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LUNCHTIME MUSIC SERIES

Programme Notes

Carducci String Quartet

Dimitri Shostakovich
The Complete String Quartets

Shostakovich String Quartet Cycle
Programme I

Programme IV

Saturday 6 August

Tuesday 9 August

String Quartet no. 1
String Quartet no. 2

String Quartet no. 7
String Quartet no. 8
String Quartet no. 9

Duration 65 mins approx.
(without interval)

Duration 75 mins approx.
(without interval)

Programme II
Sunday 7 August

String Quartet no. 3
String Quartet no. 4
Duration 65 mins approx.
(without interval)

Programme III

Duration 60 mins approx.
(without interval)

Programme I

Moscow premiere on 16 November by the
Beethoven Quartet, beginning a lifelong
association between the composer and
this outstanding ensemble. The Quartet
is one of his shortest, lasting a bare 15
minutes, the third movement scherzo is
very brief. He admitted to a friend that
he changed the order of the movements
during composition, with the original
first movement becoming the last and
vice versa.

Wednesday 10 August

String Quartet no. 10
String Quartet no. 11
String Quartet no. 12
Duration 70 mins approx.
(without interval)

Programme VI
Thursday 11 August

String Quartet no. 13
String Quartet no. 14
String Quartet no. 15
Duration 90 mins approx.
(including short interval)

SAT 6 - THURS 11 AUGUST 1PM
ST JOHN’S PRIORY

was 31 and recognised as one of the
leading composers of his day, with five
symphonies, some operas and other
works to his credit, indeed he had reached
the opus number of 49 published works
already. He intended to tackle a complete
quartet cycle, with one in each of the 24
major and minor keys, following Bach’s
example. It was a scheme he achieved
with his Twenty-Four Preludes and Fugues
for Piano (1950–1951), However ill health
would prevent him completing his quartet
programme, with 15 diverse works to his
credit, each in a different key.

Programme V

Monday 8 August

String Quartet no. 5
String Quartet no. 6

Of all the formats at a composer’s disposal
it is widely regarded that the string
quartet is the most difficult and the most
personal. Basically, there are just four
notes, with the occasional chord at the
writer’s disposal with which to conjure
up musical ideas. The range of sound is
narrow, producing an intimacy for players
and listeners. However, this very challenge
has led to the creation of some of the
finest musical works of all time, with a
small number of cycles of quartets among
the world’s greatest music. By the time
Shostakovich tackled the medium he

String Quartet no. 1 in C major, op. 49
i. Moderato
ii. Moderato
iii. Allegro molto
iv. Allegro
Shostakovich wrote his first Quartet in
Leningrad (now St Petersburg again)
in the summer of 1938, completing it
on 17 July. He wrote that it was not
a particularly deep piece: ‘In mood it
is joyful, merry, lyrical. I would call it
“Spring like”’, and he explained he had
visualised ‘childhood scenes, somewhat
naive and bright moods associated with
spring’. The first performance was given
by the Glazunov Quartet on 10 October
in Leningrad; this was followed by the

A slow, pensive tune launches the first
movement and is presented twice before
the cello adds a new rhythm, with a high
line from the first violin rising above it.
The music meditates on these ideas at a
leisurely pace and dies away to a peaceful
conclusion. The viola is given the theme
of the second movement, a gently folksy
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melody, soon heard in eight variations on
the theme, shared by all four instruments.
The brief third movement reflects the
devilish outbursts heard in his 1934 opera
Lady Macbeth of the Mtsensk District,
which had got him into such hot water
with Stalin. It employs the remote key of
C sharp minor and whirls away to its brief
ending. The finale returns to the pastoral
mood of the first movement but at a
faster pace, with the cello launching the
main theme. The other instruments soon
join in the busy development, with some
richly scored passages. The music slows
momentarily but returns to its lively pace
for its energetic conclusion.
String Quartet no. 2 in A major, op. 68
i. Overture: Moderato con Moto
ii. Recitative & Romance: Adagio
iii. Valse: Allegro
iv. Theme and variations
If Shostakovich’s First Quartet was
something of an amuse-bouche, his
Second composition was a far more
serious affair, more than twice as long,
at 35 minutes the second longest of his
15 Quartets. He wrote it in the amazingly
short period of 19 days when he was
staying in a state holiday town, Ivanova,
some 200 miles north-east of Moscow,
in September 1944. With the war turning
in Russia’s favour, there is a touch of
defiance in Shostakovich’s writing,
showing traces of folk music and Eastern
European Jewish colourations. The first
performance was given alongside his
Piano Trio no. 2 op. 67, written at the same
time, on 14 November. The Beethoven

LUNCHTIME MUSIC SERIES: CARDUCCI STRING QUARTET 05

String Quartet performed the work; they
would go on to give the first performances
of all his Quartets except the last.
Lively, swirling lines launch the first
movement, with swirling folk-like phrases.
Shostakovich uses conventional sonata
form, repeating his opening material
and then developing his ideas in a
waltz-like sequence with hints of Jewish
klezmer-style writing flitting through the
score. The mood becomes increasingly
raucous, reflecting the composer’s
symphonic writing; he had completed
eight Symphonies by this time. Finally,
it calms and the main themes are heard
again in conclusion. The second movement
opens with a grandiose solo recitative
played high on the first violin with hushed
chords from the other instruments. After
a lengthy presentation they all join in to
create a richly woven tapestry, before the
violin’s recitative returns to round off this
darkly brooding movement.
The cello launches the hushed thirdmovement waltz; the first violin responds
with wispy, flittering lines, utilising the
second theme from the first movement.
The music becomes increasingly wild
and unsettled, ebbing and flowing along
its ghostly dance before vanishing off
in the distance. After a sturdy chordal
opening of the fourth movement, the
viola is given the theme, moderato con
moto (moderately, with movement). It
is a sad melody again in the Russian folk
tradition and comes from his Second
Piano Trio, premiered together with
the Quartet in 1944. The mood becomes
brisker as the music breaks into a series
of clever variations on the tune, 13 in all.

The dramatic mood swings from explosive
to placid, with strong dance-like rhythms
along the way.

Programme II
String Quartet no. 3 in F major, op. 73
i. Allegretto
ii. Moderato con moto
iii. Allegro non troppo
iv. Adagio
v. Moderato – Adagio
Fresh authoritarian problems were
gathering in 1946; Stalin had appointed
Zdhanov as his culture minister and he
was insisting on music to reflect the
Communist government, banning anything
even slightly experimental or offbeat.
Shostakovich wrote just the one work in
1946, this Quartet, and although it was not
actually on the list of banned works, it is
likely that he was expecting that fate for
it, The Third Quartet was not premiered
until 16 December 1946 by the Beethoven
Quartet, to whom it is dedicated.
Its most obvious deviation from the
Communist strictures is that it is cast in
five movements, although the fourth and
fifth are linked (attacca), making then into
one large panorama. Shostakovich placed
programme notes over each movement for
the first performance but then withdrew
them for good. The first movement stated:
‘Blithe ignorance of the future cataclysm’;
the second added: ‘Rumblings of unrest
and anticipation’, then came ‘Forces of
war unleashed’; the fourth movement is
‘In memory of the dead’ and the finale:
‘The eternal question: why? And why

not?’ He could hardly have realised how
appropriate such headings would seem in
2022.
The Quartet tumbles into action with a
light and bouncy melody, followed by a
more passionate tune. They provide the
subjects for a sonata-form movement
which is worked out merrily as the
material intermingles in deft sequences,
all very cheerfully. Hammering chords
provide a belligerent start to the second
movement, a grim scherzo. It builds to
a threatening climax before dying away
(morendo) for an unexpectedly placid
conclusion.
The third movement crashes straight
in, with wild, warlike figures, shades
of a dance of death. It is a foretaste of
the grimmer battle scenes which will
emerge in his later symphonies. A strong
blend of whirling pizzicato and staccato
chords add to the fury and, although
the pace does slacken, it ends with
quite a bang. Shostakovich was fond
of passacaglias, in which a slow theme
is laid over a repetitive accompanying
bass-line motto; they appear in a number
of his works where he wants to create
a sombre, powerful procession. In his
fourth movement he uses the technique
dramatically for a funeral march, with
the cello to the fore. That instrument
also provides a bridge to the final, fifth
movement and sets the pace, moderato.
The mood is questioning, employing
variations on its marching rhythms as
though it was finding it difficult to resolve
its quest. Moments from the passacaglia
are recalled. It sinks to an Adagio
pianissimo bringing in a fanfare-like
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theme on the first violin, before the whole
process fades away, morendo (dying
away).
String Quartet no. 4 in D major, op. 83
i. Allegretto
ii. Andantino
iii. Allegretto (attaca)
iv. Allegretto
After the Third Quartet, the Communist
authorities forbade anything that did not
reflect Socialist Realism, condemning it
as ‘Formalism’. Shostakovich’s music was
banned and he lost his professorships
at the Leningrad and Moscow
Conservatories. He had to rely on film
scores and other hack work to earn his
keep. Then, in February 1949, to his great
surprise, he received a direct phone call
from Stalin asking the composer to be
among Soviet artists attending the World
Peace Conference in New York. He very
nervously explained that his music at the
time was banned, but four days before
his departure in March, his works were
reinstated on Stalin’s order. The trip was
a success and on his return Shostakovich
got to work on his Fourth Quartet,
completing it on 27 December that year.
He handed the Beethoven Quartet the
score and they gave the first performance
on 10 February 1950. The work was
then played on 15 May to members of
the Committee for Artistic Affairs and
their antagonistic reaction persuaded
Shostakovich to withdraw the work. After
Stalin’s death on 5 March 1953, controls
were eased considerably and the Quartet
was finally heard in public on 3 December
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1953, after the Fifth Quartet had already
received its premiere.
Having treated the Jewish population,
many of which held senior jobs in
government, quite well, Stalin changed
his views in the late 1940s in reaction to
the founding of Israel and other political
events and banned Jewish practices and
culture. He attacked Jewish affairs in
Pravda in September 1948 and a barrage
of condemnations appeared in the paper
during 1949. Shostakovich was attracted
to Jewish music and this shows up clearly
in the Fourth Quartet, another reason why
he withheld it during Stalin’s lifetime.
A slow, winding theme on the two violins
launches the short first movement, rising
to a climax before sinking to a more
tranquil if melancholic presentation,
with an Eastern or even Jewish tinge
to its harmonies. A new, lyrical melody
emerges and the ideas are blended as
the movement extends some rich chords
before dying away. The first violin opens
the second movement, providing a wistful
waltz over a two-note accompaniment as
it carries out its dreamy proceedings. A
pulsing accompaniment sets the pace for
the third movement, again presenting a
soulful tune until a louder, dancing theme
emerges led by the cello, as a staccato
theme leads to a pizzicato conclusion.
The finale is the longest movement of
the work, almost twice the length of the
previous movement and following on from
it without a break. It is one of the finest
and most exuberant movements in the
whole cycle. Here the Jewish influence is
clearly heard in this macabre, rumbustious

dance with the folk-tune origins clearly
enunciated. The excitement gathers
momentum with a new motto theme and
gruff comments from the cello and the
music bowls along with immense vigour.
A subdued marching theme eventually
emerges with pizzicato cello comments
leading into a mysterious passage until
the music calms down and slides to a
hushed conclusion, pianissimo and a
pizzicato finish.

Programme III
String Quartet no. 5 in B flat major,
op. 92
i. Allegro ma non troppo
ii. Andante
iii. Moderato – Allegretto – Andante
Shostakovich wrote his Fifth Quartet
in 1952 but did not issue it until after
Stalin’s death the following May, with
the Beethoven Quartet giving the first
performance in November 1953, the work
being dedicated to them again. It is in
three continuous movements of about ten
minutes each and it reflects darkly on the
unpleasant era of banned works then in
place. This is the first time Shostakovich
employs his signature motto using the
musical letters of his name: D S C H. In
German notation this represents D, E flat,
C, B natural. It is easy to spot on many
occasions in his future works, including
the Sixth and Eighth Quartets and the
later symphonies, starting at no. 8.
A quirky, swaying theme opens the first
movement which is in sonata form, with
the second main idea or subject following

as a more graceful tune; the opening
sequence or exposition is repeated. Then
the music plunges into a furious tumult
with a long climax tumbling about with
increasing ferocity, fortissimo. The hurly
burly eventually eases and the gentler
second subject returns with the cello
leading, pizzicato. This is expanded on
and the movement ends peacefully with
a reference to the DSCH motif and a high
sustained F on the violin, acting as a
bridge directly into the second movement.
It starts with a lyrical tune on the cello
which is then developed extensively,
alongside a second theme, in a complex
display of counterpoint by all four players.
Brief quotes from his other compositions
which had been banned in the purge
can be heard in a yearning andante,
pianissimo, creating a soulful lament. A
long chord links the fading lines to the
finale. A slow introduction is followed by a
more jolly waltz tune, swinging between
4/4 and 3/4 tempi. The music gathers pace
in a frenzied and complex dance with brief
references to material from the earlier
movements appearing in the whirling
cacophony, as well as DSCH. Finally the
waltz runs out of steam and the Quartet
ends with the cello pianissimo as the
music finally fades away.
String Quartet no. 6 in G major op. 101
i. Allegretto
ii. Moderato con moto
iii. Lento (attacca)
iv. Lento – Allegretto
Shostakovich’s wife Nina died suddenly
in December 1954 and his mother passed
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away the following year. Matters did
improve however: at the Twentieth
Congress of the Communist Party on 26
February 1956 the new leader, Nikita
Khrushchev, denounced Stalin. Then,
that July, Shostakovich married again,
unexpectedly. It would not last long, they
divorced in 1959, but for the moment
he could enjoy a new honeymoon in the
countryside during August 1956, and it
was there he wrote his Sixth Quartet. It
proved to be largely a happy, carefree
composition reflecting his recent wedding.
It was first given in Leningrad on 7
October 1956 by the Beethoven Quartet.
No dedication appears on the score
though Shostakovich told a friend it was
for himself: ‘for my fiftieth birthday!’
The viola is given the opening theme to
announce: a charming pastorale with
a touch of French 18th-century music to
it. It is discussed widely among the four
instruments until another idea appears,
with a gruff feeling to its lines. The ideas
are both developed until the pace slackens
and the music drifts to a pianissimo
conclusion. The second movement
continues the mood with a lilting theme
on the first violin accompanied darkly
by the lower strings. A new high-pitched
tune then appears on the first violin with
pizzicato accessories which are sprinkled
through the material as they waltz away
in changing moods.
The third movement Lento brings the
heart of the work. Its dark theme on the
cello could be a love-motif and it becomes
a passacaglia, with a strongly fugal line
to its mutterings. However, along the
way, Shostakovich quotes briefly from
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Prokofiev’s Second Quartet from 1942.
Prokofiev had died on the same day as
Stalin, 5 March 1953, but Shostakovich
never offered any explanation for this
unexpected quotation. The music moves
straight into the final movement without
a break. The first violin opens the action
with a long, sinuous solo that turns into
a lilting tune. This is succeeded by a
bouncing dance with a noisy fortissimo
climax. Matters calm down and the viola
brings in another dance which leads
into a new sequence before a change
of tempo to Andante and a new idea on
cello, mysterious and secretive. Activities
slow down pianissimo and the music ends
muted and abruptly.

Programme IV
String Quartet no. 7 in F sharp minor,
op. 108
i. Allegretto
ii. Lento
iii. Allegro – Allegretto
This is Shostakovich’s shortest quartet,
lasting around 13 minutes. It is played
without a break and although labelled
as three movements the third is in two
parts, almost making it a four-movement
work, although rather brief. The first
performance was given by the Beethoven
Quartet in Leningrad on 15 May 1960. It
is dedicated to his first wife who died
following a cancer operation in 1954; it
would have been her 50th birthday had
she survived. The key of F sharp minor is
often associated with pain and suffering
– Bach used it in his St John Passion – and

Shostakovich decided to head the score ‘In
Memoriam’, making a connection with his
wife’s demise.
The first violin opens the Quartet with a
lithe, perky motto with the others adding
a rhythmic staccato accompaniment.
The cello then takes the lead, providing a
counterpoint to the first idea in fleeting,
flashing lines, like facets of a cut-stone
gem. The first violin adds pizzicato ideas
creating a frisson of nervous energy. This
leads into the brief second movement with
strange high lines from the first violin.
The cello adds a slow idea ad the phrases
move along slowly, intertwining until
the music comes to a quick conclusion.
The third movement follows on with a
fleeting theme fortissimo on the viola.
This develops into a canon and a powerful,
noisy dance leading into a huge climax
involving fast, loud, chattering lines. The
pace then slows to Allegretto as the first
violin presents a twisting, twining melodic
line, alongside a limping waltz theme.
Following its presentation the material
slows again, pizzicato, and the short work
ends with the themes expiring slowly.
String Quartet no. 8 in C minor, op. 110
i. Largo
ii. Allegro molto
iii. Allegretto
iv. Largo
v. Largo
Shostakovich’s Eight Quartet is probably
the best known of the series and had
its first performance in Leningrad on 2
October 1960 with the Beethoven Quartet.
Its origins lay in a visit the composer made

to Dresden earlier that year. ‘Dresden
made a terrific impact on me, the frightful
and senseless destruction’ he later wrote,
and admitted that he had worked out the
Quartet in his head during the three-day
visit.
The subject matter is openly
autobiographical: ‘You can write on the
cover: “Dedicated to the memory of the
composer of this quartet”’ he commented.
There are personal clues throughout the
work, with quotations from earlier works
and his motif ‘DSCH’ (employing the notes:
D, E flat, C, B). There are also references
to his First, Third and Tenth Symphonies,
the First Cello Concerto, the Second Piano
Trio and even an aria from his opera Lady
Macbeth of the Mtsensk District (1934, but
banned for many years).
The music is written in five short
movements without any breaks and
opens with a dark lament involving the
DSCH notes. One could imagine this
accompanying a contemplation of the
ruins of Dresden. Then anger breaks out
and the motif takes on a fast, wild pace,
starting the rapid second movement. It is
as powerful and unrelenting as anything
he wrote. The motif then evolves into an
ironic waltz-like sequence, providing the
witty third movement, as it dances along
with more than a touch of irony in its icy
lines, eventually petering out. A sudden
loud, staccato reappearance of the DSCH
motif starts the fourth movement. This
becomes a richly scored lament with a
theme from Lady Macbeth emerging
high on the cello. Further stabbing DSCH
phrases round off the movement and the
music slides into the finale, another dark
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sequence. It reaches a passionate climax
and then sinks into quiet despair.
String Quartet no. 9 in E flat major,
op. 117
i. Moderato con moto
ii. Adagio
iii. Allegretto
iv. Adagio
v. Allegro
The Ninth Quartet is the last in a group
of three which have common elements:
they are to be played without any break
between the movements and they are
dedicated to his family – no. 7 was to
his first wife, Nina, the second (no. 8) to
himself and the third (no. 9) to his third
wife, Irina, whom he married in 1962.
He had begun work on the Ninth in 1961
but set it aside; then in the summer of
1964 he returned to it, finishing it quite
quickly. The first performance was given
in Moscow on 20 November 1964 by
the Beethoven Quartet, alongside the
premiere of the Tenth Quartet, both
works being well received. In October
1964 Brezhnev had ousted Khrushchev
and the political situation had eased a
lot in cultural matters in the USSR and
would remain so for a number of years
thereafter to Shostakovich’s advantage.
The work is in five movements and is
written to be played without a break.
It comprises four short movements, at
about four minutes each, and a final
lengthy one, occupying nearly half the
total time, at about eleven minutes. The
music starts mysteriously, tranquillo,
with the first violin presenting a mournful
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theme over a busy accompaniment. This is
soon followed by a cheekier melody with
sprightly pizzicato effects. Shostakovich
then blends these elements into a quiet
sequence, pp, which builds into a loud
restatement of the main tune before
sinking back to its peaceful beginning.
The second movement is launched by rich
chords, pianissimo, the viola presents
the main theme in much the same mood
as in the mysterious opening movement
but slower. A climax is developed
employing sinuous lines, before falling
back to the first idea as a staccato idea is
expressed on the first violin. This suddenly
accelerates for the third movement
as short phrases create an exuberant
atmosphere. A frenetic polka-like dance
develops with pizzicato effects and high
violin lines.
The pace calms somewhat with sudden
flashes of sound and the music slows
down to make way for the second
movement, Adagio. Muted strings launch a
rocking melody alternating with dramatic
pizzicato figures. The violin then starts a
serpentine melody climbing to its highest
register. Soothing chords take over as
the music loses pace. Suddenly a burst
of energy launches the lengthy finale.
It comprises five parts, almost a miniquartet in its own right, with material
recollecting the earlier movements. Its
opening theme is explosively dramatic,
from which emerges a folk dance with
swinging phrases and sturdy emphasis,
the cello taking much of the lead. This
eventually runs out of steam to be
replaced by a scurrying new idea which
is given a whirling, fugal treatment. This

energetic section comes to sudden halt as
the cello announces a new idea featuring
pizzicato chords. The paces quietly picks
up speed with subdued mutterings, as a
new theme with a jolly hunting timbre is
briefly heard. A powerful new cello idea
is mixed with this and the music becomes
forceful and even ferocious at times.
A dramatic coda emerges as the music
hurtles along with increasing vigour,
coming to a sudden full stop.

Programme V
String Quartet no. 10 in A flat, op. 118
i. Andante
ii. Allegretto furioso
iii. Adagio
iv. Allegretto – Andante
In the summer of 1964, Shostakovich
took a holiday in Dilizhan, a composers’
retreat in Armenia. During his sojourn he
finished work on his Ninth Quartet and
composed the Tenth, apparently writing it
in ten days, dedicating it to his friend the
Warsaw-born composer Moisei Weinberg
(1919–1996). The first performance was
given alongside the premiere of the Ninth
by the Beethoven Quartet on 20 November
in Moscow, with a repeat in Leningrad the
following day.
The four-movement Quartet opens with a
lively fanfare from the first violin, a fournote motif, with the other instruments
soon joining in and developing a little
motto idea – long, short, short (a dactyl).
The mood is dark and questioning,
generating a tense excitement. It is
followed by possibly the most furious of

Shostakovich’s many extravagant scherzi.
It is a wild Russian ‘dance of death’, full
of anxiety and terror as it thunders to its
sudden conclusion.
The slow movement ensues; it is a grave
passacaglia. There are eight variants here
to the nine-bar melody, in a contemplative
mood. Then, without warning, a sprightly
little staccato tune is introduced and
the passacaglia melody fades away,
as the finale follows without a break.
This movement is twice as long as the
three other short movements. A second
bright theme emerges and adds to the
driving forces. Although the music seems
carefree, darkness is never far from
the surface with Shostakovich and the
passacaglia theme is recalled. Then the
lively themes are built up into a powerful
climax which slowly fades away as the
music becomes calmer. The Quartet ends
in a tranquil mood with the cello recalling
the opening movement fanfare and the
music unwinds to a rather uncertain and
quiet conclusion.
String Quartet no. 11 in D minor, op. 122
i. Introduction: Allegro
ii. Scherzo: Allegretto
iii. Recitative: Adagio
iv. Etude: Allegro
v. Humoresque: Allegro
vi. Elegie: Adagio
vii. Finale: Moderato – Meno mosso –
Moderato
Shostakovich’s health was always
fragile and from around 1954 he suffered
considerably from various ailments,
though fortunately his composing
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continued apace. His Eleventh Quartet
had its premiere on 25 March 1966 in
Moscow; three days later it had its first,
very successful performance in Leningrad.
However, that night he suffered a heart
attack and was hospitalised there for
some time. From then on he was in poor
health, with frequent heart attacks and
other health problems, though he never
gave up cigarettes or vodka! Death also
haunts the writing of this Quartet, as
the Beethoven Quartet’s second violin
and founding member, Vasili Pyotrovich
Shirinsky, died suddenly, aged 65, in
August 1965. This Quartet is dedicated
to his memory. They nearly retired
but fortunately decided to recruit a
replacement and continued playing but
the premiere of the Eleventh Quartet had
a huge significance in their relationship
with the composer and his music. The
Quartet is an extraordinary creation,
comprising seven very short movements
lasting some 17 minutes which are played
without a break (attacca), like some
flashing, multi-faceted jewel.
It opens with a short melancholic
utterance on the first violin: a sad,
sinuous theme. This is quickly followed
by a scherzo which starts as a fugue but
dissolves into a wavering theme and
sinks to a conclusion. A noisy fanfare of
a recitative follows briefly, leading into
the étude, with a high chattering violin
line which breaks into a mad rush. The
very short humoresque reflects back on
the theme of the first movement and
lasts under a minute. The elegy is the
longest movement, at just over four
minutes, and brings the opportunity to
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honour Shirinsky. The cello launches the
slow-paced lament and the others join in
with their comments. Dark cello phrases
are contrasted with very high chattering
sounds, pianissimo, on the violins. A
murmuring background tapestry of sound
emerges for the last movement with cello
and viola contributions. Sweeter chords
add some solace quietly as the first violin
presents an elegant slow line as the music
fades away.
String Quartet no. 12 in D flat major,
op. 133
i. Moderato – Allegretto
ii. Allegretto – Adagio – Moderato –
Allegretto
Having dedicated his Eleventh Quartet
to the memory of the late Shirinsky,
Shostakovich now did the same to
honour the other original members
of the Beethoven Quartet in his next
three Quartets, starting with the leader,
Dmitri Mikhailovich Tsiganov. The first
performance took place in Moscow on 14
June 1968 with the Beethoven Quartet
as usual. With the increased freedom
permitted in the USSR, Shostakovich
was able to experiment further and the
Twelfth Quartet brings radical changes,
comprising just two movements and
introducing the idea of serialism or
twelve-tone music to his music. So far
he had paid little attention to Arnold
Schoenberg and his radical Viennese
ideas, which did away with the traditional
key system and used ‘tone rows’ instead.
These would utilise the twelve tones and
semitones of the scale, creating a basic

pattern from them. Each pitch could only
be used once in inventing a tone row and
permutations on this phrase would form
the basis of a composition; the effect was
atonal, well away from Shostakovich’s
musical world. However Shostakovich only
made a brief nod in the direction of this
music at the start of this Quartet, using a
twelve-tone pattern to establish a theme
but then largely ignoring it.
It opens with a twelve-note tone-row
given out by the cello. This is used
throughout the movement but more
as a linking motif than as part of the
development. So, while acknowledging
Schoenberg’s experiments, he did not
really go very far with them. In fact the
music moves smoothly ahead reflecting
Bach more than anyone else. There are
five sections to the opening movement
and various themes and ideas are
introduced along the way, creating a
decidedly tonally based sequence of
material. The second movement abandons
any interest in serialism and involves six
differently paced sections, beginning with
explosive trills, allegretto. A vigorous
theme arrives, setting up a very busy
display of counterpoint and bringing in
a five-note motif which is extensively
employed, with the players running rapid
phrases up and down their instruments
until a sudden calm is reached. The cello
leads a solemn adagio in a slow recitative
with the others responding in prayer-like
chords which develop into a lament. A solo
violin theme, pizzicato, sees the tempo
change to moderato. This heralds a noisy
sequence with lots of tumultuous writing.
It runs out of steam and leads into an

adagio, presenting a solemn sequence
which moves among the players over a
cello bass line. Finally, a fussy theme on
first violin arrives, allegretto, with fastflitting phrases. The four-note motto
returns and a big climax erupts, with trills
and motifs flying in all directions. The
four-note motto plays a leading part in a
stormy sequence, bringing the Quartet to
a sudden end.

