Soirées Musicales Quintette

presents

Rediscovered Yoices

The Chambers, Somerville House, 17 Graham Street South Brisbane
7.30pm Friday 13 May and 4pm Sunday 15 May 2022

Program
1. Music by the Boulanger sisters from La belle époche

Renouveau (Renewal) for four voices and piano (1911) Lili Boulanger (1893-1918)
From Petite pieces pour piano — No.2 in D minor (1914) Nadia Boulanger (1887-1979)
Cantique (Canticle) for voice and piano (1909)

D’un vieux jardin (From an old garden) — No.1 from Trois morceaux pour piano (1914) Lili Boulanger
Attente (Expectation) for voice and piano (1910)

2. Music by Amy Beach from the turn of the century

From Songs of the sea Op.10 (1890) Amy Marcy Cheney Beach (1867-1944)
Sea song - duet for two sopranos
A Canadian boat-song - duet for soprano and baritone

Dreaming from Four sketches Op.15 for piano solo (1892)

Give me not love Op.61 - duet for soprano and tenor (1905)

3. Lieder and duets by Fanny Hensel to texts by Heinrich Heine

Schwanenlied (Swan song) Op.1 No.1 (1846) Fanny Hensel née Mendelssohn (1805-1847)
Wenn ich in deine Augen sehe (When | gaze into your eyes) (1838)

Ach, die Augen sind es wieder (Yes, they are the self-same eyes) (1837)

Aus meinen Trénen spriessen (From my tears sprout forth) (1838)

Fichtenbaum und Palme (Spruce tree and palm) (1838)

Warum sind die Rosen so blass (Why are the roses so pale) Op.1 No.3 (1846)

Verlust (Loss) (1830)

4. ‘Nonsense Songs’ by Liza Lehmann from Lewis Carroll’s Alice in Wonderland

Sub-titled The songs that came out wrong — a song-cycle for four voices (1908) Liza Lehmann (1862-1918)
How doth the little crocodile — quartet
Fury said to a mouse — bass solo
You are old, Father William — duet for tenor and bass
Speak roughly to your little boy (The Duchess’s lullaby) — mezzo soprano solo
Will you walk a little faster — quartet
Mockturtle soup — tenor solo
The Queen of Hearts — soprano solo
They told me you had been to her (In the Trial Scene) — quartet with Alice and the Queen, King and Knave of Hearts
Epilogue to Alice — quartet



About the music

This program evolved as a natural extension of various strands which we have pursued since our first concerts, seven
years ago. Women composers have often featured, notably the Soirées Musicales for solo piano by Clara Schumann. We
have also presented various individual vocal works by Lili Boulanger, Liza Lehmann and Amy Beach, each of whose output
has inspired further investigation. In addition to these three composers from the early twentieth century, we have chosen
Fanny Hensel whose brother, Felix Mendelssohn, wrote the set of duets we have enjoyed performing since our debut, in
2015.

Today’s repertoire demonstrates parallels between their composers’ careers, choice of poets and stylistic approaches. As
performers, some were constrained by personal factors, but all were determined to reach wider audiences by publication.
Each achieved contemporary recognition as a unique creative voice, but all later suffered from neglect. As the concert title
suggests, this outstanding group has been rediscovered in recent decades, so today we also celebrate their contributions.

Nadia and Lili Boulanger came to prominence soon after the prestigious Prix de Rome for composition was opened to
female entrants, in 1903, when the competition was in its 100th year. The bursary included a four-year residency at the
Villa Medici in Rome, where winners were required to produce an opera plus other works. In 1908, Elder sister Nadia
gained a Second Prize then Lili became the first woman to win a First Prize, in 1913. This would have greatly pleased their
late father, Ernest Boulanger who, as a 19-year old, took the First Prize in 1835. He was already in his 70s when Nadia and
Lili were born so after he died, in 1900 at age 85, his daughters sought other mentors. Lili's impressive partsong
Renouveau, composed in 1911 while still a teenager, is dedicated to her Paris Conservatoire teacher, Paul Vidal.

