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Notes on the Program

“Beethoven” of the early Renaissance?  Of course Obrecht didn’t write symphonies, or string quartets, or piano sonatas or concertos.  But like Beethoven, Obrecht was one of the greatest masters of the style of his period--and also one of the greatest innovators.  Both composers, when confronted with a limitation imposed by the current style, went beyond the boundaries, inventing new ways of writing music, breaking rules if necessary.  Obrecht’s Missa Salve diva parens demonstrates his originality in perhaps its greatest variety and splendor, contributing to the creation of a work of astounding depth, intensity and--above all--beauty.


Obrecht was born in Ghent in 1457 or the next year, son of the town trumpeter.  He spent most of his life working in the most important musical centers of what is now Flemish/Dutch-speaking Belgium.  .  At age 25 he was identified as one of greatest composers alive by Tinctoris, one of the most important theorists of the century.  In 1487 Obrecht visited Ferrara briefly at the invitation of Duke Ercole d’Este, who later hired him in 1504 to replace Josquin Desprez as maestro di cappella.  Unfortunately Obrecht’s tenure at the court was cut short in 1505, first by his employer’s death, then by his own.  So he was outlived by at least a decade by his most important contemporary composers:  Josquin Desprez, Heinrich Isaac, Pierre de La Rue, Jean Mouton.  If the plague in Ferrara had not struck him down early, perhaps his innovations would have had greater influence on the development of music.


The name of this mass comes from the text found in the Tenor part in two of the manuscript sources.  The subject is the Nativity, but couched in humanistic references to Greek mythology.  Here is the way it appears on the opening pages of a sumptuous choirbook (shown in our publicity for this concert) made a few years after Obrecht’s death for the Hapsburg Emperor Maximilian:
Salve diva parens prolis amenae    kyrie leyson

Xpiste [Christe]  Eternis meritis virgo sacrata  leyson

Kyrie  Qua lux vera deus fulsit in orbem 
et subiit carnem subiit rector olymphi  e ley son
This could be translated as: 
 

Hail divine mother of the lovely offspring,
 

 


Virgin dedicated to [bringing us] the good things of eternity


Through whom the true light, God, shone upon the world
 
And the ruler of Olympus submitted himself to become flesh.
So far the poem and the melody that accompanies it have not been identified.  We do know that Obrecht had composed the mass by the time of his first trip to Ferrara, since one of its sources was compiled in 1487.

Because of the persistent intensity of Obrecht’s Missa Salve diva parens, we are interspersing between its movements a few much lighter 16th-century Christmas motets:  three versions of Resonet in laudibus and one of Hodie Christus natus est.

Resonet in laudibus  







Jakob HANDL (1550 - 1591)
Resonet in laudibus
Let praise resound
Cum jucundis plausibus
With joyful applause
Sion cum fidelibus:
In Sion with the faithful:
Apparuit quem genuit Maria.
He has appeared whom Mary bore.
Sunt impleta quae praedixit Gabriel, Eia!
What Gabriel foretold has been fulfilled. Yay!
Virgo Deum genuit
A virgin has borne God
Quod divina voluit clementia
As the divine mercy wished.

Hodie apparuit in Israel
Today he has appeared in Israel
Ex Maria Virgine est natus Rex
From the Virgin Mary a King is born. 

Magnum nomen Domini Emmanuel
Great is the name of the Lord, Emmanuel

Quod annuntiatum est per Gabriel
As was announced by Gabriel
 
Handl, a Roman Catholic from Slovenia, provides a simple homophonic setting of this well-known Christmas song.  But notice in the last repeated line the chromatic alteration of the first note. 
Missa Salve diva parens:  KYRIE - GLORIA
KYRIE
	Kyrie eleison
Christe eleison
Kyrie eleison
	Lord have mercy
Christ have mercy
Lord have mercy



In this first movement of the mass, Obrecht establishes the overarching musical motive of the entire mass: a haunting E-F-E, first heard in the Alto, and eventually taken up by all the other voices.  Frequently this motive is heard a fifth higher as B-C-B; and at key moments it comes a fifth lower as A-B-flat-A.  The more complete versions of this motive are E-D-E-F-E (as the Alto begins the mass) and its reverse, E-F-E-D-E.

