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Sunday, December 12, 2010, at 4:30 p.m.

St. Mark’s Church in-the-Bowery

10th Street & Second Avenue, NYC
The Program
"NOËL":  4 Mysteries,  3 Magnificats,  2 Shepherds,  and a Hymn
Magnificat 


My soul doth magnify the Lord
Thomas TALLIS  (c.1505–1585)
          
Übers Gebirg Maria geht  
Johannes ECCARD  (1553–1611)

Magnificat anima mea Dominum
Johannes MARTINI (c.1440–1497)  


    (Solos by Ada Ng)
Shepherds

Angelus ad pastores ait 
(1591)
Hans Leo HASSLER  (1564–1612)

Allons gay bergères 
(1567) 
Guillaume COSTELEY  (1530/31–1606)
Hymn 

A solis ortus cardine  


Gilles BINCHOIS  (c.1400–1460)

v. 4: Domus pudici  (posth.prt.1542)
Heinrich FINCK  (c.1444–c.1527) 
O magnum mysterium

(1607)
William BYRD  (1539/40–1623)



Cristóbal de MORALES (c.1500–1553)   
 
(1952)
Francis POULENC  (1899–1963)

(1569)
Giovanni da PALESTRINA (c.1525–1594)

                                           INTERMISSION
"NOT ONLY"
Non nobis Domine / qui Reginam     (1510) 
Jean MOUTON  (c.1459-1522)
Alma redemptoris Mater 

Jean de OCKEGHEM  (c.1410-1497)
Réconfortez le petit coeur de moy  
(1528)
Clément JANEQUIN  (c.1485–1558)
Sancte Deus 

Thomas TALLIS  (1505–1585)
Resonet in laudibus 

Johannes ECCARD  (1553–1611)
Ein Kind geborn zu Bethlehem 
(1724) 
J.S. BACH  (1685–1750) 
    Puer natus in Bethlehem 
(1609)   
    Michael PRAETORIUS  (1571–1621)
Imperii proceres 
(1507)
Heinrich ISAAC  (c.1450–1517)
 Notes on the Program
As advertised, this concert consists mainly of Christmas music from the Renaissance, but 
not only:  a few pieces are more recent (Bach and Poulenc); and most of the works in the second half are unrelated to Christmas.  And just a note about the term “Xmas”:  
the ‘X’ abbreviates the Greek spelling of Christ.  This explains why “Christe eleison” 
(which is Greek) often appears in Renaissance manuscripts as “Xpē eleison.”


NOËL
The first—completely Christmas—half of our program could be entitled “Mostly Mysterium,” as we perform four settings of O magnum mysterium—including a 20th-century one by Poulenc; but not the best known version, by Victoria.  Preceding these, we will sing three versions of the Magnificat, each in a different language; two pieces about the shepherds who first hear of the Nativity; and the hymn A solis ortus cardine, as set by Binchois and Finck.

Magnificat
The text of the Magnificat (“My soul magnifies the Lord”) is St. Luke’s quotation (1:46-55) of Mary, shortly after the Annunciation, when she visits her cousin Elisabeth and they speak of their miraculous pregnancies. (Six months earlier, “in her old age,” Elisabeth had conceived John the Baptist.) Musical settings of the Magnificat abound, beginning with plainchant versions, and continuing with polyphonic compositions through the Middle Ages, Renaissance, and beyond (the best known being by J.S. Bach).  Today we perform complete versions by Johannes Martini in Latin and by Thomas Tallis in English, as well as a piece in German by Johannes Eccard, which uses part of the Magnificat text (in bold) as the refrain.


