich sachz eyns mols

Ich sachz eyns mols is a tender song about illicit love. When the day breaks the lovers must part. The three voices are played first instrumentally with a fidel and two lutes plus a mute drum, and then with the addition of two voices in the cantus and tenor lines. 

25. Konrad Paumann (1409-1473): Ellend du hast umbfangen mich

Ellend du hast umbfangen mich is the name of a song found in the Lochamer Liederbuch from the 1450s. This and other songs in it are also found in keyboard versions in the blind organist Konrad Paumann's Fundamentum Organisandi from the same time (1452-53). Paumann's setting, with the cantus firmus in the left hand and an ornamented counterpoint in the right hand, is here performed with two instruments: portative organ in the florid descant and a fidel in the cantus. In addition, a lute plays an added composed "countertenor" — an attempt to illustrate the old practice of improvising an extra voice to an existing composition (contrapunto alla mente).

26. Juan del Encina (1469-1529?): Todos los bienes

Todos los bienes is a villancico with the form ABBABBA. The text describes in various ways how everything material exists only a short while before vanishing. That which remains is fame and glory. The voice is accompanied by lute, fidel, recorder, dulcian and percussion. As with the following two pieces it is taken from the Cancioneri musical de palacio from ca. 1500.

27. Anonymous (from Cancionero musical de palacio, ca. 1500): Dindirin

Dindirin is the refrain in this tragi-comic love song in villancico form. Its simple homophonic style gives the music a folk-like character. This applies also to the text, which tells of a girl who goes out to a meadow to send a message to her lover with a nightingale, telling him that she is already married to another. The music is first played instrumentally with a krumhorn quartet, fidels, lutes and a hammer dulcimer. Voices are then addes for the two sung verses. 

28. Anonymous (from Cancionero musical de palacio, ca.1500): Pase el agoa

Pase el agoa — "Come over to me, my Julieta" (more likely, "Take the plunge"!) cries the love-sick youth in this song text. He is on one side of a river and his dearest is on the other. The song's homophonic style with its hemiolae invites a rhythmic and lively performance. It is performed here in three versions: first instrumentally with cornetto, bombard, trombone, dulcian, hammer dulcimer and percussion; then with a vocal quartet, fidels, lutes, dulcian and percussion; and lastly as a colourful pastiche with all the previously used instruments plus a miniature recorder and voices in the upper parts.
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Ballate monodiques de l’Ars Nova Florentine.

Певица в сопровождении старинного булькающего органчика.
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An Account of late-twelfth-century polyphony was first written down a hundred years after the event by a monk who may have come from Bury St Edmunds; history has not entrusted us with his name and he is usually referred to by the title he received when his treatise was first published in the nineteenth century - Anonymous IV. Anonymous as he was, he tells us about two of the most important composers of the fifty years either side of 1200, the magistri Leoninus and Perotinus. Leoninus, we are told, wrote a cycle of two-part settings of the most important chants in the liturgical year - Christmas, Easter, Assumption and other feasts; this cycle was called the Magnus liber organi ('The great book of organum'). Perotinus and his contemporaries played an important role in the careful recasting and elaboration of this repertory. According to the monk from Bury St Edmunds, Perotinus either shortened or edited (interpretations vary) Leoninus' great book of organum; long sections of almost improvisatory scope were rewritten according to the tighter principles of discant composition that Perotinus himself may have contributed to codifying. Both Leoninus and Perotinus worked at the Cathedral Church of Notre Dame de Paris; while little is conclusively known about the biography of Perotinus, recent fashion has inclined to identify Leoninus with Leo, a canon of Notre Dame in later life and, incidentally, an author of neo-Ovidian homoerotic poetry.

Organa of the type that make up Leoninus' Magnus liber organi are polyphonic settings of plainsong. The original chants employ two musical styles: the solo sections are elaborately melismatic and contrast with the simpler, more syllabic, sections sung by the schola. It is the melismatic solo sections of the chant that are set polyphonically. The result is that a performance of organum involves polyphony and plainsong. Viderunt omnes and Priusquam te formarem are both Graduals and have the overall structure Respond-Verse-Respond. Within each of these main sections are settings of both solo and choral chants; the Respond consists of polyphony followed by the remainder of the chant, and the same pattern is followed in the Verse, and of course in the return of the Respond. Usually, the second Respond is simply a repeat of the first one, as in the case of Priusquam te formarem. However, in the case of Viderunt, the second Respond is not only composed anew but a third setting is also preserved, as is a second setting of the Verse. On major feasts, when the Gradual was followed by an Alleluya, the repeat of the Respond was usually omitted. In Paris around 1200, however, the practice was different.

Leoninus' organa dupla of the Magnus liber organi took the plainsong and did one of two things with it: for the more syllabic sections of the chant that he set, he laid out the lowest part (the tenor) in long notes and wrote highly elaborate, rhapsodic lines above it (the duplum), this style of music was called organum per se (medieval terms vary, and theorists took a pedantic pleasure in pointing out the complexities of usage for a term -- organum -- that could mean a complete piece or a generic style or, as here, a subsection). Alternatively, he took the long melismas of the chant and organized them into repeating rhythmic cells and wrote a correspondingly tight rhythmic duplum above it. The rhythmic organization of this procedure gave rise to what are called the rhythmic modes (this style was called discantus). Both types of music exist within the same composition; the sections based on highly melismatic chants that use the rhythmic modes are called clausulae when they are given discrete, self-contained forms. The resulting structure of alternations of plainsong, organum per se and discantus can be illustrated by a transcription of the text of Alleluya.  Non vos relinquam.
Alleluya. Alleluya. V Non vos relinquam orphanos: vado, et venio ad vos, et gaudebit cor vestrum. Alleluya.
In this transcription, those parts of the text that are left in plainsong are given in roman type, those in organum per se in italics and passages in discantus are given in underscored italics. The use of a full-blown clausula in the Alleluya section of the piece is a rarity; the only other clausula in the composition sets the plainsong melisma on the words 'et gaudebit'. All the remaining sections in discantus (settings of the plainsong on the words 'relin[quam]', 'orphanos va[do], et ven[io]') are just that: brief digressions into fully measured note-against-note music in the context of the prevailing organum per se, in which the composer has not attempted to create any sense of structural order to the music in the same way that he does in the clausulae.
With the exception of including a clausula in its opening section, Alleluya. V Non vos relinquam is fairly typical of all Alleluyas in the Magnus liber organi. Graduals behave slightly differently. The outline of the Gradual Viderunt omnes may be compared with the Alleluya. V Non vos relinquam just discussed:

R Viderunt omnes fines terre salutare Dei nostri: iubilate Deo omnis terra.

V Notum  fecit Dominus salutare suum: ante conspectum gentium revelavit iusticiam suam.

R Viderunt omnes fines terre salutare Dei nostri: iubilate Deo omnis terra.

Perhaps the most striking thing about this piece, and Graduals in general, is that most of the first section (the Respond) is left in plainsong. There is only one true clausula in the composition and that is on the word 'Do[minus]' in the Verse. The other sections in discant are short and do not establish the same sorts of phrase structures and patterns.

This recording includes compositions for the main leasts from the first part of the liturgical year. Although the year starts at the beginning of Advent, the first major feast is Christmas; Viderunt omnes and Alleluya. V Dies sanctificatus would have been the musical centrepieces of the third Mass on Christmas Day in the last quarter of the twelfth century. The liturgy of Notre Dame was exceptionally generous to Easter, and several Alleluyas that are unique to Paris were set by Leoninus; Red Byrd sing the best known of these, Alleluya. V Pascha nostrum (the Alleluya for Easter Day). They also perform the two Alleluyas that survive for Pentecost (Spiritus Sanctus and Paraclitus Spiritus Sanctus) the second of the two Alleluyas for Ascension (Non vos relinquam), the only music for the Feast of the Holy Cross (3 May), and all the music for the Feast of St John the Baptist (24 June). The rest of the liturgical year represented by the Magnus liber organi includes a long series of works for the Assumption of the Blessed Virgin Mary and the Common of Saints, Martyrs, Bishops and Virgins.

Performing the duplum lines in organum per se is a skill that is difficult to regain at the end of the twentieth century. The music notated in the original manuscripts gives a mixture of information: some idea of what the composer's overall structure might have been, and an idea of at least one (and probably more than one) performer's view of the music. And it has to be remembered that a 'performer's view' of this music would almost certainly have entailed changes to pitch and rhythm, and a sense of what a thirteenth-century editor would have done in trying to copy down and render consistent a wide range of material. So these sections which, in their floridity, resemble late- eighteenth- and early-nineteenth-century coloratura vocal lines, differ in that they are not just blueprints to be ornamented; they are blueprints that have already been partially ornamented, and the singer of the duplum part treads a very careful path between the slavish duplication of a medieval performer's view of the work and the complete recreation of Leoninus' music.

It used to be thought that the sustained notes in organum duplum were to be held relentlessly: a challenge to breath control and the sanity of the singer taking the part. Re-readings of thirteenth-century theory suggest that the tenor is responsible for contributing with great subtlety to the texture of the work by breaking the sound, at the same time as one or more of the upper voices, and this is the procedure that is employed here.

The editions of the music used in this recording are taken from the manuscripts Florence, Biblioteca Medicea-Laurenziana, Pluteus 29.1 (polyphony) and Paris, Bibliotheque Nationale de France, fonds latin 1112 (plainsong). The music will appear in volume 3 of Le  Magnus liber organi de Notre-Dame de Paris, 7 vols (Monaco Editions de l'Oiseau-Lyre, 1997).

	L’ ORIENT IMAGINAIRE
	Labyrinth (Medieval & Bulgarian Music)
	1996
	54:40
	label: Teldec

Vladimir IVANOFF -- см. тж. выше его проекты SARBAND;  VOX;  YEHUDI (--в разделе ‘Asia’);

Vladimir Ivanoff [portative organ, bendir (Bulg. frame drum), davul (Bulg. bass drum), bells, gadulka (Bulg. fiddle), Project supervisor]; Atanas Valtchev [gadulka (Bulg. fiddle)]; Dantcho Radoulov [kaval (Bulg. flute)]; Fabio Accurso [citole (medieval cittern), ud (Arab. lute), guitarra morisca (longnecked lute), traverso flute, recorder, perc]; Marika Falk [dombak (goblet drum), bendir, davul]; Paolo Guiseppe Cecere [fiddle, organistrum (hurdy gurdy), trompette des menestrels (straight trumpet)]; Ludmil Sotirov [gayda (Bulg. bagpipe)]; Paul Clarvis [davul, daire (frame drum), bendir]; Alison Gangler [zurna (shawm)]; Ben Davis [fiddle]; Kema Mustafa [gayda]; Belinda Sykes [bagpipe]; + L’Orient Imaginaire (singers).

A CENTURIES-OLD MAZE

The words of the song Tih vyatar veie (#15) describe an essential characteristic of the Bulgarian nation: the idea of waiting for something to happen. The Bulgarians waited many hundreds of years for the time when they could feel at home in their own country, a period of waiting which witnessed the Age of the Great Migrations, the arrival of missionaries from Byzantium, Turkish foreign hegemony and the Stalinist years of Communist rule.

This feature also characterises Bulgarian music. Various nations have passed through Bulgaria in the course of the centuries and left their traces. For the Thracians, Slavs, Romans, Illyrians and Hellenes, for the Bulgars, Byzantines, Crusaders and Ottoman Turks, Bulgaria became an interface between East and West. The Bulgarians attempted instinctively to evade the influence of these foreign cultures and to preserve their own cultural identity. This attitude is characteristic of every nation that lives largely from agriculture and has meant that an extensive and varied musical repertory has survived virtually intact over the centuries, while music in other European countries has undergone a process of constant change. None the less, it is abundantly clear from the surviving evidence that the Bulgarians were not entirely successful in biding their time and cutting themselves off completely from foreign influence in the form of Crusaders, itinerant merchants and the occupying Turkish armies.

Elements of traditional Bulgarian music have long been used by ensembles specialising in early music in their attempts to revive Europe's lost musical traditions. We are turning the tables, with Bulgarian musicians usurping medieval music from the whole of Europe. The famous "salterello" from a manuscript in the British Library in London, for example, becomes a Londonsko khoro (#11) with insanely convoluted metres, while Bulgarian harvest songs are sung to the tune of laments from the Las Huelgas Manuscript (#14). Contradictions, affinities, dependences? It is a centuries-old maze that has become a forest of parchment and paper, a labyrinth of dead and living cultures. Have we lost the thread?

	L’ ORIENT IMAGINAIRE
	Alla Turca
	1999
	77:07
	label: Teldec Classics (A Warner Music Group)

www.teldec.com 

Vladimir IVANOFF – см. тж. выше его проекты SARBAND; VOX.

Discover the fascinating world of the ancient Orient with L'Orient Imaginaire. European and Oriental musicians engaged in fruitful cultural exchanges in the 17th and 18th centuries. We invite you to enter a beguiling world of strange and familiar sounds, where singers from East and West are accompanied by both traditional Turkish and European Baroque instruments.

 The first traces of European interest in Turkish music go back to the 16th century. In the 17th and 18th centunes Turkish music became very popular, especially through the use of turqueries in a number of operas. Our recording focuses primarily on the manuscript collections of Dimitrie Cantemir (1673-1723) and Wojciech Bobovsky (1610-75). Cantemir, a Rumanian prince, spent some time at the Ottoman court as a hostage and became arguably the most important Ottoman music theorist and composer. He developed a special system of notation, which he used for his extensive anthology of Ottoman compositions. Bobovsky, a Polish church musician, was sold as a stave to the Ottoman court and, under the name Ali Ufki, was active there for over 18 years as a musician and composer. He left three collections (Mecmua-1 Saz u Soz, Mecmua and Mezamir) containing many works which he had either transcribed or composed himself. Our program also contains selected transcriptions of "Oriental" music by European arrangers. The different way of perceiving an alien musical world often led to pieces of an involuntarily amusing nature which, however, underscore the European hunger for exotic music at the time. Mozart’s famous “alla turca” motif combines the colorful juxtaposition of exotic sounds into a rondo of familiar and unfamiliar elements: Western compositions in the “Turkish style” are set against Turkish works in a Western style. While Turkish musicians play “alla turca” works with their traditional instruments, European musicians interpret Turkish works with their Baroque instruments. Particularly stimulating is this exchange among the singers who introduce one another to their completely different languages and vocal techniques.

Vladimir Ivanoff

Vladimir Ivanoff -- bendir (frame drum) [6,11,12]; daire [2,3,9].

Mustafa Dogan Dikmen -- voice* [4,5,10,11,14,18]; ney (flute) [13,16]; kudum (small kettledrums) [9,16]; daire (frame drum with metal discs) [6]; chorus [8].

Ihsan Ozer – kanun (board zither) [1,2, 4-8,12-17]; Zil / Halile (turkish cymbal) [9,10]; choir [8,10].

Ahmed Kadri Rizeli – kemence Rumi (fiddle) [1,2,4-6,8,12-17]; bendir [9,10]; chorus [8,10].

SilkeStrauf -- violoncello [1,3,6,8,12,15].

Belinda Sykes -- oboe [1,6,12]; voice [3,4,8,13-15,18]; shawm [2,9,11].

Axel Weidenfeld -- lute [11,14,18]; chitarrone [4,6,8]; baroque guitar [13,12,15].

Mehmet Cemal Yesilcay -- ud (arab. lute) [1,2,4-6,8,12-16]; bendir [1,9,10]; chorus [8.10].

Guests:

Mustafa Evliya Celebi -- bendir [15]; daire [16]; Zil / Halile[16].

Lucy Stanhope, Ella Sykes, Eliza Fay -- shawm [9,11].

MAKAM: key-like mode, type of melody. The names of many makamlar point to their geogra​phical or ethnic origin, or to their intended emotional effect. Some makamlar are identified by the composers who devised them.
USUL: basic metrical pattern. The shortest is the semai, which consists of three beats of the same length. Many usul arise through the combination and/or variation of the funda​mental meters.

ILAHI: means “obedient to God” and imparts basic religious beliefs from the Koran by means of catchy melodies, strophic forms and dance-like rhythms. It is also a collective name for the hymns of the various dervish orders.

PESREV: means the "prece​ding" or "overture" and is an instrumental genre with a fixed cyclical form of three or more sections. The pesrev is a purely Turkish genre.

1       Rondo alla Turca(1)                                    2’18’’

after Wolfgang Amadeus Mozart: Piano Sonata in A major, K.331, 3rd movement.

Mozart was perhaps stimulated to write his famous Turkish March after hearing a shawm-and-drum ensemble. The rolling sixteenth notes resemble ornamental fig​ures played by the shawm, just as the octave chords echo the sharp sound of the reed instruments. In the left hand, one finds the typical alternation of stick and brush attack on the drum.

2        Elci Pesrev                                                 3’31’’

The Ambassador's Pesrev. (Makam: Irak / Usul: Duyek) transcribed by Dimitrie Cantemir.

The Ambassador's Pesrev is one of the few surviving examples of the ancient Ottoman military and state music of the Janissaries. Since it was no doubt often performed at the Ottoman embassies in Europe from the 17th century onward, it played a major rote in stimulating European interest in "alla turca" works.

3      “Izanum”                                                   1’ 11’’

from: Three Turkish Songs transcribed by Giovanni Battista Dona:  Della letteratura de' Turchi, Osservazioni [...], Venice 1688.

Dona, a Venetian emissary to the Ottoman court, was fascinated above all by Ottoman poetry, from his writings, however, it clearly emerges that he did not sim​ply content himself with reading and transcribing other authors but also had Turkish musicians play their repertoire to him at every opportunity, after which he would enquire about the pieces. In Dona's transcription, the song texts become a hodgepodge of incomprehensible Turkish and Venetian Italian.

4       Chanson Turque                                         3’43’’

transcribed by Charles Blainville: Histoire generale, critique et philologique de la musique, Paris 1767.

In his Histoire generale, Charles Blainville also provided the transcription of a love song that had been performed to him by Omaca, a Greek Turk.

5       Acem Ilahi                                          6’11’’

(Makam: Acem / Usul: ?) transcribed by Wojciech Bobovsky / Ali Ufki: Mecmua-i Saz u Soz

Bobovsky's Muslim sacred songs (ilahi) are among the most gripping works of the Islamic musical world.

6       Concerto turco nominato izia semaisi • Hicaz Son Yuruk Semai                               7'41"

transcribed by Giovanni Battista Toderini: Letteratura Turchesca, Venice 1787.

Toderini's Letteratura Turchesca contains a Concerto turco which was first pub​lished by the Marquis de Ferriol (Explication de cent Estampes, Paris, 1715). Toderini showed that Ferriol's transcription of a "dervish" piece was filled with errors by having a native Turk perform it for a Turkish audience, who could no longer recognize it. The Turkish original, which follows the Concerto turco in this recording, makes it dear to what extent the Marquis “misheard” the music.

7         Rondo alla Turca (2)                                       1’05’’

8         "Busis derdim"                                      4'46"

from: Three Turkish Songs transcribed by Giovanni Battista Dona: Della letteratura de' Turchi, Osservazioni [...]. Venice 1688.

9        Rondo alla Turca (3)                                       1'05"

10      Huseyni Ilahi ("Allah huh")                           7'24"

(Makam: Huseyni / Usul: Duyek) transcribed by Wojciech Bobovsky / Ali Ufki: Mecmua-i Saz u Soz.

This Ilahi is in the makam Huseyni, a mode similar to the Dorian. The name of this makam refers to the holy man Huseyni ibn [son of] Ali (son-in-law of the Prophet Mohammed).

11      Allahoy                                               3’12’’

by Heinrich Isaac

Heinrich Isaac's unusual piece is based on a stereotypical motif used virtually as an ostinato: the meditation formula "La ilaha ill'llah / There is no God except Allah", which has its origins in the music of the Turkish dervishes. The constant repetition of the formula plunges the participants in the "divine memorials" of the Sufi brotherhoods into a near-ecstatic state. Isaac had many opportunities to come into contact with Turkish music; one of which being was the large Ottoman delegation at the court of Emperor Maximilian in Innsbruck in 1497.

12      Perdeh                                                  1'30"

transcribed by Jean Chardin: Journal du voyage du Cheval [...] en Perse & aux Indes Orientales [...] , Amsterdam 1686.

This Persian melody was recorded by the jeweler Jean Chardin, who traveled to Persia (1665-69) to deliver jewels to the court. The Perdeh [step] is a genre that resembles the pesrev. Chardin's attempt to transcribe it provides us with the sole example of ancient Persian music. It has been reproduced in many European music publications since the 17th century.

13     “Der Deste”                                         4’56”

"Der Deste" is the reconstruction of the original version of Track 12.