The Kyrie also introduces a Soprano theme that begins this and several of the other mass sections--a step-wise descending fourth from E to B. (The final section of the mass, Agnus Dei III, inverts this to an ascending fourth from B to E.)


The Tenor is the last to enter each section of the mass, usually with its own theme of long notes beginning E-C-D-E.  As yet no independent source has been found for this melody accompanying the Salve diva parens text found in two MS sources of this mass.  Whether this text was actually sung in the Kyrie is a matter of conjecture. We have chosen to give the Ordinary Kyrie text to the Tenor. 

One other musical idea permeating the mass, which first appears in the Christe section, is the   extended duet passage terminated by a static 4-voice E-minor chord:  while the Soprano holds a G and two others hold an E, one inner voice holds a B, slowly changes to C, creating an inverted C-major chord, then returns to B.  This, of course is the original melodic theme (E-F-E / B-C-B) in slow motion.  It begins to occur frequently in the Gloria and continues to reappear throughout the rest of the mass, usually giving a feeling of rest from the preceding agitation.  But it never feels as though we’re quite home yet, since every movement ends on A.
GLORIA

Gloria in excelsis Deo,  




Glory to God in the highest  

et in terra pax hominibus bonae voluntatis.  

And on earth peace to men of goodwill.  

Laudamus te. Benedicimus te.  



We praise You. We bless You.  

Adoramus te. Glorificamus te.  



We adore you. We glorify You.  

Gratias agimus tibi propter magnam gloriam tuam.  
We give you thanks for Your great glory.  

Domine Deus, Rex coelestis,  



Lord God, Heavenly King,  

Deus Pater omnipotens,  



Almighty God the Father,  

Domine Fili unigenite, Iesu Christe;  


Lord , only Son of the Father, Jesus Christ;  


In this first section of the Gloria, Obrecht soon lets us know he’s no ordinary Renaissance composer.  After cloning the opening measures of the Kyrie, Obrecht starts to give the Bass part the controlling role with a series of short phrases starting with repeated E’s, leading up to the Tenor entrance an octave above.  Then for “Laudamus te, Benedicimus te” he throws a sharp curve, taking the Bass on a scale from A down to B-flat--stopping in the middle on E-flat.  It’s unheard of--until you hear it.  After an unusually jazzy Bass-Alto duet for “Gratias agimus tibi,” Obrecht ends the section with a jolt of parallel triads (first inversion) for six notes on the word “Christe.”
Domine Deus, Agnus Dei, Filius Patris:  

Lord God, Lamb of God, Son of the Father,  

Qui tollis peccata mundi,  


You take away the sins of the world;  

   miserere nobis;  



   have mercy on us;  

Qui tollis peccata mundi,  


You take away the sins of the world;  

   suscipe deprecationem nostram;  

   receive our prayer;  

Qui sedes ad dexteram Patris,  


You sit at the right hand of the Father;  

   miserere nobis.  



   have mercy on us.  

Quoniam tu solus Sanctus,  


For You alone are holy,  

Tu colus Dominus,  



You alone are the Lord,  

Tu solus Altissimus, Iesu Christe.  

You alone are the Most High, Jesus Christ,  


In the “Domine Deus” section, the main body of the Gloria, Obrecht applies at least four times the musical idea described above, begun in the Christe, of duets leading to an E-minor chord that morphs into an inverted C-major and back again.  After the fourth occurrence, which follows “Qui sedes ad dexteram Patris,” the Bass gets a motive that grows one note longer and higher in each of its three restatements.  (Obrecht will use this device again in the Pleni sunt section of the Sanctus; only that time the motive will repeat six times.)  Once again, the section-ending “Christe” gets an original treatment of alternating chords ending on a E-minor triad instead of an open-fifth A.
Cum Sancto Spiritu in gloria Dei Patris.  


With the Holy Spirit, in the glory of God the Father.  

Amen.  






Amen.  