The sisters shared many interests, one example setting songs to texts by acclaimed writer, Maurice Maeterlinck, including
Cantique and Attente. Several of the writer’s plays had already inspired operas, notably Pelléas et Melisande by Debussy,
but Maeterlinck refused to give even that pre-eminent composer his permission to set La princesse Maleine. That honour
was instead granted to Lili Boulanger, who intended this to be her Prix de Rome magnum opus. Sadly, it was incomplete
on her untimely death in 1918. The outbreak of war had also interrupted her stay in Rome, but not before Nadia’s visit in
the summer of 1914. That happy time resulted in the sibling composers each producing a set of three piano pieces, from
which an untitled work by Nadia, and D’un vieux jardin by Lili, have been selected. Nadia Boulanger, who outlived her
sister by 60 years, soon abandoned composition in favour of teaching. She was much sought after by many of the
twentieth century’s emerging composers but at she also kept alive the memory of Lili, through promotion of her beloved
sister’s works.

Amy Marcy Beach née Cheney is an example of a child prodigy who later enjoyed a long, productive career. She came to
early notice as concerto soloist, at age 16, with the Boston Symphony Orchestra. She was also first American woman to
write a symphony which, unusually, was published almost immediately. Beach’s works had been in print since the late
1880s, while still a teenager. Larger works continued to appear, but songs and piano pieces were a mainstay of her output.

Today’s selections are a highly evocative piano piece, Dreaming, and three variously scored vocal duets. The gently rocking
piano figurations in both Sea song and Canadian boat-song depict peaceful water journeys, at times threatened by stormy
waves. Give me not love was inspired by a poem that appeared in the Atlantic monthly, for which Beach quickly secured
the rights to publish a musical setting. The result is uplifting, with hints of the contemporary style of Puccini. As Mrs HHA
Beach, her performing career was curtailed at her husband’s request, but when he died in 1910 she had not yet turned 40.
Thereafter, she re-ignited her international career as pianist, in America and Europe, all the while composing prolifically.
As evident in today’s selections, Beach was thoroughly conversant with many of the major international trends of the day.

Fanny Hensel née Mendelssohn was another outstanding prodigy. Her brilliant pianistic skills were rarely heard in public
after her marriage but her husband, the artist Wilhelm Hensel, encouraged her composing and publishing aspirations. Like
her friend Clara Schumann, Fanny’s first works appeared under a male relative’s name, in her case her illustrious brother,
Felix. Her own Opus 1 was published in under her married name, at the age of 41, in 1846. Two songs from this collection
are featured today. Like the rest of this bracket, they are set to texts by Heine, a poet favoured by the German romantics.
On the basis of their close social contact in Berlin during the 1820s, Fanny considered Heine to be ‘too affected’. But like
many she recognised his creative genius, stating: ‘Words sing for him, and nature speaks to him as she only speaks to
poets’.

To complement the published songs we have drawn upon Fanny’s large output of 27 duets and dozens of solo Lieder
which had remained in manuscript until relatively recently. Our loosely constructed narrative opens with Schwanenlied,
which speaks to the inevitability of loss. Then follows a group of three settings in which eyes, and the tears they produce
in joy or pain, feature as a key image. The bracket concludes with three songs using Heine’s renowned nature imagery,
with flowers and trees symbolising human emotions. All but the first song are settings of poems from Heine’s Buch der
Lieder. From that same anthology, Robert Schumann had selected the texts for his cycle Dichterliebe, which we performed
recently. Those familiar with that renowned setting will be interested to hear Fanny Hensel’s rather different treatments
of the same texts.



Liza Lehmann was a gifted singer whose ten-year performing career ended in 1894, when she married at age 32. Her
talents were recognised early by many and she benefitted from the insights of luminaries, including Jenny Lind who was
Mendelssohn’s favourite singer, Clara Schumann who coached her in Lieder, the violinist Joachim, and Liszt with whom
she

socialised when visiting Rome. The daughter of a German painter and an English composer-arranger and teacher, in
married life Lehmann later pursued composition, publishing many works under her maiden name. She also forged new
directions by becoming, in 1911, the first president of the Society of Women Musicians, and subsequently as a singing
teacher at London’s Guildhall School. Lehmann’s prolific output of vocal works includes some of the most famous parlour
songs, including There are fairies at the bottom of our garden and Cherry ripe.

