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The Los Angeles Master Chorale and Sin-
fonia Orchestra are now in their tenth sea-
son of presenting great choral master-
works in the Music Center. The organiza-
tion was formed by Roger Wagner and the
Los Angeles Junior Chamber of Commerce
and became a resident company at the
Center in 1964. Dr. Wagner has been music
director for the Chorale and Orchestra
since its formation. Through the continued
dedication of the directors and members
of the SCCMA, Dr. Wagner, the Master
Chorale Associates, and the superb mu-
sicians of the Chorale itself, Los Angeles
has had annual seasons of the greatest
choral works of the past and present. No
other city has such a cultural privilege.

SATURDAY EVENING, JANUARY 19, 1974,-AT 8:30 P.M,

DOROTHY CHANDLER PAVILION

LOS ANGELES MASTER CHORALE |

AND SINFONIA INSTRUMENTAL ENSEMBLE
ROGER WAGNER, Music Director

GLORIES OF THE RENAISSANCE

THE GREGORIAN HERITAGE

Introit: Gaudeamus omnes in Domino Gregorian Chant

(c. 800)

THE GOTHIC HERITAGE: Rheims

Messe de Notre Dame (for male chorus a 4) Guillaume de Machaut
Kyrie (c. 1300-1377)
Gloria
Credo
Sanctus
Agnus Dei
Ite Missa est

THE DAWN OF THE RENAISSANCE |

Gloria ad modum tubae (a 4) Guillaume Dufay

(c. 1400-1474)

THE DAWN OF THE RENAISSANCE 1!

L'Homme armé Anonymous (X1V Century)

Josquin des Prés
(c. 1440-1521)

L'Homme armé
Canon. Etsic de singulis

THE SECULAR HERITAGE OF MEDIEVAL ITALY ¢

Nel mezzo Giovanni da Florenzia (c. 1350)

Cum altre ucele Anonymous {c. 1250)

O tu cara scientia mia musica Giovanni da Florenzia

Angelica belta
El mie dolce sospir
Nessum ponga sperenza

Francesco Landini
(1325-1397)

Bassadanza e Saltarello Anonymous (c. 1300)

THE DAWN OF THE RENAISSANCE il

Ave Christe, immolate (a 4)

Ave Christe, immolate
Salve lux mundi

Josquin des Prés

INTERMISSION
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S 6& OF THL RENAISSANCE I: Cartagena and Prague v M aul o A

i Gk f1eant sexti toni (for two choirs, 28) Crist6bal de Belsayaga

! nifica (c. 1585-1630)
\oter (for two choirs, a8) Jacob Handl

{1550-1591)

{ USIC OF TUDOR ENGLAND
The Willow Song Anonymous (c. 1600)
I should for griefe Thomas Morley
(1557-1603)
Taunder Naken Henry ViII
i (1491-1547)
Quartet. London Street Cries 3 Anonymous (c. 1600)
Guirtet. Weep, weep, weep, mine eyes John Wilbye
(1574-1638)
Sevtet:  Marsinafury Thomas Weelkes
< (c. 1576-1623)

CiORILS Ol THE RENAISSANCE 11: Rome

Salve Regina (a 6)
Salve Regina
Ad te suspiramus
Lt Jesum
O clemens

fues Petrus(a 6)

Tomas Luis de Victoria-
(1548-1611)

Giovanni Pierluigi da Palestrina
(1524-1594)

SLCULAR MUSIC OF RENAISSANCE ITALY

Qla, o che buon eco! (for t\.NO choirs, a 8)- Roland de Lassus

(1532-1594)

Claudio Monteverdi
(1567-1643)

Claudio Monteverdi

Lcco mormorar I'onde (a 5)

Laetatus sum (for favoriti, ripieni'e stromenti, a 12)

GILORIES OF THE RENAISSANCE 111: Venice
Plaudite, omnis terra (for three choirs, a 72) Giovanni Gabrieli
(1557-1612)

Omnes gentes (for four choirs, a 76) Giovanni Gabrieli

ALLLN DIGITAL COMPUTER ORGAN from Gould Music Co., Pasadena.