The motivic device of  incremental growth is given over to the Tenor for almost the entire finale of the Gloria, beginning at “Spiritu”: the first motive, containing no dotted rhythms, extends down an extra note each time;  it dovetails with the next motive, launched by a dotted half-note, that grows upward.  (It is so embedded in the web of  4-voice counterpoint, that in almost 40 years of performing this piece, I had never noticed it.)  After four iterations of each, Obrecht tosses in some surprise Bass B-flats, then a battery of syncopated dotted entrances, to give us an ecstatic “Amen.”
Joseph lieber, Joseph mein (Resonet)  

 Johann WALTER (1496 - 1570)
Joseph lieber, Joseph mein,
Hilf mir wiegen mein Kindelein.

Gott dir wird dein Löhner sein

in Himmelreich, Der jungfrau Kind, Maria. Eia!
Virgo Deum genuit

Quem divina voluit clementia.

Joseph dear, Joseph mine

Help me rock my little child.

God will be thy Redeemer
in heaven, the child of the Virgin Mary. Yay!
God is born of a Virgin,
As the divine mercy wished.

Omnes nunc concinite:

Nato regi psallite

Voce pia dicite:

“Sit gloria Christo nostro infantulo.

Hodie apparuit in Israel

Quem praedixit Gabriel est natus Rex.”

Everyone now make music:

Sing of the King’s birth.

In reverent voice say:

“Glory to Christ, our little child.
Today He has appeared in Israel
As Gabriel foretold, the King is born.”

Walter, the composer of this glorious bilingual German/Latin setting of Resonet in laudibus, was the main founder of the Lutheran liturgy.  The melody alternates between one of the two soprano parts and the Tenor.
Missa Salve diva parens:  CREDO 
Credo in unum Deum, Patrem omnipotentem, factorem coeli et terrae, visibilium omnium, et invisibilium.  

I believe in one God, the Father, the Almighty, maker of heaven and earth, Of all that is seen and unseen.  
Et in unum Dominum Iesum Christum Filium Dei unigenitum.  
I believe in one Lord Jesus Christ, the only Son of God,  
Et ex Patre natum ante omnia saecula.  

Begotten of the Father before all ages.  
Deum de Deo, lumen de lumine, Deum verum de Deo vero.  

God from God, Light from Light, True God from true God;  

The Credo begins differently than the previous movements:  the Soprano begins with the Alto theme, while the Alto does something different;  then the Tenor and Bass echo them an octave lower.  But the really remarkable feature of the Credo’s opening section is a melody written in 5/4 meter--more than 400 years before Tchaikovsky’s “Pathétique,”  which may have inspired Brubeck’s 20th-century jazz classic, “Take Five”).  Obrecht has written a full-blown sequential melody that repeats the 5/4 rhythm four times.  First sung by the Tenor, the entire melody is restated by the Soprano, next the Alto, and finally the Bass as the section concludes.  Some of the counterpoints to the melody contain 5/4 phrases that imitate the sequential theme,   starting on different beats than the melody.  This leaves us hovering in the air, with no noticeable tactus or main beat to ground us.   
Genitum, non factum, consubstantialem Patri: per quem onmia facta sunt.  

begotten, not made; of one being with the Father; through Him all things were made.  
Qui propter nos homines et propter nostram salutem descendit de coelis.  

For us, and for our salvation, He came down from heaven;  

After such an rhythmically irregular section, “Genitum non factum” is straightforwardly in duple meter.  Obrecht takes the main E-F-E / B-C-B theme, ornamenting it with an appoggiatura on the middle note (F / C), followed by declamatory repetition of the last note (E / B ) 7 times, mainly in whole notes.
Et incarnatus est de Spiritu Sancto ex Maria Virgine:  

by the power of the Holy Spirit He became incarnate from the Virgin Mary  
Et homo factus est.  

and was made man.  
Crucifixus etiam pro nobis: sub Pontio Pilato passus, et sepultus est. 

He was crucified  for our sake under Pontius Pilate, He suffered death and was buried.  
Et resurrexit tertia die, secundum Scripturas.  

On the third day He rose again in accordance with the Scriptures;  

Et ascendit in coelum: sedet ad dexteram Patris.  

He ascended into heaven, and is seated at the right hand of the Father. 

Et iterum venturus est cum gloria judicare vivos et mortuos:  

He shall come again in glory to judge both the living and dead,  
Cujus regni non erit finis.  

and His kingdom shall have no end.  