Thomas Tallis (c.1505–1585) was the most important English composer who lived his entire life in the 16th century.  The variety of Tallis’s compositional styles will become apparent in the second half of the concert.  Conforming to the changing religious policies of the Tudor monarchs from Henry VIII through Elizabeth I, Tallis wrote some pieces in Latin and others specifically for the Anglican service.  A perfect example of the latter, his English Magnificat uses homophony (all voices singing the same words simultaneously) to make the text paramount. (His Tudor text differs slightly from our translation of the Latin.)
One of the major 16th-century Lutheran composers, Johannes Eccard (1553–1611) studied early with Orlando di Lasso at Munich before holding Kappellmeister positions throughout Germany.  His Übers Gebirg Maria geht begins by parapharasing Luke’s lead-up (1:39-43) to Mary’s oration. The ecstatic refrain which follows, beginning with “Mein Seel den Herrn erhebet,” translates verses 1, 2, and 5 of the Magnificat.

	Übers Gebirg Maria geht 
zu ihrer Bas Elisabeth.
Sie grüßt die Freundin, die vom Geist
freudig bewegt Maria preist
und sie des Herren Mutter nennt;
Maria ward fröhlich und sang:

“Mein Seel den Herrn erhebet,
mein Geist sich Gottes freuet.
Er ist mein Heiland; fürchtet ihn,
Er will allzeit barmherzig sein.”

Was bleiben immer wir daheim?
Laßt uns auch aufs Gebirge gehn,
da eins dem andern spreche zu,
des Geistes Gruß das Herz auftu,
davon es freudig werd und spring,
der Mund in wahrem Glauben sing. 


“Mein Seel…
	Mary walks across the mountains
to her cousin Elizabeth.
She greets the friend who, by the Spirit 

joyfully moved, praises her,
and calls her Mother of the Lord;
Mary became full of joy and sang:

“My soul magnifies the Lord,
my spirit rejoices in God.
He is my Savior; fear Him.

He will always be merciful.”

Why ever are we staying home?
Let us, too, go to the mountains,
where we encourage each other,
and the Spirit’s greetings open the heart,
to grow joyful and excited,
and the mouth sings in true faith: 


“My soul…



Johannes Martini (c.1440–1497), from the area that is currently Belgium, earned fame at the court of Ferrara, whose musical establishment he raised to a level equal to the best in Renaissance Italy.  Neglected by too many surveys of great 15th-century composers, Martini wrote music arguably as beautiful and finely crafted as that of any of his contemporaries.      This one of his several Magnificat settings amply supports that claim.  He follows a common practice of composing music for every other verse, leaving the rest to be sung as *plainchant. Pay particular attention to the beauty of verse 5, from beginning to end, where finally the soprano and tenor each sing a rising sequence in triple-meter, with the tenor one beat behind the soprano—all against the overriding duple meter of the piece(!).  In the last composed 
verse 11, at the words, “et Filio,” hear the alto and tenor sing a trenchant six-note phrase in parallel fourths over a held bass note; and at the end of the verse, the passing dissonances are exquisitely unheard of—except when composed by Martini.

	1. Magnificat anima mea Dominum.
*2. Et exultavit spiritus meus in Deo salutari meo.
3. Quia respexit humilitatem 
ancillae suae; ecce enim ex hoc 
beatam me dicent omnes generationes.
*4. Quia fecit mihi magna qui potens est: 
et sanctum nomen eius.
5. Et misericordia eius a progenie in progenies 
timentibus eum.
*6. Fecit potentiam in brachio suo: 
dispersit superbos 
mente cordis sui.
7. Deposuit potentes de sede 
et exaltavit humiles.
*8. Esurientes implevit bonis: 
et divites dimisit inanes.
9. Suscepit Israel puerum suum, 
recordatus misericordiae suae.
*10. Sicut locutus est ad patres nostros, 
Abraham et semini eius in saecula.
11. Gloria Patri et Filio, 
et Spiritui Sancto.
*12. Sicut erat in principio, et nunc, 
et semper, et in saecula saeculorum. Amen.
	1. My soul magnifies the Lord.
2. And my spirit rejoices in God my savior.
3. For he has regarded the low estate 
of his handmaiden; for behold, henceforth 
all generations will call me blessed.
4. For he who is mighty has done great things for me, and holy is his name.
5. And his mercy is from generation to generation for those who fear him.
6. He has shown strength with his arm, 
he has scattered the proud 
in the imagination of their hearts.
7. He has put down the mighty from their thrones,
and exalted those of low degree.
8. He has filled the hungry with good things, 
and the rich he has sent away empty.
9. He has helped his servant Israel, 
in remembrance of his mercy.
10. As he spoke to our fathers, 
to Abraham and to his posterity forever.
11. Glory to the Father, and to the Son, 
and to the Holy Spirit,
12. As it was in the beginning, is now, 
and ever shall be, world without end. Amen.