The musical presentations on this program are made possible, in part, through the
$ponsorship of the Los Angeles County Board of Supervisors and the Los Angeles County
Music and Performing Arts Commission. =

The performing arts in Los Angeles reflect the City’s commitment to the highest stand-
ardls gf artistic, scientific, educational, and industrial achievement. We are pleased to
contribute this 10th Anniversary season to the City’s cultural resources.

:::::?nmors will not be seated until the tirst convenlent pause In the performancs. / Invited guests are

’"Mion’ backstage after the performance; use performers' entrances: Grand Ave. side of Plaza for
's.ncomer of Temple & Grand for Ahmanson, and rear of theatre for Forym. / Use of tape re-
Nw:’lllln nd/or cameras prohibited in auditorium. / Your use of a ticket constlt acknowledg t
Mot cgnoss to appear In photographs taken In public areas of The Music Center and releases The
Draphs /m;, Operating CO.‘, its lessees and all others from llability resulting from use of such photo-
ividual, rogram and artists subject to change. / -Patrons cannot be paged during a performance.

$ expacting emergency cafls must leave their seat numbers with the House Manager.

F

b onuch,"b'“aw 10, the Chorale and Orchestra will present a complete performance of

$ Breat ST. MATTHEW PASSION in two parts with dinner intermission. :
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Program Annbtator,
Los Angeles Master Chor!fe

Glories of the Renaissance

In history, art or.music, a particular era can
only be appreciated as a result of a con-
tinuing process. To the audience of the
Victorian era, music began with Handel
and, to a lesser extent, Bach. Messiah, pref-
erably performed with a chorus of hun-
dreds and a huge orchestra playing an
“improved”’ version of the “primitive’”’
Baroque scoring, was the dawn of “real”
music. To the audience of the early mid-'
twentieth century, Bach became more
accessible, largely through the lush trans-
scriptions of two illustrious conductors of
the Philadelphia Orchestra and the ex-
cesses of flamboyant concert organists.

During the last twenty-five years, a gen-
eration attuned to the leaner, linear sounds
of classicists such as Wanda Landowska,
E. Power Biggs and classically trained “pro-
gressive jazz” musicians such as the Bru-
beck quartet, has learned to appreciate
Baroque music performed in a style closer
to that envisioned by the compogsers. At
the same time, the concert-goer has been
exposed to the glorious repertoire of the
High Renaissance that gave birth to the
Baroque.

As one of the leaders in the dissemina-
tion of Renaissance music and the Gre-
gorian chant that is the key to its interpre-
tation, Roger Wagner reached yet further~
back to the foundation of the Renaissance
when he prepared his doctoral thesis on
three Masses of Josquin des Prés. At that
time (twenty years ago) only a few motets
were available in performing editions. To-
day the record purchaser can choose
among various interpretations of five dif-
ferent Masses of Josquin, five of Dufay,
four of Ockeghem, and numerous motets
of the period.

Now, in the closing third of the twen-
tieth century, the Master Chorale afficio-
nado is (we hope) ready and curious to
hear the Glories of the Renaissance, not
as an early curiosity but as the culmination
of six hundred years of polyphonic music.
In 1574 Palestrina, Lassus, Victoria and
Gabrieli were the new music—and Mon-
teverdi was yet to boldly experiment with
the complete overthrow of the indepen-
dence and equality of vocal and/or instru-
mental lines. It is the hope that the listener
can hear this new and revolutionary music
in context: Machaut—the culmination of
four centuries of expetimentation in
rhythmic and textural variety; Dufay—the
delight in the discovery of the possibilities
of the canon; Josquin — the genius who
could take pleasure in playing a trick on
his singers while using a “popular” tune
and with equal skill write music that for
luminous clarity, subtlety and beauty could
set a standard for -over three centuries.




AS a counterpoint, we hear the Italian
contemporaries of Machaut in sprightly
and very secular music that fertilized the
music of Josquin and the great triumvirate
of the High Renaissance—Palestrina, Las-
sus and Victoria. While the polychoral
splendor of Gabrieli was spreading to Bo-
hemia (Handl) and New Spain (Belsayaga),
England, as always, went its own unique
way. Although the religious ambiguities of
the Tudor era produced fine sacred music
(from simple psalms to Tallis' Spem in
alium for eight choirs, a 40), it is the sec-
ular madrigal that best evokes a very merry

olde England, where even young Henry .