Et in Spiritum Sanctum, Dominum et vivificantem:  

I believe in the Holy Spirit, the Lord, the giver of life,  
Qui ex Patre Filioque procedit.  

Who proceeds from the Father and the Son;  

This section contains the heart of the Credo:  “Et incarnatus . . . , Crucifixus . . . , Et resurrexit . . . , Et in Spiritum Sanctum.”  It begins with slow, 4-part homophony, followed by extended treble duets, then Tenor-Bass duets, leading to the signature E-minor chord with B-C-B in the middle.
Qui cum Patre et Filio simul adoratur et conglorificatur:  

with the Father and the Son He is worshipped and glorified;  
Qui locutus est per Prophetas.  

He has spoken through the prophets.  

Et unam sanctam catholicam et apostlicam Ecclesiam.  

I believe in one holy, catholic and apostolic Church,  


Obrecht’s canon for two Bass parts, “Qui cum Patre” from Missa Salve diva parens, enjoyed fame for over a century.  It was copied in manuscripts and reprinted frequently until 1594.  Only one voice part is written, with an indication where the second one starts.
Confiteor unum baptisma in remissionem peccatorum.  

I acknowledge one baptism for the forgiveness of sins,  

Et exspecto resurrectionem mortuorum.  

and I look for the resurrection of the dead,  

Et vitam venturi saeculi. Amen.  

And the life of the world to come. Amen.  


Noteworthy in the final section of the Credo are:  the Bass opening with the main motive on 

A-B-flat-A; the Tenor opening with an obsessive repetition of a six-note version of that motive on E;  the strong, extended syncopation of the Soprano-Alto duet for “Et expecto resurrectionem”;  and the soaring Soprano melodies for “Et vitam venturi seculi.”
Hodie Christus natus est    
Luca MARENZIO (1553? - 1599)

Hodie Christus natus est, noé,  
Today Christ is born, noé,  

Hodie Salvator apparuit, alleluia
Today a Saviour has appeared, alleluia

Hodie in terra canunt angeli
Today upon earth the angels sing  

Laetantur archangeli, noé
And the archangels rejoice, noé
Hodie exultant justi, dicentes:
Today the just are joyful and say:

Gloria in excelsis Deo
Glory to God in the highest.

Alleluia, noé, alleluia, noé
Alleluia, noé, alleluia, noé

Famous mainly for his madrigals, Marenzio demonstrates his versatility in this pretty ode to 
Christmas Day.
Missa Salve diva parens:  SANCTUS - BENEDICTUS
SANCTUS
Sanctus, Sanctus, Sanctus Dominus Deus Sabaoth:  

Holy, holy, holy Lord, God of power and might;  


While the Soprano, Alto, and Tenor begin the Sanctus with a paraphrase of the  Kyrie and Gloria, the Bass part is the one to pay attention to throughout most of the Sanctus-Benedictus.  It starts the first section with two slow ostinato motives, almost the same, stated a total of seven times, with the Soprano joining the second motive a couple of times in parallel 10ths (3rds).  But for the end of this section Obrecht pulls out all the rhythmic stops:  against an overall meter of three whole notes per “measure,” he has the Tenor sing a 14-note melody of four dotted-half-notes per measure--twice;  and against the last half of the Tenor repeat, he has the Bass and Soprano sing six dotted-halves, each one starting a quarter-note after the Tenor.   
[ SANCTUS ]


Pleni sunt caeli et terra gloria tua.  

Heaven and earth are full of your glory.  


Following a few imitative duets, the middle of the “Pleni sunt” trio features the Bass repeating a melody six times, but adding one note at the end a step higher each time, finally reaching an octave above starting note.  The penultimate statement requires it to make an unusual leap down of a major 7th.
Osanna in excelsis.  

Osanna in the highest.  


