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HE THEME OF THIS ALBUM is the marvellous wealth of sacred music which was

created in continental Europe out of the ferment of the age of Reformation. In the sixteenth
and seventeenth centuries the Church—whether Catholic or Protestant—was the most
significant patron of music, able to command the services of the leading composers of the age,
who probably saw themselves as keepers of a sacred flame, adorning with their music the
worship of a Church they served with singular dedication.

The Reformation affected not only the northern European countries which embraced it.
Catholic southern Europe, in the spirit of what became known as the Counter-Reformation, saw
a revival of religious fervour in the mid-sixteenth century, which resulted in an extraordinary
flowering of sacred music by such composers as Palestrina, Victoria and Lassus; their music
remains a pinnacle of the high Renaissance.

Italy had been the cradle of the Renaissance, and around 1600 it also saw the birth of the
more lavish, extravagant and secularised spirit of the baroque. A generation of composers led by
Monteverdi no longer confined the main focus of their work to church music in a recognised
sacred style, as had Palestrina and Victoria, but cultivated secular forms, notably the exciting new
genre, opera. This was the stile nuovo which Monteverdi introduced into his church music,
refreshing what had by then become the hidebound tradition of the stile antico with a strong
dash of the music of the opera house and even the streets: Beatus vir brings the music of the
itinerant fiddlers and florid solo singers of Venice into the hallowed setting of the basilica of S.
Marco, to signal a new revival in sacred music which set the agenda for the next two centuries.
Sacred and secular became intertwined, making possible such music as the Buxtehude
Magnificat, which musically is no different from a pastoral cantata, or Schiitz’s Psalm 100,
which is catchy and rhythmic enough to have been played as a tavern dance.

Some composers of the time are strongly identified with the centres where they were active:
Palestrina in Rome, Monteverdi in Venice, Lassus in Munich, Schiitz in Dresden, Bach in
Leipzig. Others such as Josquin (widely revered as the father of Renaissance sacred music) led
more peripatetic lives or settled far from their birthplace, as did Victoria who was born in Avila
but worked for most of his career in Rome. Yet even the most widely separated composers in the
European continent were, to a surprising degree, aware of each other’s work and animated by a
single unifying spirit in writing for the Church during a turbulent but exceptionally fruitful

period in its musical history. JOHN RUTTER




THE SACRED FLAME

European Sacred Music of the Renaissance and Baroque Era

The Cambridge Singers
La Nuova Musica (artistic director: David Bates)
directed by John Rutter

Total playing time: 78" 26"
Note: Words credits are given at the end of each text.
Jubilate Deo (5' 05") Giovanni Gabrieli (1557-1612)

Beatus vir (8' 30") Claudio Monteverdi (1567-1643)
Soloists: Amy Haworth, Amy Moore (sopranos)
Ben Breakwell, Thomas Hobbs (tenors)
James Holliday (bass)

Christe, adoramus te (2' 58") Claudio Monteverdi
Cantate Domino (1'51") Claudio Monteverdi

*Sicut cervus (3" 11") G. P. da Palestrina (1525-94)

[6] *Exsultate Deo (2' 09") G. P. da Palestrina

*Christus factus est (2' 04"™) Felice Anerio (c.1560-1614)
*0O vos omnes (3' 33") Carlo Gesualdo (c.1561-1613)
[9] *Timor et tremor (3' 30") Orlande de Lassus (1532-94)
*Ave verum Corpus (4' 09") Orlande de Lassus

Laudate Dominum (2" 49") J. P. Sweelinck (1562-1612)
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*Crux fidelis (2" 31") John 1V, King of Portugal (1604-56)

*Ave Maria (6' 02") Josquin Desprez (c.1440-1521)
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Psalm 100 (4' 20™) Heinrich Schiitz (1585-1672)

Selig sind die Toten (4' 07'"") Heinrich Schiitz

O Jesu Christ, meins Lebens Licht (4'50") J. S. Bach (1685-1750)
*sung by the Cambridge Singers unaccompanied