Programme VI
String Quartet no. 13 in B flat minor,
op. 138
i. Adagio
ii. Doppio movimento
iii. Tempo primo
Shostakovich continued his
experimentations with this Quartet.
First, it is in one single movement lasting
some 20 minutes. He uses a ternary or
ABA format to create the overall pattern.
He continues his dedications to the
members of the Beethoven Quartet, this
time the newly recruited viola player
Fyodor Druzhinin, replacing Boriskovsky
who had decided to retire. Begun in 1969
he completed the score on 10 August
1970, when undergoing treatment in an
orthopaedic clinic. The first performance
was given on 11 December 1970. It was the
time he was writing the film score for King
Lear and some critics have noticed traces
of that work in this score. Once again
Shostakovich uses a serial or twelve-tone
formula to create some of his themes
but he does not write any music using
Schoenberg’s serial instructions, they just
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are a way of creating themes; some 16 of
them can be found along the way.
The solo viola sets out the opening
material, a melancholic theme, adagio; the
others soon join in and the pace gradually
quickens a little to andante. A brief
three-note motto appears, introducing
the second part at twice the former
speed. This motto becomes the feature
of the central section, reappearing in
many different formats and gathering
speed. He also requires the players to
tap their instruments with their bows a
number of times along the way. The music
decelerates again and the three-note
motto is given prominence woven into
dark, painful music. The work ends with an
extended solo on the viola again, lasting
over 30 bars with six more tapping sounds
on the second violin and leading to a final,
loud farewell.
String Quartet no. 14 in F sharp, op. 142
i. Allegretto
ii. Adagio, attacca
iii. Allegretto – Adagio
In July 1972 Shostakovich and his wife
Irina travelled to Dublin where he received
an honorary Doctorate in music from
Trinity College and attended a memorable
concert in St Patrick’s Cathedral on 5
July, given by the new Irish Chamber
Orchestra and featuring his Chamber
Symphony. He also met President De
Valera at Áras an Uachtaráin. Overall, it
was a great success. He then travelled on
to Aldeburgh in England to spend three
days at the home of his friend Benjamin
Britten. During this time Shostakovich

LUNCHTIME MUSIC SERIES: CARDUCCI STRING QUARTET 15

was working on his Fourteenth Quartet,
completing it in Moscow on 23 April
1973. It was dedicated to the Beethoven
Quartet’s cellist Sergei Shirinsky, with
the Quartet giving the public premiere
in Leningrad on 12 November and then in
Moscow on 18 November 1973. It is written
in three movements, each lasting around
nine minutes, with the second leading
directly into the finale. Shostakovich’s
fortunes had greatly improved under the
new administration and he was awarded
the prestigious Glinka Prize for this score.
The cello is given a prominent role in
this Quartet, reflecting its dedicatee. It
launches the first movement with a jaunty
tune, eventually repeated by the first
violin. The musical progression involves
both instruments with extended solos as
well as a busy dialogue, rising to a noisy
climax. The first violin introduces a slower
melodic line with the cello bringing back
the main theme. It then is given a slow,
solo recitative passage until the theme
is recalled and the music decelerates
and dies away. The second movement
opens with a slow, melancholic theme.
Basically, the movement is a passacaglia
but Shostakovich does not keep strictly
to the format, wandering off in various
directions. He provides the first violin
and the cello with another lengthy
dialogue, growing in intensity. The others
add pizzicato comments until the cello
launches a more lyrical theme. This is
extended thoughtfully until the music
floats to a gentle conclusion, dying away
and moving directly to the last movement.
Shostakovich adds two interesting ideas
in his last movement. First, he created a

musical version of the cellist Shirinsky’s
name. The actual notes involved are: D
sharp, E, D, E, G, A. He also quotes from
an aria from Act 4 of his opera Lady
Macbeth of the Mtsensk District (1934).
The first violin commences the movement
with a pizzicato theme, taken up by the
others and leading to the Lady Macbeth
quotation on the cello. The development
of this material employs rapid, flitting
little phrases, leading to a fast staccato
motif. Matters slow down as the first
violin soars above the line until the viola
brings in a lyrical melody. More pizzicato
phrases lead to further expansion of the
material until the music slows to its final
adagio. The first violin and cello indulge in
slow, intertwining phrases and the cello is
given most of the closing material as the
music slides to its pianissimo conclusion,
marked morendo (dying away).
String Quartet no. 15 in E flat minor,
op. 144
i. Elegy: Adagio
ii. Serenade: Adagio
iii. Intermezzzo: Adagio
iv. Nocturne: Adagio
v. Funeral march: Adagio molto
vi. Epilogue: Adagio
Shostakovich’s last Quartet had its
premiere in Leningrad on 15 November
1974. For only the second time in his cycle
of Quartets the Beethoven Quartet, which
had been rehearsing it, did not give the
first performance because their cellist
Sergei Shirinsky died suddenly in October;
but fortunately the composer had also
shown the score to the Taneyev Quartet,

who undertook the task to much praise.
The Beethoven Quartet appointed a new
cellist and played it the next January in
Moscow. It is the longest of the Quartets
at about 35 minutes and unusual in many
ways. There are six movements in all,
played without a break, all are marked
adagio except the fifth which is adagio
molto, and all are in the home key of E-flat
major.
It starts with an elegy in the form of a
dark, sombre fugue, launched by the
second violin, with the other instruments
adding their voices but this scheme does
not last long and the music breaks up into
a wide-ranging, almost static lamentation,
employing steady phrases mainly led by
the cello. The serenade that follows is
truly weird, with searing cries from all
four players set against a staccato theme
from the cello. After a recitative passage
on the cello the first violin presents a
lilting, tortured waltz-like tune, a touch
inebriated. The cries are heard again
with fortissimo chords until the music
drifts away to an unresolved ending. The
intermezzo is extremely short with the
first violin presenting a recitative over
a cello bass-line. The nocturne begins
with the second violin and cello sharing
an undulating theme with added first
violin comments before it takes over the
lead. The mood is dark and shadowy with
seriously intoned phrases and pizzicato
comments, as the music ends with more
pizzicato notes.
The fifth movement launches the funeral
march but it is not really a march in the
usual sense at all. Strong chords set
the pace, led by the first violin, then the
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cello launches a slow rambling theme,
not very march-like, but maintaining the
funereal ambiance. Its deep tones then
take a solo role before the viola brings
the music to its pianissimo closure. A
loud chord proclaims the sixth and final
moment and the music takes off at a
gallop with a dramatic cadenza for first
violin. A loud chord erupts, carrying a
touch of Wagner’s Tristan in its harmonic
structure, it becomes a motto throughout
the movement. The cello charges away,
leading to an impassioned tune over a
viola tremolo. The mood alters to adagio
molto as the viola presents some slow
bars until the loud chord is head again and
all four players indulge in a very speedy
sequence. The pace finally returns to
adagio molto with echoes from earlier
moments, again with a cello bass-line,
as the sounds recede and the music ends
morendo (dying away).
Notes © Ian Fox 2022
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Carducci String Quartet

Matthew Denton violin
Michelle Fleming violin
Eoin Schmidt-Martin viola
Emma Denton cello

including the Concert Artists Guild
International Competition and First Prize
at Finland’s Kuhmo International Chamber
Music Competition.

Described by The Strad as presenting
‘a masterclass in unanimity of musical
purpose, in which severity could melt
seamlessly into charm, and drama into
geniality’, the award-winning Carducci
Quartet is internationally acclaimed
as one of the most accomplished and
versatile ensembles of today. Not only
mastering the core repertoire, the quartet
presents a selection of new works each
season and diversifies further with
programmes of film music, pop and rock.
Founded in 1997, the ensemble has won
numerous international competitions,

The Carducci Quartet performs at
prestigious venues across the globe
including the Barbican, Cadogan Hall
and Wigmore Hall, London; National
Concert Hall, Dublin; Tivoli Concert Hall,
Copenhagen; The Frick Collection and
Carnegie Hall, New York; Library of
Congress and John. F Kennedy Center,
Washington DC; St Lawrence Center for
the Arts, Toronto; and Concertgebouw,
Amsterdam. Festival residencies
include Cheltenham, Ryedale, Lichfield,
Presteigne, Kilkenny, Snape Proms, and
West Cork.
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In 2016, they took home a Royal
Philharmonic Society Award for their
project, Shostakovich15, an immense cycle
of Shostakovich’s Quartets performed
across the UK, North, and South America
with a marathon one-day cycle hosted by
Shakespeare’s Globe, London. The project
was accompanied by a recording of the
4th, 8th, and 11th Quartets to which they
added a further volume in spring 2019 of
the 1st, 2nd, and 7th Quartets, acclaimed by
Gramophone Magazine for its ‘athletic,
upfront performances, clear in texture,
forthright in tone and bold in articulation’.
The Carduccis will return to the composer
this season, including performances at
the Barbican and Wigmore Hall in London,
a residency at Kilkenny Festival, and a
third recording presenting the 9th and 15th
Quartets.
Highly celebrated for their diverse
approach to repertoire, the Carducci
Quartet has devised numerous projects
and is regularly invited to perform new
works. Their catalogue of programmes
presenting music and spoken word
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includes focuses on Beethoven,
Shostakovich, and on the relationship
between Felix and Fanny Mendelssohn.
This season they will also focus on female
composers, performing works by Caroline
Shaw, Errollyn Wallen, Rebecca Clarke,
Fanny Mendelssohn and Amy Beach.
In 2015 they curated projects around Philip
Glass and Steve Reich as part of the Royal
Philharmonic Society Award-winning
‘Minimalism Unwrapped’ at Kings Place in
London. Their recording of the Philip Glass
Quartets, for Naxos, has reached over 6
million plays on Spotify.
Education work is an important element of
the Carducci Quartet’s work, earning them
a place on the Royal Philharmonic Society
Award shortlist for their family concert
‘Getting the Quartet Bug!’. The Carducci
Music Trust was set up to support their
work in schools and with young musicians.
They also perform a number of school
concerts each year supported by the
CAVATINA Chamber Music Trust.

Irish Chamber Orchestra & Sharon Carty
Dmitri Shostakovich,
Chamber Symphony in C minor, op. 110a
Deirdre Gribbin, The Stones of Life premiere
Katherine Hunka director/violin
Sharon Carty mezzo-soprano

Irish Chamber Orchestra

Programme

Violin 1
Katherine Hunka (Leader)
Nicola Sweeney, Anna Cashell,
Diane Daly, Oonagh Keogh
Violin 2
André Swanepoel, Emily Nenniger,
Cliodhna Ryan, Louis Roden,
Kenneth Rice
Viola
Joachim Roewer, Cian O Dúill,
Mark Coates Smith, Robin Panter
Cello
Christian Elliott, Aoife Nic Athlaoich,
Richard Angell
Bass
Malachy Robinson

Deirdre Gribbin
The Stones of Life

SAT 6 AUGUST 5PM
ST CANICE’S CATHEDRAL

INTERVAL

Dmitri Shostakovich
Chamber Symphony in C minor, op. 110a
Duration 60 mins approx.
(including interval)
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Programme Notes
Deirdre Gribbin
The Stones of Life
John Berger in his seminal work Ways
of Seeing starts by stating: ‘Seeing
comes before words. The child looks and
recognizes before it can speak.’
Ethan Stein is sixteen and has cognitive
difference by virtue of having Down
Syndrome. From a very young age, he
instinctively explored the world around
him using imagistic words and phrases
which are outside the norm of description,
much like poets do. From early childhood
he loved playing with words and their
construction, using phrases such
as ‘suspiciously mountainous’ and
‘colourfrost’ to describe landscape.
His improvised approach when playing
the piano sometimes combines with
improvised words and phrases and these
can develop into poems in their own right;
usually triggered by a strong visual image.

Dmitri Shostakovich
Chamber Symphony in C minor, op. 110a
(arranged by Rudolph Barshai from the
String Quartet no. 8)
i. Largo
ii. Allegro molto
iii. Allegretto
iv. Largo
v. Largo
Shostakovich composed his Eighth
Quartet in three days during July 1960,

At other times, he can simply sit down and
quietly process the images in his brain by
writing poems.
The music for mezzo-soprano and string
orchestra reflects the strong emotional
colour in the text using timbre to create a
narrative which links each poem. Layers
of sound unfurl in downward motion with
voice and string intertwined. The soloist
flits between background and foreground
as both narrator and commentator.
This song cycle takes its title from the
standing stones of the isles of Lewis and
Harris in the Outer Hebrides, places which
hold cherished moments for Ethan where
he finds a true sense of self. His poems
from 2014 to 2021 take us on a journey
from London through visions of a wider
world responding to climate change, to
love, to inner struggles and to finding
resolve and joy in what is around him.
Deirdre Gribbin, 2022

after visiting the ruins of Dresden,
devastated in World War II. Although the
work’s dedication is ‘to the victims of
fascism and war’, this is merely an official
statement for the benefit of the Soviet
authorities, whose powers of censorship
continually haunted Shostakovich. There
is another, much more personal message
contained in this searingly powerful
music. It is perfectly clear from the
testimony of the composer’s daughter
and from a letter which he wrote to Isaak

Glikman that he intended this work to
be autobiographical. As he wrote: ‘I had
to remember that after my death no one
would probably compose a work in my
memory. That is why I decided to write
such a work myself.’ Glikman himself
revealed that Shostakovich was being
coerced to join the Communist Party.
The feelings of humiliation and guilt
which followed his eventual capitulation
may well have influenced the tone of
the quartet.
The piece contains many quotations from
Shostakovich’s own works – the First,
Fifth and Eighth Symphonies, the Second
Piano Trio, the First Cello Concerto, an aria
(expressing loneliness) from his opera
Lady Macbeth of the Mtsensk District, etc.
The Russian revolutionary song ‘Tortured
by Grievous Bondage’ is also quoted, and
there are further allusions to the funeral
march from Wagner’s Götterdämmerung
and Tchaikovsky’s Sixth Symphony. The
quartet opens with a four-note motto D –
E flat – C – B – in German translation, the
initials of the composer’s own signature
(‘D – Es – C – H’ equals ‘D. Sch’, i.e. using
the ‘Sch’ version of his surname).

The five movements play without a break.
The sombre first movement begins with a
canon, each group of instruments playing
the four-note motto in turn. A relentless
and brutal scherzo follows, with stabbing
accents. The broad melody which emerges
on the violins (marked ‘fortississimo’
– ‘extremely loud’) is a Jewish theme
Shostakovich had already used in his
Second Piano Trio. He deeply identified
with the historic persecution of the Jews
and often expressed his solidarity with
them. The third movement is a bitterly
sardonic waltz dominated by the first
violins for long stretches. A sustained
A sharp on the first violins overlaps
with the beginning of the penultimate
largo. This jabbing three-note figure
recurs throughout this otherwise lyrical
movement. The final largo returns to the
poignancy of the opening movement, with
the composer’s personal motto ‘D – Es – C
– H’ again prominent towards the end.
Arrangements of Shostakovich’s quartets
for string orchestra, most notably Rudolf
Barshai’s transcriptions of Nos. 1, 3, 4,
8 and 10, allow symphony-concert
audiences to hear major works from the
chamber repertoire.
Philip Borg-Wheeler
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Irish Chamber Orchestra

is currently orchestra-in-residence at
Kilkenny Arts Festival.
In May 2022, celebrated Austrian
Violinist Thomas Zehetmair was
appointed Principal Conductor/
Artistic Partner on a three-year
tenure. Zehetmair’s enthusiasm and
commitment is matched by the orchestra
itself, led by the ebullient Katherine
Hunka and comprised of 22 outstanding
musicians. The ICO’s special rapport,
forged by over 20 years of playing – and
sometimes singing! – together, creates
the unique sound that has captivated
audiences all over the world.

The Irish Chamber Orchestra is
Ireland’s most dynamic ensemble.
Mixing traditional repertoire with new
commissions and collaborating with
everyone from DJs to dance companies,
the ICO pushes the boundaries of what a
chamber orchestra can do. These days,
you are as likely to find us at the Electric
Picnic as Mozartfest, but wherever we
perform, the ICO delivers world-class
concerts feted for their energy and style.
Each year, Ireland’s busiest chamber
ensemble presents concert seasons in
Limerick and Dublin, embarks on two
national tours, and makes a series of
prestigious international appearances
supported by Culture Ireland. Our Artistic
Committee works closely with our Artistic
Partners to devise exciting, diverse, and
innovative programmes, mixing standard
repertoire with new work – often specially
commissioned – from the best young
Irish composers. This versatile approach

enables us to appeal to music fans of
every stripe while upholding the highest
artistic standards.
The driving force behind ICO’s last
decade of success has been its Principal
Conductor/Artistic Partner Jörg Widmann,
a composer, conductor, and clarinettist
whose irrepressible energy and pursuit of
excellence has enabled the ICO to expand
its horizons, attracting outstanding
international performers such as Thomas
Zehetmair, Henning Kraggerud, Florian
Donderer, Brett Dean, Sheku KannehMason Tabea Zimmermann, Igor Levit,
and Elisabeth Leonskaja. Throughout the
past decade, the ICO has performed at
leading concert halls and festivals across
Europe, the USA and South America.
The ICO released a series of acclaimed
recordings on the prestigious Orfeo and
Alpha Classics labels. The ICO was the first
Irish Orchestra to complete a three-year
residency at Heidelberger Frühling and

The orchestra enjoys outstanding
support. The enthusiasm and forward
thinking of CEO Gerard Keenan has been
instrumental in realising some of the
ICO’s most exhilarating collaborations,
while the board, chaired by Aibhlín
McCrann, comprises members whose
diverse professional expertise is
matched by their determination to
realise the orchestra’s vision.
At the heart of this vision is the belief
that music is for everyone. That is why
the ICO has implemented an ambitious
and far-reaching strategy that aims
to take music out of the concert hall
and into the local community, inspiring
children to try music for themselves, and
supporting them on their journey from
first lesson to public performance.

Our ground-breaking initiative, Sing
Out with Strings (SOWS), offers
primary school children in Limerick the
chance to learn free music. Now in its
eleventh year, the project has been
hailed as a model of social inclusion,
offering opportunities for young
people, developing key life skills, and
providing tangible long-term benefits for
participants, their families and the wider
community.
The success of SOWS has inspired us
to set up a youth orchestra, the ICOYO,
which provides aspiring musicians aged
12 to 18 with the support they need to
grow. The ICO is taking all of this a step
further, providing free music across
our country and beyond with a new
ground-breaking and freely available
online teaching resource, Sing Out With
Strings Online. However, it doesn’t stop
there: the orchestra has made its home
at the University of Limerick for over
20 years, and UL’s MA in Classical String
Performance is run under the auspices
of the ICO – providing a rigorous
programme with close, ;hands-on;
contact to the orchestra, its visiting
directors, soloists, and guests.
The ICO is orchestra-in-residence at the
Irish World Academy of Music and Dance
at the University of Limerick and is
funded by The Arts Council of Ireland/An
Chomhairle Ealaíon.
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Sharon Carty

Deirdre Gribbin
platform her repertoire spans most of the
major sacred concert works, including all
the principal works by JS Bach as well as
Messiah, Mozart’s Great Mass in C minor
and a broad song repertoire in addition
to numerous chamber music works. She
is also a dedicated song recitalist, most
recently appearing in performances with
pianists Finghin Collins, Jonathan Ware
and Graham Johnson.

Irish mezzo-soprano Sharon Carty is
a singer who has firmly established a
reputation as a respected interpreter
of both early and contemporary works,
alongside maintaining a busy schedule in
mainstream opera and concert repertoire.
She is an alumna of the RIAM Dublin, MDW
Vienna, and Oper Frankfurt Young Artist
Programme, and is currently an Artistic
Partner to Irish National Opera as well as a
Creative Associate on the Irish Arts Council
pilot ‘Creative Schools’ scheme.
Regularly praised for her musicality and
intelligence, her integrity as an artist
and the warmth, clarity and agility of her
voice, her opera repertoire includes many
of the important lyric and coloratura
mezzo-soprano roles, such as Hänsel,
Dido, Ruggiero, Dorabella, Cherubino,
Ariodante, Orfeo and Sesto. On the concert

Career highlights to date include her
London and Amsterdam opera debuts
with The Second Violinist at the Barbican
Theatre, and the Muziekgebouw in
Amsterdam, her Wexford Festival Opera
debut as Lucy Talbot in the European
première of William Bolcom’s Dinner
at Eight, the title role in Irish National
Opera’s critically acclaimed Orfeo ed
Euridice and her debut at the Festival dei
Due Mondi in Spoleto, Italy, where she
premiered a new opera, Proserpine by
Silvia Colasanti, to critical acclaim.
A regular collaborator with orchestras
across Europe, her discography includes
La Traviata on Naxos DVD with the NDR
Radiophilharmonie alongside Thomas
Hampson and Marina Rebeka as well as
The Mountebanks (Gilbert/Cellier) on CD
with the BBC Concert Orchestra. Her most
recent CD, a disc of Schubert songs with
pianist Jonathan Ware, was released in
May 2020.

Deirdre Gribbin was born in Belfast,
Northern Ireland. She was an award
winner in the 2003 UNESCO International
Rostrum of Composers with her work
Empire States, and won a prestigious Arts
Foundation Award for her first opera Hey
Persephone! which had an acclaimed run
at the Aldeburgh/Almeida Opera Festival.
Her music has been performed worldwide
including at The Lincoln Center for the
Performing Arts, UKwithNY Festival
featured in The New York Times and The
National Symphony Orchestra of Ireland.
She works extensively with theatre, film
and dance. The Dark Gene, featuring
her music collaboration with scientist

Sarah Teichmann, was a finalist in the
2016 Berlinale Film Festival. She has
written music for the British Academy
award-winning film My Kingdom starring
Richard Harris, as well as a number of
commissions for BBC Radio 3 with director
Lou Stein. She is a Fulbright, Churchill and
Leverhulme Fellow and has presented
her music and science research at the EU
Innovations Festival 2015. She has been
developing music-based motivational
healthcare apps in association with
Holland Bloorview Kids Hospital, Toronto,
Canada. She is artistic director of Venus
Blazing Music Theatre Trust developing
programmes for young people with
learning disabilities.
Commissions include works for National
Symphony Orchestra of Ireland, The
Ulster Orchestra, Northern Sinfonia and
performances by the London Philharmonia
(Music of Today series at The Royal
Festival Hall) and pianist Imogen Cooper
and Venus Blazing which will tour the UK
in the Spring 2005 with violinist Ernst
Kovacic, Britten Sinfonia conducted by
Pierre Andre, with lighting by Bruce
Springsteen’s lighting designer Jeff Ravitz
and directed by Lou Stein.
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Akademie für Alte Musik Berlin

Programme Notes

Director/Leader: Peter Barczi

The Stuart monarchs were not particularly
noted for their interest in culture in
general and music in particular. The last
of them, Queen Anne (1702-14), was the
most enthusiastic, being a patron of
Purcell, but her successor, George I from
Hanover (1714-27), was a different matter,
bringing German and Italian musicians to
London to enhance his court; in particular
he brought George Frideric Handel (16851759) who would become the dominant
figure in music there for most of the first
half of the century. He paid his first visit
in 1710 and settled in London a few years
later, eventually becoming a naturalised
citizen. This evening we meet four of his
contemporaries, as well as enjoying some
of the master’s own music.