Lehmann championed the song cycle for vocal quartet, notably with In a Persian garden, a through-composed cantata
based on the Rubaiyat of Omar Khayyam. In contrast, the Nonsense songs from Lewis Carroll’s Alice in Wonderland, also
described as ‘The songs that came out wrong’, is a collection of independent vignettes concluding with an epilogue. Some
of the individual sections feature characters from Carroll’s surreal story, so we have taken the liberty of including some
stage moves and props. The composer’s vocal background is evident in the tuneful solo and ensemble settings, as is her
skill in using well-crafted piano writing as a means of characterisation. We hope all listeners, young and old, will enjoy this
romp with us in response to the singers’ entreaty: ‘Will you join the dance?’



Chantez! (Sing!) — quartet from Chansons de bois d’Amaranthe (1901)
Ariettes oubliées (Forgotten melodies) (1885-1887, revised 1903)

Soirées Musicales Quintette

presents

Visions and Reflections

St Mary’s Anglican Church
Main Street Kangaroo Point
4pm Sunday 7 August 2022

Program

C’est I'extase langoureuse (This is languorous ecstasy)
Il pleure dans mon coeur (There is weeping in my heart)
L'ombre des arbres (The shadow of trees)

Chevaux de bois (Wooden horses)

Green (Here are fruits, flowers, leaves and branches)
Spleen (The roses were completely red)

Chansons de Don Quichotte (1933)
Chanson du depart (Song of parting) - Chanson a Dulcinée (Song for Dulcinea)

Don Quichotte a Dulcinée (1933)

Jules Massenet (1842-1912)
Claude Debussy (1862-1918)

Jacques Ibert (1890-1962)

Maurice Ravel (1875-1937)

Chanson Romanesque (Romantic song) - Chanson épique (Epic song) - Chanson a boire (Drinking song)

Chansons de Don Quichotte (continued)
Chanson du Duc (Song of the Duke) - Chanson de la mort de Don Quichotte (Song on the death of Don Quixote)

Hermit Songs Op.29 (1953)

1.
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At Saint Patrick’s purgatory
Church bell at night

St Ita’s vision

The heavenly banquet

The crucifixion

6
7.
8.
9

10.

Let us garlands bring Op.18 (1929-1942)

Come away, death
Who is Sylvia?

Fear no more the heat o’ the sun

O mistress mine
It was a lover and his lass

Sea-snatch

Promiscuity

The monk and his cat
The praises of God

The desire for hermitage

Selections from Songs of the river Op.44 (1916)
A farewell — duet for soprano and baritone

Where go the boats? — soprano solo and quartet

My boat glides with the gliding stream — quartet

Ibert

Samuel Barber (1910-1981)

Gerald Finzi (1901-1956)

Thomas Dunhill (1877-1946)



About the music

Since our first concerts nearly eight years ago, we have explored a large body of diverse repertoire for vocal ensemble as
well as solo works. In terms of song cycles, we have presented several well-known works by nineteenth-century German
composers but today’s program celebrates other settings in English and French. Furthermore, all the repertoire featured
in today’s concert - Visions and Reflections - comes from the first half of the twentieth century. ‘Visions’ by medieval
mystics such as St Ita are juxtaposed with those of Don Quixote, the larger-than-life fictional character. Similarly,
‘Reflections’ is a theme with multiple possibilities, including modern settings of classic literature such as Shakespeare, the
poetic lingering upon past experiences or more literally, the interplay of water and light.