The Bass completely controls the first Osanna:  its first six phrases each contain six notes in the same rhythm, all starting and ending on E, followed by one measure rest.  But the six are really three paired phrases, with the second always the inversion of the first.  For the remainder of the section, the Bass twice sings a more extended phrase, similar to the previous ones, but ending on a parallel triad flourish with the other voices.  
BENEDICTUS

Benedictus qui venit:  

Blessed is the one who comes 


This first half of the Benedictus is the most delicate section in the mass.  After singing new material in a duet with the Bass, the Tenor floats into long notes of E-F-E.  Replacing the Bass, the Alto follows with an even longer A-B-flat-A statement of this principal motive. Finally, with the Alto singing the last note, the Soprano joins with E-F-E, echoed by the Tenor, and finally by the Bass.
in nomine Domini

in the name of the Lord.  


In a move usually associated with 16th-century British composers, Obrecht treats “in nomine Domini” as a separate musical section, in this instance a highly imitative treble duet.

Osanna in excelsis.  

Osanna in the highest.  

With the second Osanna, Obrecht finishes the Sanctus in a lively triple-meter dance.  The main motive may be detected here and there, first and last in the Alto, joined near the end with a Soprano flash of A-B-flat-A.
Resonet in laudibus  
Roland de LASSUS  (c. 1532 - 1594)
Resonet in laudibus
Let praise resound
Cum jucundis plausibus
With joyful applause
Sion cum fidelibus:
In Sion with the faithful:
Apparuit quem genuit Maria.
He has appeared whom Mary bore.
Sunt impleta quae praedixit Gabriel, Eia!
What Gabriel foretold has been fulfilled. Yay!
Virgo Deum genuit
A virgin has borne God
Quod divina voluit clementia.
As the divine mercy wished.


  trio:
Hodie apparuit in Israel
Today he has appeared in Israel
Ex Maria Virgine est natus Rex
From the Virgin Mary a King is born. 

Magnum nomen Domini Emmanuel
Great is the name of the Lord, Emmanuel

Quod annuntiatum est per Gabriel. Eia!
As was announced by Gabriel. Yay!
Virgo Deum genuit
A virgin has borne God
Quod divina voluit clementia.
As the divine mercy wished.



Lassus (aka Orlando di Lasso) was born in Mons (now French-speaking Belgium) and spent most of his career at the court of Munich. His version of Resonet has three sections, the first and last for five voices, with a trio in the middle.  The melody lies mainly in the Soprano and the Tenors, while bits of it float among the other two voices.  Notice the quickly echoing entrances on “Eia” by  both Tenors and the Bass.
Missa Salve diva parens:  AGNUS DEI
Agnus Dei, qui tollis peccata mundi, miserere nobis.  

Lamb of God, who takes away the sins of the world:  Have mercy on us. [2 times]
 
The first Agnus Dei gives the Soprano an ornamented version of the main motive instead than the Soprano theme that begins the Kyrie, Gloria and Sanctus.  The predictably delayed Tenor theme is accompanied by all three other voices rocking back and forth between two notes, notably nine Alto alternations between B and C and six Bass bounces between E and the A above or below.


Agnus Dei II is another Tenor-less trio with two unusual elements:  it begins with three imitations of the opening Soprano melody--each starting a fifth lower than the last;  and it ends with eight statements of a motive harking back to the “Genitum non factum” section of the Credo, where Obrecht takes the main E-F-E / B-C-B theme, ornamenting it with an appoggiatura on the middle note (F / C).
Agnus Dei, qui tollis peccata mundi, dona nobis pacem.  

Lamb of God, who takes away the sins of the world:  Grant us peace.  


Unlike the final section of all the other movements, the end of the Agnus Dei is in triple rather than duple meter. Obrecht begins it by finally giving us the Soprano theme--but upside down, stepping from B up to E--and echoing it in the Alto. The final words, “Dona nobis pacem,” receive special  treatment.  First comes a descending sequence with eight iterations (requiring a melodic augmented fourth in the Tenor).  The foundation of the rest of the piece lies in the Tenor, who sings A-B-C-B four times--first in very long notes (6 breves), and then half as long each succeeding time.  Through this gradual acceleration, this four-note phrase goes from undetectable, to unmistakable by the time each note is a dotted-whole-note against a duple meter. After this Obrecht adds one more flourish of the E-F-E motive that permeates the entire work.
Thanks to John Hetland and Tom Baker for advice on some of the translations.

and continued thanks to St. Joseph’s Church for providing us this perfect musical space.

Stephen Bonime
December 2008
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