14      Psalm 6                                                 4'10"

Psaume 6 (Makam: Buselik / Usul: ?) transcribed by Wojciech Bobovsky / Ali Ufki: Mezamir.

In his small manuscript Psalm collection, Bobovsky borrowed the original melodies of the Huguenotic psalter (Clement Marot and Theodore de Beze: Les Psaumes en vers francais avec leaurs melodies, Geneva, 1562), but classified them according to the makam system and translated the texts into Ottoman Turkish.

15      "Hasta ghiringium"                                   3'03"

from: Three Turkish Songs transcribed by Giovanni Battista Dona: Della letteratura de' Turchi, Osservazioni [...], Venice 1688.

16      Huseyni Pesrev                                         6'31"

by Sah Murad (Makam: Huseyni / Usul: Nim Sakil / Cenber / Fahte / Berefsan / Semai) transcribed by Dimitrie Cantemir.

The Huseyni Pesrev most likely stems from Sultan Murad III (1574-95) and bears the subtitle: "Degisme" [change]. This apparently refers to the five different meters which articulate the piece.

17      Rondo alla Turca (4)                                 1'08"

18      Psalm 2                                                     13’29”

Psaume 2 (Makam: Cargah / Usul: ?) transcribed by Wojciech Bobovsky / Ali Ufki: Mezamir / Mecmua.

In this recording, the Psalm verses are linked together by two Psalm arrangements for lute by Nicolas Vallet and by a lengthy vocal improvisation on the Psalm text. The close is formed of an English Psalm paraphrase which Bobovsky transcribed in his Mecmua collection.

	MALA  PUNICA
	Missa Cantilena (Liturgical parody in Italy, 1380-1410)
	1997
	60:25
	label: Erato

Mala Punica: Pedro Memelsdorff [recorder, director]; Valentina Visconti [harp]; Svetlana Fomina [fiddle]; Kees Boeke [fiddle, psaltery]; Christophe Deslignes [organetto, organ]; Alberto Macchini [bells]. + Vocalists.

MISSA CANTILENA (Pedro Memelsdorff)

A delicate polychromatic miniature opens the third volume of the Modena music manuscript Mod A. It shows a monk kneeling, or perhaps an itinerant monk, holding up lilies -- a symbol of purity but also the emblem of France -- while turned respectfully toward the words of the vocal text; et in terra pax. This, might perhaps be an allusion to the much-desired pax in terra between the Italian and French popes, a reference to the schisms bemoaned by so many wandering clerics and so many emigre musicians at the end of the fourteenth century.

Among emigres, as well as the Fleming Egardus, the composer or the piece illuminated by this miniature, there were also Italian musicians, such os Zaccara da Teramo and Matteo da Perugia, who composed the other two pieces of sacred polyphony contained in the volume, which follow immediately and are copied by the same hand. The three composers, and the three styles, seem to indicate the preferences of the man who in all probability commissioned the codex, the Archbishop of Pavia and Novara, the Cardinal and future antipope Pietro Filargo. The result is a synthesis of new, though moderated, Flemish influences, the retention of Mediterranean rhetorical clarity, as well as the use of the French subtilitas, a particular speciality of the greal Matteo, a dependent of Filargo. This synthesis of styles reflects what was happening in Lombard architecture: celebrations and polemics surrounded the foundation in 1386 of the legendary fabbrica, the construction committee of Milan Cathedral, a joint Italian, French and German venture, and on 27 August 1396 Gian Galeazzo Visconti had, in the presence of Filargo himself, laid the foundation stone of the grandiose Certosa di Pavia. These were two of the most ambitious Gothic buildings in early Humanist Italy and both would ring with the sounds of new, sumptuous forms of sacred polyphony, the very style found in the Modena manuscripts. 

Matteo da Perugia was biscantor first at Milan and later at Pavia, and most probably had to accompany his protector to Pisa for the Council of 1409, and to Bologna, the new papal seat, the following year. It was at this time, and possibly also in this location, that Matteo came into direct contact with the liturgical music of his great contemporary Zaccara, who hadalready established a reputation in Rome, and was soon to enjoy fame on a European level. Zaccara and Matteo were the two most important, and prolific, Italian composers of sacred polyphony of their generation. It is no surprise, therefore, to find them reworking melodic material from each other's equally celebrated secular compositions, their Canlilene.
Missa Cantilena is the result of our exploration of the way secular music infiltrated sacred in Italy at the end of the fourteenth century, in particular in the work of Matteo and Zaccara. In extrapolating whole ballatas, madrigals and rondelli, or infinite melodic fragments, for re-elaboration in a new liturgical context, they were not simply following that typically medieval inclination to economical re-usage of musical material, but in fact creating genuine allegories. The texts of the original songs became the meta-texts of Matteo's and Zaccara's masses: the sublimated love and the women apostrophised in their ballatas, Cialamella, Rosa or Lucia, with their delicate symbolic and poetic implications, fill the various Credos and Glorias, inhabiting them invisibly with nostalgia, bitterness and sometimes irony and curiosity. They slip into the lilurgy like courtly portraits in religious images, or like the bucolic scenes which fourteenth-century artists elevated into ideal ones with a clever, subtle addition of specific attributes. In this sense, Matteo's Gloria "En attendant" is no different from a fourteenth-century Annunciation or an early Humanist Sacra Conversazione.

We have chosen here to contrast the most complex compositions of Matteo with examples typical of Zaccara's simplicity: three Glorias and two Credos are arranged in alternation, and an Agnus Dei by Matteo closes the Sanctus section, one of which, of Abruzzese origin, is probably linked to Zaccara. Matteo's work includes elements borrowed from the Gregorian liturgy, but also from Ambrosian chant, that is, music for use exclusively in Milan. Evidence of this is the characteristic scansion of the text to which Matteo holds scrupulously, as well as some typical melodic constructions derived from the giubili and Alleluias of St Ambrose. In the "Rosetta" Gloria, for example, the monumental, ecstatic melismatic solos, set against an otherwise calm choral movement, are unmistakably Milanese. And the predominant tone in "En attendant" is that of a lament, the Miserere, accompanied by the archaic (Ambrosian, in fact) caesura before the words "qui sedes". Both pieces demonstrate micro-intervallic subtleties -- specified in the original notation -- refined, archaic chromatic means which Matteo was probably the last to cultivate.

Zoccara is no less astonishing in the glacial clarity of his Gloria Fior genlte: the colfeclive declamation, the dialogue between the parts and the dramatic nature of the soloislic episodes make it one of the most extreme examples of medieval rhetoric. Zaccara was a fine glossarist of sacred texts, and so shows an encyclopaedic knowledge of contemporary styles: French subtilitas, the stile nuovo ballatas of the Lucca and Squarcialupi codices, the liturgy and the misse cantilene, as the sacred travestimenti of ballatas and madrigals were known.

Elaboration and linearity are once again opposed in the two Credos. Matteo adds to the quasi-recitative declamation of the cantus sporadic comments from two other parts (tenor and contratenor), two offscreen commentators who enlighten the listener, shifting the emphasis, explaining, illustrating, sometimes criticising the literal sense of various passages in the text. This is crowned by one of the most extensive and complex Amens in the whole of Matteo's output, and in tne period as a whole.

Zoccara takes over the Credo I of the Gregorian Kyriale intact, splitting it in two, antiphonally, and giving it (and herein lies the novelty) a tight, almost minimalist polyphonic web of instrumental accompaniment. The result is a sort of litany, of gradual meditative hypnosis, in which the instrumental parts literally submerge the voices.

After the secreta, taken from a ballata by Zaccara, we turn to three fragments from different manuscripts: Turin-T-III. 2, Vatican-Urbin. 1419 and Chieti-Gua I, or rather, to three examples of the Sanctus to be found there.

The first Sanctus belongs to the tradition at S Giustina in Padua, and thus recalls the work of Johannes Ciconia, who served beside Zaccara in Rome. The third, possibly connected with the same patron Zaccara worked for in his early years, could be of Abruzzese origin. The Vatican Sanctus thus stands out, composed on the music of another cantilena, a classic fourteenth-century madrigal, with the Benedictus in the place of the tornello, and a coda added on. This exemplifies the flexibility with which absolutely all secular forms were adapted to sacred use. If this is true (or this Sanctus-madrigal, it is equally true for the Kyrie-rondello, which transfers the model of the Kyrie "elei-rondello-son" of Urbin. 1419 to a surviving example of an untitled subtilior rondeau: the cantilena on folio 16v of the Florentine codex Pan 26 which opens our programme.

In contrast, we close with Matteo's motet Ave sancta/Agnus Dei and the anonymous choreographic songs of a Benedicamus Domino taken from the Oxford manuscript. Compared with the sequential simplicity of those songs, Matteo's Agnus displays faultless isorhythmic complexity, and, perhaps, the desire to blend various traditions in a single piece. Might this not explain why the Gregorian Agnus Dei chosen by Matteo is one which, in mirror inversion, generates the same melodic matrix as one of the most famous examples of the Ambrosian transitorium, the Te laudamus Domine at the close of mass? But would that be the close of a Gregorian or Ambrosian mass?

Missa Cantilena thus throws light on the delicate relationship between sacred music and secular song in the work of some of the most important composers in late fourteenth-century Italy. However what it does above all is to celebrate its originality. Neither the influence of liturgical cycles of the French Ars Nova, nor the masses of schismatic Avignon can explain entirely the style and unmistakable idiom of contemporary sacred polyphony in Italy. This was a largely autonomous tradition, derived from indigenous song-forms and from long-established schools of ecclesiastical chant. In evoking it, Mala Punica is opening a door on to a fascinating, boundless lost continent in the sea of European Ars Nova.

MALA PUNICA

   Mala Punica -- pomegranates -- stand for forbidden fruit, symbols of fertility and at the same time the fruits of discord: undiscovered, fascinating music considered unsuitable for today's audiences up until now, the Ars Subtilior and the end of the fourteenth century in the hands of a group which is determined entirely to rehabilitate this music with innovative and at times provocative interpretations. It is due in large part to Mala Punica that composers such as Matteo da Perugia, Zaccara da Teramo and Antonello or Filippo da Caserta are now familiar to audiences whose knowledge of the Ars Nova was until recently limited to Landini or Machaut. Mala Punica made its debut with a trilogy of subtilior French and Italian secular songs, and is now involved in the most monumental of late fourteenth-century genres, the liturgy.

The ensemble adopts its forces to the demands of the various genres: voices and instruments cover the entire fourteenth-century range, and reflect the richness of the original sounds. The ensemble can vary from 6-8 performers to the full formation of 12 voices and 8 instruments, including organs, bells, flutes, fiddles, harp and lutes.

The vocal style is based on some of the most refined techniques: micro-intervals, imperceptible glissandos or changes in diction, microdynamics or alliteration, all intended to maximise the rhetorical and emotional power of the texts. Instrumental practice shows a historical awareness forms of diminution and biscanto improvvisato, aspects which give Mala Punica its characteristic richness of sound.

PEDRO MEMELSDORFF

The flautist, conductor and Ars Nova researcher, Pedro Memelsdorff was born in Buenos Aires in 1959 and has been living in Europe since 1977. He graduated from the Basle Schola Cantorum and the Sweelinck Conservatorium in Amsterdam. In 1980 he began his long collaboration with Jordi Savall's group Hesperian XX and in 1982 formed a duo with the harpsichordist Andreas Staier. He founded the ensemble Mala Punica in 1987, focusing his attention particularly on the music of fourteenth-century Italy and the Ars Subtilior, opening the way for an innovative reappraisal of music which has been almost wholly neglected. Memelsdorff has appeared in concert in most European countries, in Israel and in South America with Hesperian XX, Staier, and in particular with his group Mala Punica. He has made a large number of recordings, many of which hove been awarded European critics' prizes.

As a researcher, Memelsdorff writes for the Rome musicological journal Recercare and for the University of Pavia's publications on the Ars Nova. He teaches at the Civica Scuola in Milan and gives regular seminars on Ars Nova and chamber music in various conservatories in Europe: Leuven, Maastricht, Tilburg, Bremen, Copenhagen, as well as in the music faculties of various universities and research institutes (Buenos Aires, Oslo, Royaumont, etc.).

In August 1996 Mala Punica and Memelsdorff, in his capacity as its director, signed an exclusive contract with Erato Disques.

	NOVUM  GAUDIUM  &  Nusrat Fateh Ali KHAN
	Oriente / Occidente (Gregorian Chant and Qawwali music)
	1994
	66:08
	label: Materiali Sonori, 1997.

Nusrat Fateh Ali Khan [v]; Rochat Ali Khan [v]; Farrukh Fateh Ali Khan [harmonium, v]; Dildar Khan [tablas]; Mohammad Naqibi Shamasuddin [v]; Coro Novum Gaudium (vocal ensemble); instrumental ensemble: Pier Luigi Abbate [ghironda, salterio]; Sergio Lella [sordone]; Gianni De Gennaro [viella].

1. Dio Incontra L’Uomo                                 33:35

2. Oriente / Occidente (with Ali Khan)          32:33

Proof of an extraordinary concert held in the cathedral of Bari for Time Zones Festival in the edition dedicated to the VIIIth centenary of the birth of Frederick II of Swabia, a great authority on the arts, both of the Western world and the Eastern one, and in his own way one who caused different cultures to mingle. Gregorian chant and Qawwali music were face to face (and in ‘dialogue’ with each other). Apparently distant modes of expression, but with the same popular roots. Excerpts from the gospel according to St. Luke and St. Matthew, two lieder by Hildegard Von Bingen, a long chant which interweaves Nusrat’s incredible voice with the soloists of the Novum Gaudium, a concluding melody of the Pakistan tradition. A chance for men and women to come closer through song and their communication with God. A prayer for unity among people.

[...] This is no question about the influence Greek culture and its coeval musical tradition has been on Arab peoples. This can be deducted from the tetrachordal structure of the series of sounds. As also in the presence of the heptachord common to Gregorian chant and to some of the melodies also appearing on this record. One scale predominates and it is the doric one (E F G A/A Bb C D), with the two tetrachords united. In the chant the up and down principle prevails. In conclusion the temperament is a uniform one, but no rigid, not enclosed in a rigid system. The oriental chant is full of the embellishments, which do not consist in thrills and mordents, but are a true pulsation and breathing of the melody, giving to each note its warmth, its nuance and its meaning. Melody models are established by those traditional formulae that form the central nucleus of every composition, a sort of Indian Maqam or Raga: melodies with a well-defined arrangement of sounds, where the first note which characterizes one Maqam from another is important, and precisely with Ethos: capable of arousing different feelings. [...]

	Carl ORFF

(1895 - 1982)
	Carmina Burana
	1999
	62:41
	label: Deutsche Grammophon.  4D recording. http://www.dgclassics.com   

Chor und Orchester der Deutschen Oper Berlin, Knabenchor Berlin, Christian Thielemann.

From the very first bars of Orff's Carmina burana we feel to be entering a completely differ​ent world. It is as though this music strikes a chord in us that we long ago suppressed: with magical power, these extraordinary sounds seem to be speaking to us on the most basic level, as the elemental force of the thunderous opening chords force us to lend an ear. The implacably pounding rhythm will not leave us alone, but hammers away with primal force. Harmonies of primitive directness bypass our intellect and reason and find their way straight to our heart. And the mythic appeals of the opening chorus take hold of us at once, tempting us to add our voices to a hymn that seems to well up from another, prehistoric age: "O Fortuna", the goddess of fortune both good and ill. A whole new world opens up as we listen to the Carmina burana and before our mind's eye see figures in brightly coloured costumes assembling at dawn on a mountain summit for a curious Mass; blasphemous, swaggering drunkards engage in their favourite pursuit, raucously high-spirited and maudlin by turn; and lovers, flirts and lechers vent their feelings on their fellow humans, each in his or her own way. We laugh and suffer with them, sharing their feelings of lust and tenderness, cursing and celebrating with them as the music runs its irresistible course. 

But such involvement must give us pause for thought. After all, the work is a setting of poems from Benedikt-beuern that are seven centuries old and written, moreover, by Italian, French and German poets in Latin and Mid​dle High German — languages in which few of us are fluent today. Not only that. When Orff set these texts in 1936, he was unfamiliar with the tunes to which these songs were originally sung and had to invent every note, every sound and rhythmic pattern, no matter how brief. This naturally begs the question how such a monumental setting of virtually unintelligible texts that are several hundred years old and accompanied by extraordinary music that manages to perform a balancing act between the Middle Ages and the 20th century could become one of the most successful works in the whole history of art. Why is it that our emotions are so powerfully and irresistibly stirred by this archaic-sounding music, which fits so conveniently on a single compact disc? And how is it possi​ble that, at the end of the 20th century, we are still capable of feeling such a range of emotions at this music, emotions that extend from extreme tenderness to the most drunken frenzy?

As so often, the answer to all these questions is as simple as it is obvious: at a time when composers like that arch-Romantic, Richard Strauss, were striving to produce increasingly sophisticated sonorities and when Arnold Schoenberg had long since achieved notoriety with his highly conceptualized twelve-note system, Orff staked everything on the appeal and expressive power of music at its most elemental. His aim in Carmina burana was not to create a modernist masterpiece, nor even to conjure up the world of the Middle Ages. Rather, he used medieval poems and a magical musical language to appeal to an aspect of human existence which, independent of the age in which we live, is fundamental to our character: here is a world of elemental feelings, a world of tender desires and outbursts of passion, a world of love, longing and suffering. The phrase that comes to mind here is "sophis​ticated simplicity", a cliche, certainly, but one uniquely applicable to Orff's work, for it is this that constitutes its tremendous impact. This also explains why Orff selected and arranged his texts so as to produce the most straight​ forward structure: the first part is headed "In Spring" and "In the Meadow", the second "In the Tavern" and the third "The Court of Love". These three sections are framed by the "Fortuna" chorus. And Orff's method of setting these texts reveals two things above all else: first, he achieves an astonishing variety with his principle of sim​plicity; and, secondly, this simplicity is expressive to a remarkable degree. The melodies have a succinctness and lively and enthralling that they affect us on an almost physical level. And the harmonic language is consciously "primitive". Although Orff uses little more than the sort of orchestra normally associated with the Classical and Romantic repertory, he manages to coax from it sounds that might have been heard at the dawn of history and that cast their immediate spell on the listener. Thanks to the simplicity of these devices, the Carmina burana creates  the impression of a self-contained and secluded world far removed from modern life. This is undoubtedly one of the reasons why we are so directly affected by the work when we listen to it and feel a strange mixture of euphoria and nostalgia: in its open and honest way, this music conjures up a world of natural feelings that have largely been forgotten today. After all, does this music not tell of the hidden roots and lost traditions of our lives? Do these melodies, rhythms and sounds not conceal an elemental vitality only rarely encountered in our everyday, humdrum lives? It is no wonder, then, that Orff's Carmina burana is one of the most successful works of music in the world today. 
Вероятно, нет в симфонической и хоровой музыке XX века более потешного сочине​ния, чем Кармина Бурана Карла Орфа, цикла, объединяющего поэмы из средневеково​го сборника, найденного в XIX столетии в одном из глухих монастырей Баварии. Сочный народ​ный юмор, красочная оркестровка Орфа и изо​билие остроумных вокальных и инструменталь​ных приёмов делают его одним из явных фаво​ритов слушателей всех возрастов и беспроиг​рышным выбором для записи.

--- Play

	Carl ORFF
	Carmina Burana
	1983
	40:08
	 Ray MANZAREK / Philip GLASS

см. тж. ниже подобный продакшн на тему средневековой европейской музыки Philip’а  Glass’а: PICKETT ‘Pilgrimage’

Это было чудесное время -XIV век. Еще не пахло костра​ми инквизиции. Еще не роди​лись главные возмутители обще​ственного спокойствия, Кальвин и Лютер. Католическая церковь вообще была смирной и в жизнь простых европейских граждан не вмешивалась, ограничиваясь бла​гостными проповедями о вреде прелюбодеяний и невоздержан​ности в страстях. И в то самое время как в монастыре пели хвалу Деве Марии, под стенами того же монастыря компания поднабрав​шихся студентов славила хором уступчивую соседскую девушку. Некто, чьё имя мы уже никогда не узнаем, наслушавшись песен мирских и духовных, собрал их в один большой сборник. Литании и мотеты соседствуют с лукавыми изречениями средневековых мо​ралистов и похабными студенчес​кими напевами, восхваляющими куриную ногу и женскую грудь. Спустя пять столетий, в XIX веке, эта удивительная музыкальная летопись была найдена в монастыре глухого баварского городка Бейрон. При первом издании в 1847 году, сборник был озаглав​лен по-латински как «Carmina Burana» («Песни из Бейрона»). Не​сколько текстов из него взял для своей одноименной кантаты не​мец Карл Орф. Музыкой же заин​тересовались гораздо позже, во второй половине XX века. Оказа​лось, все эти простенькие песен​ки с их гулкими квинтами и квар​тами отлично рифмуются с самы​ми последними композиторски​ми опусами - скажем, Пярта и Канчели.

