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TRANSLATIONS
by the Department of Musical Arts

Ecce nunc benedicite (Psalm 134) .
Behold now, bless the Lord all you servants of the
Lord; you that stand in the house of the Lord, in the
house of our God. By night 1ift up your hands in the
holy place and bless the Lord. The Lord whc made
heaven and earth bless you out of Zion. Glory to the
Father, and to the Son, and to the Holy Spirit, as it
was in the beginning, is now, and ever shall be, world
without end. Amen.

Sospenda le lacrime (Librettist unknown)

No, these are not the eyes that heaven ordains for
every heart. With one hand will I give and with the
other wipe away the last thought; draw you to me,
kneel, and dry the tears in your eyes. In time, with
regrets, torrents of tears will flow.

Dry your eyes, for love is the master of the heart.
When tenderness finds delight in tears, then pain is
no longer painful.

-

L'alma smarita, o bella (Libretto by Donato Cupeda)
Lost soul, how lovely it would be if you would come
back to me. Returning now, you will know where to
rest, as your beautiful rays remain in your own star.

Meine Seele riihmt und preist (Author unknown)

Aria My soul praises and glorifies God's kindness and
abundant goodness; and my spirit, heart, and mind, and
all my being rejoice in God, who is my savior and
deliverer.

Recitative For he sees me, and also my life, so my
mouth must proclaim these words. God! what have you
surely done for me! Even a thousand tongues could not
express how good you are, how ready is your
faithfulness and how abundant your 1love. Therefore




let praise, glory, and honor be sung unto you.

Aria God has seated himself on high and sees the
humble from there. Even if the world keeps me lowly
and wretched, I am uplifted because God does not
forget me. ‘

Recitative 0, what a great thing do I encounter
everywhere, that God has done for me! I will bring
him my heart as an offering. He does this, he whose
might in heaven encompasses all and whose glorious
name the angels remember in humility. He holds my
body and my life; he also holds my hope of salvation,
and all that makes me rejoice, here and there, given
in pure thanksgiving.

Aria Your goodness and mercy, O God, endure
throughout all time. You show mercy to those who
humble themselves before you.

INSTRUMENTS

Flauto traverso by Roderick Cameron, after Chausac

Alto recorder by Thomas Prescott, after Bressan

Baroque violin by Jacobus Steiner, Absam, 1665

Baroque oboe by Fehr & Schermer, after Christian
Schlegel, Basel, c. 1708

Six-string bass viola da gamba by Joachim Tielke,
c. 1680

Six-string bass viola da gamba by J. C. Hoffman,
Leipzig, c. 1720

Harpsichord by William Dowd, 1982, after Pascal
Taskin

PROGRAM NOTES
by Judith Eckelmeyer

One of the most difficult aspects of twentieth-
century culture for a lover of baroque music is that
the contemporary recording and publishing industries--
as advanced as we perceive them to be--provide only an
incomplete and skewed window on the enormous musical
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productivity of the years from 1600 to 1750 (roughly).
Even setting commercial and marketing interests aside,
we must cope with matters of changing historical
understanding and varying taste, which allow for
"revivals" or "overshadowing" of composers,

compositional genres, instruments, and even
performance styles from that by-gone era over two
hundred years ago. We are, to some degree, at the

mercy of those who uncover their gems of antiquity, of
those who decide whether or not the discovered
information merits publication, and of those who make
selections of works for performance. For each work
brought before the public today, there remain
certainly hundreds not available to us. '

Besides the incompleteness of our picture of the
baroque era, that information which we think we know
is sometime misconstrued from that era to this; truly,
we glimpse the baroque era darkly! We are tempted to
assume, for instance, that figures such as Handel,
Bach, Vivaldi, Monteverdi, Corelli, Couperin, Schiitz,
and Purcell, whose names and works are known in our
time, were as familiar and famous in their own time.
Historical reality is often quite different from our
supposition. While Handel and Monteverdi were indeed
widely known and sought after in their lifetimes, Bach
was a provincial, known outside his working sphere
principally to other musicians, not to the public. It
is perhaps the supreme irony that the most famous
works of the then-most-famous composers now lie in
obscurity, while then-unknown composers' works which
all the world recognizes and loves today are sometimes
revealed to be by someone else! In a word, things are
often not as they appear in the world of baroque
music.

A case in point is the life and music of J. J.
Fux. This was a man whose conservative and scholastic
upbringing in southern Austria led him almost
inevitably to travel to Italy, where he absorbed the
style of Corelli and also of the late Renaissance
composer Palestrina. Becoming adept at
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sixteenth-century counterpoint, Fux also evolved a
more up-to-date practice of accompanied "mixed" style
with differing textures and vocal/instrumental com-
binations. His work became known as the "culmination
of baroque music in Austria;" he was clearly more than
a passable composer for the emperors Leopold I, Joseph
I, and Charles VI, whom he served serially as Kapell-
meister in Vienna. His extensive output was under-
standably almost entirely sacred and vocal. But his
Gradus ad Parnassum (1725) is still considered the
"most important textbook of counterpoint.”

Fux's solo motets fall into his "mixed"-style
category, as compared with his mass settings and
multiple-voice works, which are consciocusly modelled
on Palestrina. The solo motets incorporate a wide
variety of wvocal idioms and accompanying modes,
heightened by expressivity and beauty of melody line.

Froberger's name seeps into most history books
because of the enormous corpus of his keyboard works,
which make up nearly one hundred percent of his
compositional endeavor. If the middle decades of the
baroque could claim a keyboard specialist, it would be
he--not only for his own performing ability and
extensive output, but also because through his
frequent travels (from his birthplace, Stuttgart, to
Vienna,-where he served Leopold I for a time, then to
Rome, Brussels, England, Germany, and France) he
became familiar with the trends in compositional
styles of the principal musical centers and began to
adapt them within his own style of composition. In a
sense, he formed a foundation for what would become an
international exchange of style later in the century.
His works, almost entirely unpublished in his
lifetime, form a virtual catalogue of mid-seventeenth-
century keyboard genres. He has often been named as
the originator of the standard keyboard suite of
dances in the order of allemand, courante, sarabande,
and gigue; nevertheless, we now know that later
publishers of his music imposed this pattern on his
very different organization of the dances. What he
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