The first half comprises settings of French texts which mostly date from the featured composers’ lifetimes. Paul Verlaine’s
1874 publication Romances sans paroles (Songs without words) inspired Debussy to produce, in the mid-1880s, his
Ariettes oubliées. This set of chansons shows the early maturity which the composer had achieved already by his mid-
twenties. It is of interest that the first and final songs, both of which are sensually poignant, were the last to be composed,
in 1887. In contrast, the two central songs had been written first, in 1885. This was just before Debussy’s departure to
take up his Italian sojourn as required by the Prix de Rome so quite possibly, Tournez is his farewell to the hustle and
bustle of Paris. Within the collection, Debussy shows great variety in the text setting and vocal writing, ranging from
speech-like monotones in Spleen where the piano takes the leading role, to the broadly lyrical Il pleure dans mon coeur,
where the piano partners with the voice more equally. The work was revised and-republished in 1903, with a new
dedication on the score to Mary Garden. In Debussy’s opinion, she was the ‘unforgettable Mélisande’, one of the title
roles in his only completed opera, first heard in 1902. Even so, Ariettes oubliées is clearly a work of an earlier stylistic
period.

In contrast, Ravel’'s Don Quichotte a Dulcinée, to texts by Paul Morand, was his last completed work. Together with four
other composers including De Falla, Ravel had been requested to produce a few songs for the 1933 film adaption by Georg
Pabst of Cervantes’ novel. When the final choice went to Ibert, Ravel had to find another use for his contributions. The
immediate goal was to record an orchestrated version, which eventuated in November 1934, prior to the work’s public
premiere the following month. But ass with some other works by Ravel, the contemporaneous piano version is equally
popular. Furthermore, the dedications for each song honour one of his collaborators, respectively the baritones Robert
Couzinou, Martial Singher (who gave the premiére) and Roger Bourdin. Ravels Iberian works were highly successful,
though he grew to despise the notoriety of his Bolero. The opening Chanson romanesque is explicitly Spanish, with
alternating duple and triple pulsea, while the Chanson a boire is folklike in the style of an Aragonese ‘jota’. The Chanson
épique evokes the para-religious persona of Don Quixote as the knight errant, who imbues Dulcinea with saint- or
Madonna-like qualities.

Ibert’s Chansons de Don Quichotte, on texts by the Renaissance writer Pierre de Ronsard and the contemporary
Alexandre Arnout, featured in the film’s soundtrack. Characteristic touches, such as the guitar-like accompaniment to
Chanson du depart and Chanson a Dulcinée, give these settings some local colour. The Chanson du Duc is a self-important
‘serious’ ballad, while the heartfelt Chanson de la mort is a plaint in which Don Quixote accepts his own mortality. The
singer for whom lbert and the other would-be soundtrack composers were writing was the great Feodor Chaliapin, who
appeared in the film’s title role. The French and English versions of the film, which are readily available on YouTube, have
remarkably good quality sound. As Ravel’s and Ibert’s songs complement each other in terms of plot and character
development, both are included in this program, but ordered so as to preserve the general plot line. Thus Ravel’s cycle
remains intact, with the Ibert’s songs providing a perfect foil, commencing with the ‘Depart’ and concluding with ‘La
mort’.

The second half of the program features settings of English texts from more distant times. Barber’s 1953 cycle Hermit
songs is based on anonymous poems by medieval Irish monks and scholars. Dating from as early as the eighth century
these epigrams and poems give insights into their authors’ simple reclusive lives. They inspired a set of quirky and
charming songs by Barber, whose pride in his Irish heritage had recently been enriched by a trip to Donegal. Barber
himself craved for solitude when writing, so several of these texts would have resonated deeply with him. The impetus for
this song cycle was a commission by the Elizabeth Sprague Coolidge Foundation, which had generously supported many
major American and European composers of the mid-twentieth century. The patron had also donated funds to the Library
of Congress for its Coolidge Auditorium, in which venue the Hermit songs were given their premiére in October 1953, just
days before Coolidge’s death. The performance featured the composer as pianist with the young soprano Leontyne Price.
While she excelled in Barber’s music and the composer later reciprocated with several works dedicated to her, Price was
not his first choice of singer. After considering some others, it was a calculated risk which proved him right. Price gave her
New York recital debut in late 1954, again with Barber at the piano for these songs. The completion date of each song is
noted in the score, together with details of their possible author and their modern translator. Several are extremely short,
comprising less than a minute of performance time, but all are highly concentrated in terms of imagery, melodic setting
and use of the piano. While some are overtly religious in nature, such as St /ta’s vision and Praises of God, others such as
Promiscuity are overtly ironic or charmingly humorous, such as The monk and his cat.