All the music heard on this recording is published in the Oxford University Press choral anthology European
Sacred Music, edited by John Rutter. The historical notes (© Oxford University Press) are based on the notes in
this volume by kind permission of the publisher.
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Jubilate Deo (Giovanni Gabrieli, 1557-1612)
(SSAATTBB, with instruments doubling)

Like his uncle Andrea, Giovanni Gabrieli’s last and most important post was as organist of S. Marco
in his native city of Venice. Prior to this, he held a court post in Munich. Once appointed to S. Marco
in 1585, he composed prolifically for the lavish vocal and instrumental resources available to him there,
generally dividing his forces into cori spezzati, multiple choirs spaced apart; many of his motets were
written for the great festivals of church and state for which Venice was renowned. Following the death
of Doge Grimani in 1605, there were cutbacks in the musical establishment at S. Marco, and Jubilate
Deo, written in a fairly simple chanson- and madrigal-influenced style for single choir, would seem to
belong to this post-1605 period. It did not appear in print until shortly after Gabrieli’s death, in three
separate collections published in Germany (where the composer’s reputation was honoured more than
in Italy). Although untypical of Gabrieli in the sense that it is not polychoral, Jubilate Deo is one of his
most attractive and often-performed works. Its text is compiled mainly from the psalms, in the
manner of a litany. Gabrieli made two other settings of the same text, which suggests that it was
associated with a regular Venetian festival such as the Feast of the Ascension. The climax of this
ceremony involved the Doge casting a ring into the sea as a symbol of Venice’s union with it; this
would explain the inclusion of the line ‘Deus Israel conjungat vos’ (taken from a nuptial blessing in
the Vulgate version of the Book of Tobit).

Jubilate Deo omnis terra, quia sic benedicetur homo qui timet Dominum.
Jubilate Deo omnis terra.
Deus Israel conjungat vos et ipse sit vobiscum.
Mittat vobis auxilium de sancto, et de Sion tueatur vos.
Jubilate Deo omnis terra.
Benedicat vobis Dominus ex Sion, qui fecit caelum et terram.
Jubilate Deo omnis terra.
Servite Domino in laetitia.
(from Psalms 100, 128, Tobit 7, Psalms 20, 134)

(O be joyful in the Lord, all ye lands, for thus shall the man be blessed that feareth the Lord.
O be joyful in the Lord, all ye lands.
May the God of Israel unite you and himself be with you.

May he send thee help from the sanctuary, and strengthen thee out of Sion.
O be joyful in the Lord, all ye lands.

The Lord that made heaven and earth give thee blessing out of Sion.

O be joyful in the Lord, all ye lands,

Serve the Lord with gladness.)

Beatus vir (Claudio Monteverdi, 1567-1643)
(SSATTB, with instruments)

Monteverdi wrote church music throughout his long career, first while he was employed at the court
of Mantua, then during his years as maestro di cappella at S. Marco in Venice, but much of it is hard
to date because it was published in two large collections—the celebrated Vespers (1610) and the Selva
morale e spirituale (1641)—which gathered together compositions written over a period of years.
Beatus vir, a favourite among Monteverdi’s sacred pieces, was published in the Selva morale. It calls
for only modest instrumental forces, just two violins and basso continuo with three ad libitum
instruments doubling voice parts. The origins of this Vesper psalm setting lie in a canzonetta, Chiome
d’oro, published in Monteverdi’s Seventh Book of Madrigals in 1619, a light-hearted secular duet
with two violin parts and ostinato bass similar to Beatus vir, though shorter and less ambitiously
worked-out structurally. Like so many other composers before and since, Monteverdi did not
hesitate to introduce secular material into his sacred music; the catchy tunefulness of Beatus vir must
have set even the sternest ecclesiastical toes tapping.

Beatus vir qui timet Dominum: in mandatis ejus volet nimis.

Potens in terra erit semen ejus: generatio rectorum benedicetur.

Gloria et divitiae in domo ejus: et justitia ejus manet in saeculum saeculi.

Exortum est in tenebris lumen rectis: misericors, et miserator, et justus.

Jucundus homo qui miseretur et commodat: disponet sermones suos in judicio.

Quia in aeternum non commovebitur.