--- Афиша

	Carl ORFF
	"Catulli Carmina" / "Trionfo Di Afrodite"
	1995
	79:11
	label: EMI Classics

Conducted by Franz Welser-Most

Mozart-Chor Linz

Munchner Rundfunkorchester

Among compositions by Carl Orff (born 1895 in Munich where the composer still works), his three cantatas for the stage — jointly called TRIONFI since they were first performed in their entirety in Milano’s La Scala — occupy a special place. CARMINA BURANA, CATULLI CARMINA, and TRIONFO DI AFRODITE are, of course, also performed singly and at concerts. As a matter of fact, they were not originally conceived as an integral cycle. CARMINA BURANA, composed on texts of medieval student poetry and minstrel songs and concerned with youth, love, and life’s ups and downs, was composed in 1936. In this work, the composer’s style, rooted in old themes, had already fully crystallized. After its huge success, Orff himself told his publisher: “You can now scrap everything that I have written and you unfortunately have published. Carmina burana introduce my collected works.” CATULLI CARMINA, described as ludi scaenici, was composed in 1943. The mournful story of Catullus’ love for the beautiful Lesbia symbolizes the eternal struggle of love and passion. The third part of the cycle, the “concerto scenico” TRIONFO DI AFRODITE, describes love’s victory culminating in marriage blessed by Afrodite herself. This cantata was composed in 1950 - 51. Thematically, Afrodite’s Triumph resembles Stravinsky’s Les Noces which, however, describes a joyful Russian wedding: Orff’s is concerned with ancient Mediterranean. Lyrics on which Orff based his text again include Latin poems by Gaius Valerius Catullus, Greek poems by Sappho, and finally Euripides (Philoctet). To increase the transparence of those ancient texts, the composer headed each of the seven parts of the work by Italian subtitles.

With his hugely successful Carmina Burana the German composer Carl Orff (1895-1982) achieved a new kind of musical theatre, communicating readily with his audience through a combination of stage movement and deliberately simplified, vigorously rhythmic music. Six years earlier, in 1930, Orff had set seven poems by the classical Roman, Catullus, for unaccompanied choir, and in 1943 he revised six of these to form with six more the core of his second scenic cantata, Catulli Carmina (Songs of Catullus). Subtitled Ludi scaenici (Scenic Games), it was staged on 6 November that year in Leipzig.

Gaius Valerius Catullus (c. 84-54 B.C.) was born near Verona and divided his short adult life between Lake Garda and Rome. Living in the licentious Rome of Julius Caesar's time, he recorded his thoughts and feelings in eloquent lyrics and epigrams. One recurrent subject was his love affair with an unfaithful mistress, an aristocratic married lady for whom he invented the pseudonym Lesbia after Sappho (c.610-580 B.C.), the Greek poetess of Lesbos. Modern scholars regard the Lesbia cycle of poems especially as being without parallel in ancient literature for the sincerity of its passion.

Orff arranged his Catullus settings in three short acts, accompanied by mime on a stage within the stage, illustrating the poet's love, betrayal and disillusionment. He framed these with a prologue and epilogue (to his own Latin text) in which excitable young people are invited by their elders to learn from Catullus but soon lose interest and return to their own sport. Thus the 'games' have a double subject: the relationship between romantic love and sex, and the different attitudes of the young and old to both.

The singers (solo soprano, solo tenor and mixed chorus) are accompanied in the prologue and epilogue by four pianos and a large percussion group. Even more than in Carmina Burana, melody and harmony are subordinated to powerful rhythms with fragmentation and repetition of words suggesting ritual incantation. Orff does not set Catullus as verse but weaves the poet's lines into new rhythmic patterns. A fluid mix of solo voices with variously constituted choirs, of song with near-speech and of chanted litanies with flexible arioso ensures variety of texture. Catullus's plaintive love song Ille mi par esse -- his translation of Sappho -- offers a gentle contrast to the hot-blooded sections, and there are sensuous passages like Lesbia's Italian lullaby, a soprano solo backed by bass humming chorus.

Orff's four pianos and percussion may recall Stravinsky's Les Noces, but the two composers' aims were very different; the Russian sought to evoke the folk life of the fairly recent past, while Orff wished to create a likeness of the classical Roman theatre in which eternal truths about the joys and pains of human life might be shown. His 'Scenic Games' remind us that, being eternal, those truths have not changed in the 2,000 years since the time of Catullus.

Trionfo di Afrodite (Triumph of Aphrodite). Orff's third scenic cantata, was composed in 1950-51, completing a triptych to which he gave the collective title of Trionfi. The new work was introduced and performed with the other two on 13 February 1953 at La Scala, Milan. Having in the first two cantatas examined aspects of love in, respectively, medieval and Roman times, Orff now looked at marriage rites that originated in ancient Greece. For his text he selected two dramatic choral odes by Catullus (long Latin wedding songs in Greek style), several Greek poems by Sappho and, to conclude, a chorus from Euripides's Hippolytus. He arranged these to make what he called a Concerto scenico depicting an imaginary Graeco-Roman wedding celebration.

A full orchestra is required, including three pianos, three guitars and an important array of percussion, but it has no independent role. Its function, apart from providing backgrounds of carefully chosen tone-colours. is always to accompany the singers, either doubling the vocal lines or supporting them with ostinato patterns, pedal-points and rhythmic punctuation. Most of the music's expressive weight is carried by the soloists and the closely-harmonised melodic lines for single and double choirs. Sharply-defined rhythms are predominant as in the earlier cantatas, but Orff now shows more respect for the original metres of the poems.

The work divides into seven sections, beginning with a song to the evening star by rival choirs of young men and girls awaiting the bride and bridegroom. (Aphrodite, the Greek goddess of love and beauty, was identified by the Romans with Venus, and the planet was addressed on its appearance in the evening sky as Vesper and Hesperus.) The choirs' leaders salute the star with ornate arabesques, and choral refrains addressed to Hymen, god of marriage, reach a fortissimo climax. The wedding procession is described in the second section, a chorus sung in Sappho's Greek. Also from Sappho comes the dialogue of the bride and groom, their words set by Orff with florid melismas and wide leaps. The powerful four-part Invocation to Hymenaeus, accompanied by alternating C and D chords and long D pedal-points, leads to a hymn of praise with clipped cross rhythms. During the nuptial games and songs two solo sopranos and semi-chorus summon the bride, who is conducted to the bridal chamber with humorous advice to the couple, a passage introducing unpitched rhythmic speech. The groom is ushered into the chamber, and a simple yet moving wedding chorus (Ille pulveris Africi) follows. The tenderly passionate, melismatic duet of the newly-weds leads to the climactic Appearance of Aphrodite, a progressively ecstatic chorus as the goddess of love herself appears and is acclaimed as triumphant queen of the world.   © eric mason. 1995

	Giovanni Pierluigi da PALESTRINA  (1525-1594) – см. в файле ‘Classics’
	
	
	
	

	Philip  PICKETT
	Praetorius: Terpsichore Dances
	1986
	50:28
	label: Decca Rec. (London), 1986, 1998.

Philip Pickett’s New London Consort (instruments):    violins, violas, violoncello, double-bass, bass viol, great bass viol, lira da Braccio, hurdy-gurdy, double-harps, lutes, archlutes, theorbo, cornetts, natural trumpets, sackbuts, flutes, recorders, schryari, crumhorns, shawms, curtals, racketts, sorduns, rauschpfeifen, harpsichord, organ, regal, timpani, bass drum, side-drum, tabors, tambourine, xylophone, dulcimer.

  «This is pure sizzle and great fun from beginning to end.»  -- ‘Gramophone’
  While there are various sources of information on musical instruments of the Renaissance, none are as immediate in impact as the forty-two pages of engravings published by Praetorius under the title Theatrum Instrumentorum seu Sciagraphia (Theatre of instruments or perspective drawings) as an appendix to the second volume of his Syntagma Miisicum of 1619. These marvellous plates, drawn to scale, show over a hundred instruments with a detail precise enough for makers to have produced reconstructions even when actual examples have not survived. Their images are familiar from countless reproductions, and have been a major inspiration for the recent making and playing of the wide range of renaissance wind instruments.

Praetorius was born in Creuzburg, near Eisenach, on the river Werra. The family moved several times because of strife among various Lutheran factions. His father was a strict Lutheran, having been a colleague ofJohann Walter (1496-1570), composer of the first collection of chorales. Walter's influence is perhaps to be seen in the fact that most of Praetorius' church music is based on the chorale. Praetorius was educated at Torgau, Frankfurt an der Oder and Zerbst, returning to Frankfurt early in 1585. [...]

Praetorius had a systematic mind, and embarked on an ambitious programme of publication, wishing to make available to other musicians the vast stock of music he had created. The list of works which he published or intended to publish is vast. He concentrated chiefly on church music, and only one of his projected series of secular and instrumental collections appeared. He called it Terpsichore (1612), after the Greek muse of the dance; the characteristically verbose title page states that it includes various dances as the French dancing-masters play them, which can be used to entertain and delight princely tables and banquets; unfortunately, the promised companion collections of English and Italian dances, of toccatas and canzonas for violins or wind instruments, and of German secular music never appeared.

Praetorius was not content with just writing and publishing his music. Not only did he write three invaluable, if sometimes verbose, volumes on music, instruments and how to perform (Syntagma Musicum);

many of his editions also contain informative prefaces. That to Terpsichore makes clear the nature of the music in the volume. The dances were communicated to Praetorius by Antoine Emeraud, dancing master to the Duke of Brunswick, who had asked him to arrange the tunes in four and five parts. Praetorius seems to have had a slight conscience about whether it was proper to publish music received thus, but defends himself in his dedication to the Duke. He states that the melodies and airs of these dances were composed by French dancers known chiefly as good violinists or lutenists, who played them to their noble masters on those instruments when giving their dancing lessons. For most of the dances, Praetorius provided the bass and inner parts: these he heads with his initials .VI, P. C. (Michael Praetorius of Creuzburg). A few dances which he received with bass part are headed Incerti (anonymous), and some, marked F.C., were entirely composed bv the French violinist Pierre Francisque Caroubel, who had recently spent some time at the Duke's court at Wolfenbuttel.

A natural assumption from the origin of the dances is that Praetorius intended them to be played on strings. At the French court, it was the band of violins which played for the formal court dances, and the violin was the normal instrument used to accompany dance instruction. In Germany, however, the music is likely to have been used generally as entertainment and background music for banquets and ceremonial occasions, for which the only restrictions on instrumentation will have been the adaptability of the players and, perhaps, the remains of the medieval distinction between loud and soft, outdoor and indoor instruments. When referring to varying the repetitions within a dance and playing one loudly, the other softly, Praetorius mentions bowed and wind instruments. The remarks about transposition in his introduction may also relate to the convenience of playing the music on particular instruments; but they are not entirely clear, and the reference to a more elaborate discussion in the fourth volume of Syntagma Musicum is frustrating, since it was not published. It seems appropriate to apply to his music the information about instruments given so copiously in Syntagma Musicum II. Thus this recording exploits the wealth of instruments available in Germany at the time. [...]

	Philip  PICKETT
	Carmina Burana Vol. II
	1988
	62:34
	label: Decca Rec. (London)

Philip PICKETT / NEW LONDON CONSORT

New London Consort:  Andrew Lawrence-King [harp, Psaltery]; Paula Chateauneuf [lute]; Tom Finucane [gittern]; Pavlo Beznosiuk [vielles]; Giles Lewin [vielles, rebec]; Philip Pickett [recorders (blockflute), symphony]; William Lyons [recorders (blockflute)]; Stephen Henderson [bells, nakers, tabors]; Clifton Prior, Neil Rowland [tabors, tambourines]; David Roblou [organ (prepared and tuned by Malcolm Greenhalgh)]. Vocalists:  Catherine Bott [soprano]; Michael George [baritone]; and others.

    Paleographical evidence and content indicate that the Carmina Burana manuscript was probably written at the court of a Carinthian clerical aristocrat — a lover of fine books and a patron of students. Although its subsequent history is uncertain we know that the manuscript suffered losses and rearrangements of the text — for example, the miniature of the goddess Fortuna and her wheel was remowed from its rightful position and placed at the beginning as a frontispiece. The single leaves of the Burana Fragments were probably inserted not long after the volume had been completed, and the part of the manuscript containing the Passion play may be of a slightly later date than the rest. Most of the material is French, dating from the eleventh and twelfth centuries, and although the poets are generally not named the work of such authors as Walter of Chatillon (born in 1135), Peter of Blois (born in 1168) and Philip the Chancellor (Chancellor of the University of Paris from1218 to 1236) can be identified as their poems are known through other, often better, versions found in manuscripts in France, Germany, Italy and England. Works by other sometimes less well-known poets have also been identified. These include some isolated strophes from songs by Minnesingers such as Walther von der Vogelweide, and the great ‘Planctus ante nescia’ written by Godefroy of St Victor.

   The rhetorical decoration of twelfth and thirteenth century Latin verse was often drawn either from Classical literature and mythology or the Latin Bible. References to Juno, Jupiter, Apollo, Venus, Cupid, Hercules, Diogenes, Epicurus, Ovid, Catullus or Juvenal are found in most of the secular poems, while the more satirical and serious works are filled with quotations from the Old and New Testaments and the various Biblical commentaries and Glosses commonly studied at the time. And yet these writers, while being aware that they were using a language dignified by such authors as Virgil, Cicero, St Jerome and St Augustine, frequently drew their inspiration from the more immediate passions of medieval life.

   Burlesque and parody were employed by both sacred and profane poets who delighted in puns and neat wordplay, and some specialised in substituting sly irreverences in hymns and offices. The turning of Biblical phrases to secular use may even have been the almost unconscious result of the poet’s exclusively ecclesiastical education. Parody often degenerated into outrageous blasphemy, and the impulse to mock the solemnities of liturgical ceremony gave rise to a whole series of parodies such as the Gambler’s Mass. In the twelfth century a surge of intellectual vitality had swept through western Europe and Paris became established as Europe’s cultural centre. The universities, new centres of learning, scattered the seeds of intellectual culture, and young scholars fell into a way of travelling from one school to another seeking, as a contemporary saying went, the liberal arts at Paris, law at Orleans, medicine at Salerno, magic at Toledo and manners — nowhere!  Latin literature shared in this renaissance, or even anticipated it. Partly because of the international make-up of University student bodies lectures were given in Latin, as were the University sermons, delivered on the days when there were no classes. These sermons were regarded as an essential part of the study of theology, and while some of them dealt with theological matters others were concerned with the life and customs of the clergy — simony, nepotism and other vices were sharply criticised and dealt with, not as abstract evils, but as current problems. Many poems of the period contain similar caustic satires on the immorality of the clergy, and such songs, composed in Latin, were truly international and crossed linguistic frontiers as easily as the music that went with them. — Philip Pickett.

	Philip  PICKETT
	The Feast Of Fools
	1992
	75:19
	label: Decca (London)

Philip Pickett & New London Consort

THE FEAST OF FOOLS

The medieval Feast of Fools was held sometime between Christmas and Epiphany, particularly on New Year's Day, the Feast of the Circumcision. The chief location of the festivities was the church itself, and the principal organisers were the subdeacons or lower clergy. The ruling idea of the Feast was the inversion of status and the performance by the inferior clergy of functions normally carried out by their betters. The celebrations were relics of the ancient ceremonies of renewal and rebirth which took place at New Year and involved the temporary overturning of all values.

An illuminating account of the conduct of the clergy during the Feast is found in a letter written in 1445 by the Dean of the Faculty of Theology at Paris. He describes priests and clerks wearing masks at Divine Office, dancing in the Choir dressed as women, pandars and minstrels, singing lascivious songs, eating sausages at the altar while the celebrant is saying Mass, playing with dice, censing with vile fumes from the soles of shoes, running and leaping shamelessly through the church, and finally driving around the town in carts making indecent gestures and reciting scurrilous and lewd verses to tlie derision of all.

A much earlier document from the Collegiate church of St-Omer implies that the whole Office of the Circumcision was recited with screeches and nonsense syllables.

In 1199 the Bishop of Paris tried to reform the Notre-Dame Feast of Fools. He mentions improprieties and bloodshed, and orders that the bells must be rung in the normal way and that there should be no bawdy songs, no masks and no torch-lit processions. The Lord of the Feast (dominus festi) must put on his cope in the Choir, not in his house, and with the Precentor's staff (baculus) in his hand he must lead the singing. Canons and clerks must remain in their proper stalls. Of particular interest is his statement that during second Vespers the Deposuit is to be sung not more than five times, and if the baculus is taken then Vespers should be ended by the ordinary officiant. This suggests that the baculus and the Precentor's authority were ceremonially handed over at the most appropriate moment in the day — during the Magnificat at the words Deposuit potentes de sede et exaltavit humiles. But who assumed the authority?

We know nothing of the baculus ceremony itself, but there are detailed accounts of another Christmas celebration — the Feast of Innocents — and the customs associated with it are similar to those of the Feast of Fools. Manuscripts from Bayeux and Coutances make it clear that an elected Boy Bishop plays his part throughout the day and at second Vespers gives way to a 'Bishop-elect' at the Deposuit. It would seem most likely then that the dominus festi of one year handed the baculus to the dominus festi of the next; and in many places the Fouls' Bishop was responsible for discipline in the Choir throughout the year.

The Feast was widely celebrated in cathedrals and collegiate churches in France, and rather less in Flanders, England, Germany and Bohemia. Many of the customs and ceremonies most commonly associated with the Feast are described elsewhere in this note, and to these can be added shaving the Fools' Bishop, vesting the Fools' Bishop in full Pontificals; bringing ail ass to the altar; wearing hoods or crowns of leaves; issuing burlesque Indulgences; holding service books upside down; parodying parts of the Mass and Office; blowing the ashes from the censers around the church; wearing torn vestments; wearing vestments inside out; pelting the townspeople with excrement; clanging bells, kettles and saucepans; playing comedies in public; and playing ball games.

Most of these customs can be traced back to ancient pagan festivals like the Saturnalia and January Kalends, but what of the ass, a widespread feature of the Feast? It has been suggested that it represents the most characteristic of Kalends features, the Cervulus or horned god. The answer is more likely to lie in a mixture of Celtic, Roman and Christian traditions, for the ass is at once a relic of ancient magical cults, a fertility symbol, a symbol of strength and the epitome of stupidity. The festival of Epona, goddess of horses, asses and mules, was held in December close to Kalends, when all her creatures were rested; and in the Christian world the asses were rested on Christmas Day. The ecclesiastical authorities attempted to sanctify the spirit of play at the Feast by diverting the revellers' energies to ludi of the miracle play variety, and here the presence of the ass was justified — carrying the Virgin to Bethlehem and into Egypt, and standing beside the Christmas crib.

The Feast was celebrated in many different ways. This recording of parts of a typical Feast of Fools is based on two medieval MSS containing the chants 'proper' to the Mass and Canonical Office of the Feast of the Circumcision. I have also included pieces from a fourteenth-century Moosburg Gradual which contains a number of cantiones compiled and partly written by the Dean Johannes de Perchausen for use on Innocents' Day. Some of these, however, are clearly meant for the New Year Feast and were particularly useful in constructing a conjectural ceremony of the baculus. Finally I have gone to a few other sources, including the Carmina Burana, for contemporary parodies and contrafacta of the liturgical pieces.

The principal sources employed here are the Beauvais Officium Circumcisionis and the so-called Missel des Fous of Sens, a choir book containing much of the Beauvais material though sometimes in a different order. Apparently the Sens manuscript was compiled by Petrus de Corbolio (Pierre de Corbeil), who also had a hand in the reformation of the Paris Feast of Fools in 1199. It is unlikely that he wrote much of the Officium, very little of which is peculiar to Sens, but he probably revised it. [...]

All have perfectly serious texts, though some of the words lend themselves only too readily to parody and vulgar substitution. [...]

There is, of course, far too much extant music for a single CD; and an endless stream of Latin plainchant — screeched, sung out of tune, backwards or with frequent animal impersonations and other gibberish — would be repetitive and tedious. So I have chosen only the best material for this recording, and in many instances the performances are perfectly straightforward. I see little point in desecrating masterpieces such as Perotin's Salvatoris hodie.
We have adhered to principles of medieval liturgical practice while often altering details in keeping with the spirit of misrule appropriate to the Feast; for example one would expect to hear the Kyrie sung as a litany between two semi-choruses. Here it is truncated and treated with appalling disrespect by two cantors with the chorus joining in at the end in a manner suggested by another Beauvais ritual discussed below.