In Let us garlands bring, Finzi set some of Shakespeare’s most familiar strophic song texts derived from plays dating from
around 1600. In employing the late romantic style of English pastoralism, these settings hover between archaism and
modernity, with skilful variation between stanzas in their use of an ever-changing palette of piano figurations. The vocal
line is somewhat deceptive for the singer with many details requiring careful interpretation, but for the listener there is a
sense of the familiar, even on a first hearing. Remarkably, Finzi was writing these undeniably English songs during Britain’s
darkest times, in the 1930s and the early years of World War Two. By then he was no longer a junior musical figure, but
one senses his admiration of the elder generation which had forged a new English cultural awareness in the early
twentieth century. Appropriately, therefore, this song cycle was dedicated to Vaughan Williams and first performed in
1942, on the occasion of the elder composer’s 70th birthday.

The program concludes with selections from Dunhill’s Songs of the river, a suite of vocal ensembles composed during
World War One. He was already established as a composer and a much-travelled examiner, including a visit to Brisbane in
1906! These settings, to texts by five eminent British writers of the Victorian era, are delightful in their directness, melodic
charm and uncomplicated textures. Dunhill dedicated the collection to his friends ‘The Folk Song Quartet’, in cordial
admiration. Since the scholarship on Dunhill’s career is rather limited, the nature of this association is tantalisingly unclear.



Soirées Musicales Quintette

Another Christmas Songbook

Old Government House
2 George Street Brisbane
4pm Sunday 11 December 2022

with associate artists:
Margaret Connolly — violin
Wayne Brennan — violin
Daniel Curro - cello

Program
In dulci jubilo BuxWV 52 (c. 1683) — variations on a traditional carol Dietrich Buxtehude (1637-1707)
Was gleich dem Adel wahrer Christen TWV 1:1511 (1726) — solo cantata Georg Phllipp Telemman (1681-1767)
Sinfonia Op.1 No.12 ‘Per il santissimo Natale’ (1701) Giuseppe Valentini (1681-1753)
Largo — Andante e forte — Allegro — Largo — Presto
Weihnachtslieder Op.8 (1856-1870) Peter Cornelius (1824-1874)

1. Christbaum (The Christmas tree)

Die Hirten (The shepherds)

Die Konige (The Kings)

Simeon

Christus der Kinderfreund (Christ the friend of children)
Christkind (The Christ-child)

oukwnN

The Sussex mummers’ Christmas carol (1911) — piano solo arranged by Percy Grainger (1862-1961)
Three English Christmas songs
A Christmas carol (1919) —solo song Arnold Bax (1883-1953)
A Christmas carol Op.45 No.1 (1927) — song with violin obbligato Arthur Bliss (1891-1975)
A Christmas greeting Op.52 (1907) — for two sopranos, two violins and piano Edward Elgar (1857-1934)
Three French Noél chansons

Noél de fleurs (1912) Jules Massenet (1842-1912)
Noél Op.43 No.2 (1885) Gabriel Fauré (1845-1924)
Noél! Op.6 (1921) Jean-Baptiste Ganaye (1870-1946)
Nouvelle agréable! (1909) — traditional French carol arranged by Ernest Gagnon (1834-1915)
Trio sonata Op.5 No.5 (c.1740) Pietro Antonio Locatelli (1695-1764)

Largo — Vivace — Pastorale Andante
Still, o Himmel, still, o Erde (1836) — Tyrolean carol Johann Rangger (1812-1861)



About the music

Today’s program continues our exploration of less familiar music, along similar lines to our first ‘A Christmas Songbook’
which we first presented in 2016, soon after our ensemble was formed. As the title suggests, ‘Another Christmas
Songbook’ focuses on solo vocal repertoire but with some significant differences. Once again, we explore seasonal music
from a few distinct regions, namely northern Germany, Italy, England, France and the Tyrol, but this time we include some
longer works alongside songs and carols. In particular, the availability of a harpsichord enabled the inclusion of baroque
music for voices and strings. More by coincidence than design, a strong pastoral theme pervades the entire program, with
depictions of the shepherds who were the first to hear of Christ’s birth and worship at the manger in Bethlehem. The
concept of music by, or for, the common man is also present in the large body of traditional carols, some of which are also
included in this program.