VIl delighted in poetry and music at a
time when Mary and Anne Boleyn were
still maids-in-waiting.

’

Gregorian Chant

This evening’s concert, devoted to the
Glories of the Renaissance and its Medieval
Heritage, is by its nature permeated with
gregorian chant, for all sacred music (and
much secular) was based directly or in-
fluenced by chant (the reverse also ap-
plied).

The flowing monody, originally prob-
ably sung much as it is heard tonight,
gradually became ossified and slowed
down to become a cantus firmus for the
solo cantores between the Xth and Xllith
centuries. By the time of Leonin and Pero-
tin (who flourished immediately before
and after the erection of Notre Dame de
Paris) as many as one-hundred fifty notes
of motetus or triplum (the sometimes
higher third part) might be sung against
a single note of the original chant. It should
be noted that until the time of Josquin
des Prés in the XVth century, only chant
was sung by a choir of many voices; poly-
phony was sung by soloists against an in-
strumental cantus firmus.

Guillaume de Machaut (c. 1300-1377)

Just as the Thirty Years War (1618-1648)
closed the Renaissance period of music,
so the Hundred Years War (1337-1453) in-
directly brought about the Ars Nova and
the birth of Renaissance music. *

Machaut in his early career traveled in
the train of “the colorful John of Luxem-
burg, King of Bohemia, whom Carlyle
described as a ‘restless, ostentatious, far-
grasping, strong-handed man, who kept
the world in a stir wherever he went.’ He
went all over Europe—from Lithuania to
Italy, and from Poland to France—and took
Machaut with him after meeting the young
man in Paris in 1323.” (Guillaume de
Machaut: Levarie, p. 15)

The early death of King John of Bohemia
at the battle of Crécy in 1346 made it
necessary for Machaut to seek the patron-
age of others. Among his benefactors were
Charles V and his younger brother john,
Duc du Berry, “who had the leisure and
the passion to become the most famous
bibliophile and art connoisseur of his age.

£

... The personal care and expensive bind-
ings bestowed on the Duke’s library are
partly responsible for the good preserva-
tion of Machaut’s output.” (Ibid., p. 16)

Although the vast majority of his work
—musical and poetical —is secular in con-
tent, as befitted the troubled times, his
most famous work is La Messe de*Nostre
Dame. Long supposed to have been written
for Charles V’s coronation in 1364, it is
now known and has been confirmed to
this writer by Dr. Robert Stevenson that
the Mass was written to be performed
regularly at a Lady Chapel at Rheims en-
dowed by Machaut and his brother.

It should be noted that Machaut, at the
age of 60, became amorously involved with
a teen-age girl from the nobility of Cham-
pagne, Peronnelle d’Armantiéres. Much
poetry, music and mutual pilgrimages en-
sued and were described by Machaut in
an autobiographical poem Voir Dit. Peron-
nelle later married a man closer to her
age, but Machaut resolved to “revere her
in his art till the end of his days.” (Ibid.,
p. 18)

The Mass utilizes two styles and, Janus-
like, employs techniques of the past as it
anticipates the future. The Kyrie, Sanctus,
Agnus Dei, Ite Missa est, as well as the
Amen of the Credo are in isorhythmic
form. In other words a rhythmic pattern
(talea) is repeated several times in a vary-
ing relationship to the theme (color) of the
cantus firmus, which, since it held (tenere)
the chant theme became known as the
tenor part. The two higher decorative parts
were traditionally named the motetus and
triplum and often alternated notes in the
ancient form of hoquetus (hiccup). The
fourth and lowest part was the contra
tenorum bassus—and so was formed the
prototype of the modern four part choir.
The Gloria and Credo are in conductus
form in which the words are pronounced
together and the form, although borrowed
from the past, at times sounds prophetic-
ally like the sensitive sonorities of one
hundred fifty years later. The cantus of the
Kyrie is from and alternated with the Gre-
gorian Mass IV and the Sanctus and Agnus
Dei derive the cantus from that of Mass
XVIIl. But a seven-note motive is con-
stantly used throughout the entire Mass
as a unifying force.