The MSS offer no clue as to how animal and other noises were introduced into the liturgy, nor do they show evidence of satire, parody and malpractice. Luckily we know a little about another Beauvais ceremony, this time celebrating the Flight into Egypt: a girl with a child in her arms sat on an ass in procession from the cathedral to the church of St Stephen. The ass entered the church and was led to the altar. During the Mass the Introit, Kyrie, Gloria and Credo all ended with a bray, and instead of the Ite missa est the celebrant was directed to bray three times (ter hinhannabit), with the congregation braying in response!

Choirboys undoubtedly took part m these celebrations. On the Feast of Innocents they elected their own dominus festi, the Boy Bishop, and in the Beauvais MS the Officium Circumcisionis is followed by the Play of Daniel, whose text strongly implies performance by men and boys. So women are employed here as boy-substitutes.

Although we accept that instruments other than organ and bells played little or no part in medieval liturgical music it is possible that, for such an unusual Feast, certain other instruments could have been employed — in particular the symphony, fiddle and gittern within the church, and shawms, trumpets and drums in processions.

The Play of Daniel, written by the juventus of Beauvais to honour Christ at Christmas, employs a number of conductus to accompany the entries and exits of various characters, and rubrics demand instrumentalists (cythariste) for the procession of King Darius. In another play of grand design, the Festum Presentationis Beate Marie Virginis of Philippe de Mezieres, rubrics demand two musicians who play processional music to cover the movements of characters from place to place. They also accompany an Angel who sings a devotional rondellus in the vernacular. If the use of instruments other than bells and organ was deemed appropriate in such plays then it could be argued that a similar involvement (perhaps limiting the participation to caroles, cantiones and conductus) is in keeping with the nature of the Feast of Fools as a whole — to let off steam and give folly its annual outing. As the Theological Faculty of Paris argued in 1440, defending the Feast of Fools, even a wine vat would burst if the bung-hole was not opened occasionally to let out the air!

Philip Pickett
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Catherine Bott [soprano]; Michael George [baritone]; Philip Pickett [recorder]; Pavlo Beznosiuk [violin]; Jacob Heringman [cittern]; Tom Finucane [lute]; Linda Saice [bandora]; Mark Levy [viol]. Performing editions and arrangements by Philip Pickett. Directed by Philip Pickett. Recorded at the Temple Church, Temple, London.

musical life in england probably reached its zenith during Elizabethan and early Jacobean times. A remarkable number of excellent composers wrote music of every description for dancing, singing, the home, the court, the theatre and the church -- and they wrote for every kind of musical ensemble. Some of their music was intended for the skilled performer, some for the am​ateur; elaborate religious music was written for church services, and sacred madrigals were written for home singing. The intense musical activity of the last twenty years of the 16th century carried on into the reigns of James I and Charles I, and much of the music now mistakenly regarded as Elizabethan was actually composed or printed long after 1603. One of the elements that distinguishes the Elizabethan age from previous periods is the quantity of secular vocal music written. This can be attributed partly to the Reformation and in larger measure to the vogue for all things Italian then current in England. Italian music was popular during the entire latter half of the 16th century, and the first important London publication of secular music was a set of Italian madrigals with texts translated into English. Even before this, Italian music was imported into England and performed by musicians and amateurs. The English madrigal publications that followed Musica Transalpina used Italian forms, occasionally Italian texts and frequently Italian verse 'Englished', all set to original music but almost always consciously imitating the Italian masters of the late 16th century.

The lute was the most popular plucked instrument of the Renaissance, having supplanted the harp as the in​strument par excellence for the noble amateur. In 1636 Mersenne wrote:

'The lute hath gained such influence over the other stringed instru​ments either because people have given it this advantage, or it has achieved this great success by virtue of its excellence and perfection.

A lutanist will succeed in everything when playing his instrument. For example, he will be able to represent the two geometric means, the duplication of the cube, the quadrature of the circle, the proportion of the movements of the stars and the speed of falling bodies'.

In England the principal lutenist-composers composed solo songs in which the lute parts were elevated to a level equal to those of the singer. These ayres could be performed in one of two ways: as solo songs with instru​mental accompaniment, or by voices singing all the parts, with or without instrumental support.

The English ayre is generally a strophic song for solo voice and accompanying chordal instrument, or, less fre​quently, a song composed in free form with the entire text set. Often it includes parts for other voices or instruments, but the melody is always in the highest part. This form had its origin on the continent early in the 16th century, but it became most popular in Elizabethan England. The sudden appearance of fully developed lute songs in print in 1597 and their equally sudden disap​pearance only some 25 years later has led some writers to regard the English lute song as no more than an iso​lated phenomenon. But a study of manuscript sources quickly places the genre into its context as part of a con​tinuing tradition, correcting the false impression created by the vagaries of Elizabethan and Jacobean music pub​lishing.

From what we know of 16th- and 17th-century musi​cal performance, there was no one manner of presenting a composition. Works written for instrumental ensemble rarely specified which instrument should play a given part, and the title page of a Madrigal book would sometimes call for a performance by 'Voyces and Violls’. Robert Jones says that his book of ayres, A Musical Dreame, is: ‘for one Voyce alone, or to the Lute, the Basse Viole, or both if you please’.

In the original editions a great number of the songs in​cluded not only parts for solo voice, lute, and bass viol, but music for two, three, and even four additional musi​cians. These were so arranged that the performers could place the opened book in the centre of a table and read their respective parts from wherever they were seated around it:

'But supper being ended, and Musicke bookes, according to the custome being brought to the table: the mistresse of the house presented mee with a part, earnestly requesting mee to sing.

But when after manie excuses, I protested unfainedly that I could not: everie one began to wonder.

Yea, some whispered to others, demaunding how I was brought up’.

thomas morley: A Plaine and Easie Introduction 1597
As the 17th century wore on, two quite distinct styles of song emerged - the tuneful and the declamatory. The latter and more important style developed from the more serious lute song through an increasing awareness of developments in recitative in Italy and an increasing exaggeration of the rhetorical aspect of the song texts. At the same time the contrapuntal nature of the lute song accompaniment gave way to a chordal style ex​pressed through a single and generally unfigured bass line. Dialogue texts were first set in the late middle ages, though few examples survive before the 16th century. A number of dialogues survive among the compositions of the frottolists, and the genre was comprehensively explored in the allegorical and mythological entertainments so beloved of the Italian renaissance courts. The rise of the basso continue at the end of the 16th century provided composers with the means to bring a greater realism and dramatic and expressive flexibility to their settings, and in England Lanier, Jenkins, Coleman and Lawes established a tradition of dialogues in the new Italian recitative style which was explored until the death of Purcell. They tended to set texts which explored the conventional amorous exchanges between nymph and shepherd.

The lute song proved so successful that composers sometimes substituted a consort of viols for the lute, and in these pieces as much interest lies in the instrumental parts as in the solo line; indeed, a relatively straightfor​ward vocal melody was often supported by the most intricate instrumental counterpoint. Many consort songs had accompanying parts of such quality that they could stand by themselves as instrumental pieces, and a num​ber of composers deliberately cultivated precisely this sort of consort piece. Homogeneous ensembles were known as 'whole’ consorts, though the English com​posers also wrote for 'broken' consort -- an ensemble with a variety of different instruments. Many of these pieces specified the instruments to be used -- something of a novelty in the Renaissance period! Morley's Consort Lessons, for example, was the first book of ensemble music to be printed in England, and all the pieces are scored for treble and bass viols, cittern and bandora, lute and flute.

The treble viol, flute and bass viol formed a solid and sonorous three-part texture, and the plucked cittern and bandora provided rhythmic interest and harmonic sup​port. The lute often decorated both melody and harmony with florid divisions, and similar passagi can also be found in the part books for treble viol and some​times even in the flute and bass viol parts. It has even been suggested that the term 'broken music’ actually de​scribed the way in which longer note values were divided or broken down into smaller ones, thus forming elaborate divisions. All of the violin, recorder and bass viol divisions to be heard on this cd were improvised in the recording sessions.

Such an 'exquisite consort’ became one of the favourite forms -of music-making during the Elizabethan and Jacobean periods. The ensemble seems to have been first employed as an accompaniment to the stage Jigg, though it soon found its way into the public theatre. The six musicians would perform from a gallery above the stage, often hidden behind a curtain, and they played be​fore, during and after the play as well as between the acts. There are numerous contemporary references to this 'consort of six’, and descriptions such as 'heavenly noyse’, 'celestial harmony’ and 'heavenly consort’ referred not only to the sound of the ensemble but also to the fact that the music came from above.

Several of the instrumental settings on this cd come from the Holme*s consort books, an incomplete set of part books for bass viol, cittern, lute and recorder now held in Cambridge University library. They are in the hand of Matthew Holmes, a singing man and Precentor at Christchurch, Oxford from 1588-1597, and singing man at Westminster Abbey from 1597 till his death in 1621. The manuscripts were probably compiled mainly at Oxford around 1595 and seem to have been intended for professional use, perhaps by the Waits of the city. The settings are unusual in that they specify violin and recorder rather than the more usual treble viol and flute, and the bass viol part book contains some of the earliest written-out divisions for the instrument.

Orpheus and the ancients improvised their arias over the simple chordal accompaniment of recurring bass pat​terns, or Grounds -- so thought the neo-Platonic theorists of the late 16th century! From this idea the Italian and English composers of the early 17th century developed a rich and varied virtuoso repertory of works based on a number of popular Renaissance basses, including the Passamezzo, Romaneses Ruggiero, and Bergamasca. The Brade Coral and Barafostus'Dreame are two of the finest English examples of the genre.

Much of the material recorded here was directly in​spired by the common stock of contemporary 'folk’ music --  even high art compositions were often based on the popular tunes of the day. Compared to the more so​phisticated settings on this cd, Watkins ale -- or 'A Ditty delightfull of Mother Watkins ale, A warning wel wayed, though counted a tale’ -- is popular music in a much more basic form: a broadside ballad, its text printed on a single sheet which sold by the hundred for a penny each. This ballad was printed around 1595 and the music has sur​vived in a number of settings which formed the basis of the present arrangement.
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Philip Pickett and New London Consort

     This collection attempts to wipe the dust from some old ideas and restore music from the Middle Ages and Renaissance to its roots deep in the human soul.

Philip Pickett and his New London Consort have researched instruments, locations and performance practices to reach the heart of this joyous, passionate and ultimately life-affirming music, music of the pilgrims who tramped to Santiago de Compostela or the dancers in the courts of the nobles.

What you're listening to is not the domain of museums, but the music of the people, born of faith and the love of song and dance. The saints and sinners that exist in everyone will be drawn to Sinners & Saints — The Ultimate Medieval and Renaissance Music Collection.
  1. Sinners & Saints starts off with an instrumental version ot one of the best-known pilgrim songs. (A performance with words appears on the same original recording, The Pilgrimage to Santiago.) Pilgrim songs are a staple of medieval music, just as pilgrimages to great cathedrals or sacred shrines also inspired the visual arts and literature of the period. A great amount of music survives from the pilgrimages, for there was quite a bit of time to fill: from Central Europe and back again a typical pilgrimage to Santiago de Compostela took nearly a full year.

The songs are religious in subject matter, but vary widely in their imagery, ranging from standard religious orthodoxy to wild, grotesque stories. It's obvious that many of the listeners enjoyed the sinning in the songs as much as the salvation.

2.  LA BOUREE

3. GAGLIARDA

The role of dancing in the music of this period is vital. Royalty commissioned music for many different events, and there is an enormous amount of dance music that has been preserved over a period of some 600 years. La Bouree is by Michael Praetorius (c.1571—1621), one of the best-known composers of his period. The Gagliarda is a 16th-century dance that was popular for almost one hundred years. This one is taken from The Sylvan and Oceanic Delights of Posilipo, which re-creates dances that were performed for King Philip III of Spain in a special setting on the hill of Posilipo in Naples in 1620.

4. QUEN A VIRGEN BEN SERVIRA

This is a song taken from a collection written about the miracles attributed to the Virgin Mary. The song itself is a small miracle of emotion, structured very much like a modern gospel song, with a call-and-response between the soloist and the chorus. The soloist tells the story of San Virila, a 10th-century monk, and his experience of paradise. The choir answers each stage of the tale with the refrain 'Those who serve the Virgin well will go to Paradise'.

5. BRANSLES DE VILLAGES

More lively dancing — this time another dance of French origin. This performance features two violins, two violas, a cello, a great bass viol, a hurdy-gurdy and two lutes. It's a very similar setup to a standard country and western or cajun band: a couple of violins, a big bass fiddle, a couple of guitars and the hurdy-gurdy, which is still used today.

6. KATERINE COLLAUDEMUS

Three of the songs on Sinners & Saints come from the famous Carmina Burana manuscript. This collection of songs, plays and poems was compiled around 700 years ago in Germany. Over 200 songs appear in the collection, and their subject-matter encompasses the full range of human behaviour. The Carmina Burana manuscript was only rediscovered by accident in the early 1800s and its first publication took place in 1847.

The first song is a sacred song that beautifully describes the trials of Saint Catherine. The very simple musical accompaniment focuses the listener on the stories recounted of the saint's unshakeable faith.

7.  LA SCESA DE' PASTORI DAL MONTE

The Descent of the Shepherds from the Hill. Another dance, this time of Italian origin. The composer Andrea Ansalone and his family were prominent composers and musicians in Naples for many years. The extravagant show this dance was composed for — The Sylvan and Oceanic Delights of Posilipo — still survives. The instmments at the beginning represent Pan, the god of rustic life. The dance builds on one charming musical theme, adding different instruments as new characters — Dryads, Satyrs and Apes — appear on stage.

8. ORIENTIS PARTIBUS

Between Christmas and Epiphany the Feast of Fools was held. This Feast was held in the church itself and reversed the status of the church hierarchy, as inferior clergy assumed the roles of their superiors. Consuming sausages at the altar, wallowing in the scent of old shoes and singing lewd songs was all part of the fun. The star of the Feast was an ass, led into the church from the street and celebrated for his unsung roles in the life of Christ. (The ass was present at the birth and also bore Christ through Jerusalem on Palm Sunday.) The Feast of Fools seemed prone to get out of hand. The head clergy in France tried to control it after reports of lewd and wild behavior in the churches and the processions that spread through the streets around.

9. VOLTE

Another dance written by Michael Praetorius — actually four separate short dances performed together. The Volta was not considered a respectable dance, as it involved such close contact between the couple dancing.

10. STELLA SPLENDENS

Stella splendens, 'Gleaming star', is another pilgrim song. It comes from the Llibre Vermeil, or 'Red Book' of Montserrat. This contains ten songs by different composers. They were all sung by pilgrims who went to worship at the Shrine of the Virgin at Montserrat near Barcelona.

11. TEMPUS EST IOCUNDUM

Another song from Carmina Burana. The season of love is reaching full bloom. This lovesick troubadour is never far from the thought that his love brings a darker reality as well. The singers, chorus and musicians proceed relentlessly as this song continues, accurately portraying the lover's excitement, uncontrollable passion, fear, joy and wildness.

12. BALLO DE' CIGNI

Dance of the Swans — another piece from The Sylvan and Oceanic Delights of Posilipo, a series of scenes representing the joys of country life, which are presented by Pan, and the beauty of the life of the sea, which is lorded over by Venus. The swans in the ballet are the attendants of Venus.

13. BACHE, BENE VENIES

A rowdy, frank song about the many wonderful effects of wine on men and women. It is the third song from the Carmina Burana manuscript included in this collection.

14. LUX OPTATA CLARUIT

Another song performed during the Feast of Fools. It features a chorus, two fiddles, gittern, lute and tabors. The use of such decidedly non-sacred instruments makes it appropriate for the upside-down Feast of Fools. The song's energetic and optimistic tone (with some great violin solos) shows that beneath all the parody there was a vibrant mission to the Feast of Fools — to find new, popular ways to tell a story and profess a miraculous faith.

15. BALLET

BALLET DES BACCANALES 

BALLET DES MATELOTZ 

BALLET DES COQS

A rather refined group of four dances by Praetorius. These dances were used for courtly entertainment; some of the titles suggest a costume or other pertinent information for the dancers: the Ballet des Baccanales, for example, was frequently danced during Shrove Tuesday festivities.

16. NON E GRAN CAUSA

A great pilgrim song, the tale of a pilgrim who sins and then meets the Devil on the road to Santiago. Luckily, he is being watched over by some very important friends on the way.

17. PASSO E MEZZO/SALTARELLO GIORGIO

This final track would have been played by the orchestra during the Carnival plays performed in Florence over 300 years ago. The instruments for this dance were chosen for their aristocratic demeanour, as the plays depicted Greek and Roman mythology, and the orchestra represented heavenly music-making.
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Songs and dances from Shakespeare’s Plays.

A selection of music for lute, ensemble and keyboard by Byrd, Dowland, Holborne, Morley, Robert Johnson and other contemporaries of Shakespeare.

MUSIC FOR SHAKESPEARE’S PLAYS

Music was a much more prominent feature of Elizabethan and Jacobean play production than the texts alone tend to suggest. It is easy to overlook "song" and "dance" stage directions during a casual reading; and in cold print they achieve nothing like the impact of real singing and dancing on stage. Only a few of the original song settings survive. Lyrics might not have been set in the first place -- written instead to fit ballad tunes well known around 1600 but relatively obscure today. And it is hard to tell which of the dances preserved in printed and manuscript collections have a theatrical origin: prob​ably more than we now realise. These uncertainties may explain why musical "authenticity" is so rarely aimed at in the professional theatre, even though the arguments in favour should carry as much weight there as they do in the concert hall.

The Musicians of the Globe have more incentive than most to explore Shakespearean repertoire. This recording, a careful selection, is designed to show how early music can come practically to the aid of early drama — an im​portant part of the Globe experiment.

Deliberately omitted (necessary in a fully-staged perfor​mance, but unrewarding to listen to at home) are the trumpet fanfares, hoboy flourishes and so on, functional music designed to indicate a character's rank, evoke the sounds of state ceremonial or the sounds of battle when sight of either was obviously out of the question. Also omitted -- for exploration in future perhaps -- is music of the sort which most appealed to the rougher element in Shakespeare's audience, the farce jigs, singing-and-dancing afterpieces irreverently tacked on to even the most serious plays, to send the groundlings happily on their way home: "Garlic," "Who buys my four ropes of hard onions?" and others now known only by name, "stuffed with loathsome and unheard-of ribaldry." They were banned outright in 1612, following a number of incidents at the Fortune Theatre: at the end of every play "great multitudes... of lewd and ill-disposed persons" poured in to watch the jigs, threatening public order, with the pre​dictable result that actors in every London playhouse were ordered "utterly [to] abolish all Jigs, Rhymes and Dances after their plays," on pain of imprisonment. Shakespeare retired to Stratford the following year; and more legiti​mate music for his plays has to be the focus here.

Some of the songs are already very familiar: "O mistress mine" (Twelfth Night), "Full fathom five" and "Where the bee sucks" (The Tempest), "The poor soul sat sighing' (Desdemona's "Willow" Song in Othello), "It was a lover and his lass" (As You Like It). We know exactly where in which play each of these belongs, can assess their fitness in context and admire Shakespeare's sense of musical oc​casion. Contemporary or near-contemporary settings survive for 11 Shakespeare songs in all, all included on this CD (most as they appear in the sources, with a plain lute accompaniment; two with a mixed instrumental, "broken" consort accompanying, as could well have hap​pened in the theatre).

Popular songs and ballads to which Shakespeare alluded belong in another category. They were not performed complete, holding up the action while everyone stopped lo listen, but mentioned in passing (just the title or a few words). Allusions called the full versions to mind, spark​ing off a whole chain of associations which, when schol​ars follow them through, often turn out to be relevant to the dramatic context -- implied, instead of actual back​ground music. In mad scenes a character on the edge of breakdown might sing in fragments, the music literally falling apart. Hamlet, for instance: towards the end of Act Four Ophelia enters "distracted, a lute in her hands and her hair about her shoulders." "For bonny sweet Robin is all my joy" is all she can manage of "My Robin is to the greenwood gone," only its last line; and a few pages later she is dead. Away from the theatre of course songs like this are more enjoyable uninterrupted -- the consort and key​board versions of "Robin'’ / " Bonny sweet Robin" are good examples.

Dances, too, are frequently mentioned in Shakespeare (not so often performed); slow, fast, leisured or athletic, English-country, foreign-and-exotic. Each dance title re​minded theatre-goers of tunes and steps which they could almost feel, and this gave them almost a physical contact with characters on stage. An old man warming up for the galliard was pushing his luck (so happy, high-spirited, plain silly?); lavoltas and corantos were indecently ener​getic, French-risque. Actors noted for their footwork --Tarlton, Kemp -- not surprisingly had dances named after them.