The baroque music of Lutheran Germany is pervaded by many chorale settings, some of which are connected to Latin
carols dating from earlier centuries. In dulci jubilo, known in English as ‘Good Christian men, rejoice’, has a mixed text with
phrases both in German and Latin. The setting by Buxtehude preserves the main melody but surrounds it with constantly
changing textures. Like his contemporaries, Telemann imbued his sacred music with Italian elements, most clearly with
the operatic recitative and Da Capo aria formats within his solo cantatas. Was gleich dem Adel wahrer Christen also
combines a florid vocal line with an equally ornate violin obbligato and energetic bass line. In contrast, the six
Weihnactslieder by Cornelius shows how Christmas themes could be adapted equally well within the romantic-era Lied
style, with a heightened sensitivity to its poetry. In addition to writing the texts himself, Cornelius pays homage to
traditional melodies, with subtle quotations of the song ‘Dear Joseph, my Joseph’ and the chorale ‘How brightly shines the
morning star’. Also heard is a chorale more often linked to Christ’s Passion, ‘O sacred head’, but which even JS Bach was
able to incorporate into his Christmas Oratorio.

As our earlier program demonstrated, a wealth of Christmas song repertoire was produced both by many familiar and
lesser-known composers. The English bracket features a charming setting for voices and violins by Elgar, which
unashamedly quotes the famous ‘Pastoral symphony’ from Handel’s Messiah. This is perhaps a nod to the contrast
between the Christmas traditions of northern Europe and those of warmer climates. The pastorale’s typical dotted rhythm
also features in the song by Bliss, while Bax evokes an old-world mood which is well-suited to its medieval text. Of more
recent origin is the Sussex mummers’ Christmas carol, which Grainger retrieved from oral tradition to create his sonorous
setting for solo piano.

French carols and chansons on seasonal themes are, in general, less well-known in English-speaking countries. The
imagery used by Massenet, Fauré and Ganaye, respectively flowers, stars and bells, takes us away from the Anglo-German
Christmas tree tradition. In each case, however, these references are used as a foil for commentary upon the characters
which feature in the Christmas story, chiefly the shepherds and the Magi from the East. Of particular interest is the
manner in which the piano is a key component of these charmingly evocative settings. Nouvelles agréable is probably of
French Canadian origin, as this setting appeared in a collection arranged by Gagnon who was an organist and folklorist
based in Québec City.

The genre of the instrumental pastorale is best known today through the highly stylised settings by Handel (Messiah) and
Corelli (Christmas Concerto). Their examples are, however, just a small part of an extensive tradition which was cultivated
by Italians and other composers during the baroque period. A compound time signature and slow tempo, often grounded
by long-held ‘drone’ notes, provides the basis for imitations of shepherds’ pipes with their characteristic lilting tunes. The
inclusion of such movements in a larger collection of trio sonatas or concertos was also a strategic choice. Italian
cathedrals and churches cultivated instrumental liturgical music, so pieces appropriate for the festival of Christmas were
sure to be performed in major services attended by large congregations. The Valentini Symphony is in ‘church sonata’
style with its slow opening movement but unusually, both of its slow movements are in pastorale style. The Locatelli Trio
Sonata has just three sections, of which the main feature is the Pastorale finale which has some highly surprising
harmonies.

Our concert concludes with a simple setting for voices and strings of a Tyrolean song in the style of a carol. As this part of
Europe was at the crossroads between the north and the south, it is a fitting conclusion for a program that references
both.