An Evening with Handel & Friends
Programme
Thomas Arne
Overture from The Judgment of Paris
George Frideric Handel
Suite from the opera Ariodante, HWV 33
George Frideric Handel
Concerto Grosso in B-flat major, op. 3, no. 2,
HWV 313
William Hayes
Concerto for Strings & Basso continuo
George Frideric Handel
Concerto Grosso in G Major, op. 3, no. 3, HWV 314
William Boyce
Symphony in C major, op. 2, no. 3
Francesco Geminiani
Concerto Grosso in D minor, no. 12, ‘La Follia’
(after Corelli)
Duration 75 mins approx. (without interval)

SAT 6 AUGUST 8.30PM
ST CANICE’S CATHEDRAL

Akademie für Alte
Musik Berlin
Violin/Concertmaster
Péter Barczi			
Violin
Verena Sommer
Matthias Hummel
Thomas Graewe
Edburg Forck
		
Viola
Clemens-Maria Nuszbaumer
Violoncello
Jan Freiheit
Double Bass
Michael Neuhaus
Lute
Lorenzo Abate
Harpsichord
Andrew Griffiths
Oboe
Michael Bosch
Elisabeth Beckert
Bassoon
Katrin Lazar

Thomas Arne
Overture from The Judgment of Paris
i. Largo
ii. Con spirito
iii. Minuet: Andante
iv. Giga: Con spirito
Londoner Thomas Arne became a leading
figure in the 1730s, first with the music
for Milton’s Comus in 1738. He was a
frequent visitor to Dublin, presenting
his works at the Aungier Street Theatre
and at Smock Alley, including his version
of The Judgement of Paris, first seen in
1744, having had its London premiere at
Drury Lane in 1742. The libretto was by
the poet William Congreve and tells how

the shepherd Paris is asked by the god
Mercury to award the Golden Apple of
Discord to the goddess he finds loveliest:
Juno, Pallas or Venus. He chooses Venus,
naming her the most beautiful woman
in the world and causing all sorts of
problems. Arne’s wife, the leading soprano
Cecilia Young, most likely repeated her
success as Venus, having taken the role at
the premiere in London. The music opens
with a stately series of chords making
dark comments until a sprightly new tune
takes over and trots away. Two further
dance-like tunes follow to complete this
splendid overture.

George Frideric Handel
Suite from the opera Ariodante, HWV 33
i. Sinfonia ‘La Bellezza del Loco’
ii. Gavotta
iii. Sinfonia ‘Notte con lume di Luna’
iv. Entrée des Songes agréables
v. Entrée des Songes funestes
vi. Entrée des Songes agréables
effrayés e le combat des Songes
funestes et agréables
In 1734 Handel was dropped by the King’s
Theatre so he took his business to the
newly opened Covent Garden Opera
House. His first composition there was
Ariodante. It was not a huge success,
though the historian Charles Burney
was delighted by it: ‘it abounds with
beauties and strokes of a great master’,
he reported. The theatre was under the
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management of John Rich who had made
a lot of money with The Beggars’ Opera in
1729 and spent lavishly on his subsequent
operatic presentations. He brought the
famous Parisian ballerina Marie Sallé and
her company to the city – not her first
visit. It was the first time Handel included
dances in his operas, as can be heard in
his suite from the opera. Ariodante is an
unusual opera for Handel, complete with
a happy end and containing a number of
his greatest arias. It is set in Edinburgh
but uses a story from Ariosto’s Orlando
Furioso. With a dance company available,
Handel included extensive music for
its performers, in particular in a dream
sequence (Entrée des Songes, etc.). The
sinfonia is taken from the atmospheric
opening of Act II, set in the moonlight.

George Frideric Handel
Concerto Grosso in B-flat major, op. 3, no.
2, HWV 313
i. Vivace
ii. Largo
iii. Allegro
iv. (Moderato)
v. (Allegro)
It was customary in Handel’s time to
reserve opus numbers for orchestral
rather than vocal music, which accounts
for the very low number applied to the
six Concerti Grossi published in 1734, at a
time when many of his operas and choral
works had appeared in print. In fact, the
set was not his idea but was compiled
by his publisher John Walsh who took
movements from various sources and
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created the Concerti from them. This
makes it difficult to date the musical
pieces, as they could have been composed
over the previous decade or more; some
even originated in 1713, although the title
page states that they were performed at
the marriage of the Prince of Orange to
Anne, the Princess Royal, that March. A
‘concerto grosso’ was a style of writing
where the main orchestral group is set
against a smaller ensemble and was a
prominent technique among baroque
composers in the days before the
symphony. Five of the set, including nos.
2 and 3, use oboes, as against the later
Opus Six set, which is for strings only.
At one stage the works were called
‘Hautboy concertos’, using the old name
for an oboe.
The B Flat Concerto opens with fanfarelike mottoes followed by a lively solo violin
sequence over staccato chords. A flowing
oboe theme joins in later and there is a
bridging passage across to the following
largo, again featuring solo strings over a
gently pulsating accompaniment, followed
by further attractive writing for the oboes.
The allegro is a stirring, fugal piece with
a martial air to it. The concerto ends with
two dances: a charming minuet, led by the
oboes and taken up by the strings, and to
conclude, a cheerful, chirpy gavotte with a
delightful skipping rhythm. The concerto
is scored for two oboes, one bassoon,
strings and continuo.

William Hayes
Concerto for Strings & Basso continuo
i. Largo ma non tanto
ii. Allegro
iii. (Adagio)
iv. Allegro
Born in Gloucester, Hayes was a choirboy
in its famous cathedral, becoming an
organist professionally. He was appointed
organist of Magdalen College, Oxford, in
1734 and was the leading light in Oxford’s
musical circles in his day. becoming
its Music Professor in 1741. He was an
enthusiastic Handelian, frequently
conducting his oratorios and other major
works around the country. His vocal music
was very popular during his lifetime
and printed in great quantities, less so
his instrumental pieces which featured
aspects of the emerging classical style.
His highly successful academic work, The
Art of Composing Music, was published in
London in 1751.
As a devoted admirer of Handel, Hayes’s
Concerto Grosso has many moments
reflecting the master. Broad strokes
launch the gentle and elegant first
movement, while the ensuing allegro is
a sprightly and merry affair. A charming
pastorale with contemplative phrasing
follows in contrast, before the music
bounces back for its upbeat finale, full of
vigour and good humour.

George Frideric Handel
Concerto Grosso in G Major, op. 3, no. 3,
HWV 314

i.
ii.
iii.
iv.

Largo e staccato
Allegro
Adagio
Allegro

The third Concerto Grosso from the opus
3 set is in G major. The opening sequence
lasts less than a minute and hardly counts
as a movement in its own right, just a
flourish to set the mood. The following
three movements were compiled by
Walsh from various sources. The first
movement proper employs vigorous
strings answered by the oboe, which can
be replaced by a baroque flute. The adagio
has a graceful swirl to it with the oboe
delineating its elegant line. It is quite
brief and leads to a jolly conclusion with
a chattering theme full of contrapuntal
good humour.

William Boyce
Symphony in C major, op. 2, no. 3
i. Allegro
ii. Vivace
iii. Tempo di Menuetto
A Londoner, William Boyce came from a
working-class background; his father was
a cabinet-maker but had a good enough
voice to become a choirboy in St Paul’s
Cathedral, going on to study music after
his voice broke. He became a successful
organist, leading to his appointment
as Master of the King’s Musick in 1757.
He developed as a noted composer of
both church music and operas, providing
many pieces for David Garrick at the
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His Eight Symphonies in Eight Parts were
assembled by the publisher John Walsh
from various sources in 1760. They are not
symphonies in the modern sense but more
suites of attractive pieces from across the
composer’s career. Symphony no. 3 began
life as the overture to his pastoral opera The
Chaplet, first seen at Drury Lane Theatre in
1749; it was a huge success, receiving over
100 performances. Walsh had published
the score in 1750, hence he knew it when
creating the Eight Symphonies. The first
movement is a bright, attention-getting
affair with a lively fanfare calling the
audience to order. The second movement is
vivacious but more moderate in pace, while
the finale introduces the swaying pace of a
graceful minuet.

Francesco Geminiani
Concerto Grosso in D minor, no. 12, ‘La Follia’
(after Corelli)
i. Tema e variazioni
Born in Lucca, Geminiani showed an early
talent and received tuition from such
leading composers as Corelli and Alessandro
Scarlatti. He began working in Naples and
Lucca but then moved to London in 1714 as
a virtuoso violinist, where he was hugely
popular as a performer and composer. After

1732 he began moving around Europe,
coming to Dublin first in 1733 and finally
settling in the city, opening a concert hall
and an art gallery, as well as publishing his
own compositions and a famous treatise on
violin playing. He also taught and performed
regularly. He died in the city and was buried
in St Andrew’s churchyard. In 1929 his
remains were returned to his native city,
Lucca, where they now lie in a tomb next to
that of Boccherini.
He wrote a number of concerti grossi
after the style of Corelli, including one
incorporating a popular traditional tune,
‘La Follia’, which was also a favourite with
Corelli. It comprises a set of variations on
the melody. Many subsequent composers
also have created their variations on this
much-used theme, including Liszt and
Rachmaninov.
Notes © Ian Fox 2022

Akademie für Alte Musik Berlin
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Theatre Royal, Drury Lane. Like Beethoven
he suffered from growing deafness but
managed to continue working for a time,
despite his problems. In his later years he
edited a lot of church music for which he is
mainly remembered today; most of his own
music has been forgotten.
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The Akademie für Alte Musik Berlin
(Akamus) celebrates its 40th
anniversary in 2022. Founded in Berlin
in 1982, the ensemble is now one of the
world’s leading chamber orchestras
playing historically informed music.
For four decades, the orchestra has
repeatedly demonstrated its versatility
with exciting concert projects and
musical voyages of discovery. For
example, Akamus has made a significant
contribution to the rediscovery of the
music of Carl Philipp Emanuel Bach and
Georg Philipp Telemann. Consistently
and thoughtfully, the ensemble has
gradually expanded its core repertoire
in the baroque and classical periods into
the 19th century, most recently with

its much-acclaimed cycle ‘Beethoven’s
Symphonies and their role models’.
Whether in New York or Tokyo, London
or Buenos Aires: Akamus is a regular and
much sought-after guest on the most
important European and international
concert stages. In its anniversary year,
the orchestra will perform at venues
such as the Concertgebouw Amsterdam,
the Vienna Musikverein and the
Festspielhaus Baden-Baden. As artist
in residence, Akamus will also perform
regularly in London’s Wigmore Hall
and at the German Mozart Festival in
Augsburg in 2022.
Akamus is a central pillar in the cultural
life of its home city of Berlin. For over 35
years, the orchestra has been playing a
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subscription series at the Konzerthaus
Berlin. But the musical heart of Akamus
also beats for music theatre: at the
Berlin State Opera, the ensemble has
regularly dedicated itself to baroque
opera since 1994. With its own concert
series, Akamus has also been a regular
guest at Munich’s Prinzregententheater
since 2012.
Akamus performs under the changing
direction of its two concertmasters,
Bernhard Forck and Georg Kallweit,
as well as selected conductors. The
ensemble has a particularly close and
long-standing artistic partnership with
René Jacobs. In addition, Emmanuelle
Haim, Bernard Labadie, Paul Agnew,
Diego Fasolis, Fabio Biondi, Rinaldo
Alessandrini and Christophe Rousset
have recently conducted the orchestra.
Akamus also works regularly with
internationally renowned soloists such
as Isabelle Faust, Antoine Tamestit,
Kit Armstrong, Alexander Melnikov,
Anna Prohaska, Michael Volle and
Bejun Mehta. Together with the dance
company Sasha Waltz & Guests, they
created an internationally successful
production of Henry Purcell’s Dido
& Aeneas, which has been widely
performed from Berlin to Sydney.

AKADEMIE FÜR ALTE MUSIK BERLIN 33

The extraordinarily successful
cooperation with the RIAS Kammerchor
Berlin deserves special mention: The
collaboration, which has been equally
formative for both ensembles, began
30 years ago. Akamus also maintains
a close partnership with the Bavarian
Radio Chorus.
The ensemble’s recordings, which now
number around one hundred, have
won all the major recording awards,
including the Grammy Award, Diapason
d’Or, Gramophone Award, Edison Award,
MIDEM Classical Award, Choc de l’année
and the Annual Prize of the German
Record Critics. In 2006 the orchestra
received the Telemann Prize of the City
of Magdeburg, and in 2014 the Bach
Medal of the City of Leipzig.
In its anniversary year, CD releases
include orchestral works by Telemann
with violist Antoine Tamestit as soloist,
a recording of Beethoven’s 4th and 8th
symphonies, Bach’s Mass in B minor
with the RIAS Kammerchor Berlin
conducted by René Jacobs, as well as
a special 11-CD boxset that reunites
Akamus’ best recordings dedicated to
the Bach family.

Péter Barczi
Péter is a member of the Freiburg
Baroque Orchestra, La Cetra Baroque
Orchestra, as well as being Concert
Master of Camerata Basel. Additionally,
he plays second violin in the string
quartet Almaviva.

Thumbnail photo
Péter Barczi was born in Hungary in
1973. Following his studies in modern
violin he moved to the baroque violin,
continuing his studies in Budapest,
Dresden, Trossingen und Basel with
Piroska Vitárius, Simon Standage,
John Holloway, Anton Steck und Chiara
Banchini, among others.

In 2006 he founded the baroque
ensemble Capricornus Consort Basel
which has released 10 CDs under the
Christophorus label. Internationally
acclaimed, Capricornus Consort
Basel has been awarded honours and
prizes such as the Diapason d’Or, the
International Classical Music Award,
the Echo Klassik, the OPUS Klassik
and the prize of the German Record
Critic’s Award (Preis der deutschen
Schallplattenkritik).
Péter currently lives near Basel,
Switzerland.
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Irish Baroque Orchestra & Tara Erraught
The Trials of Tenducci

Tara Erraught mezzo-soprano
Peter Whelan
director/fortepiano

Irish Baroque Orchestra
Programme
Pieter Van Maldere
‘Dublin’ Sinfonia in G, VR28
Thomas Arne
‘Amid a thousand racking woes’,
Artaxerxes
Thomas Arne
‘Water parted from the sea’,
Artaxerxes
Tommaso Giordani
Overture ‘Island of Saints’ & Irish
Medley
Tommaso Giordani
‘Queen Mary’s Lamentation’
Tommaso Giordani
‘Caro mio ben’
Johann Christian Fischer
Variations on ‘Gramachree Molly’, solo
oboe, 2 horns, strings

INTERVAL
Johann Christian Bach
‘The Braes of Ballanden’
Johann Christian Bach
‘Ebben si vada’
Pieter Van Maldere
‘Dublin’ Sinfonia in C, VR31
Wolfgang Amadeus Mozart
‘Exsultate Jubilate’, KV 165
Duration 1 hr 40 mins approx.
(including interval)

Violin 1
Augusta McKay Lodge,
Claire Duff, Leonie Curtin,
Giammaria Tesei*
Violin 2
Huw Daniel, Anita Vedres,
Therese Timoney
Viola
Marja Gaynor, Martha Campbell,
Cian MacGarry*
Cello
Carina Drury, Norah O’Leary,
Alina Mayer Whitla*
Bass
Alex Felle
Oboe 1
Mark Baignet
Oboe 2
Cait Walker
Bassoon
William Gough
Horn 1
Jereon Billiet
Horn 2
David Escola
*IBO Apprentice 2022

SUNDAY 7 AUGUST 8PM
ST CANICE’S CATHEDRAL

Programme Notes
At Ranelagh, fine rolls and butter see:
Signor Tenducci, and the best green tea!
Italian singing is as light as feather;
Beard is too loud, too powerful for this weather!
David Garrick, Epilogue to Arthur Murphy’s
All in the Wrong (1761)

By the summer of 1761, when the English actress
Mary Ann Yates delivered these lines at London’s
Drury Lane Theatre, the soprano castrato Giusto
Ferdinando Tenducci (c.1735-90) had clearly
become well established as a star attraction at
the city’s popular Ranelagh Pleasure Gardens.
Garrick chose to contrast Tenducci’s ‘light’ voice
with that of English tenor John Beard (1716-91),
whose singing Charles Burney described as ‘more
powerful than sweet’. Similar qualities were also
highlighted in another contemporary portrayal of
the castrato’s performance style, when, in Tobias
Smollett’s novel The Expedition of Humphrey
Clinker (London, 1771), the character Lydia Melford
reports having heard at Ranelagh:
the famous Tenducci, a thing from Italy; it
looks for all the world like a man, though
they say it is not. The voice to be sure is
neither man’s nor woman’s, but it is more
melodious than either, and it warbled so
divinely, that the while I listened, I really
thought myself in Paradise.
Born in Siena in around 1735, Tenducci’s singing
career was probably launched in Sardinia in 1750,
when he took part in two festive operas held to
mark the wedding of the Spanish Infanta Maria
Antonia and Vittorio Amadeo, Duke of Savoy. After
a succession of minor operatic roles in both Italy
and the Holy Roman Empire (Dresden and Munich),

36 KILKENNY ARTS FESTIVAL 2022

Tenducci, an Italian Eunuch, who
Tenducci was invited to England, where he
performed last year at the Opera
performed as secondo uomo at London’s
House … speaks very little English,
King’s Theatre for the 1758-1759 season.
and that very bad; about six Feet high
Yet while his stage appearances brought
or upwards, very thin, and ill made;
him some success, he also achieved wide
appears to be about Two and twenty
notoriety in England thanks to a scandal
Years of Age, of a pale Complexion …
involving Elizabeth Lyttelton, one of
wears his own black Hair … Whoever
Tenducci’s many aristocratic admirers.
gives an Account of him, so that he
According to her husband, George, first
may be retaken, shall receive Twenty
Baron Lyttelton, she had ‘made herself the
Guineas Reward …
talk of the Town by writing Love letters to
Signor Tanduchi … a Eunuch, one of which
By mid-January 1761, now back in prison,
has been shewn to several people’ (letter to
Tenducci was described as being ‘confined
his brother, 2 July 1759).
to a Sick-bed’; however, by the end of
Despite this somewhat sensational turn of February he had been released and was
again performing in public.
events, Tenducci was contracted again by
the King’s Theatre for the following year’s
The major breakthrough of Tenducci’s
season of opera seria, as well as taking part
career was undoubtedly his role in
in ever-increasing numbers of concerts,
Thomas Arne’s English-language opera
both private and public. Further personal
Artaxerxes, which received its premiere
trials were to come, however. On 1 January
performance at the Drury Lane Theatre
1760, one Francesco Giuliani (about whom
on 2 February 1762. A translation and
very little is known) filed a lawsuit in the
adaptation of Metastasio’s immensely
court of King’s Bench claiming that Tenducci
popular libretto, Artaserse, Tenducci sang
owed him a significant sum of money ‘for
the part of Arbaces, a young hero in love
Meat Drink Washing Lodging Cloathing and
with Mandane (played by soprano Charlotte
other Necessaries’ provided earlier in Italy.
Brent). Set in 465 BC, Arbaces has been
By June that same year Tenducci had been
banished from Persia due to his affection
arrested and committed to debtors’ prison.
for Mandane, since the match is considered
The conditions there led the singer to
inappropriate by her father, King Xerxes.
abscond, despite – or perhaps because of –
Early in the opera, much to Arbaces’ horror,
a so-called ‘day Rule’ that allowed prisoners
his father Artabanes (played by John
to leave the jail in the company of a warder
Beard) announces that he has killed the
during daylight hours. An advertisement
king and asks his son to dispose of the
in the London Evening Post (4 September
murder weapon. This results in a stunningly
1760) read:
dramatic aria sung by Arbaces, ‘Amid a
Thousand Racking Woes’ (Act I, scene 2), in
ESCAPED from the King’s Bench
which dazzling coloratura provides clear
Prison, Southwark, Ferdinando
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Tommaso Giordani’s Maid of the Mill. By
the second half of the eighteenth century,
Dublin could boast a well-established
It was to be Tenducci’s major aria from this
public music scene, with operatic
opera, ‘Water Parted from the Sea’ (Act
productions given at rival theatres and
III, scene 1), that brought him widespread
frequent concerts, an environment that
and long-lasting fame, however. With a
tempted visiting performers – including,
text that conveys a timeless longing for
not least, George Frideric Handel – with
freedom and home, this simple lament is
the prospect of earning considerable sums
sung by Arbaces while in captivity and is
of money.
ultimately responsible for convincing his
Among the foreigners who seized this
friend Artaxerxes (son of King Xerxes) to
allow his escape. Tenducci was frequently opportunity was Pierre (Peter) van
asked to sing ‘Water Parted from the Sea’ Maldere (1729-68), who was described on
his arrival in Dublin in September 1751 as
during concert performances, including
‘first Violin, Composer and Conductor of his
at Ranelagh, and the piece soon entered
Royal Highness Prince Charles of Lorraine’s
the realm of popular culture, with Dublin
street urchins reportedly singing a parody Band of Music at the Court of Brussels.’
A leading figure in a concert series given
that concluded ‘And all the tunes that
at the Philharmonic Room in Fishamble
he could play/Was “Water parted from
Street, Maldere remained in the Irish
the Say”.’ Artaxerxes was also to prove
capital until March 1753, when he returned
extremely successful as an opera in its
own right, and when the work was revived to the service of Prince Charles Alexander,
then governor of the Austrian Netherlands.
during the following year’s season,
rioters famously disrupted a performance Throughout his career Maldere was a
pioneering (and prolific) composer of
protesting the abolition of half price
symphonies. His two works in G and C
admission fees (24 February 1763).
(VR28 and VR31) come from an undated
Tenducci appeared again as Arbaces in
set of six in that genre published in Paris.
the first Dublin production of Artaxerxes,
Dedicated to the Duke of Antin – probably
which lasted for a record run of 33
Louis de Pardaillan de Gondrin (1727-57) –
performances (between July 1765 and May
this series of symphonies may well have
1766). He had been joined in Ireland by
been composed while Maldere was based
two other Italian singers imported from
in Dublin.
London: soprano Clementina Cremonini
and castrato Nicolò Peretti. Together they Tenducci’s sojourn in Ireland turned out to
be rather more dramatic than Maldere’s.
starred in a summer series of English
operas that were presented at the Smock During the course of his Dublin theatrical
season, Tenducci had given singing lessons
Alley Theatre, including Artaxerxes,
to fifteen-year-old Dorothea Maunsell,
Richard Rolt’s Royal Shepherd and
evidence of Tenducci’s virtuoso
vocal powers.
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daughter of a prosperous barrister, Thomas
Maunsell. By August 1766, the pair had
been secretly married by a Catholic priest,
with Faulkner’s Dublin Journal reporting:
‘An amiable young lady has deserted her
Parents and thrown herself away upon
an Italian Singer; a most extraordinary
Matter of Amazement, and no doubt a
great distress to a very respectable Family.’
The couple fled to Cork, where they were
apprehended by members of her family
and Tenducci was imprisoned, having been
‘Arrested on an Action of Damages, for
having seduced and married a young Lady
of good Family and Fortune who had been
lately his Pupil.’ Tenducci stood trial in Cork
in March 1767, but by the middle of that
same year Dorothea’s father had relented
and given permission for the couple to
re-marry, this time in a Protestant church.
Dorothea’s own account of these events
was published as The True and Genuine
Narrative of Mr and Mrs Tenducci: In a
Letter to a Friend at Bath (1768). Sadly,
their union did not last: in March 1776, a
notice in the London Gazetteer announced
that a judge had ‘declared the marriage void
from the beginning’.
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Displeasure (tune: The Braes of Ballenden),
Where Shall I Wander? (Lochaber) and What
Doubts Oppress (Roslin Castle). Tenducci
sang the first two of these, and although
these arrangements are no longer extant,
his stirring renditions clearly made a strong
impression on many in the audience. Indeed,
one member of the Edinburgh Musical
Society later wrote:
We sometimes … find a foreign
master, who, with a genius for the
pathetick, and a knowledge of the
subject and words, has afforded
very high pleasure in a Scots song.
Who could hear with insensibility, or
without being moved in the greatest
degree, Tenducci sing – I’ll never leave
thee, – or the Braes of Ballendine!
(William Tytler, A Dissertation on the
Scottish Musick, 1779).