In memoria aeterna erit justus: ab auditione mala non timebit.

Paratum cor ejus sperare in Domino.

Confirmatum est cor ejus: non commovebitur donec despiciat inimicos suos.

Dispersit, dedit pauperibus: justitia ejus manet in saeculum saeculi, cornu ejus exaltabitur in gloria.
Peccator videbit, et irascetur, dentibus suis fremet et tabescet: desiderium peccatorum peribit.

Beatus vir qui timet Dominum.




Gloria Patri, et Filio, et Spiritui Sancto. Sicut erat in principio, et nunc, et semper, et in saecula
saeculorum. Amen.
(Psalm 112)

(Blessed is the man that feareth the Lord: he hath great delight in his commandments.

His seed shall be mighty upon earth: the generation of the faithful shall be blessed.

Riches and plenteousness shall be in his house: and his righteousness endureth for ever.

Unto the godly there ariseth up light in the darkness: he is merciful, loving, and righteous.

A good man is merciful, and lendeth: and will guide his words with discretion.

For he shall never be moved: and the righteous shall be had in everlasting remembrance.

He will not be afraid of any evil tidings: for his heart standeth fast, and believeth in the Lord.

His heart is established, and will not shrink: until he see his desire upon his enemies.

He hath dispersed abroad, and given to the poor: and his righteousness remaineth for ever; his horn
shall be exalted with honour.

The ungodly shall see it, and it shall grieve him: he shall gnash with his teeth, and consume away;
the desire of the ungodly shall perish.

Blessed is the man that feareth the Lord.

Glory be to the Father, and to the Son, and to the Holy Ghost;
As it was in the beginning, is now, and ever shall be, world without end. Amen.)

Christe, adoramus te (Claudio Monteverdi)
(SSATB, with continuo)

This devotional motet was published in 1620 in a collection issued by Monteverdi’s former pupil from
Mantua days, Bianchi. The collection comprised 31 motets: 24 by Bianchi himself, one by Losio, and
six by Monteverdi, whose contributions may well have been recently written for the great Venetian
religious festivals. The motet is headed ‘Nella elevatione di N.[ostro] Signore’, meaning it is to be sung
at the elevation of the host during mass. The text is proper to the feasts of the Holy Cross (3 May and
14 September), especially important occasions in the Venetian calendar after 1617: in that year a relic
of what was held to be the Holy Cross was found by workmen excavating in S. Marco.

Christe, adoramus te, et benedicimus tibi, quia per sanctam crucem tuam redemisti mundum.
Domine, miserere nobis.
(Antiphon at Feasts of the Holy Cross)

(Christ, we worship and bless thee, because by thy holy Cross thou hast redeemed the world. O Lord, have
mercy upon us.)

Cantate Domino (Claudio Monteverdi)
(SSATTB, with continuo)

Also from Bianchi’s 1620 collection, the brightly festive Cantate Domino may have been intended for
one of the two feasts of the Holy Cross, though the text, being a compilation, could not strictly be
proper to any church occasion.

Cantate Domino canticum novum: cantate et benedicite nomini ejus.
Quia mirabilia fecit.
Cantate et exultate et psallite.
Psallite in cithara et voce psalmi:
Quia mirabilia fecit.
(from Psalms 96 and 98)

(Sing unto the Lord a new song, sing and praise his Name: for he hath done marvellous things.
Sing, rejoice, and give thanks.
Praise him with the lute and the voice of singing: for he hath done marvellous things.)

Sicut cervus (G. P. da Palestrina, 1525-94)
(SATB unaccompanied)

Palestrina’s life and work centred around Rome. He was born in the nearby town of Palestrina, from
which he took his name, trained as a choirboy in the Roman church of S. Maria Maggiore, appointed
to prominent positions in the Roman musical establishment, and brought to international fame by his
numerous publications, issued in the first instance from Rome. In 1551 he was appointed maestro of
the Cappella Giulia, the choir of St Peter’s Basilica, and in 1555 he sang for a few months in the Sistine
choir until the introduction of a celibacy rule by the new pope led to his dismissal as a married man.