Shepherds

On a lighter note, we offer two pieces related to the shepherds who first learn of the Nativity.  Famous not only for his chansons, Guillaume Costeley (1530/31–1606), experimented in microtonal music, wrote much keyboard music as organist and music teacher of  Charles IX, and became a founding member of the royal Académie de Poésie et de Musique, created to revive classical Greek and Roman music and poetry.  Allons gay bergères, on the other hand, “gaily” alternates between a homophonic refrain and polyphonic verses describing the journey   of a group of  shepherdess to see the infant king, bring him presents, and watch him nurse. 

	     Allon, gay, gay, gay, bergeres, allon gay
     Allon, gay, soyez legeres, Suyvez moy. 
Allon, allon voir le Roy, 
Qui du ciel en terre est nay, 
     Allon, gay ... 
Un beau present luy feray, De quoy? 
De ce flageollet que j'ay tant gay. 
     Allon, gay ... 
Un gasteau luy donneray, 
Et moy, Plain hanap luy offriray, Gay, gay! 
     Allon, gay ... 
Ho, ho! Paix-la! Je le voy; 
Il tette bien sans le doigt,
le petit Roy! 
     Allon, gay, gay, gay bergeres, allon gay
     Allon, gay, soyez legeres, Le Roy boit! 
	     Let's go gaily, shepherdesses, let’s go.
     Let's go gaily, trip lightly, follow me.
Let's go see the King, 
Who, from heaven, on earth is born . 
     Let's go gaily ... 
I'll make him an nice present, of what? 
This whistle that I have, so gay. 
     Let's go gaily ... 
I will give him a cake. 
And me, I'll offer him a full goblet. 
     Let's go gaily ... 
Oh, oh, hush! I see him; 
He's nursing well, without his finger, 
the little King! 
     Let's go gaily, shepherdesses, let’s go. 
     Let’s go gaily, trip lightly, the King is drinking!



Angelus ad pastores ait, by Hans Leo Hassler (1564–1612), sets just the angel’s announcement to the shepherds that today the Savior is born.  In the middle he briefly breaks out of imitative counterpoint at the words: “Annuntio vobis gaudium magnum,” which various combinations of voices repeat homophonically.  The fun comes in the concluding “Alleluia,” when the upper three voices start each iteration with a bouncy short rest, while the bass just keeps walking on in leaps of fifths and fourths. In 1584 Hassler became the first of several German composers who came to study music in Italy.  He and Giovanni Gabrieli were fellow students of Giovanni’s uncle Andrea in Venice.  (A few decades later Heinrich Schütz and Michael Praetorius would come to study with Giovanni.)
	 Angelus ad pastores ait:
“Annuntio vobis gaudium magnum,
quia natus est vobis hodie
Salvator mundi.” 
Alleluia.
	The angel said to the shepherds:
“I announce to you a great joy,
for born to you today is
the Savior of the world.”
Alleluia.



Hymn:  A solis ortus cardine
We will perform the first verse of this Christmas hymn as plainchant in the tenor register, followed by a 3-voice version by Gilles Binchois  (c.1400–1460), that puts the chant melody in the middle (tenor) part.  After this pair, we will repeat the chant doubled an octave higher, and follow it with a 4-voice setting of verse 4, which paraphrases the chant melody in both octaves, by Heinrich Finck  (c.1444–c.1527).  These two compositions demonstrate the difference between the transitional Medieval-to-Renaissance style of Binchois, similar to early Dufay and Dunstable), and the full-blown early Renaissance, by which time the Classical rules of counterpoint had already been established.  But those rules do not prevent Finck from reaching almost “Romantic” heights.