Josquin des Prés (c. 1440-1521)

The complete conquest of France by Henry
V of England and the subsequent Regency
of the Duke of Bedford brought John Dun-
stable to the continent and through him
and the peculiarly: English gymel (parallel
movements in thirds) which grafted on
the Ars Nova, paved the way for Dufay,
Ockeghem, Obrecht and the full-flower-
ing of the Renaissance in the person of
Josquin des Prés.

As Roger Wagner notes in his analysis
of Josquin’s Missa Hercules Dux Ferrariae,
Josquin had inherited “the techniques of

Y

A
» o I

composition. In text-books [Ockeghem] is
named first among the manipulators of
recondite canonic devices. That josquin
was thoroughly trained in this method is
clearly demonstrated by his treatment of
musical materials throughout his works.”
(An Introduction to Three Masses of Jos-
quin; Wagner; Caecilia Vol. 85 #1, Febru-
ary 1958)

As Machaut in 1350.was the master of
the rhythmic intricacies of his predecessors
and utilized them to produce a new and
more subtly expressive style, Josquin built
on the canonic complexities developed
by Dunstable, Dufay, Ockeghem and
Obrecht. And complex they werel Not
only could a canon occur at any interval,
but it could be sung (played) upside down
(inversus), backwards (cancrizans), or back-
wards and upside down (cancrizans inver-
sus). (Ibid., p. 21)

As Wagner notes in regards to Josquin's
use of the theme as a cantus firmus his use
of these devices “is no mark of his genius.
A hundred other composers might have
done just what he did. But his imagination
began to work when he extracted from the
mechanical device other workable mate-
rials which were to be so manipulated as
to provide the musical texture in which
the cantus firmus is embedded.” In doing
so Josquin developed “a constant flow of
sound, so organized as to give artistic
shape to the whole. The important word
here is ‘flow'—that is, movement. This is
achieved in part by the canonic treatment,
which always propels the leading voice
into the beginning of its second phrase
while the second voice is still completing
its first phrase. It is this process that staves
off harmonic cadences, or full closes, until
... Josquin] wants to take a fresh start.”
(Ibid., p. 35)

Each age uses a unifying device. Ars
antiqua: the cantus; Ars nova: isorhythmic
structure. But even though Josquin’s par-
ticular emphasis on canon faded with the
passing of the Renaissance, his musical
vocabulary is familiar to us 450 years later,
for with Josquin begins a flow, a blend, a
use of harmonic (i.e.) vertical unity be-
tween parts that continued through Gab-
rieli, Monteverdi, Bach, Mozart, Beethoven,
Wagner and Mabhler. Josquin rather than
Monteverdi, marks the beginning of “Euro-
pean’’ music.

To borrow a thesis from Henry Pleas-
ants, “serious” music is now entering a
new era, perhaps as radical a departure
from the music of the past as when Leonin,
Perotin and Machaut hurled their multi-
plicity of notes against the simple monody
of Gregorian chant in the vaulted cathed-
rals of Notre Dame de Paris and Rheims.

Stravinsky. Schonberg. Penderecki. Li-
geti. Kraft. Gershwin. Brubeck. Schifrin.
Each in his own way, the composer of this
century of transition repudiates the recent
(300 year) past, rediscovers the rhythmic
complexities familiar to the European of
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the XIV century,
(mtury or the
years ago.

Asiatic of two thousand

nificat
::A:,stébal de Belsayaga (c. 1585-1630)

he Chorale has been indebted many
imes to Dr. Robert Stevenson, not only
for his awesome musicological talents, but
abso for his constant interest in the Chorale
and its aims. Magnificat Sexti toni a 8 was
brought to the Chorale’s attention by Dr.
sievenson, who has been kind enough to
furnish the writer with the following notes:

“The first music treatise written any-
where in the Americas (1595) flowed from
the pen of a longtime resident at Carta-
gena—in what is now Colombia—who
specialized in working with the thousands
of blacks entering South America through
the port in the sixteenth century. Also,
Cdrtagena was a city made famous by St.

the African of“the Xvill
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Peter Claver (1580-1654), “Apostle of ‘the

Blacks.” Here, around 1610, rist6bal de
Belsayaga composed his splendid Magnifi-
cat Sexti toni a 8.