The Braes of Ballenden appears to have a
particular favourite of Tenducci’s; in fact, it
seems likely that it was the singer himself
who suggested that his friend Johann
Christian Bach prepare an arrangement
of the tune. The text chosen was Thomas
Blacklock’s ‘Beneath a Green Shade, a
Lovely Young Swain’ and the resulting
Shortly after their (second) wedding, the
work received its first public performance
Tenduccis went to Edinburgh, where they
in London in 1779. Details of this occasion
had been invited to perform as guests of
are recorded on the title page of a copy
the local Musical Society. During this period,
published in the 1780s:
which lasted from June 1768 until the end
Braes of Ballenden as sung by Mr
of 1769, Tenducci appeared as Arbaces in
Tenducci at the Festino Rooms in
Scotland’s premiere of Artaxerxes, with his
Hanover Square in the year 1779,
wife taking the role of Mandane. A special
Accompanied on the Piano Forte
feature of the production was the inclusion
by Mr [J. C.] Bach, Hautboy by Mr
of three Scotch folk songs with lyrics
[Johann Christian] Fischer, Violin
written by Robert Fergusson: By Heav’ns

Mr [Wilhelm] Cramer, Tenor [viola]
Mr [Felice] Giardini, Violoncello Mr
[John] Crosdill, the Instrumental
Parts compos’d for the above Capital
Performers by the late Celebrated
Mr Bach.
It was presumably also Tenducci who
requested that Bach arrange an aria
from Michele Mortellari’s Arsace, an
opera that had premiered in Padua with
Tenducci in the title role in 1775. For the
resulting scena, Ebben si vada – Io ti
lascio, Bach added obbligato parts for
oboe and fortepiano to the voice and
strings. An undated version was published
in Paris with a dedication from Tenducci
to Louis, 4th Duke of Noailles, under
the title Rondeau, ‘sung at the Grand
Concert in London by Monsieur Tenducci
in 1778 accompanied on the fortepiano
by Monsieur J. Christian Bach and on
the oboe by Monsieur Fischer.’ The lastnamed musician, Johann Christian Fischer,
had settled in London in 1768, following
periods of service at courts of Dresden
and Berlin. In common with Christian Bach
and his friend, the composer and gamba
player Carl Friedrich Abel, Fischer became
a member of Queen Charlotte’s band of
musicians, but was also highly sought
after as a soloist at public concerts. The
final movement of Fischer’s seventh
Oboe Concerto comprises a popular
set of variations on the Irish folk song
‘Gramachree Molly’. In 1773, John Marsh
attended a concert at the Salisbury Music
Festival at which this work was played,
later writing: ‘I heard the celebrated

Fischer on the hautboy, who played 2
concertos (one of them with Gramachree)
[J. C.] Bach on the harpsichord & young
[James] Cervetto on the violoncello with
all of whom I was much pleas’d, but
particularly with Fischer.’
Two further works associated with
Tenducci were the ‘favourite’ songs,
‘Caro mio ben’ and ‘Queen Mary’s
Lamentation’. Both had appeared in print
by 1783 (‘as sung by Signor Tenducci’)
after their composer, Tommaso Giordani
(c.1730-1806), sold them to Londonbased publisher John Preston for £30
in April 1782, together with music from
his comic opera, Il bacio. Tenducci had
performed both pieces at ‘Mr Abel’s
Concert’, presumably sometime after the
death of the latter’s business partner
Christian Bach on 1 January 1782. As with
Arne’s ‘Water Parted from the Sea’, the
‘Lamentation’ expresses a desperate
longing for freedom, in this case that
of the imprisoned Mary Stuart, Queen
of Scots. No doubt Tenducci’s own
earlier periods of incarceration made his
performance of this work all the more
poignant. The castrato had met Giordani
in Dublin during the 1760s, when the
latter was composing and arranging
operas for the Smock Alley and Crow
Street Theatres. Having left Ireland in
1769, Giordani returned in 1783; he was to
remain there until his death in early 1806.
A further well-known work by Giordani
was his overture to James Messink’s 1785
pantomime for Smock Alley Theatre, The
Island of Saints, or The Institution of the
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Shamrock. Described by a contemporary
reviewer as ‘chiefly composed of Irish
tunes … selected by Giordani … [and]
most deservedly applauded’, the overture
concludes with an ‘Irish Medley’ featuring
the Rakes of Westmeath, Rakes of
Kilkenny, Miners of Wicklow, Lacrum
Cush, Bucks of Westmeath, Rocks of
Cashel and Rakes of Mallow. It was later
published in a keyboard reduction in
both Dublin and London.
In August 1778, Tenducci travelled to
France with Christian Bach, in order to hear
singers for the latter’s upcoming opera
Amadis de Gaule. While in Paris the pair
were reunited with Mozart, who wrote
to his father, ‘Tenducci is here … He is
Bach’s bosom friend. He also was greatly
delighted to see me again …’ Wolfgang
then went on to explain to Leopold, ‘I am
composing a scena for Tenducci, which
is to be performed on Sunday; it is for
pianoforte, oboe, horn and bassoon, the
performers being the Maréchal’s [Louis,
4th Duke of Noailles] own people –
Germans, who play very well’ (27 August
1778). Unfortunately, this work is now
lost, but Mozart’s sacred motet Exsultate
Jubilate (KV 165) provides some idea of a
similarly operatic work he composed for
a castrato around this time. It was first
performed at Milan’s Theatine Church in
January 1773 by Venanzio Rauzzini, whose
voice was described by Charles Burney as
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‘sweet, flexible and extensive, being in
compass more than two octaves.’ While
Tenducci was in Paris, Rauzzini appeared
in a series of summer concerts held at the
Rotunda in Dublin, during which time he
also gave singing lessons to the young
tenor Michael Kelly.
Not too many years after Tenducci’s 1778
visit to Paris, in February 1783, the castrato
returned to Dublin. There, he revived his
celebrated role of Arbaces in Artaxerxes,
as well as organising the first Englishlanguage production of Gluck’s Orfeo ed
Euridice, in which he took the title role.
The latter ‘celebrated opera’ caused much
excitement among Dublin’s fashionable
set, costing the Smock Alley Theatre’s
management ‘not less than the amazing
sum of £1,200.’ By the end of March 1784,
however, a notice in the Freeman’s Journal
announced Tenducci’s intention ‘to settle
himself in this Kingdom [of Ireland], and
teach the Art of Singing.’ By December
– now in the very twilight of what had
been a lengthy and highly successful,
although at times rather erratic career –
Tenducci was back in London, where he
published a treatise of singing, Instruction
of Mr. Tenducci to his Scholars (1785). In
doing so, he ensured that his knowledge
and experience could be passed on to
successive generations of vocalists.
© Samantha Owens, 2020

Further Reading
Helen Berry, The Castrato and His Wife (Oxford: Oxford University Press, 2011).
Cheryll Duncan, ‘“A Debt Contracted in Italy”: Ferdinando Tenducci in a London Court and
Prison’, Early Music, 42 (2014): 219-229.

Irish Baroque Orchestra

The Irish Baroque Orchestra is acclaimed
as Ireland’s flagship period music
ensemble and delivers historically
informed performances to the highest
standards across Ireland and abroad.
Under the artistic direction of Peter
Whelan, scholarship and musical
excellence converge in a unique way
through the IBO’s work. This creates an
original offering like no other organisation
on the Irish classical music scene. Through
this integration of research and practice
the very idea of an orchestra is defined
afresh, providing an unusual and enriching
experience for today’s audiences.
As an ambassador for the stories of
Ireland’s musical past, the IBO uses its
unique perspective to develop the growing
store of knowledge surrounding the very
early days of Baroque and Classical music
in Ireland. The IBO’s research, recordings
and performances offer the people of
Ireland a new opportunity to re-evaluate

and reclaim their cultural heritage, while
also engaging the Irish diaspora through
the increasing global reach of this work.
Even Handel’s Messiah – an annual
touring highlight in the IBO calendar –
is a rekindled link to Dublin’s cultural life
in 1742.
In 2019 the orchestra released Welcome
Home Mr Dubourg on Linn Records, which
was profiled in the Irish Times and on BBC
Radio 3 and met with positive reviews
across Europe. The second album, The
Trials of Tenducci featuring Irish mezzosoprano Tara Erraught, came out in March
2021 and went straight to the top of the
iTunes classical chart in Ireland upon its
release. It has enjoyed critical acclaim
worldwide, receiving notable praise from
Gramophone Magazine, France Musique &
BR Klassik. In February 2022 the IBO made
its debut to critical acclaim at the Linbury
Theatre, Royal Opera House, London with
Vivaldi’s ‘Bajazet’, a co-production from
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Irish National Opera and the Royal Opera
House. They subsequently won an Olivier
Award in the ‘Outstanding Achievement
in Opera’ category for their work on this
production.
The IBO is committed to developing
the scene for historically informed
performance in Ireland, and works with a
number of partner organisations across
the country to ensure its continued
growth for future generations. The Irish
Youth Baroque Orchestra gives students
the opportunity to work intensively
on elements of period style, and IBO’s
Apprentice Scheme supports students
as they take their first steps into the
profession. An annual side-by-side scheme
with the Royal Irish Academy of Music is
a crucial, recent development in the IBO’s
educational portfolio, as is a new Baroque
Strings class aimed at amateur adult
string players.
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The Irish Baroque Orchestra is generously
funded by the Arts Council / An Chomhairle
Ealaíon. It also receives financial
support from Dublin City Council and
Culture Ireland. The orchestra has its
own collection of period instruments,
purchased with the assistance of an Arts
Council capital grant and the Department
of Arts, Heritage and the Gaeltacht. The
IBO is resident at the National Concert
Hall, Dublin and as of 2021 is an ensemble
member of the Réseau Européen de
Musique Ancienne (European Early Music
Network).

Tara Erraught

Tara Erraught is one of the leading
international singers, whose varied
repertoire ranges from Baroque to
Mozart, the Belcanto repertoire,
Romanticism to contemporary music.
The 2021/22 season begins for Tara
Erraught with her role debut in the title
role in Iphigénie en Tauride at the Opéra
de Paris. She will return to the Berlin
State Opera Unter den Linden as Rosina
in Il barbiere di Siviglia. At the Opéra de
Paris she can be heard in the title role of
Cendrillon. She will make her role debut
as Maria Stuarda at the Irish National
Opera. Song recitals and concerts at the
Schubertiade in Hohenems and in Dublin
add to the busy singer’s calendar.
Highlights of the past seasons were
Hansel in Hansel and Gretel at the
Bavarian State Opera, Rosina at the
Berlin State Opera and the Komponist
in Ariadne auf Naxos at the Hamburg

State Opera. Tara Erraught also gave
recitals in the Wigmore Hall in London,
in Munich, Barcelona, Oxford and Eppan.
Concert engagements have taken her to
the Bavarian Radio Symphony Orchestra
under Herbert Blomstedt, the Minnesota
Orchestra under Simone Young, with
a Mozart gala at the Munich Radio
Orchestra under Alexander Soddy, with
Rossini’s Petite Messe Solennelle at
the Wexford Festival. In addition, her
international concert activities took her
to New York Carnegie Hall, the Kennedy
Center Washington, the Pittsburgh
Symphony Orchestra, Vancouver,
Savannah, Indianapolis, Milwaukee,
Lyon and Tokyo. With the Philadelphia
Orchestra she sang Mozart’s Requiem
under Yannick Nézet-Séguin.
Important commitments in past seasons
include Nicklausse in Offenbach’s Tales of
Hoffmann and Hansel at the Metropolitan
Opera New York, Stéphano in Romeo et
Juliette at Liceu Barcelona, Angelina in La
Cenerentola at the Munich Opera Festival
and Annius in Mozart’s Clemenza di Tito
alongside Joyce DiDonato and Rolando
Villazon under Yannick Nézet-Séguin
in the Festspielhaus Baden-Baden. At
the Bavarian State Opera she appeared
as Susanna (Nozze di Figaro), Hansel,
Despina, Orlofsky, Sesto, Romeo, as
Kathleen Scott in the successful world
premiere of Srnka’s opera South Pole.
She made her celebrated US debut as
Angelina at the Washington National
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Opera, guested as Rosina and Angelina at
the Hamburg State Opera, sang the world
premiere of Iain Bell’s A Harlot’s Progress
at the Theater an der Wien and made her
role debut as Octavian in Rosenkavalier
at the Glyndebourne Festival and at the
BBC Proms. At the Vienna State Opera she
was not only Rosina but also successful
as Angelina in the new production of La
Cenerentola and was celebrated as the
‘New Belcanto Queen’ by the Frankfurter
Allgemeine Zeitung. At the 2016 Salzburg
Festival she made her debut as Siebel in
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Gounod’s Faust. Her Octavian in Richard
Strauss’ Rosenkavalier has been released
on DVD by Opus Arte.

Peter Whelan
Recent projects funded by The Arts
Council (Ireland) and Creative Scotland
involved recreating and staging live
performances of choral and symphonic
music from eighteenth-century Dublin
and Edinburgh. This led to his awardwinning disc Edinburgh 1742 for Linn
Records and his 2017 reconstruction of
the ‘Irish State Musick’ in its original
venue of Dublin Castle.

Born in Dundalk, Ireland, Tara Erraught
graduated from the Royal Irish Academy
of Music in Dublin. From 2008 she was
a member of the opera studio of the
Bavarian State Opera, from 2010 to 2018
she was a member of the ensemble. Tara
Erraught works regularly with Brigitte
Fassbaender on her song and opera
repertoire.

Peter Whelan is among the most exciting
and versatile exponents of historical
performance of his generation, with
a remarkable career as a conductor,
keyboardist and solo bassoonist. He is
Artistic Director of the Irish Baroque
Orchestra and founding Artistic
Director of Ensemble Marsyas. Recent
engagements have included appearances
with English Concert, Scottish Chamber
Orchestra, Orchestre de Chambre du
Luxembourg, RTÉ National Symphony
Orchestra of Ireland, Ulster Orchestra,
and the Academy of Ancient Music.
As conductor, Peter has a particular
passion for exploring and championing
neglected music from the Baroque era.

Peter begins 2022 with a co-production
between Irish National Opera and the
Royal Opera House. Performances of
Vivaldi’s Bajazet take place throughout
Ireland in January, and at London’s Royal
Opera House in February, featuring the
Irish Baroque Orchestra. This season also
sees Peter conduct Beethoven Orchester
Bonn, BBC Scottish Symphony Orchestra,
Scottish Chamber Orchestra, and Lahti
Symphony Orchestra.
Peter’s artistic direction in live
performance and the recording studio
has been widely praised for its ‘rich
insight, style and charisma’ (Guardian),
its ‘stylish verve’ (BBC Music Magazine),
its ‘exuberance and elegance’ (Irish
Examiner), and its ‘slick tempi, grit and
character’ (Golden Plec).
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Irish Chamber Orchestra
& Muireann Nic Amhlaoibh
Róisín ReImagined

Cormac McCarthy director/piano
Muireann Nic Amhlaoibh voice
Dónal O’Connor solo fiddle/harmonium
Darragh Murphy uilleann pipes
Catríona Frost percussion
Aisling Ennis harp

Irish Chamber Orchestra
Violin 1
Katherine Hunka (Leader), Nicola Sweeney,
Kenneth Rice, Louis Roden, Cliodhna Ryan
Violin 2
André Swanepoel, Anna Cashell,
Emily Nenniger, Oonagh Keogh, Lara Sullivan
Viola
Joachim Roewer, Mark Coates Smith,
Robin Panter, Cian O Dúill
Cello
Christian Elliott, Richard Angell,
Aoife Nic Athlaoich
Bass
Malachy Robinson
Duration 1 hr 40 mins approx.
(including interval)
WED 10 AUGUST 7.30PM
ST CANICE’S CATHEDRAL

Programme
1. Róisín Dubh
Trad. Arr. Paul Campbell
2. An Rabhais ar an gCarraig?
Trad. Arr. Niamh Varian-Barry
3. Bruach na Carraige Báine
Trad. Arr. Michael Keeney
4. An tSeanbhean Bhocht
Trad. Arr. Sam Perkin
5. Mollaí San Seoirse
Trad. Arr. Linda Buckley
6. Cailín na nÚrla Donn
Trad. Arr. Paul Campbell
INTERVAL
7. Sliabh Geal gCua
Trad. Arr. Cormac McCarthy
8. ‘S Ar Maidin Moch is mé
ar mo Leapain Bhoig
Trad. Arr. Sam Perkin
9. Instrumental – Mórshiúl na
Mara/Ar Thóir Donn Cualigne/
The Noon Lasses
10. Táim Sínte ar do Thuama
Trad. Arr. Niamh Varian-Barry
11. Slán le Máigh
Trad. Arr. Linda Buckley
12. Tá Mo Mhadra Medley
Trad. Arr. Cormac McCarthy
13. An Chúilfhionn
Trad. Arr. Michael Keeney

Programme Notes
Ta maorgacht agus uaisleacht ag baint le
hamhráin ár sinsear agus tá beatha nua
tugtha ag Muireann Nic Amhlaoibh agus a
comhluadar ceoil cumasach. Ceolfhoireann
Aireagail na hÉireann, do na hamhráin seannóis sa togra seo, Róisín ReImagined. Tugtar
‘amhráin mhóra’ ar amhráin mar ‘Róisín
Dubh’, ‘An Chúilfhionn’ agus ‘Táim Sínte ar do
Thuama’ agus tugtar a cheart do choincheap
seo an amhráin mhóir leis an gcóiriú ceoil
eipiciúil atá déanta ag lucht a gcóirithe
orthu, Michael Keeney, Linda Buckley agus
Cormac McCarthy ina measc. Tá nuálaíocht
agus beocht ag baint leis an gcóiriú seo agus
cuireann an ceol barr maise ar amhráin a
bhfuil áilleacht go smior iontu cheana féin.

Muireann Nic Amhlaoibh and the Irish
Chamber Orchestra have breathed new
life into the noble, classical songs of our
ancestors with this new project, Róisín
Reimagined. Examples such as ‘Róisín
Dubh’, ‘An Chúilfhionn’ and ‘Táim Sínte
ar do Thuama’ are often referred to as
‘amhráin mhóra’ or ‘big songs’ within
the tradition of Irish singing, and epic
arrangements by the likes of Michael
Keeney, Linda Buckley and Cormac
McCarthy befit the concept of ‘an
t-amhrán mór’. The arrangements
are innovative and animated, and the
music adds greatly to the innate beauty
of the songs.

Tá os cionn trí scór bliain caite ó chuir Seán
Ó Riada agus Ceoltóirí Chualann amhráin
sean-nóis na tíre seo ar stáitse náisiúnta
le tionlacan a bhí thar a bheith nuálach ag
an am. Móimint a bhí ann, más ceadmhach
an téarma sin a úsáid, don amhránaíocht
dhúchasach i ré nua-aimseartha. Chuaigh
an méid seo i bhfeidhm ar aeistéitic na
hamhránaíochta dúchasaí agus is iomaí
amhránaí agus ceoltóir atá ag treabhadh an
ghoirt sin ó shin.

Sixty years have passed since Seán Ó
Riada and Ceoltóirí Chualann elevated
our sean-nós songs to the national
stage, adding an accompaniment that
was, at that time, considered very
avant-garde. This was a moment, as it
were, in the life of Irish traditional music
in a modern age, and had a profound
influence on the aesthetic of traditional
Irish song.

Tá leibhéal eile fós bainte amach ag Nic
Amhlaoibh lena glór sainiúil, téagartha, binn,
ag ceolfhoireann Aireagail na hEireann agus
ag léiritheoir an togra, Dónal O’Connor, leis
an léiriú seo agus tá ardan cuí á thabhairt
arís d’amhráin a insíonn scéal agus stair na
tíre seo, agus a thugann léargas domhain ar
shicé na nGael freisin. D’eascair na hamhráin
mhóra sean-nóis ó chultúr a bhí lárnach sa

Ní Amhlaoibh’s distinct voice and
outward-looking approach has elevated
these songs to yet another level through
this project, and along with the Irish
Chamber Orchestra and producer Donal
O’Connor, she has given a platform to a
tradition that gives a deep insight into
the Irish psyche. These sean-nós songs
emerged from a practice that was part
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mhórchultúr Eorpach, idirnáisiúnta, agus
is cinnte go n-éireoidh leis an togra seo
éisteoirí ó chuile chearn den domhan a
mhealladh. Is aoibhinn Dia don éisteoir
a thabharfar ar thuras sonach an cheoil
seo agus is cinnte gur iontlas meanman a
bheas ann don té a mbeidh an t-ádh air nó
uirthi a bheith i láthair ag an láithriú beo.
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of a wider European and international
culture, and this project will resonate with
people from every corner of the world. The
new incarnation of these old songs is a
beautiful, uplifting sonic journey, especially
for those fortunate enough to experience it
live, and is sure to leave an imprint on the
consciousness of the Irish song tradition.

Dr Síle Denvir

1. Róisín Dubh
Trad. Arr. Paul Campbell
Strings, Harp, Piano, Uilleann Pipes, Percussion, Harmonium
‘Róisín Dubh’, ‘Dark Rosaleen’, or ‘Little Dark Rose’, is one of Ireland’s most famous
political songs. It is based on an older, possibly 16th-century, love-lyric which referred to
the poet’s beloved rather than, as here, being a metaphor for Ireland. The intimate tone of
the original carries over into the political song. It is often attributed to Antoine Ó Raifteiri,
but almost certainly predates him.
Róisín Dubh is ea ceann de na hamhráin pholaitiúla is mó cáil in Eirinn. Ta se bunaithe
ar lirici gra atá níos sine, ón 16ú aois b’fhedir, a thagair do ghrá geal an fhile seachas
a bheith mar mheafar ar Éire mar atá anseo. Braithear fós an guth pearsanta ón
mbunamhrán sin sa leagan polaitiúil. Is minic go luaitear an t-amhrán le Antoine Ó
Raifteirí, ach tá sé geall leis cinnte gur cumadh roimh an ama sin é.
A Róisín ná bíodh brón ort fé’r éirigh dhuit:
Tá na bráithre teacht that sáile ’s iad ag
trial ar muir,
Tiocfaidh do phárdún ón bPapa is ón
Róimh anoir
‘S ní spárálfar fíon Spáinneach ar mo
Róisín Dubh.

Róisín don’t be sad about what happened to you:
The brothers are coming abroad as they go
to sea,
Your pardon will come from the Pope and from
Rome to to the east
And Spanish wine will not be spared on my
Róisín Dubh.

Is fada an réim a léig mé léi ó inné go
dtí inniu,
Trasna sléibhte go ndeachas léi, fé sheolta
ar muir;
An Éirne do chaith mé ‘léim í, cé gur mór é
an sruth;

I’ve been with her for a long time from
yesterday to today,
Across mountains I went with her, under sails
at sea;
The Erne I had to jump her, though the current
was great;

‘S bhi ceol téad ar gach taobh díom
is mo Róisín Dubh.

And there was string music on all sides of me
and my Róisín Dubh.

2. An Rabhais ar an gCarraig?
Trad. Arr. Niamh Varian-Barry
Strings
A two-verse form of this song is commonly stated to have been used in Ireland
during the Penal era (1695–1829) as a form of ‘code’ to signify the holding of Mass.
In this interpretation, believed by Séamus Ennis, Seosamh Ó hÉanaí and others and
perpetuated when the song was taught in schools, the first line refers to a mass rock
rather than a place name and the singer’s ‘Valentine’ is a veiled reference to the Church.
One early source is the 1937 story ‘Carraig an Aifrinn’ by Sean Ó Cuirinn, which bases a
story of penal-era repression on ‘An raibh tu ag an gCarraig?’ Nevertheless, it is likely
that the original, six-verse version was conceived much earlier as a love song, rather
than an allegory.
Deirtear go mbaintí úsáid as leagan dhá véarsa den amhrán seo le linn aimsir na
bpéindlithe in Éirinn (1695–1829) mar ‘chód’ le cur in iúl go raibh Aifreann á léamh.
Ag baint an bhrí sin as an amhrán, chreid Séamus Ennis, Seosamh Ó hÉanaí agus a
thuilleadh nach iad, gur bhain an charraig a luaitear sa chéad líne le carraig aifrinn
seachas le logainm agus gur tagairt indíreach don Eaglais a bhí sa ‘Valentine’. Treisíodh
an tuiscint sin ar bhrí an amhráin agus é á mhúineadh ar scoil. Foinse luath eolais atá
againn ná an scéal ‘Carraig an Aifrinn’ ó 1937 le Seán Ó Cuirinn, a chuireann síos ar an
gcos ar bolg a bhí ag tarlú le linn na bpéindlithe agus a bhí bunaithe ar ‘An raibh tú ar
an gCarraig?’ Mar sin féin, tá seans maith ann gur cumadh an bunleagan, ina bhfuil ó
véarsa, i bhfad níos luaithe mar amhrán grá seachas mar fháthscéal.
An rabhais ar an gcarraig?
Nó an bhfaca tú féin mo ghrá?
Nó an bhfaca tú gile agus finne
Agus scéimh na mna?
Nó an bhfaca tú an t-úll
Ba chumhra a’s ba mhilse bláth?
Nó an bhfaca tú mo vailintín?
Nó a’ bhfuil si dá cloí mar ‘táim?