Periods of directorship at the church of St John Lateran, where Lassus had preceded him (1555-60)
and at his old church of S. Maria Maggiore (1561-6) were followed by a return in 1571 to the
Cappella Giulia, where he remained till his death. His stream of publications began with a successful
book of madrigals in 1555; by the time of his death there were seven books of masses, six of motets,
and sundry other volumes of liturgical music and madrigals.

Sicut cervus has always been one of the most familiar of Palestrina’s motets, frequently reprinted and
anthologized since the nineteenth century, and justly held up as a model of Renaissance imitative
polyphony, in this case expressive of serene but fervent spiritual yearning. Its psalm text was
appropriately appointed as the first part of the Tract at the blessing of the font on Holy Saturday.

Sicut cervus desiderat ad fontes aquarum: ita desiderat anima mea ad te, Deus.
(Psalm 41, v.1)
(Like as the hart desireth the waterbrooks: so longeth my soul after thee, O God.)

[6] Exsultate Deo (G. P. da Palestrina)
(SAATB unaccompanied)

Among Palestrina’s 375 or so motets, Exsultate Deo has always been a favourite. With its joyous
tunefulness and vivid word-painting depicting musical instruments, it refutes the inaccurate myth of
Palestrina as a cold, bloodless master of abstract polyphony, a myth due in part to the reverence
surrounding him even in his lifetime and to the use of his music ever since as a model in the teaching
of counterpoint, an unfortunate fate indeed for a composer whose music, at its best, leaps off the page
and demands the excitement of performance.

Exsultate Deo, adjutori nostro: jubilate Deo Jacob.
Sumite psalmum et date tympanum: psalterium jucundum cum cithara.
Buccinate in Neomenia tuba: insigni die solemnitatis vestrae.
(Psalm 81, wv. 1-3)

(Sing we merrily unto God our strength: make a cheerful noise unto the God of Jacob.

Take the psalm, bring hither the tabret: the merry harp with the lute.
Blow up the trumpet in the new-moon: even in the time appointed, and upon our solemn feast-day.)

Christus factus est (Felice Anerio, ¢.1560-1614)
(SATB unaccompanied)

Like his younger brother Giovanni, Felice Anerio was a composer and priest whose sacred music
follows closely in the tradition of Palestrina. Born in Rome, he sang as a boy in the choir of S. Maria
Maggiore, and then in the papal Cappella Giulia under Palestrina. On the death of the latter in 1594
he was appointed composer to the papal choir, for which he wrote masses, motets, and other
polyphonic music. Christus factus est, perhaps his best-known piece, does not appear in any of the
volumes of his work published in his lifetime; the earliest extant source dates from 1840, and all
others derive from it. The chromatic harmonic touches may have been added by the nineteenth-
century editor; if not, it shows an influence of early baroque madrigal style not found in Palestrina.

Christus factus est pro nobis obediens usque ad mortem, mortem autem crucis. Propter quod et
Deus exaltavit illum, et dedit illi nomen, quod est super omne nomen.

(Gradual for Maundy Thursday: Philippians 2, vv. 8-9)

(Christ became obedient for us unto death, even the death of the cross. Wherefore God also hath exalted
him, and hath given him a name which is above every name.)

O vos omnes (Carlo Gesualdo, ¢.1561-1613)
(SATTB unaccompanied)

Gesualdo is remembered as much for the single sensational act of murdering his adulterous wife and
her lover as he is for his music. Otherwise, his life as Prince of Venosa was that of an Italian noble
amateur of music, similar to those who were writing the first operas in Florence at about the same
time. His preferred form was the madrigal, of which he published six books, but he also left two books
of Cantiones sacrae and a volume of music for Holy Week. His madrigals are noted for their eccentric
and adventurous chromaticism, which is found to a lesser extent in his sacred music also. O vos omnes
(a text he later set for six voices in his Holy Week volume of 1611) was published in his first book of
Cantiones sacrae in 1603. The poignant text, popular with composers of the Counter-Reformation
period, is set to music of eloquence and dramatic power, cast in the same responsorial form used by

Victoria.