Before a play started, members of the theatre band per​formed to entertain the gathering crowd. Of the settings for broken consort recorded here, some are anonymous arrangements of popular ballad tunes, others were part composed, part arranged by Thomas Morley (from his Consort Lessons of 1599/1611). Broken consorts were popular on the country house music circuit, where appar​ently they originated (the ideal meeting ground for pro​fessionals and wealthy amateurs), and later imported into the theatre. Affordable access to upper-class pleasures was one of the Globes attractions. But the Globe consort probably included a violin and recorder, replacing the viol and transverse flute favoured by connoisseurs, because ot their superior carrying power.

Music didn't stop when the play was over, either. Printed versions of the songs, lute. keyboard and consort arrange​ments in manuscript went on sale for people to buy and practise at home, a range of Shakespeare-musical mer​chandise anticipating the CD by nearly 400 years. Theatre music went into general circulation and theatre mu​sicians took what they wanted from real life -- an invigorating two-way traffic.

Concentrating nowadays on printed texts, we forget that stage plays were different -- things the texts turned into during a production process which took all sorts of liberties with them along the way. Clearly there is a great deal more music associated with Shakespeare than the bard himself made any attempt to control. In order to reconstruct a plausible Shakespearean repertoire, such as the new Globe will need for day-to-day use, the musicians in​volved have had to look way beyond Shakespeare himself. Their drive for authenticity is as much concerned with audience expectations centuries ago as with the play​wright's presumed intentions -- an attempt to court (in imagination at least) the applause that his musical collaborators were after.

Andrew Pinnock
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Philip Pickett & Musicians of the Globe.

"Our Musical Shakespeare"  -- Andrew Pinnock

Hold; I forgot the Business of the Day;

No more than this. We, for our Selves, need Say, 

'Tis Purcels Musick, and 'tis Shakespears Play.

Connections between Shakespeare and Purcell were es​tablished during the composer's lifetime, obviou.sly. He wrote music for several Shakespeare revivals -- several CDs' worth, only a selection of which is recorded here. But when, not long into the eighteenth century, English music was reformed "all'Italiana," Purcell took on a posthumous symbolic role. The Orpheus Brirannicus had defined a musical sterling standard against which all the foreign notes in circulation could be compared.

Writing in the 1780s, music historian Charles Burney complained about "uncouth and antiquated" traits, about the "crudities" in Purcell's church music (which he hoped "the organists of our cathedrals [would] not scruple to change for better harmony"). He didn't think much of Purcell's orchestral writing either: "the colouring and ef​fects of an orchestra were then but little known." But pangs of conscience, as one by one he exposed "defects" in Purcell's compositional technique (80-90 years out of date by then) set the influential Burney looking for a proof of Purcell's genius which time and changing taste would never erase. The proof he settled on was this: an "exquisite expression of [English] words, for which Purcell is still admirable, and will continue so among English​men, as long as the present language... still remain[s] in​telligible." Purcell became "our musical Shakespeare." set high on a pedestal next to the national poet and play-wright. Which is where he has remained to the present day.

Through the nineteenth century Purcell and Shakespeare wandered arm in arm. We can point to a Purcell Club and (later) to the Purcell Society, organised like the Shakespeare Society and New Shakspere Society; to the public jamborees arranged on their respective anniversaries; even to the start of an "authentic" performance movement benefiting both of them -- William Poel's Elisabethan-style productions, in which members of the Dolmetsch circle appeared singing and playing old instruments. The Musicians of the Globe are continuing an honourable tradition.

Unfortunately our musical Shakespeare set hardly a word of genuine Shakespearean poetry. Collaborating with a series of Shakespeare adapters (revivals of the plays as orig​inally written were very unusual in the Restoration period), he was not given the chance. "If Music Be the Food of Love" is included here as his closest approxi​mation: the first line quotes from Twelfth Night (a clear Shakespeare allusion); but the rest of the text is by Colonel Henry Heveningham. Of the three Purcell versions, published in 1692, 1693 and 1695 respectively, number three was chosen for this recording. "Retir'd from any mortals sight" dates from late 1680. It is a non-Shakespearean song from Nahum Tates adaptation of Richard II, performed in "the prison scene in the last act" not to console the captive monarch but to mock him.

"Dear Pretty Youth" is Purcell's one definitely authentic contribution to a 1695 revival of The Tempest (in Davenant's and Dryden's adaptation, subtitled "The En​chanted Island"). Miranda's non-Shakespearean sister Dorinda sings it to her non-Shakespearean lover Hippolito, imagining him "asleep" (badly wounded in a duel, actually: he later recovers, and the "opera" ends happily).

The Fairy Queen was a lavish operatic reworking of A Midsummer Night's Dream, first performed in May 1692 and revived with minor alterations the following year. Purcell provided a magnificent score, full of musical var​iety -- as the two extracts on this disc demonstrate: the gentle lyricism and lullaby calm of Night, Mystery, Sec​recy and Sleep, singing for Titania at the end of Act II; then the trumpet symphony and irrepressibly cheerful chorus which greet King Oberon on his birthday morn​ing, from Act IV.

The Masque in Timon of Athens dues from 1695. It was written for performance in Act II of Thomas Shadwell's adaptation, The History of Timon of Athens, the Man-Hater... Made into a Play (!), but in later years was often extracted from that misanthropic context for use as an afterpiece (15 minutes of music rounding off an evening in the theatre, barely connected to the play preceding it -- whichever one that happened to be). The familiar debate between Cupid and Bacchus ends with an agreeable com​promise: "There are pleasures divine/In love and in wine." So everyone went home happy. Concert performances were attempted too. For this recording, Philip Pickett has reconstructed one of several given in the Stationers' Hall in 1711 -- well into the eighteenth century. A cello and double-bass can be used quite legitimately, with the Hall organ as well as a continue harpsichord. The forces are small (suited to the building): single strings accompany Cupid, placed to the right of the stage (heard left on the CD); oboes and bassoon accompany Bacchus and his drinking companions, standing— unsteadily— to stage left (heard right on the CD); and when everyone joins in the last number a perfect double chorus results. This musical coming together (on stage, no doubt a visible coming to​gether) is deliberately symbolic.

Lastly Dido and Aeneas. We do not know for certain when Purcell's only through-composed opera was written. It was staged at Josias Priest's Chelsea girls' school in 1689 and given a professional production in 1700, in the Lin​coln's Inn Fields Theatre, there divided up into the four "Musical Entertainments" which punctuated Charles Gildon's Measure for Measure adaptation. In this pro​duction, at least, it seems that the Sorceress was sung by a bass. (A prompt copy now in the Folger Shakespeare Library marks Mr Wiltshire's entry in appropriate places -- he also sang the Sailor, in Sorceress disguise.) The whole of the Witches' Cave scene is recorded here, forming the second half of the Second Entertainment in 1700. At the start of it, "the cave rises... [and the] witches appear" -- to a menacing accompaniment. At the end, after the Echo Dance of Furies, "six Furies sink" (in the cave, presum​ably), while the "four upon the cave fly up." These are ambitious machine effects, not girlish amateur dramatics of the sort usually associated with Dido. And in answer to Dr Burney ("the colouring and effects of an orchestra..."), the accompaniments have been rescored to show what a late seventeenth-century English theatre orchestra was capable of when all the stops were pulled out. During recording sessions the players sat as if in a theatre pit. Four slide trumpets double the strings in the opening prelude. They go "offstage" to play the hunting fanfares, and return for "In our deep vaulted cell," doubling the chorus there -- a sinister parody of "Thou knowest Lord," fam​iliar from Purcells Queen Mary Funeral Music. Purcell himself had used slide trumpets in a similar way, at the cli​max of The Libertine (when devils appear to drag Don John/Juan down to hell): their damnable associations were well established, alongside the queenly-elegiac. This is not necessarily what happened in 1700, though ad​ditions to the Dido libretto do seem to imply at least one trumpet: "Enter Mars and his Attendants... Bid the War-​like Trumpet Sound," etc. near the end of the Fourth Entertainment. (The extra music, probably by John Eccles, has not survived.) The Globe Musicians do it to pro​voke, to give a glimpse of a late seventeenth-century sound-world which was far richer than many a modern authenticist has begun to realise. Experiment is what the Globe enterprise is all about.

Philip Pickett and the Globe Musicians

In 1994 Philip Pickett signed an exclusive contract with Philips Classics as artistic director of the early music group the Musicians of the Globe. This led to a series of record​ings of English music of the sixteenth and seventeenth centuries with Shakespearian associations. The first two recordings in the series appeared in early 1997: a recon​struction of Ben Jonson's Masque of Oberon and a collec​tion of music contemporary with the first productions of Shakespeare's plays. The Musicians of the Globe are the house musicians of the Globe Theatre since it opened in June 1997.

As director of the New London Consort, Philip Pickett devises its programmes so as to combine scholarship, edu​cation and entertainment. His constant search for new ways of presenting early music has led to some exciting experiments: introducing theatrical elements into con​certs; presenting early lyrics in more immediate modern English translations; combining music with dance and mime; prefacing concerts with foyer entertainments, in​cluding juggling, fire-eating, magic, wandering minstrels and dancing bears; juxtaposing earlier music with con​temporary music, non-western music, or even Classical music; and, if the music had a particular function in its own time, representing that function in some credible way.

Philip Pickett's success in the planning and organisation of thematic concert series in the City of London Festival (1982, 1984 and 1989) and the 1983 Maastricht Festival led to his being appointed artistic director of London's Southbank Summerscope Festival of Medieval and Renaissance Music in 1988 (Pickett's Pageant) -- 32 con​certs in two weeks, received with unprecedented critical acclaim. In 1993 he began a new three-year appointment as artistic director of the Southbank International Early Music Celebrity Series in the Purcell Room. Philip Pick​ett is also artistic director of the Aldeburgh Early Music Festival.

He began his musical career as a trumpet player; Anthony Baines and David Munrow introduced him to all the fam​ilies of early wind instruments. This led him to take up the recorder, crumhorn, shawm, racket and many other in​struments, of which he is an outstanding player. As a stu​dent at the Guildhall School of Music he won several awards. He then spent a postgraduate year studying musicology with lan Bent at King's College, London. In 1972 he was appointed Professor of Recorder and Historical Performance Practice at the Guildhall School. In 1985 he was honoured with a Fellowship of the School. Philip Pickett has performed and recorded as soloist with many leading ensembles, among them the Academy of St Mar​tin in the Fields, the Polish Chamber Orchestra, the Eng​lish Chamber Orchestra, the London Mozart Players, the City of London Sinfonia, the London Chamber Orches​tra, the London Bach Orchestra and the English Concert.

Publications include articles in scholarly books and journals, and studies of the Carmina burana, Monteverdi's Orfeo and the Brandenburg Concertos. In 1993 he read a paper on Monteverdi's orchestration at the International Monteverdi Conference in London and was invited to prepare Orfeo for the New Monteverdi Edition.

	Philip  PICKETT
	Ben Jonson’s ‘The Masqve Of Oberon’ (music by Ferrabosco II, Jonson, Holborne)
	1997
	49:52 63:52
	label: Phillips Classics Productions.

I: Oberon, The Faery Prince.

II: A Masque Of Prince Henries.

RECONSTRUCTING A «FAERY» VISITATION

   Dancing was the main recreation of the Tudor and Stuart courts. There seems to have been informal dancing daily after dinner, and courtiers devoted con​siderable time and energy to learning and practising it, for to be thought a good dancer was a considerable social as​set. Queen Elizabeth set the pace: a French diplomat re​ported in 1598 that "without doubt she is a mistress of the art, having learned in the Italian manner to dance high." James I was more interested in hunting, but Queen Anne was a skilled and enthusiastic dancer, and under her patronage the masque developed as an important art form, distinguished by the work of writers such as Ben Jonson, Francis Beaumont, Samuel Daniel and George Chapman, composers such as Alfonso Ferrabosco II, Robert Johnson, John Coprario and Nicholas Lanier, and the architect Inigo Jones.

The masque was essentially a dramatic frame for an evening of social dancing; the "revels," the section where the masquers take partners from the audience, usually merits only a line or two in the printed texts, but actually took most of the time. Masques differed from other dra​matic forms in that the leading roles were danced, and were taken by aristocrats, including members of the royal family. Ben Jonson devised Oberon as a vehicle for the 16-year-old Prince Henry, who took the title role and is said to have had two earls, three barons, five knights and two esquires in his troupe of masquers. Professional singers and actors also took part, but in minor roles; in Oberon most of them were distinguished as members of Oberon s "nation of Faies." Professional dancers, usually drawn from the court dancing masters, were required for the athletic antimasques, the humorous or grotesque episodes that preceded the serious part of the masque: in Oberon they were cast as satyrs, though there was also an anti-masque of "lesser Faies," played by children.

Like nearly all court masques, Oberon was written for a special occasion -- New Year's Day, 1611 -- and was designed to flatter the monarch and affirm the status quo. Henry, as Oberon, king of the fairies, visits the English court to pay homage to his father, James I. Masques were also intended to astonish visiting foreigners with the wealth and brilliance of the English court, and were produced as lavishly as possible, with sumptuous costumes, breathtaking scenic effects, and spectacular music, often performed by large and exotic groups of instruments and voices. Payments for Oberon show that about 75 musicians took part, divided into separate groups according to `function. The shawm, cornett, sackbut and recorder players, drawn from the court wind consorts, provided incidental music before the masque began, and covered the noise of rumbling machinery in scene changes. The court violin band normally accompanied the dances, though on this occasion 20 lutenists were paid to play for at least one of Henry's dances — an appropriately magical special effect. Massed lutes would also have been used in the songs, for nearly all singers at the time played the lute, and would have accompanied themselves onstage in masques.

The music for Oberon was written by two members of Prince Henry's household, Alfonso Ferrabosco II and Robert Johnson. In common with other court masques, it has come down to us in fragmentary form, and needs a good deal of reconstruction to make it performable. Three of the original vocal numbers (Nos. 9, 19 and 29) survive; I have supplied some of the others by fitting the Oberon texts to other songs by Ferrabosco and Johnson, though I have had to compose the choruses from scratch, since none survive for any Jacobean court masque. The songs divide into two types: some are similar to ordinary lute songs, while others use a declamatory idiom influ​enced by Italian monody, in which the melodic line is broken by rests a necessary device in a resonant building -- and has a shape partly determined by speech patterns. 

Like most masques, Oberon had two types of specially devised dances, choreographed by the court dancing masters to specially composed music. In the antimasque dances the emphasis was on mimetic and athletic movement. Ac​cording to Jonson's text, the satyrs "fell sodainely into an antique dance, full of gesture and swift motion, and con​tinued it, till the crowing of the cock." Robert Johnson's memorable music (No. 11) consists of short fragments of conventional dances sewn together like a patchwork quilt; the seventeenth century preferred to illustrate bizarre stage movement by dislocating rhythm rather than melody or harmony. Johnson probably wrote it and " The Fairies Dance" (No. 16) just in two parts, treble and bass, for the violinist Thomas Lupo was paid "for settinge them to the violins"; his settings have not survived, so I have written my own. The three dances for the masquers (Nos. 18, 20 and 30) would have been choreographed in the French manner in stately geometric patterns; a Spanish eyewitness mentions that the masquers "entered danc​ing two ballets intermingled with varied figures and many leaps, which were extremely well done by most of them. Musically they are similar to ordinary almains (though the third ends with an extra triple-time section), with wonderfully airy runes supported by forward-looking harmony.

The rest of the instrumental music would not have been specially composed for the production, and we have therefore selected it from the ordinary consort repertory. The wind pieces mostly come from a manuscript now in the Fitzwilliam Museum, Cambridge, that preserves the repertory of the Jacobean court wind consorts (Augustine and ]erome Bassano were members of the court recorder consort) while the revels are taken from Antony Holborne’s Pavans, Galliards. Almains (1599). Oberon is re​markable for the poetic "faery" atmosphere of the text (surely influenced by A Midsummer Night’s Dream), as well as for the beauty of the surviving music. It was much enjoyed by the Spanish eyewitness, who, however, reported that the audience was more interested in the food afterwards:

"The masques being laid aside, the king and queen with the ladies and gentlemen of the masque proceeded to the banqueting hall, going out after they had looked about and taken a turn about the table; and in a moment every​thing was thrown with furious haste, according to the strange custom of the country."

Peter Holman

	(Philip  PICKETT)
	PILGRIMAGE:                 9 Songs Of Ecstasy
	1997
	52:37
	label: Point;  rec. in London (live voc.) and NY.

Producers: Philip Glass, Kurt Munkacsi, Rory Johnston, Simon Cloquet & Eric Calvi [+ comp.&arr.].

Vocals: Philip Pickett & New London Consort with Catherine Bott.

Musicians: Simon Cloquet [k, p]; Eric Calvi [g]; Chris Minh Doky [b]; Phil Manzanera [el g]; Ben Neill [mutant trumpet]; Maria Kitsopoulos [cello]; Sandy Park [violin]; Glen Velez [perc]; Bashiri Johnson [perc].

1.  Campus Stella / Field Of Stars ............... 5’ 12’’

2.  Through The Seas Of Life ...................... 4’ 55’’

3.  Pilgrimage ................................................ 4’ 23’’

4.  Land Of Ecstasy ...................................... 5’ 19’’

5.  Rain Or Shine .......................................... 5’ 20’’

6.  Ceremony ................................................. 3’ 43’’

7.  Dark Skies ................................................. 6’ 45’’

8.  Iberia ......................................................... 5’ 48’’

9.  Path To The Invisible ............................... 7’ 41’’

«Everyone sojourning in the flesh is passing through this earth to a mysterious state of future bliss... The Pilgrim’s progress is toward no earthy destination.»

См. тж. выше подобный продакшн на тему средневековой европейской музыки Philip’а  Glass’а: Manzarek ‘Carmina Burana’.

	SARBAND
	Cantico
	1990
	63:14
	label: Jaro

Vladimir IVANOFF -- см. тж. ниже в проектах VOX;  L’ ORIENT IMAGINAIRE; YEHUDI (--в разделе ‘Asia’);

Fabio Accurso: Cetra, Traverse, Perkussion, Schalmeien 

Rose Bihler-Shah: Gesang, mittelalterliche Streichinstrumente

Paolo Giuseppe Cecere: Viella, Drehleier, Schalmeien, Zugtrompete, Gesang 

Mustafa Dogan Dikmen: Gesang, Kudum, Ney

Alison Gangler: Schalmeien

Vladimir Ivanoff: musikalische Leitung, Laute, Organetto, Perkussion

Cornelia Melian: Gesang, Organetto, Blockflote 

Fatih Ovali: Tanbur, Perkussion

Ihsan Ozer: Kanun, Perkussion

Ahmed Kadri Rizeli: Kemence, Perkussion

Nejad Sansal: Ney

Saam Schlamminger: Perkussion

Mehmet Cemal Yesilcay: Ud, Perkussion

   Mannerchor:

Erbil Gunar, Mustafa Gurle, Roger Hefele, Oliver Kalberer, Thomas Nabauer, Ercan Varol, Mehmet Yurttas

"Sarband is certainty the most original Ensemble in Medieval Music''

''... extensive is the repertoire of this unique ensemble, whose members stem from the various cultures of their repertoire. Artistically and interpretively they come to on astounding unity on a high professional level... an inspiring and enriching example of a refined and responsible presentation of yet-to-be-discovered Early Music from foreign cultural realms. ''
Ensemble SARBAND was founded in March 1986 with the aim of showing, through concerts and research, the relationship between early European music and the musical cultures of Islam. SARBAND is a term used in a 14th-century Syrian manuscript to refer to the coupling of two parts within a musical suite.

SARBAND is a unique kind of musical ensemble, which draws its inspira​tion from various musical cultures, integrating them into its programme. Their multi-facetted repetoire comprises oriental and occidental music from the Middle Ages, as well as Baroque and contemporary music, sometimes also presented, in larger-scale projects, in scenical versions.

The roots of medieval music are to be found in the oriental musical cultures. Spain and Italy in particular were strongly influenced by musical elements from the oriental world: monophony, modal systems and rich ornamenta​tion.

These roots are frequently denied or ignored to this day. The picture ot Europe as the centre of the world is still deeply engrained in Eurpean consciousness. The influence of Islam on the Europe of the Middle Ages was, as already mentioned, considerable.