Were you at the rock
Or have you seen my love for yourself?
Or have you seen brightness and lightness
And the beauty of the woman?
Or did you see the apple
A flower was fragrant and sweet?
Or did you see my Valentine?
Or is she tortured as I am?

Ó do bhíosa ar an gCarraig.
Agus chonacsa fhéin do ghrá
Is do chonacsa gile finne

I was at the white rock,
And I saw there your true love
I saw the brightness and the whiteness

50 KILKENNY ARTS FESTIVAL 2022

IRISH CHAMBER ORCHESTRA & MUIREANN NIC AMHLAOIBH 51

Agus scéimh na mná
Is do chonacsa an t-úll
Ba chumhra is ba mhilse bláth
Agus chonaic mé do Vailintin
Agus ní sí á cloí mar ‘táim.

And the beauty of the woman
And I saw the apple
Most fragrant and sweet flower
And I saw your Valentine
And she is not tortured as you are.

Nuair a bhímse im’ choladh
Bíonn osnai gan bhrí im’ chléíbh
Is mé ag luí idir chnocaibh
Go dhagann an drúcht aniar
A rún is a chogair
Níl fortacht mo chúis ach ag Dia
Is go deárna loch fola
Do shlas mo shúil id’ dhéidh.

When I’m in bed
My chest sighs meaninglessly
I am lying between hills
That the dew comes west
My secret and my whisper
The comfort of my cause is only by God
A lake of blood was made
By all my eyes saw after you.

3. Bruach na Carraige Báine
Trad. Arr. Michael Keeney
Strings, Harp, Solo Fidddle, Harmonium, Percussion
This is a Co. Kerry version of a love song in the classical style from the 17th century. Several
versions of it exist, in Cork and in Donegal. It has been attributed to Dominic Ó Mongáin,
the blind bard from Tyrone who is thought by some to have composed ‘An Rabhais ar
an gCarraig?’ also, and the two ‘Carraigs’ in the songs are one and the same. Muireann
learned this West Kerry version of the song from singer Séamus Begley.
Seo leagan Ciarraíoch d’amhrán grá sa stíl chlasaiceach ón 17ú haois. Tá go leor
leaganacha dó ar fáil i gCorcaigh agus i nDún na nGall. Luaitear é le Dominic Ó Mongáin,
an bard dall ó Thír Eoghain agus tá daoine ann a cheapann gurb é a chum ‘An Rabhais ar
an gCarraig?’ chomh maith, agus gurb í an ‘Charraig’ chéanna atá i gceist sa dá amhrán.
D’fhoghlaim Muireann leagan Chorca Dhuibhne den amhrán seo ó Shéamus Ó Beaglaoich.
Ó’s thiar cois abhainn gan bhréag gan dabht,
tá an ainnir chiúintais mhánla,
Gur gile ar a com í ná an eala ar an dtonn ó
bhathais go bonn a bróige,
Is í an stáirbhean í a chráigh mo chroí agus
d’fhág sí m’intinn brónach,
Is leigheas le fáil níl agam go brách, ó
dhiúltaigh mo ghrá geal domhsa

From the west by a river without a doubt,
is the beautiful, quiet and gentle woman,
She is brighter on her waist than the
swan on the wave from the brow to the
sole of her shoe,
She is the noblewoman who tormented
my heart and left my mind sad,
I have no cure for ever, since my bright
love has denied me.

0 b’fearr liom fhéin na Éire mhór na
saibhreas Rí na Spáinne,
Go mbeinnse is tusa i lúb na finne i gcoillte
s’ i bhfad ónar gcairde,
0 mise is tusa bheith pósta a ghrá le haontoil athar is máthar,
A mhaighdean óg is mílse póg gur tú grian
na carraige báine

Oh, I would rather than great Ireland or
the wealth of the King of Spain,
That you and I be in the loop of the wind
in the woods and far from our friends,
Oh me and you be married to love with
the consent of father and mother,
Young maiden of the sweetest kiss, you
are the sun of the white rock.

A stuaire an chinn chailce más dual gan tú a
bheith agam,
beidh cóir ort a thaithneodh le do chairde
ldir shíoda agus hata ó bhonn go bathas, ‘s
gach ní insan gcathair dá háille
Beidh do bhólacht á gcasadh gach neoin
chun an bhaile, ceol binn ag d’eachaibh
ar bhanta,
Beidh ór ar do ghlaice is cóiste do tharraingt
go bruach na carraige báine

Oh fair-haired beauty, if you do not have
me, you will be treated by your friends
Between silk and hat from head to toe,
everything in the city that is beautiful
Your cattle will be turning every noon to
the town, sweet music by your horses on
the meadow,
Gold will be on your hand and your coach
will be led to the edge of the white rock.

4. An tSeanbhean Bhocht
Trad. Arr. Sam Perkin
Strings
A traditional ballad celebrating the United Irishmen’s Rising of 1798, dating in particular
to the lead-up to a French expedition to Bantry Bay that ultimately failed to get ashore
in 1796. The ‘Sean-Bhean bhocht’ (Poor Old Woman) is used to personify Ireland.
Seo bailéad traidisiúnta in ómós d’Éirí Amach na nÉireannach Aontaithe in 1798, go
háirithe an méid a thit amach agus an cabhlach Francach ag seoladh go Bá Bheanntraí
in 1796. Níor éirigh leo go léir teacht i dtír slán, áfach. Úsáidtear an ‘tSeanbhean Bhocht’
mar íomhá d’Éire.
“Tá na Francaigh teacht thar sáile”
Arsa an tSean-bhean bhocht.
“Tá na Francaigh teacht thar sáile,”
Arsa an tSean-bhean bhocht
“Táid ag teacht le soilse ré,
‘s Beid anseo le fáinne an lae,

The French are coming over the ocean,
says the Poor Old Woman,
The French are coming over the ocean,
says the Poor Old Woman,
They’re coming by moonlight,
and they’ll be here by break of day,
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s beidh ár námhaid go cráite tréith,”
Ars an tSean-bhean bhocht.

And our enemy will be tormented and weak,
Says the Poor Old Woman.

of Ireland, 1903), which is the name of a ballad by Limerick-born writer and playwright
Gerald Griffin (1803–1840).

“Is cá mbeidh cruinniú na Féinne?”
Arsa an tSean-bhean bhocht.
“ls cá mbeidh cruinniú na Féinne?”
Arsa an tSean-bhean bhocht.
“Thíos ar bhánta leathan reidh,
Cois Chill Dara ghrámhar shéimh,
Pící glana ‘s claímhte faobhair,”
Ars an tSean-bhean bhocht.

And where will the band of soldiers meet?
says the Poor Old Woman,
Where will the band of soldiers meet?
says the Poor Old Woman.
Down on the broad level grasslands,
Beside lovable and gentle Kildare,
Clean pikes and sharp swords,
Says the Poor Old Woman.

“ls a bhfaighimid fós ár saoirse?”
Arsa an tSean-bhean bhocht.
“ls an bhfaighimid fós ár saoirse?”
Arsa an tSean-bhean bhocht.
“Beimid saor ‘dir bhun is craobh,
Beimid saor ó thaobh go taobh,
Saor go deo le cabhair na naomh!”
Arsa an tSean-bhean bhocht.

Deirtear gur seacht nó ocht gcéad port a chum an cláirseoir ársa Thomas O’Connellan
(c.1640–1698) ó Chluain na Maithín, Co. Shligigh, agus tá an t-amhrán seo ar cheann
acu. Is iad ‘Molly St George’, ‘Molly MacAlpin’ agus ‘Eileen Aroon’ (le Cearbhall Ó
Dalaigh), an trí phort is ársa don chláirseach a bhfuil licirí fós againn dóibh. Baineadh
úsáid as an bhfonn seo i go leor de na bailiúcháin is tábhachtaí atá ann ón ochtú haois
déag. Tháinig an tAthair John Quinn ar leagan den fhonn in úsáid san amhrán ‘Bride
of Malahide’ (fonn a cuireadh i gcló sa leabhar Music of Ireland le Francis O’Neill,
1903), agus atá mar ainm ar bhailéad cumtha ag an scríbhneoir agus an drámadóir ó
Luimneach Gerald Griffin (1803–1840).

And will we yet get our freedom?
says the Poor Old Woman,
Will we yet get our freedom?
says the Poor Old Woman.
We’ll be free from trunk to leaves,
We’ll be free from side to side,
Free forever with help from the saints,
Says the Poor Old Woman.

“Is cén dath a bheidh in airde?”
Arsa tseanbhean bhocht
“Is cén dath a bheidh in airde?”
Arsa tseanbhean bhocht
“Saorbhrat uaithne buacach ard
Gaoth dá scuabadh in uachtar barr
Is foireann fuadrach d’uaislibh Fáil
Arsa an tSeanbhean bhocht

And what colour will be raised?
says the Poor Old Woman,
And what colour will be raised?
says the Poor Old Woman.
A lofty green free flag,
The wind blowing it on high,
And a bustling troop of the nobles of Ireland,
Says the Poor Old Woman.

5. Mollaí San Seoirse
Trad. Arr. Linda Buckley
Strings
One of the supposed seven or eight hundred tunes composed by the ancient harper
Thomas O’Connellan (c.1640–1698) from Cloonmahon, Co. Sligo. ‘Molly St George,’ along
with ‘Molly MacAlpin’ and ‘Eileen Aroon’ (by Cearbhall Ó Dálaigh), comprise the three
earliest Irish harp tunes with extant lyrics. The melody was included in several of the
most important collections throughout the 18th century. Fr John Quinn finds a version of
the melody as the vehicle for ‘Bride of Malahide’ (an air printed in Francis O’Neill’s Music

Sí an ‘níon sin San Seoirse
An óigbhean rug barr
Le feise, le mórdháil
Le sgeímh is le breácht.
Sí an ainnir chiuin óg í
‘sí is ionnraic a’s fear
Ón tSionnain chun na h-Ómuí
ón Ómuí go Droichea Átha
Portumna na long is
go Luimneach na mbád.
Go deimhin, a Mhailí mhaighdean
níl do leitheidse le fáil.

Miss St George
Is the fairest young woman
So festive, so proud,
So beautiful of face
She is the quiet young woman
Most honest and best
From the Shannon to Omagh
From Omagh to Drogheda
Portumna of the ships
And Limerick of the boats
Certainly, oh maiden Molly
Your likes would not be found

Is me an síogaí ón ndíleann
ar bhruach loch a’ snámh
Is me an siogaí ga mo dhíbirt
ó Ghaillimh ‘s gach áít
Bíonn líon ar gach taobh
dhíom
chuir na milte chun báis
Líon a mbíonn síothbhraíocht
Is líonn a mbíonn grá
Mo chreach mór is mo dhíth nach
i líon aca táím.
‘S gan m’fhuaiscilt ag aoinneach
Ach ag an mhaighdean deas mná.

I am a spirit from the deluge
Floating at the banks of a lake
And I’m a spirit banished
From Galway and every place
There’s nets all around me
That have killed thousands
A net of enchantment
And a net of love
It’s my great woe and loss
That I’m not in one of these nets
With no one to rouse me
Except the lovely maiden
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Ta mo chaired ga shíor-rá liom
go bhfuilim gan cheill,
Go bhfuil grá agam ar Mháire
‘s gn fáth dhom bheith lei
Go mbíom gá síor-shása
‘s ag innse na mbreág
‘S gur binne liom mó cláirseach
foghar a beil
Tá an bás ga mo chra’s is
fogus domh an t-eag.
Go deimhin, a Mhaillí mhaighdean,
muna ngeabhair liom féin.
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My friends are always saying
That I am without sense
That I am in love with Molly
Without cause to be with her
That I am always contriving
And telling lies
And sweeter to me than my harp
Utterances from her mouth
Death is threatening me
And I am near to extinction
Indeed, Molly, maiden
If I don’t get you to myself

6. Cailín na nÚrla Donn
Trad. Arr. Paul Campbell
Strings, Piano, Harp, Percussion, Whistle, Fiddle
A song Muireann learned from local West Kerry singer Seosaimhín Ní Bheaglaoich. This is
a light-hearted, conversational style macaronic song, which means it is in both Irish and
English. The narrator frequently changes back and forth, and there is a play on words that
showed off the composer’s prowess in both languages. Macaronic songs were especially
popular at the end of the 19th century and turn of the 20th century when Irish began to
decline and English was becoming more commonly spoken.
D’fhoghlaim Muireann an t-amhrán seo ó Sheosaimhín Ní Bheaglaoich, amhránaí áitiúil
ó Chorca Dhuibhne. Amhrán éadrom-chroíach, comhráiteach é seo sa stíl mhacarónach
a chiallaíonn go bhfuil sé as Gaeilge agus as Béarla. Aistríonn an reacaire go héasca ó
theanga go teanga, agus tá imeartas focal ann a léiríonn scil agus cumas an chumadóra
sa dá theanga. Bhí na hamhráin mhacarónacha comónta go maith ag deireadh an 19ú
haois agus tús an 20ú haois nuair a thosaigh meath ag teacht ar an nGaeilge agus go
raibh an Béarla ag éirí níos comónta mar theanga labhartha.
A chailín na n-úrla donn, is tú mo ghrá
gan dabht,
Is suite deas do chom is do chnámha.
Likewise your features round excel the
Lady Browne,
And her equals can’t be found insan
ait seo.

Brown-haired girl, you are my
undoubted love,
Your waist and bones are nicely positioned.
Likewise your features round excel the
Lady Browne,
And her equals can’t be found in
this place.

If I had a thousand pounds, I would lay the
money down,
Dá mbeifeá agam i bPort Láirge;
Do thógfaimís ann long, is do
rachaimis anonn,
Thar farraige, is níorbh eagla dúinn
bheith báite.

If I had a thousand pounds, I would lay
the money down,
If I had you in Waterford;
Let us build a ship there, and let us
go over,
Over sea, we were not afraid
of drowning.

“Ní ghéillim-se dod ghlór, mar is mór do
dhúil san ól,
Thar farraige Ní rachadsa go brách leat.
I believe you are for sport, so I beg you let
me alone,
Is gur le bladaireacht a mheallann tú na
mná leat.
If I bade my friends adieu for to go along
with you,
Geallaim duit gur fada do bheadh trácht
orainn;
I believe I’ll stay at home and never go
to roam,
Seachain ort! Do radaireacht ní háil liom.”

“I do not yield to your voice, for you
love to drink,
Over sea you will never go.
I believe you are for sport, so I beg you
to let me alone,
It is with blasphemy that you attract
women to you.
If I bade my friends adieu for to go
along with you,
I promise you that we will be talking for
a long time;
I believe I’ll stay at home and never go
to roam,
Avoid you! I don’t like your messing.

“ls buartha atá mo chroí, le taithneamh
mór dod ghnaoi,
Is go mb’aite liom i n-aice thú ná ceol sí,

“My heart is sad, with great delight in
your kindness,
And that I would rather be near you
than music,
When I go to bed at night, no sleep can
I entice,
But lying on my side in sore grief.
By this and that indeed, and the Bible
we do read,
I would not part with you for silver or
for yellow gold,
My treasure, wealth and store, you
shall be forever more,
Come home with me and I will give you
my means, my dear.”

When I go to bed at night, no sleep can I
entice,
But lying on my side in sore grief.
By this and that indeed, and the Bible we
do read,
Ní scarfainn leat ar airgead ná ar ór buí,
My treasure, wealth and store, you shall be
forever more,
Tar abhaile liom is bhéarfad m’acmhainn
duit, a stór groí.
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“Your civil silver tongue, I think it’s
moving young,
Your chattering and flattering won’t
coax me,
Is da ngéillfinn féin dod dhlí, is é an cam
a bheadh id chroí,
Nárbh é an peaca dhuit mé a mhealladh
led chuid gnóthaí.
“Can’t you come and try, my kindness you
shall find,
Bhéarfainn m’acmhainn duit go
rabairneach a stór groí,
I’ll buy you decent shoes, silk and
satin clothes,
Is insan Ghaillimh ‘sea do thógfaimfs
ár lóistín.

“Your civil silver tongue, I think it’s
moving young,
Your chattering and flattering won’t
coax me,
If I were to obey your law, your heart
would be crooked,
It was not your sin to lure me into
your business.
Can’t you come and try, my kindness you
shall find,
I would give you my resource
extravagantly, my dear,
I’ll buy you decent shoes, silk and
satin clothes,
We would build our accommodation
in Galway.”

“Your ranting cant I hate, and your idle
silly prate,
Mar is cleasaí ceart, is réic bocht tú, is
dóigh liom,
I must get my parents’ leave before
I misbehave,
Tar abhaile anois, a sheaircín ó,
agus pósfam.
“My charming lovely dame, my heart is in
a flame,
Is bheadh eagla orm ná géillfidís
dom ghlór-sa,
If you don’t ease my grief, and grant me
some relief,
Sin seanchas gur chodlaigh mé le
brón tríd.

“Your ranting cant I hate, and your idle
silly prate,
As a proper trickster, you are a poor rake,
I think,
I must get my parents’ leave before
I misbehave,
Come home now, sweetheart, and I’ll
get married.”
“My charming lovely dame, my heart is
in a flame,
I would be afraid if they would not obey
my voice,
If you don’t ease my grief, and grant me
some relief,
That’s a story that I slept through
sadness.”

7. Sliabh Geal gCua
Trad. Arr. Cormac McCarthy
Strings, Piano
A song of emigration composed by Pádraig Ó Miléadha who was born in Sliabh gCua, Co.
Waterford in 1877. He was a poet and a writer of the Irish Language Revival who left a
lasting impression on the folk song repertoire in the area. ‘Sliabh Geal gCua na Féile’, his
most popular song, is still part of the local repertoire.
Amhrán faoin imirce é seo, cumtha sa bhliain 1877 ag Pádraig Ó Miléadha ó Shliabh gCua,
Co. Phort Láirge. File agus scríbhneoir de chuid Athbheochan na Gaeilge ab ea é agus
d’fhág sé a rian ar stór na n-amhrán pobail sa cheantar. Cantar fós ‘Sliabh Geal gCua na
Féile’, an t-amhrán is mó a bhfuil gean air dá chuid, sa dúthaigh sin.
Ó a Shliabh geal gCua na féile, is fada uait
i gcéin mé,
Im’ shuí cois cuain im’ aonar go tréithlag
faoi bhrón;
An tuile bhuí ar thaobh díom ‘dir mé ‘gus
tír mo chléibhe,
Is a Shliabh geal gCua na féile nach géar é
mo sceol?
Dá mbeinnse i measc mo ghaolta i
Sceichín glas na séimhfhear,
Nuair a scaipeann teas na gréine ó spéir
gheal gan smál;
Nó dá mbeinnse ansiúd fé’n réaltain nuair
a thiteann drúcht ar fhéar ann,
Ó a Shliabh geal gCua nár dhéirc sin dá m’
fhéidir á ‘ fháil!

Bright, bountiful mount Cua so far,
far away
I sit by the sea weak, lonely
and sad
The foam-tipped waves divide me from
my love
Oh bright bountiful mount Cua, how
wretched my tale
If I were there with my people on the
green-clad hills
Warmed by the heat of the sun in a
bright, cloudless sky
Or if I were there on a starry night as
dew falls on the grass
Oh bright bountiful mount Cua How
wretched my tale

‘Sé mo léan ná bhfuaireas tógaint le léann
is mórchuid eolais,
I nGaoluinn uasal cheolmhar ba sheolta
mo bhéal;
Ó thabharfainn cuairt thar sáile is
thabharfainn bua thar barr chugat,
Mar a Shliabh geal gCua ba bhreá liom thú
‘ ardú fé réim.
Mo ghrása thall na Déise, ‘dir bhánta,
ghleannta is shléibhte,

My sorrow, that I was not raised with
learning and skill
The noble strains of Gaelic as jewels on
my lips
I would travel far and come back with
prizes to you
My splendid mount Cua I would sing
praise to your name
The Deise is my love Its plains, valleys
and hills
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Ó shnámhas anall thar tréanmhuir táim
tréithlag gan bhrí;
Ach ó b’ áil le Dia me ‘ ghlaoch as, mo
shlánsa siar go hÉirinn,
Agus slán le Sliabh na Féile le saorghean
óm’ chroí!

IRISH CHAMBER ORCHESTRA & MUIREANN NIC AMHLAOIBH 59

Since I crossed the great ocean, I am
lifeless and low
But God willed that I should leave So I
send my blessings home
And bid farewell to the bountiful
mountain with all my soul

8. ‘S Ar Maidin Moch is mé ar mo Leapain Bhoig
Trad. Arr. Sam Perkin
Strings

‘Is a bháb an tsuilt ó ba bhreátha crot
Ná an sneachta ar chnoc le gréin,
Mar d’fhágais-se tinn breoite mé
‘s ní mór é mo shos ón bpéin,
ach phósfainnse gan feoirling tú
‘s ní iarfainn leat ba na spré,
ach tá móid orm le hóigmhnaoi dheas
ón gcomharsanacht roimh ré.’

Oh fair maiden of the most beautiful of
shapes Fairer than the snow on a hill with
sunshine, Because you made me sick
and sore
And I cannot break from the pain,
but I will marry you without a farthing
‘SI would not ask of you cattle or dowry,
but I am sworn to a pretty young lady
from the neighborhood already

A song of unrequited love in the classical style composed by Máire Bhuí Ní Laoghaire
(1774–c.1848). Ní Laoghaire was born in Túirín na nÉan in Uibh Laoghaire (Iveleary), near
Ballingeary, County Cork. The version Muireann sings was learned from the singing of
the celebrated West Kerry singer Seán de hÓra (1908–1989).

9. Instrumental
Mórshiúl na Mara, Ar Thóir Donn Cualigne, The Noon Lasses

Seo amhrán a thráchtann ar an ngrá gan chúiteamh sa stíl chlasaiceach, cumtha ag
Máire Bhuí Ní Laoghaire (1774–c.1848). Rugadh Ní Laoghaire i dTúirín na nÉan in Uíbh
Laoghaire, in aice le Béal Átha an Ghaorthaidh, Co. Chorcaí. Canann Muireann an leagan
seo a d’fhoghlaim sí ó amhránaíocht Sheáin de hÓra (1908–1989), amhránaí clúiteach ó
Chorca Dhuibhne.

10. Táim Sínte ar do Thuama

‘S ar maidin moch is mé ar mo leabain bhoig
‘sea chuala ceol na n-éan;
mar ‘sea a smaoíníos-sa ó ba chóir dom dul
ag muscailt stoic chun féir,
mar ‘sea bhuail sí liom ‘s a caidhp ina hucht
‘s í ag cíoradh a foilt go réidh,
an chúileann ghlic do b’áille crot
ná an eala ar shruth an éisc.

Early in the morning and I’m on my soft bed
I heard the music of the birds;
as I thought I should go
Herding the stock to the grass,
She met me with her cap to her chest
As she gently combed her hair,
The clever fair maid with a shape more
beautiful than the swan on a stream of fish

Is mo chroí do chrith dá fhiafrái di
Cén tír gurb as an bhé:
‘Nó tú Clíona ghlic a chuir draíocht is broid
is d’fhág ina raic an Trae,
nó an tú Deirdre a thug grá cleibh is cion
nó Naois ‘ do cailleadh léi,
nó an bhean do rug lé háilleacht crot

My heart trembled when I asked her
Which country did you come from:
‘Clever Cliona, who enchanted and
distressed, and left Troy in ruins
Are you Deirdre who gave love and affection
Or Naois who lost her
Or are you the woman who, with the beauty
of her appearance,
Won the apple from stiff competition?’

an t-úll ó iomaidh ghéir?’

Fiddle, Flute, Uilleann Pipes, Bodhrán & Piano

Trad. Arr. Niamh Varian-Barry
Strings
A 17th-century song of grief presumed to be from Múscraí, Co. Cork that Muireann
learned from the singing of Diarmuidín Ó Súilleabháin (1947–1991) from Cúil Aodha who
lived in Dún Chaoin, Co. Kerry where Muireann grew up.
Amhráin bróin é seo ón 17ú haois a mheastar gurb ó Mhúscraí, Co. Chorcaí é. D’fhoghlaim
Muireann é ó amhránaíocht Dhiarmuidín Uí Shúilleabháin (1947–1991) ó Chúil Aodha a
bhí ag maireachtaint i nDún Chaoin, Co. Chiarraí áit a tógadh Muireann.
Táim sínte ar do thuama,
Is do gheóir ann de shíor mé
Dá mbeadh barr do dhá lámh agam
Ní scarfainn leat choíche.
A úillin is a ansacht,
Is am domhsa luí leat,
Tá boladh fuar na cré orm,
Dath na gréine ‘s na gaoithe.

I am lying on your tomb,
And will be found there forever
If I had the tip of both your hands I would
never part with you.
My little apple and affection,
lt1s time for me to lie with you,
You smell of the earth.
The colour of the sun and the wind.

Tá cló ar mo chroí-se
Tá líonta le grá dhuit,

There’s an imprint on my heart
Filled with love for you,
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Lionndubh ar thaobh thíos de
Chomh cíordhubh le h-áirne
Is má bhaineann aon ní dhom
Nó go nglaofadh an bás mé,
Beadsa im’ shí gaoithe
Romhat thíos ar na bánta.