	 1. A solis ortus cardine
Ad usque terrae limitem
Christum canamus Principem,
Natum Maria Virgine

 
	1. From point of the rising sun
to the ends of the earth,
let us sing of Christ the Prince,
born of the Virgin Mary. 



	 4. Domus pudici pectoris
Templum repente fit Dei;
Intacta nesciens virum
Verbo concepit Filium. 
	4. The chaste dwelling of her breast
unexpectedly becomes God’s new temple;
untouched, not knowing a man,
by the Word she conceived the Son.



O magnum mysterium

Because it is so often performed, Victoria’s version has been omitted from our program;  but we are sure you will find that the four we have chosen live up to his standard.  We begin with William Byrd  (1539/40–1623).  The superlative quality of his music allowed him, although a Roman Catholic, to flourish even under a regime that persecuted many of his faith.  This piece is a gem from Byrd’s Latin liturgical Gradualia of 1607.  Between the two statements of the “Beata Virgo” section, the upper three voices sing “Ave Maria” 

	O magnum mysterium et admirabile sacramentum,
ut animalia viderent Dominum natum 
jacentem in praesepio.


Beata Virgo, cujus viscera

portare Dominum Christum.


Ave Maria, gratia plena, Dominus tecum.

Beata Virgo…
	O great mystery and wonderful sacrament,
that the animals should see the newborn Lord, 
lying in a manger.


Blessed is the Virgin whose womb was 

to bear the Lord Christ.


Hail, Mary, full of grace, the Lord is with you.
Blessed is the Virgin… 


Cristóbal de Morales (c.1500–1553), widely considered the greatest Spanish composer before Victoria, has created an exquisite treble quartet inspired by the “O magnum mysterium” text.  After beginning in what feels like a clear F-major tonality, the piece repeatedly  gravitates to B-flat, maintaining—at least for audiences half a millenium later—a poignant ambiguity that lasts until the final resolution.

	O magnum mysterium et admirabile sacramentum, 
ut animalia viderent Dominum natum 
jacentem in praesepio. 


Beata Virgo Maria, cujus viscera 
meruerunt portare Dominum Christum. 


Domine, audivi auditum tuum et timui: 
consideravi opera tua, et expavi: 
in medio duorum animalium.
	O great mystery and wonderful sacrament,
that the animals should see the newborn Lord, 
lying in a manger.


Blessed is the Virgin Mary, whose womb was worthy to bear the Lord Christ. 


O Lord, I heard your report and I was afraid: 
I considered your works, and I atoned:
in the midst of two animals.


Francis Poulenc (1899–1963) wrote the most modern setting we have chosen. Now already half a century old (composed in 1952), it still rings fresh, as it alternates between exotic dissonances and just plain B-flat minor.

	O magnum mysterium et admirabile sacramentum, 
ut animalia viderent Dominum natum 
jacentem in praesepio. 


Beata Virgo, cujus viscera 
meruerunt portare Dominum Christum.


O magnum mysterium …
	O great mystery and wonderful sacrament,
that the animals should see the newborn Lord, 
lying in a manger.


Blessed is the Virgin whose womb was 
worthy to bear the Lord Christ.

O great mystery …


We let Giovanni Pierluigi da Palestrina (c.1525–1594) close the Noël and “mysterium” half of our concert.  From the outset he keeps us wondering where he is going harmonically, starting with a series of four homophonic chords, each a fourth higher than the last. (It’s probably no coincidence that he uses this text for such mysterious composing.)  Not restricting himself to four voices or less—with or without males—used by the other composers, Palestrina employs six: the four trebles Morales uses, plus tenor and bass. This enables him to create several different-textured quartets and trios; but when he wants, approaching and finishing the extended “Alleluia” that concludes the piece, all six voices sing jubilantly together.