"The teachings of the natural sciences, such as physics, astronomy, geo​graphy, mathematics or medicine, but also poetry and musical theory, were tramsmitted by the Arabs from the world of Ancient Greece to Europe. They also brought with them conceptions of refined life, such as Europeans could not have imagined in their wildest dreams. Long before the Christian world had the capability to do so, Islam installed an efficiently operating system of knowledge and research at the fringes of medieval Europe." (from "Einfluss des Islam auf das europaische Mittelalter", Verlag Wagenbach 1988).
The musical director of SARBAND, Vladimir Ivanoff gave special attention in designing programmes and selecting the Turkish, Italian and German musi​cians, to ensure that the musicial dialogue goes beyond the cultural taboos between Christianity and Islam existing today, that European and Arab instru​ments are both to be heard in Moslem Sufi Music prayers and Italian religious songs.

Spiritual Music between the Occident and the Orient
CANTICO seeks to demonstrate the influence of Islamic mysticism on the religious music of the Middle Ages and the parallels between Christian and Islamic mysticism: traditional Sufi music is compared and contrasted with the songs of the Italian laudesi (brotherhoods of lay believers) in the 13th century. The SARBAND ensemble, with a core of Turkish and European musicians, perform on a regular basis with other musicians from Turkey, Iran and the Arab countries. In their various projects they explore the Arab influence on Spanish music during the Middle Ages, make evident the virtually ignored contact that existed between Turkish and European music, but above all they are concerned to compare and contrast musical phenomena from the Orient and the Occident, the significance of which goes beyond the purely musical to the comparison of cultures.

The emphasis is placed, not on the historically documented mytxral influen​ce of the cultures, or the purely musical reconstruction of historical performance practice, but on the contrast and comparison of parallel forms of musical expres​sion which developed under comparable social-historical and religious-histori​cal conditions both in the Christian and in the Arab cultural worlds.

Mysticism:
Islamic mysticism, Sufism, is rooted in the ascetic and contemplative tendencies of the Prophet Muhammed. Its further development was also significantly in​fluenced by Syrian monasticism, the writings of Dionysius Areopagita, and by Indian mysticism. Just as in Christian or Jewish mysticism, Sufism also expresses itself in a partly speculative form and partly as emotional mysticism suffused with love.

Christianity assimilated mysticism at first in a relativised form from its Hellenistic surroundings. It was not until New Platonistic influences penetrated from the East, with the writings and teachings of Dionysius Areopagita, and those of St. Augustine in the West, that there was any absolute integration.

Christianity distinguishes between three mystic paths to salvation: the via purgativa, illuminativa, unitiva. Sufism similarly distinguishes between saria (the Law), tariqa (the Mystic Path) and haqiqa (the Truth).

Ecstasy:

Ecstasy, or self-transcendence, was and is considered the peak of religious experien​ce, and for this reason mystics of many religions have sought to achieve it through preparation and exercise.

Sufism distinguishes between wagt, sudden ecstasy occuring through the grace of God, and tawagud, the endeavouring to achieve ecstasy through one's own efforts. This can happen through dance (sema), for example, as in the case of the Mevlevi Dervishes, through fasting and castigation, the constant repetition of a religious utterance, or through the contemplation of the sacraments. A certain state is "reached that is beyond normal time, in which the "Eternal Now" is experienced in one moment of revelation.

The German mystic of the Middle Ages, Meister Ekkehart:

"I heard without any sound, saw without light, smelt without movement, tasted what was not, sensed what did not exist."

The Oriental mystic and singer, Ibn al-Farid: 

"My eye spoke while my tongue watched, my hand listened and my ears were like hands."

The Lauda:
Just as in Spain, the religious poetry of Italy bears similarities with Oriental models. To the category of traditional and folkloric spiritual music belong also the Spanish Cantiga and the Italian lauda.

The lay brotherhoods (laudesi) in medieval Italy, which arose from the guilds of artisans, sang laude at their prayer gatherings.

The monophonic lauda of the 13th and 14th centuries, modelled after Grego​rian sequences (Sancto Lorenzo) or profane dance songs, also depends on the rhythmic prose of the Cantico delle Creature (Song to the Sun) of Francis of Assisi. St. Francis visited the Middle East as a missionary, the Cantico reflecting impressions gained on his travels.

The lauda is characterised by simple diatonic melodies with stepwise progres​sions, and dance rhythm (O divina virgo).

Performer and audience became separate in the course of the 14th and early 15th centuries; the laude were no longer sung by the brotherhood members themselves, but during devotions by professional musicians, who often set new spiritual texts to what were otherwise popular profane melodies (Ecco la primavera / Preghiam Jesu).
Music of the Sufi brotherhoods (Ilahi hymns):

Sufism has its roots in the congregations of Moslem believers in the 8th century, who recited surahs from the Koran and other religious texts. Sufism owes its popularity, in a similar way to the lay theology of the laudesi, to the direct and personal expression of the religious feelings.

Believers formed brotherhoods, under the guidance of a sheik, from the 13th century onwards. In 1207, Mevlana Celaleddin el Rumi, who formulated the central principles of Sufism, was born in Balkh. His son, Sultan Veled, founded the mevlevi order.

The are marked parallels between the Italian laudesi brotherhoods and the Islamic Sufi orders in the form of expressing their religious believings, their development and in the structrure of their musical repertoire.

The ilahi, the central component of the repetoire of many Sufi brotherhoods, but also widespread beyond that sphere in popular culture, too, is characterised by catchy melodies, strophic form and dance rhythm, just like the lauda.

The musical roots of the ilahi are to be found in the traditional recitations from the Koran. A school of Koran recitation developed from the 8th century onwards which distanced itself increasingly from the sanctioned syllabic recitation style and which developed its own artistically and technically refined style : qira’a bi-l-alhan, or recitation with profane melodies.The Koran readers of Caliph Harun al-Rashid (786 - 809), according to contemporary accounts, made the Koran sound like a classical art song. This recitation style spread rapidly to Islamic Spain and to Sicily, even though it was rejected by othodox believers (as was the recitation of spiritual texts in the form of love songs, popular songs or dance songs in the form of lauda and sequentia).

The instrumental accompaniment of ilahis during prayers and processions has been documented, just as the lauda, from earliest times. When pilgrims to Mecca (haji) departed again, they were sent off to the sound of ilahis, performed in

processions to orchestral accompani​ment. During the Islamic month of fasting, ramadan there are many ilahis, instrumentally accompanied, which are assigned to particular days of the month. The ilahi conveys, similarly to the lauda, central fundamental tenets of belief expressed clearly and simply. In the last verse, the poet of the verse often denounces himself before God as a sinner. This is reminiscent of the penetential character of many laude, parti​cularly those associated with the peni​tent and castigating disciplinati brother​hoods. [...]

	SARBAND
	Music of the Emperors  (Friedrich II; Palermo / Timur Leng; Samarkand)
	1992
	62:48
	label: Jaro
Состав тот же, концепция та же.

[...] This recording is the product of dreams. Different people had dreams in vastly different places and ages.

Palermo: Frederick II. (1194-1250)
Frederick II., a Hohenstaufen, kaiser, poet and scientist, dreamed of the „ magic of a happy Asia", of an all-embracing global power and global culture. In his castles in southern Italy and on Sicily he maintained court music with Christian and Islamic minstrels, singers and dancers. At Frederick's time oriental musicians were extraordinarily popular: an Anglo-Norman poem recounts the story of a knight who colored his face black and posed as an Ethopian singer to achieve greater success. Frederick also wrote passionate poems: the Italian poet, Francesco Petrarca, notes in the foreword to his Epistolae ad familiares that this new type of poetry from Sicily had spread over the whole of Italy. The poetic motifs of the SiciIiane resemble the Saracene love songs of Sicily, which found expression in the folk and dance songs still sung on Sicily with Near Eastern melodies. Traces of the music played at Frederick's court are contained in Sicilian traditional music (Mutettu/Dolce lo mio drudo) and in the Codex Reina, an Italian manuscript dating from the late 14th century.

Samarkand: Timur Leng/Tamerlane (1370 - 1405)
Mongol khan Timur also dreamed of a global empire. The Mongols regarded their ruler as the son of God; which is why the knans laid claim to world rule. Timur shared this conviction. His motto was: "Just as there is only one God in Heaven, there can be only one ruler on Earth." After the fall of Baghdad in 1258 the cultural center of the Orient had shifted further east; Persian took the place of Arabic as the cultural language. Timur, now the key political figure in the Islamic countries, leveled the Persian dynasties and their courts to the ground. Abdulkadir Meragi, the best-known musician of his time, was ,,taken" to Samarkand, the new center of the Orient, by Timur and spent the longest period of his life there as a court musician. A contemporary traveler described the music at the court of Samarkand. Timur had assembled musicians from many different countries in his gigantic court ensemble. Each course of a banquet was accompanied by music played by an ensemble from the Far or Near East, Iran or southern Europe. At the end of the feast the ensembles joined forces, probably under the direction of Abdulkadir Meragi, as an orchestra of different cultures that was unique in diversity and size. Abdulkadir directed also the court music of Timur's son, Shahruh, which Hafez-i Abru described as follows: "Singers with beautiful voices and instrumentalists with sweet sounds played motifs in Persian style within Arabic melodies, after the Turkish tradition, with Mogul (Indian) voices and following the Chinese laws of singing and rhythms from the Altai mountains." Though some of Abdulkadir Meragis' songs have been handed down orally, the interpretation of the compositions from Timur's court in this recording is primarily based on one source the Polish musician, Albert Bobovski / Ali Ufki (1610-1675), who lived and received his training in Constantinople. He put together a manuscript collection (today in the British Museum in London) with his own compositions and early music from the repertoire of Ottoman court music.

Music of the Emperors
Frederick and Timur: the two rulers have conspicuous features in common. They stopped at nothing to satisfy their absolute will for power, not even acts of human atrocity; both demonstrated their power through bloodbaths, on the one hand, and by maintaining a very costly and cleverly organized court, on the other hand. A significant part of court culture was the music, which by virtue of complex structures, unusual ensembles and complex compositional techniques was a representative mirror, a status symbol for court and state. For the Orient and Occident the extraordinary degree of cruelty and the unusually high level of musical culture were the most suitable yardsticks of power. Is the situation today any different?

SONG LYRICS
The lyrics of the oriental as well as of the Italian songs are complicated and highly synthetic linguistic creations. The ambiguity and symbolism of this poetry makes a precise translation impossible. Therefore, only a few notes and explanations are attached to the original texts.

	SARBAND
	SARBAND & OJC: «Llibre Vermell De Montserrat (the Red Book), 1396 - 1399»
	1994
	63:10
	label: Jaro

Medieval Pilgrim Songs from Spain

Paolo Cecere [vielle, hurdy-gurdy, shawm, psaltery]; Marika Falk [medieval and Arab percussion]; Ian Harrison [cornetto, shawm, vielle, bagpipes]; Mehmet Yesilcay [ud (Oriental lute), framedrums]; Vladimir Ivanoff [portative organ, medieval lutes, medieval and Arab percussion]; + choir OJC.

[...] Fitting to this task, the Cants dels Romeus, the songs of the pilgrims, have a popular tone. Some Spanish traditional melodies were probably also used, but their original lyrics were substituted by religious texts which should communicate essential points of the christian doctrine of salvation to the faithful. The erudite and well-travelled monks from Montserrat also combined musical influences from different European regions. They created a unique amalgamation of simple Spanish folk melodies and complex, courtly compositional techniques from Italy and France, maybe with the help of musicians from the internationally composed royal chapel of Aragon. Perhaps individual pieces already existed as courtly songs and were only given religious lyrics by the monks. [...]

	SARBAND
	Sephardic Songs in the Hispano-Arabic Tradition of Medieval Spain
	1997
	49:18
	label: Jaro

[...]

The Romance
As early as the late Middle Ages and the Renaissance, the romance or ballad was a very popular song-form in Spain. It originally survived as folk song and was not introduced to the Spanish court until near the end of the 15th century. Like most Sephardic romances, especially those handed down through the eastern tradition, the 15th century romance, as notated in various sources including the "Cancionero musical de Palacio" and in the tablatures of 16th century vihuelists (there it is described as a romance viejo), has a poetic structure of sixteen syllables with assonant rhymes and a musical form with four phrases of equal length.The first musical phrase often has an arched, rising and then descending melodic contour; sometimes we encounter a purely ascending melodic line. The second melodic phrase is usually higher and touches the melodic high point. These two melodic lines are seldom identical. The third melodic section then descends stepwise to the lower cadence note. The fourth phrase often ends the melody in a cadential downward movement.

Many of the melodies are based on a descending chromatic tetrachord which is also characteristic of the musiqa andalusiyya. In the eastern Mediterranean region melodies can often be attributed to the modes (makamat) of Islamic musical culture; the Husseyni, Ushak, Bayati, Hicaz, Hicazkar, Puselik, Nihavent and Ferahfeza modes are frequently encountered. In the western Mediterranean, especially in Morocco, the diatonic principle was often applied to the melodies, probably under later European influence, and they were made to conform with major / minor key tonality.

In the rhythmic-metric performance of the romances, metric and non-metric sections are often interwoven. The eastern tradition reveals a strong tendency towards a performance devoid of metric constraints, while in the western / Moroccan repertoire the abrupt shift from the binary to the ternary meter is popular.

The Judaic musical culture attained great significance through its preservation and dynamic modification of medieval Spanish romances on the one hand, and of the Arabic-Andalusian muwassahat and harjas on the other. This is demonstrated in the second section of our journey through time and cultures by means of the different compositional genres. It is our aim to create a living aural picture of the former symbiosis of medieval story-telling of northern Spanish, Andalusian or Hispanic-Jewish origin with oriental melodies from Asia Minor or the Balkans: the sphere of influence of "Sepharad".

	SEQUENTIA
	Gregorian Chant
	1982
	47:29
	label: RCA Victor

Performed by Sequentia (Ensemble for medieval music) & Capella Antiqua Munchen.

Sequentia: directors – Barbara Thornton & Benjamin Bagby.

Barbara Thornton; Lena Susanne Norin; Elizabeth Gaver; Benjamin Bagby.

Founded in 1977, Sequentia is the interna​tionally acclaimed leader in its field—an ensemble that combines vocal and instru​mental virtuosity with innovative research and programming to reconstruct the living musical traditions of medieval Europe.

	SEQUENTIA
	English Songs Of The Middle Ages
	1988
	59:47
	label: Harmonia Mundi

Performed by Sequentia:

voices;

instruments: two 5-string fiddles, 14-string harp, 21-string harp, symphonia.

  The repertoire of songs in English from the 12th to the early 14th centuries is surprisingly small. We know that much music composed to English texts is lost to us (due to the oral mode of vernacular song transmission), and must therefore content ourselves with the less  than two dozen pieces, some in fragmentary form, which have survived in a variety of manuscript sources, including a saint’s life, a book of miscellaneous religious writings, and even the revese side of a papal bull. Unfortunately, there exist no large manuscript collections of english song comparable to the chansonniers of the Troubadours and Trouveres, since the courtly, literate, —  and therefore written —  tradition in England before Chaucer’s time was largely French. Anglo-Norman song was the fashion amongst the aristocracy, and those pieces with English texts which found their way into writing came for the most part from a religious-scholastic millieu, such as the Franciscans, in which English was prevalent.  

  Having a satisfactory basic text for a poem beings a long process of interiorizing every aspect of the poet’s art, from the acoustical properties of the language (vowel and consonant sounds, rhyme, inner rhyme, alliteration, etc.) to comprehending the sense of specific word choices and rhetorical devices. As this process continues, the singer realizes that a given edition is often at odds with the text as found in the musical source, which can be unclear or even garbled. Since our principle has been to depart from the musical source as little as possible, we have chosen the manuscript version when a text editor has made changes which would necessitate modification of the musical setting. In general, we have assumed that a written musical source is not an Urtext of a song, but rather a written documentation — however incomplete — of some stage in the song’s active life. A manuscript may represent a remembered performance, dictated or otherwise transmitted to a scribe, or it might have a more direct connection with the singer himself, or a musician from the original singer’s tradition. The subject of rhythm in medieval song has generated much partisan discussion. Given that the notation of these pieces is often rhythmically ambiguous and open to various interpretations, we have tried to avoid a dogmatic approach in favour of an evaluation of each individual song.

   Decisions about the use (or non use) of instrumental accompaniment were also made according to the character and structure of each song. An accompaniment may consist of a simple drone, or it may employ the more complex techniques of heterophony, mirroring and commentary, but in all cases the melodic vocabulary of the instrumental part is derived from the songs themselves or other pieces from English sources of the period. For St. Godric’s song (№1) in praise of St. Nicholas, the simple melody has been amplified through techniques of polyphonic vocal elaboration which would have beeen part of an oral tradition in medieval clerical circles. — Benjamin Bagby.

   Notes on instrumental music. The definition of an ‘insrumental’ style is a long process and is possible only through a close study of the vocal repertoire. The existing instrumental pieces (…) give us some information about forms and melodic structure, but they are very few and diverse, and do not permit us to rebuild a tradition of instrumental playing using only those sources. From literary sources we know that vocal music was played on instruments, but we have little information about how the material was used in an instrumental performance. Given the specific possibilities of each instrument and the fact that a large part of the instrumental music served as dance music, it seems likely that the medieval instrumentalist would re-arrange the material freely and add to known melodies.

For the pieces on this record we have made use of simple dance forms such as the rondeau (№3), estampie (№5), and more complex lai (№13). The instrumental arrangements were made by Margriet Tindermans, using melodic material from the vocal pieces whose titles they bear. Sometimes melodies from related songs were added; at other times we made and improvised new melodies while staying as close as possible to the original material. — Margriet Tindermans.

	SEQUENTIA
	Edda (Music from Medieval Iceland)
	1999
	76:52
	label: Harmonia Mundi

Sequentia: directors – Barbara Thornton & Benjamin Bagby.

Barbara Thornton [v]; Lena Susanne Norin [v]; Elizabeth Gaver [fiddles]; Benjamin Bagby [v, lyre].

AN INTRODUCTION TO THE POETIC EDDA by Heimir Palsson

The Settlement and Culture of Iceland

The early medieval manuscripts containing the Eddic poems recorded on this disc, were found in Iceland, an island first settled by people from Norway and the other Scandi​navian countries during the years 870-930. The unique Icelandic settlement was part of a general movement that is best known for the Viking raids and the settlement of the Scandinavians in other parts of the world.

The establishment of the Icelandic parliament (the Alpingi) in 930 gave shape to the pagan society of Iceland in which most people bore allegiance to the old Scandinavian (or Germanic) gods. The most famous of these gods are Odinn (often called Odin) and Frigg, Porr (Thor) and Sif, Freyr (Frey) and Freyja. It is important, however, to understand that the pagan religion of the Scandinavians was not institutionalised; people were not duty-bound to have the same beliefs. This religion did not evolve in a centralised society, but in conditions that make it natural for us to expect wide variations in beliefs and religious practice between one area and another, if not between individual family “clans.”

The Pagan Religion of the Scandinavians

Any understanding of the Eddie poems demands some knowledge of the Old Nordic religion. The belief in the Nordic Aesir and Vanir gods is commonly discussed as if there was some form of standardised state religion that was followed by all the Scandinavian countries during the time prior to the Con​version. As mentioned above, this was far from the case. The gods that were most re​spected in each area probably varied. In some places, the highest in rank were the fertility gods, Freyr and Freyja. There is some evidence to suggest that their main area of in​fluence was in the eastern part of pagan Scandinavia, possibly mainly on the fertile plains of Sweden, like Uppland for example. In many other places, people clearly declared most loyalty to Porr, the guardian of the land, who was continuously defending Cosmos, the dwelling place of human kind and the gods, against the chaotic powers of Jotunheimr. It is thought by most scholars that the prudent farmers of Norway in particular placed their trust in this thunder god. Others, however, were more attracted by the cunning, worldly appearance of Odinn, the god of poetry who had control over magic and other forms of knowledge. It is naturally tempting to connect this belief with the Viking explorers and adventurers, and first and foremost with the poets.

The moral code of the pagan Scandinavians was not based on any demands or laws that had been set by the gods. On the contrary, the individual bore total responsibility for himself, and in the clan system, this responsibility extended to include closest relatives, and eventually went farther and farther. In this way, people gradually began to place certain controls on human behaviour and set rules that should be followed.

Religious Practice

It seems clear that special festivals were held in which the gods were praised or given some reminder of the needs of their charges, and that at these festivals they were offered sacrifices. Some of the texts of the Eddie poems appear to be well-suited for perform​ance at religious ceremonies such as these under discussion here, where they might even have involved some complex staging. Recent research has given strong support to the idea that the dialogic poem Skirnismal (The Lay of Skirnir), for example, is actually a form of play that was designed for performance at a fertility or sun festival (probably close to the mid-winter sacrifice). As will be noted fur​ther below, it is easy to imagine conditions in which the other dialogic poems might have been performed at religious festivals.