Black on the underside
As black as the sloe
If anything concerns me
And that death would call me,
I will be a fairy breeze
Ahead of you on the meadow.

Nuair is dóigh le mo mhuintir
Go mbímse ar mo leabaigh,
Ar do thuama ‘sea do bhímse
Ó oíche go maidin:
A’ cur síos mo chruatan
Agus a’ síor-ghol go daingean.
Tré mo bhuachaill ciúin stuama
Do luadh liom ‘na leanbh.

When my family think
That I am in my bed,
On your tomb I am lying
From night to morning:
Describing my hardship
And crying constantly.
For my loyal quiet boy
I was promised to as a child.

11. Slán le Máigh
Trad. Arr. Linda Buckley
Strings
Composed by Aindrias Mac Craith (1709–1794). Known as the Merry Peddler (An
Mangaire Súgach), Mac Craith was one of the great classical poets that would assemble
in Croom, County Limerick. He was very famous for his quick wit and would bother many
people with his harsh words. He was banished by the parish priest from the area as he
had upset so many people. He composed this song upon his exile.
Ba é Aindreas Mac Craith 1709–1794 a chum an t-amhrán seo. Thugtaí an Mangaire
Súgach ar Mhac Craith agus bhí sé ar dhuine de na mór-fhilí clasaiceacha a thagadh
le chéile i gCromadh, Co. Luimnigh. Bhí an-cháil air as a dheisbhéalaíocht agus as a
bheith tapaidh ar a theanga agus is mó duine a mhaslaigh sé lena bhriathra géara.
Chuir an sagart paróiste an ruaig air ón áit toisc go raibh daoine cráite aige. Chum sé an
t-amhrán seo agus é á dhíbirt as an gceantar.
Ó slán is céad ón dtaobh seo uaim
Cois Máigh na gcaor na gcraobh
na gcruach,
Na stád, na séad, na saor, na slua,
Na ndán, na ndréacht, na dtréan
gan ghruaim.

A hundred farewells from this side of me
Beside Maigue of the berries, the bushes,
the stacks,
the estates, the jewels, the craftsmen, the people,
the arts, the stories, the cheerful warriors.

Och, ochón is breoite mise,
Gan chuid, gan chóir, gan chóip,
gan chiste,
Gan suit, gan seoid, gan spórt,
gan spionnadh
Ó seoladh mé chun uaignis.

Chorus:
Oh, woe, it is sick that I am,
Without a share, or right, or company
or treasure,
without happiness, or jewel, or sport,
or vitality,
since I was sent into loneliness.

Slán go héag dá saor-fhir suairc,
Dá dáimh, dá heigs’, dá chléir,
dá suag,
Dom chaired cléibh gan chlaon,
gan chluain,
Gan cháim, gan chaon, gan chraos,
gan chruas. (curfá)

Farewell forever to her pleasant freemen,
to her kinship, her gatherings, her clergy,
her scholars,
to my dear friends, sincere
and kind
without fault, without subterfuge, without
greed, without meanness.

Slán dá n-éis dá bhéithibh uaim,
Dá gcáil, dá gceill, dá scéimh,
dá snua,
Dá mna go léir, dá gcéim, dá gcuaird,
Dá bpraisc, dá bplé, dá méin,
dá mbua.

Good-bye, one by one, to its beautiful women
To their fame, their sense, their loveliness,
their complexions
To all its women, to their rank, their visitations
Their messing, their discussions, their minds
and their talents.

12. Tá Mo Mhadra Medley
Trad. Arr. Cormac McCarthy
Strings, Piano, Tin Whistle, Flute, Fiddle, Uilleann Pipes, Percussion, Harp
(Tá Mo Mhadra, An Bóthar Ó Thuaidh, Haigh Didil Dum, An Bhairille,
Cuirimid Deaindí)
These fast-paced songs are all also played as traditional tunes and very often would
have been sung for dancing in the absence of an instrument. Some of them are
commonly sung for children. The words of such songs are mostly light-hearted, often
about farmyard animals, food, drinking and dancing.
Is amhráin iad seo a chantar ar luas mear agus seinntear iad freisin mar phoirt
traidisiúnta. Is minic a chantaí iad do rinceoirí sa chás nach raibh uirlisí ceoil ar fáil.
Cantar cuid acu go minic do leanaí. Bíonn liricí amhráin den saghas seo éadrom-chroíach
den chuid is mó agus iad ag trácht ar ainmhithe feirme, bia, ól agus rince.
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Tá Mo Mhadra

Haigh Didil Dum

Tá mo mhadra, níl mo mhadra, tá mo
mhadra coillte,
Tá mo mhadra, níl mo mhadra, Ián go
barra de mhíola.

My dog is, my dog is not, my dog
is castrated,
My dog, my dog is not, full to the brim
with lice.

Haigh didil dum, an cat is a mháthair
D’imigh go Gaillimh a’ marcaíocht ar bhárdal;
D’imigh go Gaillimh a’ marcaíocht ar bhárdal;
Is haigh didil deighdil dó, haigh didil dum.

Haigh didl dum, the cat and his mother
Went to Galway on the back of a drake.

Raghadsa siar go Com a’ Liaigh, is
tiocfaidh mé aniar im aonar
Muna bhfaigheadsa stiall i gCom a’
Liaigh, ní gheobhfaidh mé stiall in
aon chor.

I’ll go back to Com a’ Liaigh, and I’ll come
back alone
If I don’t get the lash in Com a’ Liaigh,
I won’t get the lash at all.

Haigh didli dum, do tháinig an bháisteach,
Báthach go craiceann an cat is a mháthair;
Báthach go craiceann an cat is a mháthair;
Is haigh didil deighdil dó, haigh didil dum.

Haigh didil dum, along came the rain
The cat and his mother were soaked to
the skin.

Raghadsa soir go Garraí na dTor, maidin
Dé Luain ar aistear
Cé bhuailfeadh liom ach Máire Bheag,
is chuas ar mo chor gan dabht léí.

I will go east to Garraf na dTor, on Monday
morning on a journey,
Who would I meet only Maire Bheag, and of
course we went off together.

Haigh didil dum thug Walter dinéar doibh,
Dreóilin beag rósta, ‘gus smóilin is céirseach.
Dreóilin beag rósta, ‘gus smóilin is céirseach.
Is haigh didil deighdil dó, haigh didil dum.

Haigh didil dum, Walter gave them dinner
A small roast wren, and a thrush and
a blackbird.

An Bhairille

An Bóthar ó Thuaidh
An bóthar ó thuaidh, an bóthar
ó thuaidh,
An bóthar ó thuaidh chun Trá Lí.
An bóthar ó thuaidh ‘s an
cóngar aduaidh
‘S an bóthar ó thuaidh chun Trá Lí.

The road north, the road north,

An bóthar ó thuaidh, ó thuaidh, ó
thuaidh,
An bóthar ó thuaidh chun Trá Lí.
An bóthar ó thuaidh ‘s an
cóngar aduaidh
‘S an bóthar ó thuaidh chun Trá Lí.

The road north, north, north,
The road north to Tralee.
The road north and the short cut south

The road north to Tralee.
The road north and the short cut south
And the road north to Tralee.

Haon tí rí tí ró, haon tí ró trí reachaire,
Haon tí rí tí ró, is cuir ar a thóin a’ bhairille.

One and two and three,
One and two and a recitation
One and two and three
and put on the barrel on its end

Ós do chuirfinn dhá thóin, dhá thóin,
Chuirfinn dhá thóin ar dhá bhairille,
Chuirfinn dhá thóin, dhá thóin,
Dhá ghloine ar a’ mbord ‘s dhá chnagaire.

Because I would put two ends, two ends
I would put two ends on two barrels,
I would put two ends on two barrels
Two glasses on the table and two
whiskey shots.

Cuirfinn trí thóin, trí thóin,
Chuirfinn trí thóin ar trí bhairille
Chuirfinn trí thóin, trí thóin,
Trí ghloine ar a’ mbord, ‘s trí chnagaire.

Oh man be quiet now,
Listen to the voice of the proverb,
Avoid women and drinking,
Avoid these measures forever.

Ó ‘s a dhuine bí ciuín go fóill,
Éist le glór an tseanfhocail,
Seachain na mná ‘s an t-ól,
Is seachain go deo na bearta seo.
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13. An Chúilfhionn

Cuirimid Deaindí
Cuirfimid deaindí, deaindí, cuirfimid
deaindí ar Mháire
Cuirfimid deaindí, deaindí, bróga ‘s
stocaí bána (x2)

We will dress up, dress up, we will will
dress up Maire
We will dress up her with white shoes
and socks

Óró damhas ‘is damhas ‘is, óró damhas
go haerach
Óró damhas ‘is damhas ‘is, damhas is
damhas a laoi ghil (x2)

Chorus:
Oró dance and dance and oró
dance merrily
Oró dance and dance and dance and
dance my little calf.

Caithfimid suas ‘is suas é, caithfimid
suas an páiste
Caithfimid suas ‘is suas, ‘s tiocfaidh sé
anuas amáireach (x2)

We will throw, will throw, we will throw
the child up in the air
We will throw her up and she will come
down tomorrow.

Déanfaidh sí damhas ‘s damhas,
déanfaidh sí damhas le pléisiúr
Déanfaidh sí damhas ‘s damhas, me
fhéin is í fhéin le chéile (x2)

She will dance, will dance, she will dance
with pleasure,
She will dance, will dance, herself and
myself together.

Caithfimid suas ‘is suas í, caithfimid
suas go heasc í
Caithfimid suas ‘is suas í, seachain a
chroí ‘s ná pleasc í (x2)

We will throw, will throw, we will throw
her up with ease,
We will throw, will throw her, careful my
dear and don’t burst her.

Trad. Arr. Michael Keeney
Strings, Harmonium, Harp, Pipes
One of the best-known Irish airs, from Tyrone around 1640, thought to have been
composed by An Dúgánach, although some dispute this and think it to be 100 years older.
This is an excerpt from a West Munster version.
Seo ceann de na foinn Ghaelacha is aitheanta atá againn. Tháinig sé ó Thír Eoghain thart
ar 1640 agus ceaptar gurb é An Dúgánach a chum, cé go gceistíonn daoine eile é seo agus
measann siad é a bheith 100 bliain níos sine. Seo sliocht ó leagan Iarthar na Mumhan.
An bhfaca tú mo chúilfhionn is í taobh
leis an dtoinn
Fáinní óir ar a méaraibh is í a réiteacht
a cinn?
Is é dúirt an Paorach a bhí ina mhaor
ar an long
Go mb’fhearr leis aige féin í ná Éire
gan roinn.

Have you seen my fair-haired maid
beside the sea,
Gold rings on her fingers as she is doing
her hair?
Mr. Power, who is the master of a
ship, said
He would prefer to have her than the
whole of Ireland.

An bhfaca tú mo chúilfhionn is í ag siúl
ar na bóithre,
Ag ionsaí na húrchoille is an drúcht ar
a bróga?
Is í mo shearc is í mo rún í, is níl tnúth
aici le hóige,
Agus rug sí barr áille ar mhná breátha
Fódhla.

Have you seen my fair-haired girl
walking the roads,
A bright dewy morning without a
smudge on her shoes?
Many a young man is envious and
longing to marry her
But they won’t get my treasure no
matter what they think.

An bhfeacaís mo bhábán lá breá is í ina
haonar,
A cúl dualach drisleánach go slinneáin
síos léi?
Mil ar an ógbhean is rós breá ina
héadan,
Is is dóigh le gach spriosán gur
leannán leis feín í.

Have you seen my beautiful woman, a
fine day and she alone,
Her hair curling and twining, hanging
down about her shoulders?
Sweet young woman with the rosy blush
on her face
And every worthless man hopes she will
be his lover.
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Irish Chamber Orchestra

Niamh Varian-Barry
Josh Ritter, Katherine Jenkins and the RTÉ
Concert Orchestra. Niamh has performed
at prestigious venues, including New
York’s Carnegie Hall. Festival and TV
appearances include The Late Late Show,
Celtic Connections, Féile na Bealtaine,
West Cork Chamber Music Festival and
Other Voices. She is also featured soloist
in the groundbreaking dance music
project SuperCéilí with Peter Staunton.

For a biography of the Irish Chamber Orchestra, see page 22.

Muireann Nic Amhlaoibh
Muireann has enjoyed a successful career
as a touring artist, with over thirteen
years’ experience as lead singer and
flute player with the Irish traditional
supergroup Danú, as well as a many years
performing as a solo artist. She holds
an MA in Traditional Music Performance
from the University of Limerick and was
awarded Amhránaí na Bliana at the TG4
Gradaim Ceoil in 2011.

A renowned artist with a proven record of
performance, recording and innovation,
Muireann Nic Amhlaoibh is a multiaward-winning traditional singer and
musician from Corca Dhuibhne, West
Kerry. Muireann is a leading exponent of
the sean nós style, and loves to engage
with audiences to share her love of the
Irish song tradition. Her childhood in West
Kerry saw her immersed in a rich cultural
environment and vital living tradition.
This was to be hugely influential on the
foundation of her distinctive vocal and
instrumental sound.

Muireann is also a popular television and
radio presenter, having hosted a range
of programmes for Irish and Scottish
TV over the past 15 years including the
celebrated traditional music series
Port. She currently presents two music
programmes: Folk on One on Ireland’s
premier station RTÉ Radio 1 and An Braon
Gaelach on RTÉ Raidió na Gaeltachta and
has collaborated with many musicians
in genres ranging from traditional to
classical, world music to electronica.
Most recently she has recorded Róisín
ReImagined an album of sean nós songs
arranged by contemporary Irish arrangers
with the Irish Chamber Orchestra.

Former lead singer of American
supergroup Solas and multiinstrumentalist Niamh Varian-Barry
is a musician and composer from Cork
City with a unique and individual style.
She has a reputation as an exceptional
communicator of the arts. Her powerful
vocals have been praised worldwide and
she is a trained viola and fiddle player,
holding a Masters in Music Performance
from the Royal Irish Academy of Music.
She is a founding member and leader
of Dave Flynn’s Irish Memory Orchestra
and the Kerry Scotia Ensemble. She has
performed with and alongside Martin
Hayes, Máirtín O’Connor, Rhiannon
Giddens, Béla Fleck, Dick Gaughan,
Lúnasa, Altan, Natalie Haas, Dirk Powell,

Drawing from her background and
experience spanning numerous genres,
she has written ‘songs and tunes that
effortlessly bridge trad Irish, classical
music and contemporary songwriting’
(FolkWorld.eu). Her debut solo album,
Wings, released to critical acclaim in 2018
(‘A top drawer debut, a top drawer album
from a top drawer performer’ – Irish
Music Magazine), showcases her wide
variety of skills, from intimate vocals to
cinematic orchestral arrangements in
self-composed songs and tunes. It is a
marriage of her heartfelt passion,
creative imagination and technical skill.
Niamh now resides in Dingle, Co. Kerry,
where she is an active member of the
vibrant musical community. She is in
demand as an orchestrator and arranger
to artists such as Walking On Cars and
Muireann Nic Amhlaoibh.
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Linda Buckley

Paul Campbell

PHOTO OLESYA ZDOROVETSKA

Thou) and installation with Clare Langan
(The Human Flock).

Linda Buckley is an Irish composer who
has written extensively for orchestra (BBC
Symphony Orchestra, Dresdner Sinfoniker
Orchestra, RTÉ National Symphony
Orchestra, Irish Chamber Orchestra), and
has a particular interest in merging her
classical training with the worlds of postpunk, folk and electronica. She is ‘one of
the leading figures in the thriving Irish
new music scene’ (Christopher Fox, Tempo)
with her work being described as ‘sublime
and brilliant’ (Tom Service, BBC Radio 3),
‹strange and beautiful’ (Richard Dyer,
Boston Globe) and ‹engaging with an area
of experience that new music is generally
shy of, which, simplified and reduced to a
single word, I’d call ecstasy’ (Bob Gilmore,
Journal of Music).
Music for theatre includes work by Enda
Walsh (Bedbound), film by Pat Collins
(Living in a Coded Land, Henry Glassie:
Field Work at Toronto Film Festival) and
Tadhg O’Sullivan (Solas Céad Bliain, To The
Moon), dance by Liz Roche Company (I/

Night (starring John Hurt, 2017) and The
Last Duel (Directed by Ridley Scott and
starring Matt Damon, released in October
2021), which was filmed in part at the
nearby Cahir Castle, Tipperary. Additionally,
Paul has provided orchestrations for a
growing number of commercials for global
brands, including the Audi 2020 Super
Bowl campaign for their new electric SUV –
the e-tron.

Awards include a Fulbright scholarship
to New York University, a Civitella Ranieri
Fellowship, the Frankfurt Visual Music
Award (for Silk Chroma) and Gold at the
New York Festival’s Radio Awards (for
Mother’s Blood, Sister Songs documentary
with Athena Media).
Recent collaborations include work
with experimental folk duo Anna &
Elizabeth, poet Doireann Ní Ghríofa
as well as premieres by Irish National
Opera, Contempo Quartet, Nordic Viola,
Iarla O’Lionaird, Joby Burgess (Barbican
commission), Ensemble Mise-En and Crash
Ensemble. In 2019 she was invited by John
Schaefer’s New Sounds Live (WNYC) to
present the New York premiere of a new live
score to the silent horror film Nosferatu (cocomposed with Irene Buckley) at Brookfield
Place. Linda holds a Music Degree from
University College Cork, a Masters in
Music and Media Technologies and PhD in
Composition from Trinity College Dublin,
and lectures in Composition at the Royal
Conservatoire of Scotland. In September
2020 her NMC record, From Ocean’s
Floor was released: ‘The Irish composer
combines traditional séan nos singing with
an electronic soundscape, connecting past
and future ... It’s clear how much Buckley
deeply connects her past to her present,
opening up possibilities for our mutual
musical futures.’ Guardian - Folk Album of
the Month; ‘a masterpiece in connecting the
past and future.’ Evening Standard.

‘I consider it a great privilege to spend
my working life collaborating with such
talented, creative people. Diversity is
part of the joy of the job’, says Belfastborn composer/arranger Paul Campbell,
whose work has been heard and recorded
across the world – from Carnegie Hall and
Buckingham Palace to the iTunes Festival,
from Abbey Road Studio One and Warner
Bros. Studios to the closing notes of the
BBC Last Night of the Proms in London.
With a wealth of experience across a wide
array of genres in the musical world, Paul
has written for many household musical
names, including Marti Pellow, Sir James
Galway, Nicola Benedetti (Homecoming –
2014 iTunes Classical Album of the Year),
KT Tunstall, Texas, Rufus Wainwright,
Suzanne Vega, Russell Watson, Bear Grylls
(Endeavour 2016 Arena Tour) and Irish
folk sensation, Celtic Woman (US Billboard
Classical, Classical Crossover and World No.1
album Voice of Angels).
Paul’s orchestration credits for screen
include Abominable (Dreamworks 2019),
Aquaman (Warner Bros. 2018), That Good

As a conductor, Paul has worked with the
Royal Scottish National Orchestra (for
Universal/Decca), the Orchestra Italiana
del Cinema (for Russell Watson), the BBC
Scottish Symphony Orchestra, the Scottish
Chamber Orchestra, the Orchestra of
Ireland, the Irish Film Orchestra, the Ulster
Orchestra and the New Irish Choir and
Orchestra. He is delighted to be making
his debut appearance with Muireann Nic
Amhlaoibh and the Irish Chamber Orchestra
at the 2021 Kilkenny Arts Festival.
Paul was the visionary behind the Ulster
Orchestra’s 2020 lockdown initiative ‘Your
Song Now’, inviting local songwriters to
submit their own songs to perform with the
Orchestra. Alongside mentors Duke Special
and Kitt Philippa, Paul produced, arranged
and conducted an album of the finalists’
work with the Ulster Orchestra, entitled Our
Songs, Our Place, which was subsequently
featured on BBC prime-time The One Show.
Away from his work, Paul treasures his
family time with wife, Susie, and their two
young children, Bethany and Daniel. He
enjoys photography and good food (a bit
too much!).
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Michael Keeney

Michael Keeney (b.1976) is a composer/
arranger and producer originally from
Donegal now living in Bangor, Co. Down.
Over a 25-year career he has worked
both in studio and live performance with
a multitude of recording artists and for
television and film soundtrack. Selected
credits as an arranger include orchestral
collaborations with Lisa Hannigan (RTÉ
National Symphony Orchestra), Villagers,
Beoga, Wallis Bird and Jenny Greene (RTÉ
Concert Orchestra) Foy Vance, Duke Special
and The BBC Proms (The Ulster Orchestra).

Cormac McCarthy
As a record producer and engineer he
has worked with INXS, SOAK, Foy Vance,
Ed Sheeran, Van Morrison, Altan, Beoga,
Luke Sital-Singh and others in studios
from Metropolis (London) to Sing Sing
(Melbourne), Electric Lady (NYC), Windmill
Lane and Attica (in Ireland). After
completing a music degree and MA at
Queen’s University in Belfast, he was the
winner of the Huddersfield Contemporary
Music Festival Composers Award in 1997,
received a Royal Television Society Award
nomination for best soundtrack (2018), UK
Music Producers Guild Award nomination
(2021) for soundtrack recording of the year,
a BBC Radio 3 Jazz Award Winner as pianist
in the Brian Irvine Ensemble (2004), an
Irish Meteor Award Nomination (2006) and
was nominated for the Northern Ireland
Music Prize four times, once as artist (The
Darkling Air in 2020), winning in 2013
for Foy Vance’s The Joy of Nothing. He is
currently co-producing SOAK’s forthcoming
2022 album for Rough Trade Records and
co-writing his third The Darkling Air album
for release that same year. He is completing
an album of new solo work for string
orchestra and electronics supported by the
Arts Council of Northern Ireland for release
later in 2021.

His compositions and arrangements have
been performed and recorded by artists
including Phil Woods, Jeff Hamilton, Mick
Flannery, Martin Hayes, Marlene Enright,
Jack O’Rourke, The DePaul Jazz Ensemble,
The Dublin City Jazz Orchestra, The New
Irish Jazz Orchestra and the Cork Opera
House Concert Orchestra.
As a pianist, he has performed extensively
at concert venues, clubs and festivals
throughout Europe and the US, sharing
the stage/recording studio with artists
across a wide musical spectrum, including
Cormac McCarthy is a pianist, composer
Peter Washington, Nell Ní Chróinín, Billy
and arranger from Cork, Ireland. Noted for Drummond, Liz Carroll, Donal Lunny, The
a diverse stylistic palette, and equally at
RTÉ National Symphony Orchestra and The
home in a variety of genres, his music is
RTÉ Concert Orchestra. In 2015, Cormac
said to ‘defy categorisation’ (Lyric FM). In
released Cottage Evolution, his debut LP as
2010, having completed his Masters degree bandleader, to widespread critical acclaim.
in composition at the CIT Cork School of
He is also a member of Martin Hayes’
Music, Cormac received the prestigious Bill most recent project, the Common Ground
Whelan International Music Bursary, an
Ensemble.
award earmarked for young Irish composers
Cormac continues to be in demand as
studying abroad. He spent a number of
years living in Chicago, where he completed a composer, arranger and orchestrator
in tandem with maintaining an active
a Masters in Jazz Studies at DePaul
performance schedule. He lectures in piano,
University.
arranging and composition at the CIT Cork
School of Music, and is director of the Cork
School of Music Jazz Big Band.
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Sam Perkin
Video was commissioned last year for La
Côte Flûte Festival, Switzerland.

Sam Perkin from Cork, Ireland, is composerin-residence with Crash Ensemble, Ireland’s
leading new music ensemble; a group of
world-class musicians who play the most
adventurous music of today. ‘Grey Area’, his
first major work for Crash Ensemble, blends
the worlds of Street Skateboarding with
Contemporary Music and was commissioned
by Engage Arts Festival for Crash Ensemble
with its first three performances taking
place at Music Town in Dublin, Sounds From
A Safe Harbour in Cork, and Musica Nova
Festival Helsinki.
‘Waves’ is an attempted self-cure for
tinnitus and is the fruit of a bountiful
collaborationbetween The Irish Chamber
Orchestra and the composer over the last
few years, supported by The Arts Council of
Ireland. ‘Language’, a substantial work for
solo violin, was commissioned by West Cork
Chamber Music Festival for contemporary
violin specialistMiranda Cuckson. ‘Twitter’,
for Flute Choir, Audience, Smartphones and

In his recent artistic work, Sam has
been working with blending Sine Tones
with Acoustic Instruments, as in his
‘Orchestra In The Digital Age’ for Orchestra
and Sine Tones, composed as part of
Composer Lab 2019 for the RTÉ National
Symphony Orchestra and organised by
The Contemporary Music Centre Ireland. A
notable recent work, specially composed
for multi-talented double bassist Caimin
Gilmore, explored the musicality of children
giggling. In 2019, Sam collaborated directly
with Finnish scientist and Northern Lights
specialist Unto K Laine to include the
recently discovered and recorded sounds of
the Aurora Borealis in a work commissioned
by Alta Chamber Music Festival, Norway.
He has enjoyed fruitful collaborations
with musicians/groups such as Finghin
Collins, Crash Ensemble, The Irish Chamber
Orchestra, Miranda Cuckson, Alex Petcu,
Kilkenny Arts Festival, Nathalia Milstein,
Music For Galway, ConTempo Quartet,
ConCorda Chamber Music, The Irish
Association of Youth Orchestras, RTÉ NSO,
Spotlight Chamber Music Series, Co-Orch
Dublin, Fidelio Trio; and festivals such as
Ortús Chamber Music Festival, Engage Arts
Festival, Killaloe Chamber Music Festival,
The New Ross Piano Festival, West Wicklow
Festival, West Cork Chamber Music Festival,
Gregynog Festival - Wales, La Côte Festival
- Switzerland, Sound Scotland Festival, and
Musica Nova Festival - Finland. Sam Perkin

holds degrees in Composition from CIT
Cork School of Music, Ireland, and an Artist
Diploma from Conservatoire National
Supérieur de Musique et de Danse de Lyon,

France, where he was awarded the Prix
Salabert for Composition. In 2017 he was
awarded The Next Generation Bursary
from The Arts Council of Ireland.