“In 1616, Belsayaga transferred to the
ancient capital of the Incas, Cuzco. A few
years later, he was invited to become the
chief music director in Lima, Peru. An
ardent disciplinarian, he took the indol-
ent singers assigned to his care in Lima
Cathedral so to task that they revolted
against his authority. The fire rocket that
landed on his skull during an outdoor
musical celebration on May 30, 1630, caus-
ing his death the next day, may not have
been set off purely by accident.

“Belsayaga’s Magnificat exploits the con-
stant antiphonal effects that distinguish
Tomds Luis de Victoria’s musical anthology
printed at Madrid in 1600. However, his
rhythms become on occasion livelier and
more syncopated that was ever Voctoria’s
norm.”

ROGER WAGNER, during his long and il-
lustrious career, has received a plethora
of signal honors from his city, county,
the nation and throughout the world. In
January, 1973, Roger Wagner shared
the podium with Eugene Ormandy to
conduct the Philadelphia Orchestra and
the Los Angeles Master Chorale at the In-
augural Concert at Kennedy Center. In
May, 1973, Dr. Wagner served as guest
conductor of major symphonies during
a month-long tour of the major capitals of
South America, and in July, he conducted
the Los Angeles Philharmonic and his
Chorale in Bach’s B Minor Mass at the
the Hollywood Bowl. He has recently re-
turned from the first of three tours sched-
uled for this season. Dr. Wagner has just
completed composing and directing the
music for several TV Documentaries for
Alan landsburg Productions, soon to be
released.

PAUL SALAMUNOVICH began his profes-
sional singing career as a boy soprano with
Richard Keys Biggs and the following year
as a boy alto with Roger Wagner. He has
long been associated with the Los Angeles
Master Chorale and the Roger Wagner
Chorale both as a singer and Assistant Con-
ductor. He began his conducting career in
1949 as organist and choir director at St.
Charles Borromeo Church in North Holly-
wood, a position he still holds. He has
recently assumed similar duties at St. Basil’s
Church on Wilshire Boulevard in Los An-
geles. In 1959 he was knighted by Pope
Paul VI for his outstanding contributions
to liturgical music. Mr. Salamunovich holds
Assistant Professorships of Music at Loyola
Marymount University and at Mt. St. Mary’s
College. In addition to his regular con-
ducting activities he has directed over 200
workshops, summer music camps and cho-
ral festivals in the United States and Can-

ada, including 19 All-State Festivals. In his
capacity as choral clinician he specializes
in the art of Gregorian Chant and its influ-
ence on the relationship to the authentic
interpretation of Renaissance choral po-
lyphony. The St. Charles Borromeo Choir
was recently featured on the NBC Christ-
mas Eve Special with Doc Severinsen and
Henry Mancini.

THE JOHN BIGGS CONSORT. Since they
began touring nationally in 1967 the Con-
sort has established a reputation of excel-
lence. The scope and variety of their pro-
grams, which range from Gregorian Chant
to electronic music is unique. Their color
film, Discovering the Music of the Middle
Ages, has become a standard item in mu-
sic libraries. They have done residencies
of a week or more at a number of major
campuses, including Portland State Uni-
versity, Southern Oregon College, South-
west Texas State University, and Northern
Michigan University. John Biggs was born
into a musical family of eleven children.
His father was organist-composer Richard
Keys Biggs and his mother was singer Lu-
cienne Gourdon. Mr. Biggs’ interest in
early music grew when he met singer Salli

Terri while both were members of the _

Roger Wagner Chorale where she was solo-
ist and chief arranger. The album Duets
with the Spanish Guitar which she made
with guitarist Laurindo Almeida won the
distinguished Grammy award, and she re-
ceived two nominations from NARAS as
best classical singer of the year. After sev-
eral years at Kansas State Teachers Col-
lege, where Mr. Biggs was composer-in-
residence, his principal activities have been
mainly as director of the Consort and as
a versatile composer equally at home in
gebrauchmusik and avant garde. Mr. and
Mrs. Biggs now live in Santa Barbara in
a charming, multi-level, neo-Gothic home
with their two daughters.
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