A central part of religious practice seems to have been played by incantation and magic, but it must never be forgotten that at this time magic was used as much to aid people as it was employed for vengeful purposes. And magical incantations certainly appear to have been sung in a special way if we con​sider the Icelandic expression gala galdr (“to ‘crow’ magic”). There are very few descriptions of the commonly-referred-to magic ritual known as seidr, and certainly none as striking as that given in Eriks saga rauda (The Saga of Eirikr the Red) which tells of a woman called Porbjorg who was known as litilvolva (the Little Prophetess). This account is particularly detailed and surprisingly free of prejudice. It was recorded a long time after the Conversion of Iceland (the oldest manuscript of the saga is from the fourteenth century), but ideas were obviously still current about the special role of the so-called seidkonur (prophetesses). It is clear that the act of seidr was regarded as a religious rite in which people attempted to gain knowledge about the times to come. There is little question that the Eddie poem Voluspa should be viewed in the context of this rite.

The Prose Edda and the Eddic Poems

In the early thirteenth century, the Icelanders gained a new author and scholar among their ranks, a man who is still regarded as being one of the greatest Scandinavian writers. His name was Snorri Sturluson (1178/79-1241), and he was not only one of the most powerful leaders in his country, but also the cleverest of historians; a poet and a scholar of poetry, in addition to being an expert on Old Nordic mythology. His masterpieces in the field of history and mythology, known respectively as Heimskringla and Edda (generally referred to as The Prose Edda), are central works for anyone trying to understand medieval Scandinavia. The latter work, in particular, is a key to understanding the pagan beliefs of Scandinavia.

Snorri’s Prose Edda is actually a kind of handbook designed to teach people about the poetic arts of Scandinavia, which, as was mentioned above, had very ancient roots. In order to understand this poetry, it was necessary to learn about the pagan beliefs. Snorri therefore relates a number of myths for his readers, almost all of which seem to be old. He also cites many ancient poems that have been passed down for generations in the oral tradition as evidence to support the things he is saying. Many centuries later, when people eventually discovered a near contemporary manuscript containing many of the poems Snorri quotes, they also named this manuscript Edda. That was a misunderstanding, but the name has stuck, and even today people refer to these Eddic poems as being a special type of ancient Scandinavian poetry.

At root, some of these poems are probably much older than the time of the settlement of Iceland, and it is logical to assume that the settlers must therefore have brought them to Iceland from Norway or some other area populated by Scandinavians. As will be stressed further below, it is pointless trying to make a guess about the moment at which some poet decided to make the “first draft” of this or that poem. We have to be satisfied with a different approach. Nonetheless, these poems were clearly so unique in their subject matter and form that people found reason to preserve them, and chant them for the coming generations in order to give some idea of how people used to think and speak, of how their ancestors understood the world.

The Eddic poems, though, often give very little detail about events of great consequence, and often help is needed to fill in the gaps. The information provided by Snorri is often our only key to understanding the wording of these poems and those myths that they only briefly touch on. Even though it is difficult to be certain that Snorri is always telling the complete truth, we would be in a far worse position if his work did not exist. This applies not only The Prose Edda, but also Ynglinga saga, which forms the first part of Snorri’s work about the Norwegian kings, Heimskringla. Ynglinga saga tells of the earliest kings of Sweden in prehistoric times, linking them euhemeristically with the gods, and especially with Odinn who thus becomes the forefather of all the Scandinavian kings.

The Subject Matter and Classification of the Eddic Poems

In terms of subject matter, the Eddic poems can be divided into two groups: on one hand, heroic poems, and on the other, mythological poems about the gods. The former group is a collection of relatively short historical works dealing with people who are, to some extent, recognisable from other early Germanic sources. Sigurdr, killer of the serpent Fafnir, for example, is really the same figure as the Siegfried who appears in the Nibelungenlied. Other recognisable figures from the same geographical area are Gudrun (Kudrun) and Brynhildr (Brynilde). From elsewhere we recognise Atli the King of the Huns (Attila), and Jormunrekr, the King of the East-Goths (Ermanaric). Even though these earthly heroes are all tragic, emotive figures, they are characterised by a realism that has few contemporary parallels.

The gods of the poems, on the other hand, are in many ways more ordinary individuals, and in fact, much more down to earth. The main figures in this regard are Odinn and Porr, although many other gods make ap​pearances here and there.

The mythological poems can also be divid​ed into two general groups. First of all, there are the poems of wisdom, which are gnomic, didactic, even mnemonic pieces. Then there are the narrative works, which are short accounts dealing with the adventures of the gods. However, cutting straight across this broad subject classification we find yet an​other more stylistic division in which some poems take the form of pure dialogues, while others have a single speaker.

To some extent this stylistic classification is reminiscent of that defining the difference between plays and novels. The dialogic works, like Skirnismal (The Lay of Skirnir), Lokasenna (The Flyting of Loki), Harbardsljod (The Poem of Harbardr) and Baldrs draumar (Baldr’s Dreams) all involve more than one speaker. People address each other, the speaker divisions are clear, and we even find the speakers displaying individual characteristics. The staging of these dialogues could have been both simple and powerful, as the recent dramatic perform​ances of Skirnismal and Lokasenna in Iceland and elsewhere have shown. These works contain dramatic tension and little imagination is required to see some connection with holy rituals or sacrifical ceremonies.

The poems involving a single speaker are somewhat different. Depending on the circumstances, the speaker recounts events or gives shocking news to his/her listeners. Once again, as mentioned above, it is possible to imagine a religious context for the performance of these poems. This seems particularly obvious in the case of Voluspa (The Prophecy of the Seeress), for example. The speaker of the monologue in this case is a woman. She is apparently addressing Odinn and her audience in general, the “greater and lesser descendants of the god Heimdallr,” an expression believed by scholars to refer to all humankind. The woman tells her listeners a story to which she adds conviction because she is wiser than others, and has knowledge that is simultaneously exciting and terrifying. In dim light and flickering shadows (like that

which would have existed in any ancient Icelandic farmhouse in wintertime) the performance of the poem would have been transformed into a kind of mysterious religious ritual in which the listeners would have found themselves faced with insight into ancient and holy mysteries. It can be no coincidence that the poem should issue from the lips of a woman, the volva (seeress) herself, who has access to all secret knowledge, has come to visit, and even has the power to threaten Odinn by revealing the most sacred mysteries known to him.

The Preservation of the Eddic Poems

Most of the Eddic poems have been preserv​ed in the early thirteenth-century manuscript mentioned earlier, which is called the Codex Regius (The King’s Book: Gl. kgl. srnl. 2365 4to) now in the care of the Arnamagnean Institute in Reykjavik. This is the text that Sequentia has used for the performances of Voluspa, Havamal and Prymskvida. Grotta-songr (The Song of Grotti), is found only in Snorri Sturluson’s Prose Edda; and Baldrs draumar is found along with several other Eddie poems in the AM 748 I, 4to manuscript which is slightly more recent than the Codex Regius.

The Performance of the Eddic Poems

We know relatively little about how the mythological poems of the Poetic Edda were performed during the Middle Ages. The account from Eiriks saga rauda about Porbjorg the Little Prophetess, noted earlier, gives a highly tempting picture, but we can never be totally certain about whether it is wholly trustworthy. It is natural to conclude that this might have been one form of performance.

Nonetheless, it seems certain that the text of these poems in performance was far from fixed. Concerning the text, it is naturally pointless trying to guess the actual degree of freedom that the original performers would have allowed themselves. It is clear, how​ever, that once the poems were written down, they probably gradually gained a kind of stability, a clear shape, meaning that the usual freedom, originally granted by the oral tradition, was no longer valid. Nonetheless, we are lucky enough to be able to attain some insight into the methods employed by the oral performer, partly because of the three differing versions of Voluspa that came to be recorded on parchment. Each of these versions of the poem must at some time have been recorded on the basis of an oral performance. Partly for this reason, there is little point in attempting to use the usual literary comparative methods in order to try and establish an “original” text for the poem. Each editor has to choose the version that he/she thinks best, and most agree that the version contained in the Codex Regius is more poetic, and to some extent older than that found in Hauksbok. That is the reason  why Sequentia chose to use the Codex Regius version of Voluspa for this disc.

Scattered examples telling of the recital of poems give a clear indication that the performance of the poetry was different from that of prose. The poems might not have been “sung” literally, but people certainly regarded poetry as being a holier form of language than prose, and felt that the performance should be appropriate for both the form and its contents.

The language in which the poems have been preserved is Icelandic. Since Icelandic was originally a western Norwegian dialect, this alone tells us little about the origin of the poems. However, the conditions in Iceland are so unusual that changes in the language and thereby also the declension system be​tween the Middle Ages and our own time have been realatively limited both as regards prose and poetry. In other words what was recorded in the Middle Ages might be regard​ed as being comparatively easy to read for any relatively literate, intelligent Icelander in our own time. The actual pronunciation of Icelandic, on the other hand, has changed greatly since the thirteenth century, not only with regard to the vowel and consonant systems, but also the rules governing lengths of vowels which have altered radically. Even though our source material on these changes is comparatively extensive, a great deal still remains uncertain. No one alive today could recreate with any certainty the pronunciation or the poetic rhythm that was used for the Eddic poems during the first centuries of the Icelandic settlement.

When considering the performance of the Eddic poems, as Sequentia have done for this disk, many things need to be borne in mind. The recreation of probable medieval music and song is one aspect of this and naturally demands some form of recreated pronunciation. Even though Icelanders in our own time are used to reading the poems with a modern Icelandic pronunciation, it would be ridic​ulous to use a modern pronunciation for an attempted recreation of the original sound of poetry. The route chosen was of course just one of many. An attempt was made to avoid all linguistic changes that are known to have taken place since the thirteenth century, but for logical reasons, no attempt was made to guess at the pronunciation and rhythm of the ninth or tenth century. The basis for the performance is the recorded manuscript-text, and that is no earlier than from the thirteenth century. It is therefore totally pointless to try and take the pronunciation of these poems back beyond that point.

Heimir Palsson, Iceland, 1998; English translation by Terry Gunnell
Benjamin Bagby: The Reconstruction of Eddic Performance.

Although we know that medieval epic poetry was the domain of bards and singers, no written musical sources of the Eddic poems dating from the Middle Ages are known to exist; indeed, we would have no reason to expect such sources to have been written at all. The milieu in which these poems were originally transmitted, sung, and acted out was that of a uniquely oral culture, and professional minstrels (leikari) passed on repertoires and techniques from generation to generation without the hindrance and ex​pense of writing. As is almost always the case with medieval song, the use of musical notation is linked to the world of the scriptorium and the noble or ecclesiastical collector, not to the world of the practicing musician.

We can assume that the performing traditions of the Edda were probably already in decline by the time the main text manuscript. Codex Regius, was copied in the late thirteenth century. Given this situation, how can we possibly reconstruct sung performances of Eddic poems as they would have been known before the time of Snorri Sturluson in twelfth-century Iceland?

The earliest witness which we possess to musical settings of poems from the Edda is an account found in Benjamin de la Borde’s Essai sur la musique ancienne el moderne, published in 1780. Among other examples (collected by a musician at the Danish Royal Court, Johann Ernst Hartmann), we find a strophe from the Voluspa set to a simple me​lody. Unfortunately, we will never know if this melody represents part of an unrelated Icelandic folk tradition of the 17th and 18th centuries, or if it indeed survived in this form from its origins as an oral formula for the vocalization of Eddic poetry.

In searching for paths to the vocalization of these texts, it was obvious to me that more musical information would be needed than this scrap of melodic material from the late 18th century, and I decided to make use of the techniques of “modal language” which Sequentia has developed over the years in work with medieval song. Briefly, we identify a mode not as a musical scale, but rather as a collection of gestures and signs which can be interiorized, varied, combined and used as a font to create musical “texts” which can be completely new while possessing the authentic integrity of the original material. But like the magic mead which gives Odinn the gift of poetry, this “modal mead” is a concoction which is both inspiring and dangerous. We need a strong knowledge of the practice of singing epic poetry as it still exists in various world cultures to show us how such performances must be given a form and a soul, to temper the limitless freedom of modal intoxication.

Having temporarily put aside Monsieur de la Borde, where did I turn first for the basic ingredients of this modal brew? Iceland, of course. To give one example: in the sung oral poetry known as rimur—which in itself is a tradition dating from the late middle ages, but whose roots may touch much earlier skaldic poetry—I found a vast repertoire of modal material, which clearly could be grouped into several types. During our re​search residency in Reykjavik in May, 1995, I was graciously permitted to work in the tape archives of the Stofnun Arna Magnussonar, where I listened to hundreds of recorded performances of rimur and related song-types, making notes and analyses of the types and uses of modal materials. The result of this process of digestion (which included a weeding-out of obviously later melodic types) was a series of modal vocabularies grouped by structural “signals,” which could then be taught to the other singers and ap​plied to the metrics of the Eddie texts as taught to us by the philologist Heimir Palsson. Everything was learned in a process very much resembling oral tradition: we have only worked with our Edda texts and our memories; there were never any musical scores. And in light of this knowledge, even the melody found in de la Borde began to make sense. However one chooses to see its transmission, the fact is that this melody demonstrates characteristics which point to the use of a specific modal vocabulary consisting of a few limited elements which are repeated and varied. And so, the attentive listener might hear its “genetic code” echoed in these performances, just as an experienced Icelandic rimur-singer hearing these poems might find at times that some undefmable element makes him feel he knows the un​known piece being sung.

In cases where two or three singers declaim the same text, different versions of the modal gestures may sometimes be heard simultaneously, resulting in a kind of heterophonic texture (verging on improvised polyphony) typical of traditional musical cultures. We still hear a vestige of such ancient practices in the traditional two-voiced tvisongur sung in Iceland today.

Other aspects of the reconstructive work include a study of Icelandic sources besides rimur, as well as a study of the ancient dance-song melodies of the Faroe Islands. As the Edda project continues in years to come, the research will certainly expand to include sources from the entire Viking world, with particular emphasis on Finland and other Baltic countries, as well as Saami lands. Equally important in these musical reconstructions are the instruments which play independent pieces and sometimes accompany the vocalists. In the twelfth century, the two most important European instruments for courtly entertainment were certainly the fiddle and the harp, although other types of instruments (for instance, wind and percussion) were certainly known in popular culture. Elizabeth Gaver explains in a separate essay about her reconstructions of fiddle music. The harps which I use in this production are copies from remains of instruments found in seventh-century germanic burial sites, researched and reconstructed by Rainer Thurau (Wiesbaden, Germany).

This type of “lyre” would have been known throughout the northern world, together with the related triangular cithara which we recognize as the most common harp form. These instruments have very few strings (the lyre, for instance, has six gut strings), and the tuning systems, based on medieval theories of consonance, yield a series of basic intervals which in turn can inform the text being accompanied. The tuning system of the instrument is closely related to the mode which the singer has chosen, so that the instrument must be re-tuned to accompany in a new mode. Regarding playing technique, it hardly needs stating that an instrument of six strings is not suited to playing chords and elaborate melodies. Instead, we have here a harp type (such as is still known in several non-European musical cultures) which has as its means of expression the use of pattern and variation, and on the “playing out” of modal vocabularies. Just as the singers rely on a small repertoire of potent modal gestures for the vocalization of their texts, the harp makes a virtue of its seeming limitations and, like an interlaced Viking design, brings a richness of articulation to the expression of the mode.

Imagining the context of performance

Although it is certain that in ancient oral traditions such as the Edda represents, pieces were always “vocalized” and even acted out before gatherings of knowledgable listeners, we are obliged to imagine performance contexts which were never specifically described by contemporaries. In our performances, we represent a performing tradition as it might have existed in both Iceland and Norway (and perhaps as far afield as the Continent) during the time of Snorri Sturluson (ca. 1200). The performers themselves are not local farmers, but rather professional minstrels (Icelandic: leikari), possibly joined by other Nordic, Celtic or Saxon minstrels who travel widely in northern lands (which would also account for the use of the fiddle); and the performance itself could be taking place either in the dwelling of a powerful Icelandic chieftain or the hall of a Norwegian lord.

The music and texts they sing represent last vestiges of the ancient oral traditions of the pre-Christian north, now performed by spe​cialists in a nominally Christian society which still has strong links to the archaic world of the myths and the worship of the old gods.

And so, in this recording, the voices can be heard alone, as in parts of the long visionary tale of the Volva; or the fiddle, playing solo, can conjure up a world of mythological beings; or the fiddle accompanies the singers who re-enact the story of Odinn’s ride into the realm of the dead to question the seeress about Baldur’s death. There are ritualistic moments of mystery: the singer with his lyre speaking in the voice of Odinn, retelling the myth of the runes; or hilarious storytelling, as in the famous tale—half-spoken and half-sung to lyre accompaniment—of Thor’s vengeful transvestite voyage to the realm of his enemies, the giants, to recover his stolen hammer. In the story of Grotti’s mill and the two giant slave-girls, the fiddle provides both the modal fundament as well as the relentless turning of the millstone; and in the final description of the end of the gods, Ragnarok, all three voices join with the fiddle in a homophonic texture of visionary terror.

Elizabeth Gaver: The Reconstruction of Instrumental Music for the Edda

As there are no extant medieval manuscripts containing Nordic instrumental music, in order to create the fiddle music for this Edda production I turned to the flourishing folk music tradition in Norway, both for information and inspiration. It has been my aim to find the particular aspects in the current folk violin tradition that are idiomatic to the medieval fiddle as well.

During two research trips to Norway, I was able to explore the hardingfele tradition, by listening to countless hours of field recordings in the Norsk Folkemusikk-samling of the University of Oslo, and by meeting with several well-known performers and teachers, in Oslo, Valdres, and the Ole Bull Akademie in Voss.

The hardingfele is essentially a violin with the addition of four or five resonance strings running under the fingerboard. The body of the hardingfele is highly arched, and the bridge is nearly flat, allowing the player to easily bow two or even three strings at once. The characteristic sound of the instrument depends on its resonance, which is enhanced by the use of open tunings similar to those used on medieval fiddles. Although the hardingfele originates in the seventeenth century, there are aspects of the music itself that could be part of a much older tradition. Many dance tunes, or slatter, are clearly Ba​roque in nature, with triadic melodies and regular phrase structures. Other slatter, how​ever, have characteristics in common with much earlier musical forms. They are constructed from short melodic motives that are varied and repeated during the tune, often resulting in uneven phrase lengths and a certain ambiguity in the beginnings and endings of phrases. Although these tunes are passed from teacher to student through generations, remaining unchanged in essence, there is also room for improvisation according to the style of each player. There is often an interaction between the player and dancers, and the dance gains in intensity and excitement as phrases spin out endlessly, strong bow articulations are used, and upper and lower bourdons are added.

The hardingfele is also used occasionally to accompany songs, or to play an ornamented version of a song alone. It is in this repertoire that one hears quite clearly the use of unfamiliar scales with various neutral tones. Most commonly, the placement of the third and seventh tones of the scale results in intervals that are between major and minor, giving a very particular coloration to the melody.

The three medieval fiddles used in this production are typical instruments of twelfth-  and thirteenth-century Europe. Unlike instruments of the modern violin family, the bodies and necks of these fiddles are carved from single blocks of wood. This simple construction, often with no additional soundpost, results in a clear, highly resonant tone quality. The tunings of the gut strings used here are characteristic of the medieval period with open intervals of fourths and fifths resulting in a resonant tone quality enhanced by the frequent use of bourdon strings.

The fiddle pieces created for this production incorporate many aspects of hardingfele repertoire and playing style. Some are rhythmic and dance-like in character, while others are meditative and lyrical. The melodic motives are derived from the Icelandic rimur tradition, from the ballad tradition of the Faroe Islands, or are simply idiomatic to the instruments themselves.

	TUGEND  UND  UNTUGEND  (VIRTUE  AND  VICE)
	German Secular Songs and Instrumental Music from the Time of Luther
	1995
	70:09
	label: Naxos

perf.: Convivium Musicum, Ensemble Villanella & Sven Berger

The century from 1450 to 1550 brings an awakening, an establishment and a golden age of German music. The Fundamentum organisandi by the Nuremberg organist Conrad Paumann and the Buxheimer Orgelbuch are evidence of the German pioneering work in the field of keyboard music. The newly discovered polyphonic possibilities of the lute are explored by German musicians and starting with Lied manuscripts such as the Lochamer Liederbuch and the Glogauer Liederbuch, the Lied reaches new heights. Among the principal composers and innovators in the art of the Lied are Heinrich Isaac, Paul Hofhaimer and Ludwig Senfl, while the development of printing soon led in Germany to the introduction of music printing.