Dónal O’Connor

Dónal O’Connor is one of Ireland’s leading
music and television producers. Having
produced and recorded over 50 records
for many of Ireland’s leading folk and
traditional musicians and singers, he
is also a multiple-IFTA-award-winning
and RTS-nominated television producer
and presenter. Critically acclaimed
programmes such as Ómós Michael D.

@ 80, Seán Ó Riada Mo Sheanathair,
Sruth, TG4XX, FleadhTV, Bosca Ceoil
and Sé mo Laoch are just some of the
productions he has steered and he has
also presented TG4’s ‘Grammys’, the
flagship traditional music awards Gradam
Ceoil along with other notable series such
as Celtic Connections, Cuirm @Celtic,
Geantraí, Glascheoland BBC NI’s An Stiuf
Ceart. Having recently established Táin
Media to produce high end arts/music
documentaries and live shows, Dónal has
had his finger on the pulse of traditional
arts on these islands for over two decades.
He has worked with many of the leading
Irish musicians of his time, such as:
Muireann Nic Amhlaoibh, Iarla Ó Lionaird,
Van Morrison, Moya Brennan of Clannad,
Davy Spillane, Mary Black, Barry Douglas,
Tolü Makay, Duke Special, Arty McGlynn,
Dolores Keane, Frankie Gavin, Matt Molloy
of the Chieftains, the list goes on…
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Johnny Gandelsman
Bach Cello Suites

Programme

Programme Notes

Suite no. 1 in G major, BWV 1007

Johann Sebastian Bach

Suite no. 2 in D minor, BWV 1008
Suite no. 3 in C major, BWV 1009
Suite no. 4 in E flat major, BWV 1010
Suite no. 5 in C minor, BWV 1011
Suite no. 6 in D major, BWV 1012
Duration 2 hrs approx.
(without interval)

WED 10 AUGUST 9PM
THE BLACK ABBEY

The Cello Suites, arranged for solo violin
by Johnny Gandelsman
Bach was an inveterate arranger of his own
music as well as works by other composers.
There are examples from Vivaldi’s concertos
to new versions of his own concertos and
chorales. So it is not surprising that later
composers and performers have adapted his
music for various instruments and groups
as well. The exact date of composition is not
known, as the original manuscript is lost, but
it was probably 1721 when Bach was working
in Köthen, where Prince Leopold of AnhaltKöthen (1694–1728), a keen musician, held a
famous court.
As with much of Bach’s music, the Suites
virtually disappeared for some 150 years.
Then, when looking through a second-hand
bookstore in Barcelona in 1889, the thirteenyear-old Pablo Casals (1876–1973) found
the scores and decided to study them. He
was soon overwhelmed by their beauty and
originality, undertaking a long course of
study and practice, not playing any of them
in public until he was twenty-five in 1911.
They quickly became popular, placing them
among the greatest of baroque instrumental

achievements. Although created as a
group, it is not clear that Bach intended
them to be performed as a continuous set;
the Fifth Suite requires the instrument to
be retuned and the Sixth is intended for
a five-string cello, so this seems unlikely.
The Suites have been transcribed for many
other instruments including violin, guitar,
saxophone and even the tuba.
Each suite has five movements in common
– the opening four: prelude, allemande,
courante and sarabande, plus the final
gigue. The variations come with the fifth
movement: a pair of minuets appear in
the first two, then pairs of bourées in
the Third and Fourth, and finally pairs
of gavottes. The allemande (from the
French word for ‘German’) is a moderate
dance in duple metre dating from the 16th
century. The sarabande is in triple time
and in the baroque era was a graceful
slow dance; however it seems to have
been based on a much livelier Central
American ‘zarabanda’ which presumably
the Spanish brought home with them.
Suite no. 1 in G major, BWV 1007
i. Prelude
ii. Allemande
iii. Courante
iv. Sarabande
v. Minuets I & II
vi. Gigue
The opening prelude is one of the bestknown movements among the Suites and
is frequently heard in films and on tv and
radio. Its deceptively simple, undulating

Indeed it is often described as a Spanish
dance. The minuet gets its name from the
Italian ‘minuetto’, meaning pretty or small,
and probably refers to the short steps
involved in the dance; it is in ¾ time. The
bourée originated in the Auvergne area
of Franc, around the Bay of Biscay; it is a
lively double-time dance with an upbeat
start. The gavotte is named after the
people of Gavot in the Dauphinée region
of France, around Grenoble. It can be 4/4
or 2/4, in a moderate tempo with a halfmeasure upbeat. Finally comes the gigue,
better known to us as a jig. It originated in
Ireland and England and reached France
in the mid-17th century. It is a vigorous 3/8
dance and was the usual choice to bring
a suite to an end. A ‘gigue’ was an early
form of small violin and also provided the
German word ‘geige’ for the instrument.
The minuets, bourées and gigues are
played in three-part or ternary form, with
the first piece being repeated after the
second, A – B – A.

phrases rise to an impassioned climax
through the use of arpeggiated chords.
The ensuing allemande is a grave affair,
again depending on repetitive rolling
phrases for its effect. The first courante
of the series is a busy creation with a
fast-flowing melody, while the sarabande
presents a dignified two-part theme.
The opening pair of minuets begin with
a sprightly dance, while the second one
involves an elegantly serpentine melody
and is the first movement in which no
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chords appear. The concluding gigue has
a muscular bounce to it.

Suite no. 2 in D minor, BWV 1008
i. Prelude
ii. Allemande
iii. Courante
iv. Sarabande
v. Minuets I & II
vi. Gigue
The opening prelude is in two parts: first
a strong, simple theme, then a cadenzalike sequence leading to dramatic final
chords. The allemande is a brusque affair
with occasional wayward comments
outside the formal framework. A spinning
courante with sudden, emphatic beats
follows and is succeeded by a broad, calm
sarabande with trills and strong chords.
The first of the Minuets presents tricky
technical demands with frequent chords
while the second has a much lighter
touch to it. The closing gigue employs a
widely spread theme with a distinctive,
falling motto.

Suite no. 3 in C major, BWV 1009
i. Prelude
ii. Allemande
iii. Courante
iv. Sarabande
v. Bourées I & II
vi. Gigue
The Suite is launched in a prelude,
in an A–B–A–C form, starting with
flowing scales. The allemande involves
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a sprightly theme with falling notes and
further dramatic chords. The courante
continues the mood with attractive sidecomments along the way. This leads to a
broad, peaceful sarabande: a splendidly
languorous reverie. The first bourée
presents a strong, emphatic melody
while the second is a kind of reflection
on it. The gigue has many attractive
features including brief asides, tumbling
phrases and stirring climaxes.

Suite no. 4 in E flat major, BWV 1010
i. Prelude
ii. Allemande
iii. Courante
iv. Sarabande
v. Bourées I & II
vi. Gigue
The opening prelude sounds like an
easy-flowing eight-note fantasy but is
tricky to enunciate smoothly. It includes
a cadenza before returning to the first
motif, with further variants right up to
the conclusion. The smooth allemande
and the bouncy courante, with its
staccato phrases, follow the usual
pattern. The sarabande is a thoughtful,
calm creation with its chord landing on
the second beat, instead of the more
usual first. The bourées offer a lovely
contrast: the first involves a charming,
rather folksy tune with attractive echo
effects, while the second is a more
stately affair. The closing gigue is a
rumbustious dance.

Suite no. 5 in C minor, BWV 1011
i. Prelude
ii. Allemande
iii. Courante
iv. Sarabande
v. Gavottes I & II
vi. Gigue

Suite no. 6 in D major, BWV 1012
i. Prelude
ii. Allemande
iii. Courante
iv. Sarabande
v. Gavottes I & II
vi. Gigue

The prelude is written in two sections,
slow-fast, in the manner of a French
overture with the opening sequence
displaying a deep emotion and the second
involving a tricky but remarkably wellconstructed fugue. The allemande and
courante both display dark tones while the
sarabande is a most mysterious creation.
It does not employ chords and weaves
a solo serpentine line suggesting veiled
comments and intimacies. The gavotte
now makes its debut in a Suite. The first
of them has an elegant theme while the
second involves a more flowing mood.
There is a fine swagger to the closing
gigue, banishing the overall somber
timbre of the earlier movements.

The final Suite was written for a fivestring instrument, exactly which one is
not clear. The original transcription simply
lists the tunings for the strings, with
the extra one tuned to E, a perfect fifth
above the next highest string. The work
is regularly played on modern fou r-string
instruments. Tonight, of course, we have
a complete change of instrument with the
introduction of a five-string violin.
The prelude is a gymnastic affair
encompassing an extended range with
considerable vigour. The allemande is
a plaintive song with heart-felt chords
while the courante is in a brisk mood.
The sarabande involves a particularly
fine hymn-like melody, full of poignant
reflection. The gavottes are quite
charming: the first is one of Bach’s most
melodious creations while the second
has bagpipe-like chords, adding a festive
touch. The Suite ends with an upbeat
gigue, bringing this remarkable series
of works to a positive and triumphant
conclusion.
Notes © Ian Fox 2022
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Johnny Gandelsman
As a founding member of Brooklyn Rider
and a former member of the Silkroad
Ensemble, Johnny worked with such
luminaries as Bela Fleck, Martin Hayes,
Kayhan Kalhor, Yo-Yo Ma, Mark Morris,
Anne Sofie von Otter, Alim Qasimov and
Fargana Qasimova, Joshua Redman, Abigail
Washburn and Damian Woetzel. He has
appeared with Bono, David Byrne, Renee
Fleming, Rhiannon Giddens, I’m With Her,
Christian McBride and Suzanne Vega.

Gandelsman integrates a wide range of
creative sensibilities into a unique style
Grammy award-winning violinist and
amongst today’s violinists, one that,
producer Johnny Gandelsman’s musical
according to the Boston Globe, possesses
voice reflects the artistic collaborations
‘a balletic lightness of touch and a sense
he has been a part of since moving to the
of whimsy and imagination’. Johnny’s
United States in 1995. Richard Brody of The
recording of the complete Bach Sonatas
New Yorker has called Johnny Gandelsman
and Partitas for Solo Violin, which reached
‘revelatory’ in concert, placing him in the
No.1 on the Billboard Classical Chart, and
company of ‘radically transformative’
made it onto NY Magazine and NY Times
performers like Maurizio Pollini, Peter
Best of the Year lists, was described by
Serkin and Christian Zacharias.
the Boston Globe as ‘sparklingly personal
Bach, shorn of grandeur, lofted by a spirit of
This summer Johnny released his new
solo album, This Is America - An Anthology dance, and as predictable as the flight of a
2020-2021. Debuting at No.2 on Billboard’s swallow.’
Traditional Classical Charts, this three-CD
Johnny has been producing records since
release features almost four hours of new
starting his label, In a Circle Records,
music for violin written for Gandelsman
in 2008. In addition to This Is America,
during the height of the Covid-19 pandemic.
recent credits include original soundtrack
Gramophone Magazine called it ‘one of the
for Ken Burns, Lynn Novick and Sarah
important albums of our time’ and Pitchfork
Botstein’s PBS documentary The US
praised it for ‘crystallizing a new vision for
and the Holocaust, Silkroad Ensemble’s
American classical music’.
Falling out of Time, Brooklyn Rider’s

Grammy-nominated Healing Modes
and Spontaneous Symbols (In a Circle
Records); Magos Herrera and Brooklyn
Rider’s Dreamers (Sony); Johnny’s own
recording of JS Bach’s complete Cello
Suites and complete Sonatas and Partitas
for violin (In a Circle Records) and Silkroad
Ensemble and Yo-Yo Ma’s Sing Me Home,
a Grammy award-winner for Best World
Music album (Sony).
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Irish Chamber Orchestra & Ailish Tynan
Opera Gala

Gioachino Rossini
‘Overture’ from The Thieving Magpie
George Frideric Handel
‘Tornami a vagheggiar’ from Alcina

Stephen Barlow conductor
Ailish Tynan soprano

Wolfgang Amadeus Mozart
‘Una Donna quindici anni’
from Così fan Tutte

Irish Chamber Orchestra
Violin 1
Katherine Hunka (Leader),
Nicola Sweeney, Cliodhna Ryan, Oonagh
Keogh, Emily Nenniger,
Anita Vedres
Violin 2
André Swanepoel, Kenneth Rice,
Louis Roden, Anna Cashell,
Lara Sullivan
Viola
Joachim Roewer, Robin Panter,
Cian Ó Dúill, Mark Coates Smith
Cello
Christian Elliott, Aoife Nic Athlaoich,
Richard Angell
Bass
Malachy Robinson
Flute
Fiona Kelly, Emma Roche

THURS 11 AUGUST 7.30PM
ST CANICE’S CATHEDRAL

Programme

Oboe
Daniel Bates, Ben Gannon
Clarinet
Katherine Spencer, John Forde
Bassoon
Íde Ní Chonaill, Mariana Paras Pena
Horn
James Palmer, Stephen Nicholls,
Louise Sullivan, Jonathan Vanderbeek
Trumpet
Simon Menin, David Collins
Trombone
Gavin Roche, Eoghan Kelly,
Kieran Sharkey
Timpani
Jonathan Raper
Percussion
Caitríona Frost, Maeve O’Hara,
Noel Eccles
Harp
Aisling Ennis

Pietro Mascagni
‘Intermezzo’ from Cavalleria rusticana
Giacomo Puccini
‘Sì, mi chiamano Mimi’ from La bohème
Giacomo Puccini
‘O Mio babbino caro’ from Gianni
Schicchi

INTERVAL
Wolfgang Amadeus Mozart
‘Overture’ from Le Nozze di Figaro
Wolfgang Amadeus Mozart
‘Porgi, amor’ from Le Nozze di Figaro
Jules Massenet
‘Meditation’ from Thaïs
Giuseppe Verdi
‘Willow Song’ and ‘Ave Maria’
from Otello
Franz Lehár
‘Vilja’ from The Merry Widow
Duration 1 hr 40 mins approx.
(including interval)

Programme Notes
Gioachino Rossini
‘Overture’ from The Thieving Magpie
Rossini sprang to fame with his 1812 opera La Pietra del Paragone, having had a number
of failures before that overnight success. He had two hits in 1817, first La Cenerentola,
his version of the Cinderella story, and then La Gazza Ladra (The Thieving Magpie), the
latter having a triumphant reception at La Scala Milan on 31 May 1817 and remaining in
the repertory for over 50 years, even reaching America in 1827. It was seen in Ireland
at the 1959 Wexford Opera Festival. The opera is a ‘semi-seria’ work, blending comedy
with a deeper strain. The plot hinges round the romantic problems of Ninetta, a servant
in the home of a wealthy farmer. She is in love with the son of the house but his mother
thinks her an unsuitable match. A magpie steals a valuable spoon and Ninetta is accused
of the robbery, ending up in gaol, where the evil mayor presses his suit. The unfortunate
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girl is found guilty and is about to be hanged when the true culprit is discovered; she is
forgiven and allowed to marry her sweetheart.

urges the girls to flirt with two apparent strangers – really their boyfriends in disguise
– any girl of fifteen should know how to go about it!

Rossini’s overture is not some piece he tacked on to the front of his score, as was so
often his habit, but a carefully crafted creation using music from the opera itself. The
famous military opening still gets people to their feet in the belief that the National
Anthem is about to be played. After this double snare-drum roll, a vigorous march tune
emerges for full orchestra. Five fortissimo chords then lead into the principal part of the
overture, starting with a soaring melody from the third act of the opera. Another jaunty
theme follows and is cleverly expanded at length, leading to a typical Rossini crescendo
and a stormier sequence. The brass section provides a bridge to a recapitulation of the
main melody, first led by strings and then the clarinets, before reaching a lively coda.

Una donna a quindici anni 		A girl of 15 years
Una donna a quindici anni 		 A girl of 15 years
De’e saper ogni gran moda		 must know all the great tricks,
Dove il diavolo ha la coda		 where the devil hides his tail,
Cosa e bene, e mal cos’e.		 what’s good and what’s not.
De’e saper le maliziette		 She must know the little mischiefs
Che innamorano gli amanti
that enamour lovers
Finger riso, finger pianti
to fake laughter, and tears,
Inventar i bei perche.
and invent good reasons why.

George Frideric Handel
‘Tornami a vagheggiar’ from Alcina
In 1735 Alcina was Handel’s first opera for Covent Garden. Based on the Renaissance
poem Orlando Furioso by Ariosto it followed the formal part of pattern of the ‘opera
seria’ popular at that time. As with most of Hnadel’s operas it fell into disuse but had
a spectacular revial with John Sutherland in a Franco Zeferelli production in La Venice,
Venice, in 1960 and has since received many presentations in the busy current revival of
Handel’s operas.

Tornami a vagheggiar 		Turn me to fond delight
Tornami a vagheggiar		 Turn me to fond delight
te solo, vuoi amar		 for you, you are wishing to love
quest’anima fedel,		 this faithful soul			

De’e in un momento dar retta a cento
Colle pupille parlar con mille
Dar speme a tutti, sien belli o brutti,
Saper nascondersi senza confondersi,
		
Senz’arrossire saper mentire.
E qual regina dall’alto soglio
Col posso e voglio farsi ubbidir.
		
(Par ch’abbian gusto di tal dottrina,
Viva Despina che sa servir!)
		

She must watch a hundred at a time
speak through her eyes to a thousand
give hope to all, pretty or plain,
know how to confuse without being
confounded
without blushing know how to lie.
And this queen from her high throne
Can make them obey with, ‘I can,’ and
‘I want.’
(It seems they like this doctrine,
long live Despina, who knows how to
tell them!)

Pietro Mascagni

caro mio bene.		 my beloved.

‘Intermezzo’ from Cavalleria rusticana

Già ti donai il mio cor;		 I have given you my heart
mai ti sarò crudel,		 I will never be cruel to you
cara mia speme.		 my hoped-for beloved.

When he was 25, Pietro Mascagni decided to enter a competition for a one-act opera
and rapidly composed a piece. Then he felt it simply was not good enough and set it
aside. Fortunately, his wife had a different view and sent the manuscript of Cavalleria
Rusticana to the publisher Sonzogno. Of course, it won first prize and its premiere at
the Teatro Costanzi, Rome, on 17 May 1890, was a complete triumph. Mascagni spent the
rest of his life trying to replicate its success but never really succeeded, though he did
write some attractive scores. The intermezzo divides the two scenes in the opera and its
calm, lyrical melody gives no hint of the passionate drama that is unfolding.

Wolfgang Amadeus Mozart
‘Una Donna quindici anni’ from Così fan Tutte
Mozat’s delightful social satire was first seen in Vienna in January 1790. It relates how
two sisters are duped by their boyfriends. Their maid Despina is part of the plot and she
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Giacomo Puccini
‘Sì, mi chiamano Mimi’ from La bohème
Puccini’s perennial favourite was first seen in Turin in February 1896 under the baton of the
young Arturo Toscanini. The tragic tale of the consumptive embroideress and her fiery poet
lover has drawn many a tear from opera lovers for over a century. Puccini’s music reflects
both the happy and the sad elements of the story with wonderful empathy. In the first act
Rodolfo, a penniless writer, is working in his garret on Christmas Eve. He is interrupted by a
neighbour, a young girl, whose candle has gone out. She tells him her and he falls madly in
love with her.
Sì. Mi chiamano Mimì,
ma il mio nome è Lucia.
La storia mia è breve.
A tela o a seta
ricamo in casa e fuori...
Son tranquilla e lieta
ed è mio svago
far gigli e rose.
Mi piaccion quelle cose
che han sì dolce malìa,
che parlano d’amor, di primavere,
di sogni e di chimere,
quelle cose che han nome poesia...
Lei m’intende?

Yes, I’m called Mimi,
but my name is Lucy.
My story is short.
On cloth or silk
I embroider at home or outside...
I am peaceful and happy
and it is my pastime
to stitch lilies and roses.
I like those things
which have a sweet smell,
that speaks of love, of spring,
of dreams and of chimera,
these things that have poetic names….
Do you understand me?

Mi chiamano Mimì,
il perché non so.
Sola, mi fo
il pranzo da me stessa.
Non vado sempre a messa,
ma prego assai il Signore.
Vivo sola, soletta
là in una bianca cameretta:
guardo sui tetti e in cielo;
ma quando vien lo sgelo
il primo sole è mio
il primo bacio dell’aprile è mio!
Germoglia in un vaso una rosa...
Foglia a foglia la spio!

I’m called Mimi,
why I don’t know.
Alone, I make
lunch for myself.
I do not always go to Mass,
but I pray a lot to the Lord.
I live alone, all alone
there in a little white room
I look upon the roofs and the skies.
But when the spring thaw comes
the first sun is mine
the first kiss of April is mine!
Rose buds grow in a vase…
Leaf by leaf I watch them!

Cosi gentile il profumo d’un fiore!
Ma i fior ch’io faccio,
Ahimè! non hanno odore.
Altro di me non le saprei narrare.
Sono la sua vicina che la vien fuori
		
d’ora a importunare.

So gentle the perfume of a flower!
But the flowers that I make
Ah me! Have no scent!
About myself I don’t know what to say –
I am your neighbour who has arrived at
this time to
to bother you.

Giacomo Puccini
‘O mio babbino caro’ from Gianni Schicchi
Puccini’s one-act comic masterpiece Gianni Schicchi is one of three short works he wrote
for the Metropolitan, New York, where it was first seen in 1918. Set in ancient Florence
and based on a tale in Dante, Lauretta pleads with her father to help her fiancé’s family
out of a problem. At first he refuses but she entreats him so winningly he gives in, with
amusing consequences. In her arietta she pleads that if she cannot go to the jewellers
to buy the ring, she will throw herself into the River Arno.
O mio babbino caro,
mi piace, è bello bello,
vo’andare in Porta Rossa
a comperar l’anello!
Si, si, ci voglio andare!
E se l’amassi indarno,
andrei sul Ponte Vecchio
ma per buttarmi in Arno!
Mi struggo e mi tormento,
O Dio! Vorrei morir!
Babbo, pietà, pietà!

O my beloved papa
I love him, he’s so handsome,
I must go to Porto Rosso
to purchase the ring!
Yes, yes, that’s where I am going!
And should this be in vain
then I’ll head for the Ponto Vecchio
and throw myself into the Arno!
I’m heartbroken and tormented
O God! I want to die!
Papa, pity me! pity me!

Wolfgang Amadeus Mozart
‘Overture’ from Le Nozze di Figaro
Mozart wrote the overture to his comic masterpiece after he completed the full score,
though it does not contain any reference to the music that follows in the opera. The
main section was sketched on 29 April 1786, just days before the premiere. The overture
is marked presto and is really a succession of brief, brilliant tunes suggesting the fun,
anxiety, grandeur, pathos and even perhaps the conspiracies involved in the sparkling
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plot. It opens with a group of three short ideas, the first on strings being interrupted in its
seventh bar, a device that adds to the scurrying pace of the work. A short theme on oboes
and horns follows and a noisy, fanfare-like tutti completes the set. These are repeated
and the second group of tunes is heard, followed by a repeat of the opening group and an
extended coda, which chatters away to the breathless end.

Wolfgang Amadeus Mozart
‘Porgi, amor’ from Le Nozze di Figaro
The aria ‘Porgi, amor’ comes from the start of Act II of the opera when the Countess
Almaviva is bewailing the fact that her husband, the count, seems to have forsaken her.
Matters will be resolved in the course of the opera but for now she is sad and lonely with
Mozart providing some elegiac music to paint her distress.
Porgi, amor, qualche ristoro,
Al mio duolo, a’miei sospir!
O mi rendi il mio tesoro,
O mi lascia almen morir

Offer me, O Love, some remedy
for my sadness and sighs!
Bring back my love to me
or let me at least die.