	O magnum mysterium et admirabile sacramentum,
ut animalia viderent Dominum natum 
jacentem in praesepio. 


Natum vidimus et choros angelorum 
collaudantes Dominum. Alleluia.
	O great mystery and wonderful sacrament,
that the animals should see the newborn Lord, 
lying in a manger.


We saw the child and choirs of angels 
praising the Lord. Alleluia.


"NOT ONLY"

The second half of our program is organized into three sections: three pieces with a French connection, three with a German connection; and a single British “isle” in the middle.
French

Jean Mouton (c.1459-1522) led the music chapel of Anne de Bretagne during her second reign as Queen consort of Louis XII.  Her previous marriage to Charles VIII produced no heir to the throne, so each pregnancy gave rise to new hopes.  The first line Non nobis, Domine  is Psalm 115:1 [King James] / 113:9 [Vulgate].  As much as the free text that follows proclaims joy at the birth of this second daughter, Renée, (500 years ago), the final line states what everyone was thinking: “Hear Louis’s voice: give us a noble son.” Mouton uses appealing, overlapping triple meters for the recurring acclamation: “Long live the King and Queen.”

	Non nobis, Domine, sed nomini tuo da gloriam 
qui Reginam fecundasti 
et in partu praeservasti 
tante prolis gratia. 
  Ergo clamemus in coelum: 
vivat Rex in aeternum, 
vivat Rex et Regina.
O Francia quantum potes tantum gaude 
nam filia datur Annae Regique.
  Ergo clamemus…

Lauda Deum o Renata 
per Renati preces nata. 
Et nos pari foecere 

  Ergo clamemus…
O Renate parens regni, 
audi preces Ludovici: da filium nobilem.
  Ergo clamemus…
	Not to us, O Lord, but to your name give glory.
You have made the Queen fertile 
and in the birth, foreseen 
offspring of such grace. 
  Therefore, let us shout to heaven: 
May the king live for ever, 
long live the King and Queen.
O France, joy is as great as possible,

for a daughter is given to Anne and the King.

   Therefore, let us shout…

Praise God, Renée, 
born through the prayers of René. 
And we rejoice equally.

  Therefore, let us shout...
O René, parent of the kingdom,
hear the prayer of Louis: give a noble son.
  Therefore, let us shout ..



Born about 600 years ago just north of the current French border, Jean de Ockeghem 
(c.1410-1497) spent his last half-century as maistre de chappelle to the kings of France, Charles VII, Louis XI, and Charles VIII.  Of the great Renaissance composers who died before 1500, only Guillaume Dufay (c.1397-1474) has comparable stature.  Ockeghem is best known for his more than a dozen masses, which combine unbelievably complex canonic devices and dark textures, with beautiful, often seemingly unending melodies.  The latter quality pervades his motet Alma Redemptoris Mater. 

	Alma Redemptoris Mater,
quae pervia coeli porta manes,
et stella maris,
succure cadenti
surgere qui curat populo.
Tu quae genuisti, natura mirante,
tuum sanctum Genitorem:
Virgo prius ac posterius,
Gabrielis ab ore
sumens illud “Ave,”
peccatorum miserere.
	Kind Mother of the Redeemer,
who remains the passable gate of heaven,
and star of the sea,
hasten to help the falling
people which tries to rise.
You who have borne, nature marvelling,
your holy Begetter:
Virgin before and after,
from the mouth of Gabriel
receiving that “Hail,”
have mercy upon sinners.



Clément Janequin  (c.1485–1558), along with Claudin de Sermisy, was a master of the 
16th-century Parisian chanson.  He is best known for his works which imitate the sounds of birds, battles, and street cries.  But in addition he crafted some gorgeous little gems like Réconfortez le petit coeur de moy, which exhibits remarkable originality:  to begin with (literally), the solo alto note that starts the piece is “echoed” by the soprano not quite an octave higher—a major seventh.  The ensuing soprano melody outlines a diminished fifth up and down; the upper voices frequently trade poignant minor-second dissonances; and the first two occurrences of the thrice-stated last phrase in the soprano contain a deceptive, deceptive cadence, before coming to a final deathly stillness on the words “je suis mort.”