The Franco-Flemish composer Heinrich Isaac was particularly active in Italy and in Austria, where between 1497 and 1514 he held the position of court composer to Maximilian I. From 1480 to 1492 he served Lorenzo de Medici in Florence, where he was cathedral organist, thereafter moving to Innsbruck and then to Vienna in the imperial service. He spent the last three years of his life in Florence, where he died in 1517. One of the most skilled and prolific composers of his time, he composed, in addition to large scale Masses and motets, songs and instrumental music. The song on which the five-part Carmen [1] is based has not been found, while the music alone survives of the popular song In meinem Sinn [5,7,8]. Songs by Isaac included are Greiner, Zancker [II], Mein Freud allein [16], an instrumental prelude on Ich stund an einem Morgen [26], a contrapuntal piece on the notes La Mi La Sol (A-E-A-G) [30] and a version of a song Las rauschen [35], the words of which, preserved in a quodlibet by Wolfgang Schmetzel from 1544, are about love-making in a field of clover.

Paul Hofhaimer was bom in Radstadt in 1459 and established himself as an organist of international reputation, becoming organist to Maximilian I in 1490 and from about 1520 to 1537 organist to the Prince-Archbishop of Salzburg. He was also distinguished as a teacher, numbering among his pupils Hans Kotter. The lyrical qualities of his music are evident in the examples of his work here included, Erst weis ich, was die Liebe ist [6], Greiner, Zanner [14], Mein einigs A [31 and 32] and Zucht, Eer und Lob [33 and 34].
Another musician in the service of Maximilian I was Heinrich Finck, who served in his time three Polish kings. From 1510 to 1513 he was Kapellmeister to Duke Ulrich in Stuttgart, then court musician to Maximilian I in Augsburg. In 1520 he was appointed composer to the chapter of the Cathedral in Salzburg and in 1525 and 1526 was court Kapellmeister to the Emperor Ferdinand I in Vienna. He died in 1527. Famous for his liturgical compositions, he also won a reputation for his secular tenor songs, most often using his own melodies. These give evidence of the highest level of feeling for melody and contrapuntal skill. Greiner, Zanner [12] uses the song for an instrumental piece and Gloria, laus et honor [23] derives an instrumental composition from a tenor Gregorian theme, reflecting as in many Mass movement of this period, the rhythm of the basse-danse.

The Flemish musician Arnold von Bruck, born, as his name tells us, in Bruges, was a pupil of Finck and from 1527 to 1546 was Kapellmeister to Ferdinand I in Vienna, continuing earlier service of the Hapsburgs. Although ordained priest in 1546, he wrote a quantity of music apparently for Protestant use and was much respected by contemporaries for his songs. So trinken wiralle [19] is an instrumental version of a drinking-song by Arnold von Bruck while the song Es ging ein Landsknecht uber Feld [36] includes in its text an interesting list of plants with aphrodisiac qualities. 

The great Flemish composer Jacob Obrecht, a native of Berg-op-Zoom, with Josquin and Isaac a leading figure in the music of the period, worked in Cambrai, Bruges and Antwerp, dying in the service of the ducal court of Ferrara in 1505. Immensely prolific, he wrote some 26 Masses, 32 motets and 30 secular pieces, many of the latter possibly instrumental, since they lack texts. His instrumental Stat ein Meskin [2] is clearly based on a secular song.

The Swiss organist and composer Ludwig Senfl was born in Zurich c. 1492, trained as a chorister, and studied with Isaac in Constance, serving later as his assistant in Augsburg. He was appointed court chamber composer to Maximilian I, a position he held in succession to Isaac from 1514 to 1519, and was subsequently active in Passau and at the Bavarian court in Munich. A Catholic composer with some Protestant sympathies, he wrote a quantity of music for the Catholic liturgy, Lutheran chorale variations and some 250 superbly crafted and imaginative songs. It is largely on these last that his fame rests. Will niemand singen [3], Ein Maidlein zue dem Brunnen ging [4], Dort oben auf dem Berge [9], Nun wollt ihr horen neue Mar’ [151, Ich soil und muess einen Buehlen haben [17], Oho, so geb’ der Mann ein’n Pfennig [18], Es wollt’ ein Maidlein Wasser hol’n [21], Es wollt’ein Frau zuem Weine gahn [22], Ich stuend an einem Morgen [27] and Ich weiss nicht, was er ihr verhiess [38] exemplify Senfl’s gifts as a song composer, with a four-part instrumental version of the last of these [37], an instrumental Lamentatio [24] on a tenor of liturgical derivation and an instrumental version of the song Albrecht mirs schwer [29].
Hofhaimer’s pupil Hans Kotter, born in Strasbourg in about 1485, was organist at the Church of St Nicholas in Freiburg before a period of exile, in the religious disturbances of the day, brought him to Berne as a schoolmaster. His importance lies in particular in his book of tablature (1513-1522), which includes some 67 works by various composers, including Hofhaimer, Isaac and Josquin. In meinem Sinn [7] is a keyboard setting of the famous melody, with a transcription of Hofhaimer’s Min einigs A [32] and of his Zucht, Eer und Lob [33]. Leonhard Kleber apparently from Wurttemberg, a pupil of Arnolt Schlick, the Heidelberg organist, was himself organist in Esslinger and subsequently in Pforzheim, where he died in 1556. In 1534 he published an organ tablature book that includes 112 pieces by composers including Finck, Hofhaimer, Isaac, Josquin and Senfl. In meinem Sinn [5] is a keyboard version of the lost song of that name. 

Other collections of music of the period are found in the Glogauer Liederbuch, a manuscript from about 1480 that includes sacred and secular songs and a number of short instrumental pieces. The secular songs are characterized by an earthy and exuberant popular style, as in Zenner, Greyner [10], the oldest of the songs here recorded, on a familiar theme.

Representative of a later generation, Nikolaus Ammerbach, organist for 35 years at the Thomaskirche in Leipzig, published two books of organ tablature which include dance music, chorales and perhaps excessively ornamented transcriptions of motets and songs by Isaac, Senfl, Lassus and others. Die Megdiein sind von Flandern [13], a four-part piece re-arranged from organ tablature of 1571, is included because of its melodic affinity with the Zenner, Greiner / Greiner, Zanner variants.

Of the remaining composers and collectors whose music is included on the present recording, Georg Rhaw, printer and composer, issued both Lutheran sacred music and secular songs from his printing-shop in Wittenberg from 1525. He is represented here by the song Ich stuend an einem Morgen [28]. Wolfgang Kuffer, a student at Wittenberg in the 1550s, wrote down some 314 compositions in his five part-books, with titles in Latin, German, French and Italian, with or without texts. Heth sold ein meisken garn om win [20] is a drinking-song. Gregor Meyer, organist at Solothurn and then at the reformed Cathedral in Basle, is represented by a two-part composition, a Bicinium, in strict canon at the fifth [25].

Instruments

This recording offers musical interpretations with generally four different types of sound: (a) a loud wind group (musica alta); (b) an ensemble with string instruments, flute, recorders and singers (musica basso); (c) a quartet consisting of two singers, modern guitar and a wind instrument obligate, historical or modern; (d) a very soft clavichord.

The clavichord, first mentioned and depicted around 1400, is the oldest keyboard instrument with hammered strings. Its very simple action, with the striking metal tongue immediately stopping the vibrating string, gives the instrument two characteristic effects. The player’s finger on the keyboard has a direct and continuous contact with the string and control of the tone production, and the sound is extremely soft. Its common use, was therefore, often private and domestic.

The cornemuse (dulcina, doucaine) is a capped reed instrument, related to the crumhorn but built in straight form and with a muted and mellow sound. The actual type, Hiimmelchen, “little bumble-bee”, a reference to its buzzing sound, is also used as the chanter of a small bagpipe with the same name.

The crumhorn is the most important of the capped reed instruments of the Renaissance. It has a curved (German: krumm) form and appears in four or five sizes. The sound produced is nasally buzzing, but rather powerful.

The curtal (dulcian) is the predecessor of today’s bassoon. It is made out of piece of wood and is built in a family of up to six sizes, the bass (in German Chorist-Fagott, corresponding to the modern bassoon), being the most important.

The fiddle (vielle) is an important medieval string instrument; a predecessor of the violin with 3-5 strings. In the Renaissance its tasks were more and more taken over by the viol and the violin, restricting the simpler fiddle to folk music.

The word harp can imply many forms of the instrument in different sizes. The type used for this recording is a simple, rather small knee-harp, tuned to a diatonic scale.

The lute became very important in the Renaissance, since, around 1500, lute-players discarded the plectrum, fretted the fingerboard and developed the technique of polyphonic performance.

The recorder (Blockflote, flute a bee), according to Sebastian Virdung in 1511, was built in a family of three or four sizes. During the following hundred years the popular family would increase to as many as nine members.

The shawm (Schalmei / Pommer, chalemie / bombarde) is the most important reed instrument in the Middle Ages and the Renaissance, a loud predecessor of today’s oboe instruments. Around 1500 it existed in at least three sizes, descant, treble (alto) and tenor.

The trombone (sackbut, Posaune) was invented almost in its modern form already around 1440. It soon became important and started developing different sizes with the most useful tenor as chief instrument.

The transverse flute (cross flute, traverse, Querflote), in the Middle Ages and the Renaissance a simple wooden tube with blowing hole and six finger holes, existed around 1500 already in three sizes, the middle one, the tenor (corresponding in size to the modern normal flute) being the most important.

The viol (viola da gamba, Gambe), a sophisticated bowed string instrument with frets on the finger-board, was developed in the fifteenth century and around 1500 existed in three sizes with the bass as chief instrument.

Convivium Musicum (Gothenburgense)

The Convivium Musicum Gothenburgense (leader: Sven Berger) consists of singers and musicians devoted to early music and to its performance on authentic instruments. Most of the members of the ensemble are teachers, students and former students of the School of Music and Musicology of the University of Goteborg, Sweden. The ensemble works frequently with experts on early dance and has produced recordings of Renaissance songs and dance music.

11. Musica alta

Roy Andersson, sackbut

Sven Berger, crumhorn, percussion and shawm

Andreas Ediund, crumhorn, curtal, percussion, shawm

Stig Josefsson, crumhorn

Sabine Karlsson, percussion

Eva Niste, sackbut

Christer Nystrbm, curtal and crumhorn

b) Musica bassa

Jonas Bengtsson, bass, recorder, transverse flute

Sven Berger, cornemuse, percussion and recorder

Pia Brinkmann, recorder and soprano

Andreas Ediund, percussion

Bo Ejeby, tenor

Itati Etcheverry, recorder

Jonas Franke-Blom, tenor and percussion

Liliane Hakansson, mezzo-soprano

Goran Josefsson, lute

Anders Karlsson, lute

Cartna Klein, fiddle

Cecilia Luther, fiddle

Kenneth Medin, viol

Anne Pajonen, fiddle and harp

Fumiko Okino, harp

Maria Strand, soprano, cornemuse and recorder

Ensemble Villanella

The Ensemble Villanella, with Andreas Edlund (clavichord), Sven Berger (cornemuse, flute, recorder, tenor). Charlotte Edstrom (alto, soprano), Helena Ek (soprano) and Anders Karlsson (guitar), was formed in 1987 and since then has been active in performance both in Sweden and abroad, notably in Estonia, Germany and Japan. The repertoire of the ensemble ranges from troubadour songs of the twelfth century to folk-music and contemporary jazz. 
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	Diadema
	1990
	51:55
	label: Erdenklang Musicverlag under license by Real Music (CA, USA)

Rec. in Munich, 1990

All music composed by Hildegard von Bingen (см. тж. выше).

Arranged by Vladimir Ivanoff. [Vladimir IVANOFF – см. тж. 1) выше с проектом SARBAND;  2) L’ ORIENT IMAGINAIRE – ниже, следом; 3) YEHUDI (--в разделе ‘Asia’)]

Performed by VOX:

Rose Bihler-Shah, Cornelia Melian, Catherine Rey: Voices 

Fabio Accurso: Medieval flutes, percussion

Giuseppe Paolo Cecere: Medieval strings, organistrum, slide trumpet 

Alison Gangler: Shawms, WX7-MIDI wind controller 

Verena Guido: Medieval flutes 

Vladimir Ivanoff: Portative organ, percussion 

Kristian Wladimir Schultze: Fairlight series III, digital and analog synthesizers, computer programming and recording at his D.I. Musikstudio

The remarkable 12th century German mystic Hildegard von Bingen was an abbess, visionary, painter, healer and an advisor to popes and kings. She also composed profound and innovative religious music that gave voice to her extraordinary spiritual visions. On Diadema, the European group Vox imaginatively adapts Hildegard’s compositions for contemporary audiences, featuring a virtuoso trio of female singers whose soaring voices are both powerful and ethereal. Many variations of ancient invocations and chants performed by groups such as Enigma, Deep Forest and The Benedictine Monks of Santo Domingo de Silos are taking the world by storm. These successful works have paved the way for the timely introduction of Vox. Then again, Hildegard probably predicted that.

Saint Hildegard von Bingen (born 1098 in Bemershiem /Bergen, near Alzey (Rhineland Palatinate), died 17th September, 1179 in Rupertsberg near Bingen) was a mystic and seer, an advis​er to popes, emperors and princes. She wrote numerous theological, scientific and medical works.

Since childhood she had been haunted by mystic visions, which she recorded in a series of writings and incorporated in her songs.

With their expanded tonal range, broadly vibrating melodies, the structure based upon a few melodic elements, Hildegard’s songs form an integrated world of their own. Her language is marked by brilliant figurativeness and has the apocalyptic character of her visionary writings.

The melisma of the songs exceeds everything to which one is accustomed from the Gregorian chant: long, drawn-out melodic phrases frequently stride through an entire octave, Hildegard has a particular predilection for wide intervals, fourths and fifths, which she often uses as the opening interval, in many cases superimposed upon each other.

In the 15th section of the Scivia, a representation of harmonica caelestis (sphere harmony), she explains her musical activity:

“I then saw the brightest light in which I […] heard various kinds of music, praising the joy of the saints, brave and steadfast on the path to truth. […] And that sound, like the voice of the praising multitude, in lofty steps combining in harmony, spoke as follows […]”

Hildegard uses the term “symphonia” to describe the heavenly harmony, the inner harmony of mankind, the harmony of the sounds produced by voices and instruments. The soul of man is meant to represent symphonia and harmonia within itself. Hildegard sees man in the wholeness of his nature, of his being, and therefore transfers to him analogous tonal and musical illusions.

When Hildegard was on her last journey, the monk Volmar, one of her secretaries, in a letter written about 1170 laments the absence of the abbess with the words:

“Where is the voice to this unheard melody ?”

This question was the reason for the foundation of Vox, a group with musicians from Germany, Italy and the USA, which exam​ines the significance for our age of ancient music.

Playing early music in a way called authentic performance prac​tice has in recent years been. occupying an ever larger role in our music life, but the quality of the authenticity is seldom questioned.

Three basic levels of authenticity can be defined:

-The attempt to reconstruct a concrete performance from times gone by, if possible in the corresponding spatial setting and with the original musical instruments. Realization of this idea faces lim​itations: neither the historical musicians nor the historical audi​ences exist today.

-The attempt to decipher the musical structure of historical compositions from the manuscript sources and to convey this to present-day listeners in a performance which is true to the original. Differences exist here due to our listening behavior, which has greatly changed since the Middle Ages. The same sequence of notes or the same sound is perceived by a present-day listener quite differently from was the case in the Middle Ages.

-The attempt to convey to the present-day listener similar impressions to those which Middle Ages listeners experienced when perceiving a certain word; that is to say, the performance media are adapted to present-day listening behavior. The performance of a piece by 7 or 8 musicians left the impression in the Middle Ages of powerful sonorous concentrations, but is regarded by the modern listener as chamber music if the formation is not altered.

The Vox ensembles interpretation of Hildegards songs is a per​formance with these three levels of authentic presentation of medieval music:

The intensive preoccupation with the writings in which Hildegard’s songs have been handed down (Wiesbadener “Riesenkodex”, Villarenser Kodex in Dendermonde) made it possi​ble to develop a vocal style true to the text, taking into account the specific vocal ornamentation formulae for Hildegard’s music.

The accompaniments preludes and interludes of the medieval instruments (flutes, vielle portative, hurdy-gurdy, frame drums) accord with the performance customs during Hildegards time.

The Middle Ages understood music as a whole comprising three elements:

MlUSICA INSTRUMENTORUM:

The harmony of the instruments

MUSICA HUMANA:

The harmony between body and soul, singing

MUSICA MUNDANA:

The harmony of the elements of the spheres and of the seasons

While present-day man is acquainted with the first two ele​ments, also in their interaction, our senses can no longer grasp the function of “world music,” the musica mundana. Middle Ages man experienced the meditative immersion in music always in the consciousness of the fateful participation of the celestial sphere. His sensitivity was integral – he heard what he felt, smelt and knew. As we are aware from various sources which have come down to us, he was often capable of perceiving with his senses as a shout the wide-open mouth of a stone demon statue above a church door.

Our hearing now is materialistic; we hear real acoustic events, and our consciousness adds to what is heard only few ideas from other perceptive or sensory sectors. As a result, at least one element of medieval music – musica mundana – remains for us a closed book.

This fact was the reason for Vox to go beyond the boundaries of conventional performance of medieval music to apply the means of our day and age, thus making it possible for present-day listeners to acquire more intensive access to music of the Middle Ages, to make this music more available to the senses, proceeding further than the purely exotic attraction.

The inclusion of computer acoustics, electronic sound spaces, live electronics and digital alienation possibilities is a symbol of musica mundana. It allows us to experience the visionary character of Hildegard’s music and to interpret the apocalyptic content of her texts.

With the amalgamation of text-authentic vocal practice, Middle Ages instruments and the technical means of our age, we are painting for the present day our picture of the three-fold entirety of medieval music.

© 1990 Dr. Vladimir Ivanoff

	VOX
	From Spain To Spain
	1992
	54:05
	label: Si-Wan Records

Концепция проекта аналогична SARBAND (см. выше) – “A musical journey through historical times and geographic spaces.”

VOX instruments: Roman Bunka [ud, guitars]; Vladimir Ivanoff [medieval organ, medieval and arab frame drums, santur, medieval lute, sampling modules, analog and digital synths]; Marika Falk [ethnic percussion: african and arab vase drums, latin and african percussion, water drums, berimbau]; Paolo Guiseppe Cicere [vielle, symphonya, al-anfir (medieval arab trumpet), shawm]; Walter Weh [fl, midi-saz].

VOX voices: Fadi El-Hage, Catherine Rey, Rose Bilher-Shah; + VOX choir.

All titles composed/arranged by Vladimir Ivanoff.

Texts by Ibn al-Vahib (1313-1375), Ibn Zuhr (1313-1398). Other texts and melodies based on Arab, Moroccan, Hebrew-Arab and Medieval (Cantigas {см. тж. выше: -- Camerata Mediterranea}) traditions.

	VOX
	Rodrigo  LEAO  & VOX  ENSEMBLE:

“Theatrum”
	1996
	52:45
	label: Sony Classical

Rodrigo Leao [synth]; Margarida Araujo [viola]; Teresa Rombo [cello]; Antonio Martelo [vln]; Nuno Rodrigues [oboe, engl horn]; Jose Manuel David [fr horn]; Rini Luyki [accordion]; Paulo Marinho [Portuguese hornpipe]; Paulo Abelho, Tiago Lopez [perc]; Ana Sacramento, Joao Sebastiao, Ana Quintans [v]; + Ricercare choir.

11. In Memoriam

2. Odium

3. Nulla Vita

4. Dies Irae

5. O Corredor

6. Solitarium

7. Locus Secretus

11. Contra Mundum

11. Ruinas

11. Solve Me Lucto

11. O Novo Mundo
Синтетическая нео-классическая музыка, своего рода фьюжн с применением готики и фолка. Спекуляции на тему готического мракобесия отсутствуют. Но, при этом, супер-красивая музыка на этом CD нигде не позволит заскучать и не впадает в банальности. Проект вполне достоин внимания  любителей современной красивой и не-примитивной музыки.
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	MXMCX
	1990
	40:09
	типа 'ENIGMA' см. тж.: DIVINE WORKS; PILGRIMAGE.

	
	The Cross Of Changes
	1993
	44:16
	

	
	Sadeness
	1990
	17:30
	mixes — очень разные и все хорошие

	
	Le Roi Est Mort, Vive Le Roi!
	1996
	45:38
	http://www.enigma.de 

Music and lyrics by Michael Cretu; produced and engineered by Michael Cretu; female voices by Sandra Cretu and Louisa Stanley.

	
	Metamorphosis
	1998
	68:30
	with bonus track

	
	Dream On
	1999
	73:47
	Full Version: with remixes