	Réconfortez le petit cueur de moy
Qui, nuict et jour, 
Sans nul sejour,
Ne m'y fait que languir.
De bref mourray,
Si de vous n'ay, 
La belle, réconfort.
Plus n'y songez
Navré m'avez 
D'un dart qui m'a féru 
Dont je suis mort.
	Comfort my little heart,

which, night and day,

without stay,

only makes me languish.

Soon I will die,

if you don't 
comfort me, my beauty.

Think no more of it;

you have hurt me

with an arrow which wounded me 
to death.



English
Sancte Deus is the “wild, treble motet by Tallis” promised in some of our concert publicity.  The text is an intense plea to God for mercy.  In every verse Tallis throws some kind of harmonic or rhythmic curve at us, surprising us even if we’re expecting it from him.  The whole atmosphere of the piece, with its high register (two sopranos and no bass), flowing imitation, and dramatic cadences, makes it the polar opposite of the one with which we began the concert.

	Sancte Deus,
Sancte Fortis,
Sancte et Immortalis:
miserere nobis.
Nunc, Christe,
te petimus, miserere quaesimus.
Qui venisti redimere perditos,
noli damnare redemptos.
Quia per crucem tuam
redemisti mundum. Amen.
	O Holy God
O Holy, Mighty one,
O Holy and Immortal one:
have mercy on us.
Now, O Christ,
we beseech you, have mercy we beg.
Who came to redeem the lost,
do not damn the redeemed.
For through your cross
You have redeemed the world. Amen



German

I only stumbled upon Eccard’s version of Resonet in laudibus while looking for an online score for his other piece on the program (Übers Gebirg Maria geht).  Having performed Resonet settings by Jakob Handl, Johann Walter, and Orlando di Lasso over the years,  I welcomed the discovery of such a delightful “new” one.  In order for you to hear clearly the lovely eighth-note runs that bubble up through the five voices, we take the piece at a more leisurely pace than might be expected.  And prepare yourself for a little jolt on the third line, “Sion cum fidelibus.”

	Resonet in laudibus, 
cum jucundis plausibus 
Sion cum fidelibus. 
apparuit, quem genuit Maria,
sunt impleta quae predixit Gabriel. 

Eia! Eia!
Virgo deum genuit,
quod divina voluit clementia.
Hodie apparuit in Israel,
ex Maria virgine est natus rex.
Magnum nomen Domini Emmanuel, 
quod annuntiatum est per Gabriel. 
	Let ring out praises,
with delightful applause,
Zion with the faithful.
He appeared, whom Mary bore;
what Gabriel foretold has happened. 

Joy! Joy!
The Virgin bore God,
as divine mercy willed.
Today he has appeared in Israel,
of the Virgin Mary was born the king.
Great is the name of the Lord Emmanuel,
who was announced by Gabriel.


Immediately following the opening chorus of his Cantata BWV 65, Sie werden aus Saba alle
kommen (about the visit of the Magi), J.S. Bach places a short chorale.  It is the fourth verse of one that had been popular in German-speaking lands, both in Latin and German, for well over a century: 
Puer natus in Bethlehem / Ein Kind geborn zu Bethlehem.  Bach’s version is so strikingly beautiful—but it’s over so soon—that I have wanted to program it in a way to present it more than once.  So we will begin by applying Bach’s music to the first verse, in German; then we will simply sing that verse in Latin to the original carol melody with no harmonization; we follow this with three different Latin settings, one for each of the first three verses, all by Michael Praetorius [Schultze] (1571–1621), best known today for his Es ist ein Ros entsprungen; finally we sing the Bach chorale again, with the fourth-verse text he uses in the cantata.  In case you noticed something remarkable about the bass line for “Alleluia” the first time you heard it, listen carefully this time, as we let it unfold slowly in all its chromatic splendor. 

	1. Ein Kind geborn zu Bethlehem
des freut sich Jerusalem. Alleluia.

[sung twice:] 1. Puer natus est in Bethlehem
unde gaudet Hierusalem. Alleluia 
2. Hic iacet in praesepio
qui regnat sine termino. Alleluia.
3. Cognovit bos et asinus
Quod puer erat Dominus. Alleluia.

4. Die Kön’ge aus Saba kamen dar,
Gold, Weihrauch, Myrrhen brachten sie dar. Alleluia.
	1. A child is born at Bethlehem
for whom Jerusalem rejoices.  Alleluia.

1. A child is born at Bethlehem
for whom Jerusalem rejoices. Alleluia.
2. He lies here in the manger
who reigns eternally. Alleluia.
3. The ox and the donkey
recognise that the child is the Lord. Alleluia.

4. The kings come from Sheba,
they bring gold, incense and myrrh. Alleluia.


Any list of the handful of greatest composers who flourished around 1500 must include 
Heinrich Isaac (c.1450–1517)—along with Josquin Desprez,  Jakob Obrecht, and only a few others.  He worked for Lorenzo de’ Medici in Florence and for the Hapsburg Emperor Maximilian I, grandfather of  Charles V.  Isaac wrote Imperii proceres in praise of Maximilian on the occasion of his election as Holy Roman Emperor at the Imperial Diet of Konstanz in 1507.  Triumphal throughout, this ceremonial motet is particularly so at the words “Maximiliano psallite,” and at the end, thanks especially to the climbing ostinato bass line on the repeated “Amen.”


	Imperii proceres, Romani gloria regni, 
vos electores, vos archiepiscopi, et omnes pontifices.
totusque simul ecclesiasticus ordo, 
armorumque duces, vos laude gravi potentes, 
marchie quisquis ades comes et baro, nobiles, 
urbis rector seu populi, imperio quem federa iungunt: 
consulite in medium. 
In rebus succurrite fessis, 
ecclesiam fulcite sacram,
concordia nos sancto stringat vinculo 
propriis et rebus adeste! 
Auscultate pio Maximiliano psallite! 
Accedas, favor optime. 

Jube, qui pater es patrum, 
pellas fremores rebelles; 
da, Deus, imperii iustis cadat 
emulus armis! 
Hinc tibi devotas reddamus 
carmine grates, 
atque tuas laudes celebret Germania victus. Amen.
	Nobles of the Empire, the glory of the Roman rule,

you electors, you archbishops, and all bishops
and the whole hierarchy of the Church,
leaders of arms, you mighty and exalted,
nobly born and all present,
and you peoples bound to the Empire in alliance:
hold council together!
Hasten to succor the distressed,
uphold the holy Church;
may harmony unite us with its sacred bond;
stand together in common needs.
Hear ye, praise the pious Maximilian;
approach and grant your favour.


Command us, father of fathers, 
repulse rebel uproar.
Grant, O God, that by thy righteous arms

the empire’s foe shall fall!
And we humbly will thank thee 
with hymn of praise,
and Germany shall proclaim thy fame. Amen.



Stephen Bonime  

December 2010
Singers:
Emma Clune, soprano
Ada Ng, soprano  
Rita Udell, soprano
Martha Cargo, alto
Andrea Swenson, alto
Stephen Bonime, countertenor
Andy Chang, tenor
John Hetland, baritone
Paul Geidel, bass

For more information about Music Divine, please visit:

http://www.nycmusicdivine.org 
and

http://www.facebook.com/musicdivine
We hope you will put your name on our mailing list before leaving.

Music Divine wishes to thank especially Jeannine Otis of St. Mark’s in-the-Bowery, 
for welcoming us into this divine musical space.

Thanks also to:

Ada Ng, for putting Music Divine on Facebook; 
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Andy Chang, for making rehearsal recordings and distributing them online;

John Hetland, for creating music scores, helping with translations and program notes, and recording our concerts
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