Jules Massenet
‘Meditation’ from Thaïs
Jules Massenet was one of the most successful opera composers of the second half of the
19th century, producing over 30 operas. Two have remained in the repertory: Manon (1884)
and Werther (1892). A number of others have been revived with great success both at
Wexford Opera Festival and in Dublin. His operatic version of Anatole France’s novel Thaïs
was first seen in Paris in 1894 and this tale of Cenobite monks in fourth-century Egypt
is well suited to Massenet’s love for the exotic and sensual. Essentially, the courtesan
Thaïs successfully seduces the monk Athanaël; then, remorseful, she enters a convent
where she dies and he is left lamenting his lost love. The music is very beautiful and the
‘Méditation’, with its haunting violin solo, has remained a firm concert favourite for over a
century. It bridges the scenes in Act II when Thaïs realises she needs to mend her ways and
is marked Andante religioso.

Giuseppe Verdi
‘Willow Song’ and ‘Ave Maria’ from Otello
Verdi’s brilliant setting of Shakespeare’s Othello was first seen at La Scala Milan in 1887
to great acclaim and it remains one of the greatest of Italian operas of the 19th century.
Verdi maintained much of the original play in his libretto, including the bedroom scene
in the last act. Desdemona is nervously awaiting Otello’s arrival and recalls an old story
about a girl to her maid, Emilia, before saying her prayers. Tragedy will ensue but for the
moment there is an air of strange foreboding.
DESDEMONA:
Piangea cantando nell’erma landa,
piangea la mesta,
O Salce! Salce! Salce!
Sedea chinando sul sen la testa,
Salce! Salce! Salce!
Cantiamo! cantiamo!
Il salce funebre sarà la mia ghirlanda.
Affrettati; fra poco giunge Otello.
Scorreano i rivi fra le zolle in fior,
gemea quel core affranto,
e dalle ciglia le sgorgava il cor
l’amara onda del pianto.
Salce! Salce! Salce!
Cantiamo! cantiamo!
Il salce funebre sarà la mia ghirlanda.
Scendean l’augelli a vol dai rami cupi
verso quel dolce canto.
E gli occhi suoi piangean tanto, tanto,
da impietosir le rupi.”
(to Emilia, taking a ring from her finger)
Riponi quest’anello. (rising)
Povera Barbara!
Solea la storia con questo
semplice suono finir:
“Egli era nato per la sua gloria,
io per amar...”
(to Emilia)
Ascolta. Odo un lamento.
(Emilia takes a step or two.)

Weeping she sang in the field
singing in her sadness:
Oh willow, willow, willow!
Sitting with her head on her breast
Willow! Willow! Willow!
Let us sing! Let us sing!
The sad willow is my garland.
Quick, Othello will be here soon.
Streams ran through fields of flowers,
her saddened heart cried
from her eys her heart gushed
a bitter wave of tears
Willow! Willow! Willow!
Let us sing! Let us sing!
The sad willow is my garland.
Birds flew from dark branches
to this sweet song.
And her eyes wept enough, enough
To make the rocks pity.
Put this ring away
Poor Barbara!
She would end her song
with simple words:
‘He was born to glory
And I for love’
Listen, is that a lament

88 KILKENNY ARTS FESTIVAL 2022

IRISH CHAMBER ORCHESTRA & AILISH TYNAN 89

Taci... Chi batte quella porta?

Quiet, whose knocking at the door?

(EMILIA:
È il vento.)

It’s the wind.

DESDEMONA:
Io per amarlo e per morir.
To love him and to die		
Cantiamo! cantiamo!
Sing! Sing!
Salce! Salce! Salce!”
Willow! Willow! Willow!
Emilia, addio.
Emilia farewell.
Come m’ardon le ciglia!
Like a fire, my eyes
È presagio di pianto.
It presages tears.
Buona notte.
Good night.
(Emilia turns to leave.)
Ah! Emilia, Emilia, addio!
Oh! Emilia, Emilia, farewell!
Emilia, addio!
Emilia, farewell!
(Emilia returns and Desdemona embraces her.
Emilia leaves. Desdemona kneels at the priedieu.)
Ave Maria, piena di grazia,
Hail Mary, full of grace,
eletta fra le spose e le vergini sei tu,
elected from wives and virgins,
sia benedetto il frutto, o benedetta,
blessed be your fruit, blessed one,
di tue materne viscere, Gesù.
and thy maternal womb, Jesus.
Prega per chi, adorando a te, si prostra,
Pray for those who adore you,
prega nel peccator, per l’innocente,
pray for sinners, for the innocent,
pel debole oppresso e pel possente,
for the weak, for the almighty,
misero anch’esso, tua pietà dimostra.
show your mercy for the miserable.
Prega per chi sotto l’oltraggio piega
Pay for he who bows
la fronte,
his head,
e sotto la malvagia sorte;
facing his evil destiny,
per noi, per noi tu prega,
for us, for us pray,
prega sempre,
always pray,
e nell’ora della morte nostra,
and at the hour of death,
prega per noi, prega per noi, Prega!		 pray for us, pray for us, Pray!
Ave!... Amen!
Hail!... Amen!

Franz Lehár
‘Vilja’ from The Merry Widow
Lehár’s The Merry Widow was premièred in Vienna in January 1905 and brought lasting
fame to the composer. Based on a comedy, it relates the problems the government of

Pontevedra had with the very wealthy widow Hanna Glawari and the dangers to their
economy should she leave the country. They employ the swashbuckling Count Danilo to
court her. It all goes wrong at the start but, being musical comedy, comes right in the
end. At a party in the Pontevedrian Embassy in Paris, Hanna sings about the legend of
the nymph of woods to an admiring crowd.
Nun lasst uns aber wie daheim
Jetzt singen unsern Ringelreim
Von einer Fee, die wie bekannt
Daheim die Vilja wird genannt
Es lebt eine Vilja, ein Waldmägdelein,
Ein Jäger erschaut sie im Felsengestein!
Dem Burschen, dem wurde
So eigen zu Sinn,
Er schaute und schaut
auf das Waldmägdlein hin.
Und ein niegekannter Schauder
Fasst den jungen Jägersmann,
Sehnsuchtsvoll fing er still zu seufzen an!
Vilja, o Vilja, Du Waldmägdelein,
Fass mich und lass mich
Dein Trautliebster sein!
Vilja, O Vilja, was tust Du mir an?
Bang fleht ein liebkranker Mann!
Das Waldmägdelein streckte
die Hand nach ihm aus
Und zog ihn hinein in ihr felsiges Haus.
Dem Burschen die Sinne vergangen fast sind
So liebt und so küsst gar kein irdisches Kind.
Als sie sich dann satt geküsst
Verschwand sie zu derselben Frist!
Einmal hat noch der Arme sie gegrüsst:
Vilja, o Vilja, Du Waldmägdelein,
Fass mich und lass mich
Dein Trautliebster sein!
Vilja, O Vilja, was tust Du mir an?
Bang fleht ein liebkranker Mann!
Notes © Ian Fox 2022

Let’s do what we do at home
Let’s sing our ring dance
About a fairy we know
At home called the Vilja!
There once was a Vilja, a wood maiden
A hunter spotted her among the rocks
A lad who was affected
By her strangely.
He stared and stared
At the wood maiden
And a sudden shudder
Shook the young hunter
With longing he sighed!
Vilja. Oh Vilja, you wood maiden
Take me and have me
As your truest love!
Vilja, Oh Vilja what have you done?
Asks a lovesick lad!
The wood maiden stretched out
Her hand to him
And took him into her rocky house
The lad lost his senses
With her love and kisses
And when she had kissed him enough
She vanished in a flash!		
And he waved farewell
Vilja, Oh Vilja, wood maiden
Take me and have me
You truest love!
Vilja, Oh Vilja what have you done?
Asks a lovesick man!
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Irish Chamber Orchestra
For a biography of the Irish Chamber Orchestra, see page 22.

Stephen Barlow

Former Artistic Director of the Buxton
Festival‚ a position he held from 2011
to 2018‚ Stephen Barlow’s recent and
current projects include La Cenerentola
(Staatsoper‚ Stuttgart‚ Medeé‚ Koanga
(Wexford Festival); Les Contes d’Hoffmann
(Beijing); The Life and Death of Alexander
Litvinenko, Porgy and Bess, La Bohème,
Romeo et Juliette, Die Walküre‚ La
Fanciulla del West‚ Capriccio‚ Rusalka‚
Tristan und Isolde‚ Pique Dame‚ Dialogues
des Carmélites‚ Peter Grimes‚ Falstaff‚
Norma (Grange Park Opera); Macbeth‚
Leonore‚ Lucia di Lammermoor‚ Louise‚
Jacobin‚ La Princesse Jaune‚ La Colombe‚
Intermezzo‚ The Barber of Baghdad
(Buxton Festival); Otello (Birmingham
Opera Company); The Rape of Lucretia‚
Owen Wingrave (Irish Youth Opera) and
A Midsummer Night’s Dream (Guildhall
School of Music).

Stephen was a boy chorister at Canterbury
Cathedral and studied at King’s School‚
Canterbury; Trinity College‚ Cambridge
(as Organ Scholar) and Guildhall School
of Music and Drama‚ under Vilem Tausky.
He co-founded and was Music Director of
Opera 80‚ and meanwhile was resident
conductor at English National Opera‚ also
working with Scottish Opera‚ Dublin Grand
Opera‚ Opera North and Royal Opera
House (Turandot‚ Die Zauberflöte). He
was Artistic Director of Opera Northern
Ireland from 1996 to 1999. Other UK
highlights include The Rake’s Progress
(Glyndebourne)‚ The Cunning Little Vixen
(ENO)‚ Idomeneo‚ The Barber of Seville‚
Fidelio and Madama Butterfly (Belfast)‚
Albert Herring‚ Falstaff‚ The Marriage of
Figaro and Die Entführung aus dem Serail
(Garsington)‚ Madam Butterfly (Opera
North) and Sweeney Todd with Bryn Terfel
(Royal Festival Hall).
Engagements abroad include The
Rake’s Progress‚ Madam Butterfly‚
Tosca (Vancouver Opera)‚ Capriccio (San
Francisco Opera)‚ Faust‚ Nabucco‚ La
Cenerentola‚ Turandot (Florida Grand
Opera)‚ Die Zauberflöte‚ Carmen‚ Duke
Bluebeard’s Castle‚ Romeo et Juliette
(Australia‚ Madama Butterfly‚ Don
Giovanni‚ Il Trovatore (Auckland)‚ Elektra‚

Faust (Seville)‚ The Cunning Little Vixen
(Berlin‚ The Rake’s Progress (Nationale
Reisopera‚ Capriccio‚ I Capuletti e I
Montecchi (Sicily‚ Rigoletto (Tirana) and Il
Barbiere di Siviglia (Riga).
In addition to his operatic work‚ he
has conducted most of the major UK
orchestras‚ and concert appearances
have taken him all over the world. In
1997 he was appointed Music Director
of the Queensland Philharmonic

Orchestra. Recordings include Joseph
James’ Requiem with Sumi Jo and his
own composition Rainbow Bear (with
his wife‚ Joanna Lumley‚ as narrator‚
and has conducted the premières of his
opera King in Canterbury Cathedral and
his Clarinet Concerto with Emma Johnson
and the Ulster Orchestra. As a pianist‚
he has recorded the complete songs of
Butterworth‚ Delius and Quilter.
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Ailish Tynan

Irish soprano Ailish Tynan won the 2003
Rosenblatt Recital Song Prize at BBC
Cardiff Singer of the World. Ailish was a
member of the prestigious Vilar Young
Artist Programme at the Royal Opera
House, Covent Garden and a BBC New
Generation Artist, where she recorded
and performed prolifically with the BBC
orchestras and in recital.
In the current season engagements include
recitals at Wigmore Hall, Leeds Lieder and
New Paths Music; Finzi In Terra Pax with
the BBC Symphony Orchestra; Orff Carmina
Burana with the Royal Philharmonic
Orchestra; Mahler Symphony No. 4 with
the RTÉ National Symphony Orchestra; and
her return to Garsington Opera as Despina
in Così fan tutte.
Ailish established herself with operatic
roles including Gretel Hänsel und Gretel
(The Royal Opera, Welsh National Opera
and Scottish Opera); Madame Cortese
Il viaggio a Reims, Marzelline Fidelio
and Madame Podtotshina’s Daughter
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in Shostakovich’s The Nose (The Royal
Opera); Vixen The Cunning Little Vixen
and Mimì La bohème (Grange Park Opera);
Tigrane Radamisto (English National
Opera); Papagena Die Zauberflöte (Teatro
alla Scala and The Royal Opera); Despina
Così fan tutte (Théâtre du Capitole de
Toulouse); Héro Béatrice et Bénédict
(Houston Grand Opera, Opéra Comique and
Grand Théâtre de la Ville de Luxembourg);
Sophie Der Rosenkavalier, Nannetta
Falstaff and Atalanta Xerxes (Royal
Swedish Opera); and Miss Wordsworth
Albert Herring (Opéra Comique and Opéra
de Rouen).
Among her notable concert appearances
are Mahler Symphony No. 8 (LSO under
Valery Gergiev, Netherlands Philharmonic
Orchestra under Marc Albrecht, Frankfurt
Radio Symphony Orchestra under Paavo
Järvi, Philharmonia under Lorin Maazel,
and Accademia Nazionale di Santa Cecilia
under Sir Antonio Pappano); Mahler
Symphony No. 4 (Prague Symphony
Orchestra under Jac van Steen and the
Hallé under Sir Mark Elder); Mahler
Symphony No. 2 (Accademia Nazionale
di Santa Cecilia under Myung-whun
Chung); Verdi Requiem (Ludwigsburger
Schlossfestspiele under Michael
Hofstetter); Haydn The Creation (CBSO
under Andris Nelsons); Handel Messiah
(AAM under Richard Egarr) and Handel
Semele (The English Concert under Harry
Bicket at Carnegie Hall). She has appeared
at both first and last night of the BBC
Proms with highlights including Bella A
Midsummer Marriage (BBC Symphony

Orchestra under Sir Andrew Davis) and
Glière’s Concerto for Coloratura Soprano
(Bournemouth Symphony Orchestra
under Kirill Karabits).
Ailish is a passionate recitalist and works
regularly with pianists including Iain
Burnside, James Baillieu and Graham
Johnson and Simon Lepper, giving
recitals at venues and festivals including
Wigmore Hall, Edinburgh, City of London,
Gregynog, St Magnus, Brighton and West
Cork Music Festivals, the Vinterfespill
in Norway and for the Prince of Monaco
in the Irish Embassy in Paris. She has
performed the world premiere of Nuit
d’Afrique written for her by Judith Weir,
at Wigmore Hall.
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Chamber Choir Ireland

Chamber Choir Ireland

Programme Notes

Conductor: Paul Hillier

Paul Hillier Artistic Director

Tchaikovsky had close ties to Ukraine. His
grandfather and great-grandfather hailed
from the region and he was a frequent
visitor to his sister Oleksandra who lived
there; he wrote most of his Liturgy when
holidaying with her. The first performance
took place in the University Church in Kyiv
in June 1879. The Moscow premiere did not
happen until November 1880. This was
because the Russian church authorities held
strict control over religious music, with laws
forbidding any new pieces to be performed
or printed. His publisher Jurgensen took this
up in the courts and won the case, making it
possible for fresh religious music in general
to be written and performed. There are over
20 settings by leading Russian composers
including Rimsky-Korsakov (1883) and
Rachmaninov (1910).

Tchaikovsky, Liturgy of St John Chrysostom
Programme
Pyotr Tchaikovsky
Liturgy of St John Chrysostom
1. Pósl̃e vozglashéñiya “Blagosloṽénno Tsárstvo...”
2. Pósl̃e Pérvovo ant̃ifóna
3. Pósl̃e Málovo vh-óda
4. Pósl̃e Cht̃éniya Apóstola
5. Pósl̃e Cht̃éniya Yevánel̃iya
6. Izhe h-eruṽím̃i
7. Pósl̃e H-eruṽímskoy p̃ésñi
8. Ṽéruyu
9. Pósl̃e Símvola ṽérï
10. Pósl̃e vozglashéñiya “Tvoyá ot Tvoíh...”
11. Pósl̃e slov “Izr̃iádno o pr̃esṽiat̃éy...”
12. Pósl̃e vozglashéñiya “I dazhd nam yed̃íñem̃i ustï”
13. Mol̃ítva Ghospódñıa
14. Pr̃ichástnïy st̃ih
15. Pósle vozglashéniya “So stráh-om Bózhïim”

Duration 60 mins approx. (without interval)

Sopranos
Abbi Temple
Felicity Hayward
Charlotte Trepess
Sally Carr*
Eva Braga Simões*
Altos
Christina Whyte
Mark Chambers
Constance Gardiner*
Alexander Pullinger*
Tenors
Rory Lynch
Christopher Bowen
Ben Thapa*
Stuart Kinsella*
Basses
Jeffrey Ledwidge
Eoghan Desmond
William Gaunt
Adrian Horsewood*
Nicholas Perfect*
*Deputy

The Liturgy of St John Chrysostom is one
of the most important services in the
Byzantine Church, based on a text attributed
to Saint John Chrysostom, Archbishop of
Constantinople in the 5th century. There
are references to Ukrainian music, which
Tchaikovsky greatly admired, in the score.
His setting is for a four-part mixed choir, a
capella, and comprises 15 major sections,
taking about 60 minutes to perform.
Notes © Ian Fox 2022

THURS 11 AUGUST 9.30PM
THE BLACK ABBEY
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Texts & Translations
Liturgy of St John Chrysostom
Pyotr Tchaikovsky
Bless, master.

Blagosloṽénno Tsárstvo
Ottsá i Sïna i Sṽiatágo Dúh-a,
nïñe i pr̃ísno i vo ṽéki ṽékóv.

of the Father, and of the Son,
and of the Holy Spirit,
now and ever, and unto ages of ages.

Am̃íñ.

Amen.

Ghóspod̃i, pom̃íluy.

Lord, have mercy.

T̃eb̃é, Ghóspod̃i.

To Thee, O Lord.

Am̃íñ.

Amen.

2. Pósl̃e Pérvovo ant̃ifóna
Ghóspod̃i, pom̃íluy.
T̃eb̃é, Ghóspod̃i.
Am̃íñ.

After the First Antiphon
Lord have mercy.
To Thee, O Lord.
Amen.

[Sláva Ottsú ... Yedinoródnïy Sïne]

[Glory to the Father... Only Begotten Son]

)

)

)

)

)

3. Pósl̃e Málovo vh-óda
Pr̃emúd̃ít̃e, pokloñímsıa, i pr̃ipad̃ém
ko H-r̃istú.
Spasí nas, Sïñe Bózhiy,
voskr̃ésïy iz m̃értvïh-,
poyúshchiya T̃i: All̃ilúya, all̃ilúya, all̃ilúya.

After the Little Entrance
Come, let us worship, and fall down before
Christ!
[Save us] O Son of God,
who art risen from the dead,
save us, who sing to Thee: Alleluia, alleluia,
alleluia.

Ghóspod̃i, spasí blagochest̃ívïya,
i uslïshï nï.

O Lord, save the pious and hear us!

Ghóspod̃i, spasí blagochest̃ívïya,
i uslïshï nï.

O Lord, save the pious and hear us!

i vo ṽéki ṽekóv.

...and unto ages of ages

Am̃íñ.
)

Amen.

Sṽıatïy Bózhe, Sṽıatïy Kr̃épkiy, Sṽıatïy
B̃essm̃ér̃tnïy.
pom̃íluy nas.
Sláva Ottsú i Sïnu i Sṽıatómu Dúh-u,
nïñe i pr̃ísno i vo ṽéki ṽékóv. Amin.
Sṽvatïy B̃essm̃ér̃tnïy, pom̃íluy nas.
Sṽıatïy Bózhe, Sṽıatïy Kr̃épkiy, Sṽıatïy
B̃essm̃ér̃tnïy,
pom̃íluy nas.

Holy God! Holy Mighty! Holy Immortal,
have mercy on us!
Glory to the Father, and to the Son, and to
the Holy Spirit,
both now and ever, and unto the ages.
Amen.
Holy Immortal, have mercy on us!
Holy God! Holy Might! Holy Immortal,
have mercy on us!

4. Pósl̃e Cht̃éniya Apóstola
All̃ilúya, all̃ilúya, all̃ilúya

After the Epistle Reading
Alleluia, alleluia, alleluia!

)

)

Glory to the Father, and to the Son, and to the
Holy Spirit,
both now and ever, and unto ages of ages.
Amen.
Only begotten Son, and Word of God,
Who art immortal,
and didst will for our salvation
to be incarnate of the Holy Theotokos
and Ever-Virgin Mary,
Who without change didst become man,
and wast crucified, O Christ God,
trampling down death by death,
Who art one of the Holy Trinity,
glorified with the Father and the Holy Spirit,
save us.

)

)

)

Yed̃inoródnïy Sïñe i Slóṽe Bózhïy,
b̃essm̃ért̃en sïy,
i izvól̃ivïy spaséñiya náshego rád̃i
voplot̃ít̃isıa ot Sṽıatïya Bogoród̃itsï
i Pr̃isnod̃évï Mar̃ii,
ñepr̃elózhno vocheloṽéchivïsıa,
raspnïysıa zhe H-rist̃e Bózhe,
sm̃ért̃iyu sm̃ert̃ poprávïy,
yed̃in sïy Sṽıatïya Tróitsï,
sproslavl̃ıayemïy Ottsú, i Sṽıatómu Dúh-u,
spasí nas.

Wisdom, let us be attentive!

)

i nïñe i pr̃ísno i vo ṽéki ṽékóv. Am̃íñ.

Pr̃emúdrost̃, próst̃i.

)

Sláva Ottsú i Sïnu i Sṽıatómu Dúh-u,

[The Little Litany]
Lord have mercy.
To Thee, O Lord.
Amen.

)

After the exclamation ‘Blessed is the
Kingdom...’

)

1. Pósl̃e vozglashéñiya “Blagosloṽénno
Tsárstvo...”

[Málaya yekt̃éñiya]
Ghóspod̃i, pom̃íluy.
T̃eb̃é, Ghóspod̃i.
Am̃íñ.

) )

)

Blagosloṽí, vladïko.
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And to your spirit.

Sláva T̃eb̃é, Ghóspod̃i, sláva T̃eb̃é.

Glory to Thee, O Lord, glory to Thee!

[Sugúbaya yekt̃eñiyá]

[The Augmented Litany]

Ghóspod̃i, pom̃íluy.

Lord, have mercy.

Am̃íñ.

Amen.

[Yekt̃eñiyá ob oglashénniẖ]

[The Litany for the Catechumens]

Ghóspod̃i, pom̃íluy.

Lord have mercy.

T̃eb̃é, Ghóspod̃i.

To Thee, O Lord.

Am̃íñ.

Amen.

[1-ya i 2-ya yekt̃eñií ṽérnïh-]

[1st and 2nd Litanies of the Faithful]

Ghóspod̃i, pom̃íluy.

Lord, have mercy.

Am̃íñ.

Amen.

6. Izhe h-eruṽím̃i
Ízhe h-eruṽím̃i, táyno obrazúyushche,
i zhïvotvor̃ıáshchey Tróytse
tr̃isṽıatúyu p̃esñ pr̃ip̃eváyushche,
fsıakoye nïñe zhït̃éyskoye otlozhïm
pop̃echéñiye,
(Am̃íñ.)
yáko da Tsar̃ıa fseh- podïm̃em,
Angel̃skim̃i ñeṽíd̃imo dor̃inosíma chínm̃i.
All̃ilúya, all̃ilúya, all̃ilúya.

The Cherubic Hymn
Let us who mystically represent the Cherubim,
and who sing the thrice-holy hymn
to the life-creating Trinity,
now lay aside all cares of this life,

7. Pósl̃e H-eruṽímskoy p̃ésñi

After the Cherubic Hymn

Ghóspod̃i, pom̃íluy.

Lord, have mercy.

Podáy, Ghóspod̃i.

Grant it, O Lord.

T̃eb̃é, Ghóspod̃i.

To Thee, O Lord.

Am̃íñ.

Amen.

I dúh-oṽi Tvoyemú.

And to your spirit.

Father, Son and Holy Spirit! The Trinity,
one in
essence, and undivided!

8. Ṽéruyu
Ṽéruyu vo yed̃ínago Bóga Ottsá,
Fsed̃erzhït̃el̃ıa, Tvortsá ñébu i zeml̃í,
ṽíd̃imïm zhe fsem i ñeṽíd̃imïm.
I vo yed̃ínago Ghóspoda Iisúsa H-r̃istá,
Sïna Bózhïya,
yed̃ínoródnago, Izhe ot Ottsá
rozhd̃énnago pr̃ézhd̃e fsehṽek. Sṽéta ot sṽéta, Bóga íst̃inna ot
Bóga íst̃inna,
rozhd̃énna, ñesotvor̃énna,
yed̃inosúshchna Ottsú,
Ímzhe fsıa bisha.
Nas rád̃i cheloṽék, i náshego rádi
spaséñíya,
sshédshago s ñeb̃és, i
voplot̃ívshagosıa
ot Dúh-a Sṽıata i Mar̃íï Dévï, i
vocheloṽéchshasıa.
Rasp̃ıatago zhe za nï pr̃i Pont̃íyst̃em
P̃ilát̃e,
i stradávsha, i pogr̃eb̃énna.
I voskr̃ésshago f tr̃ét̃iy d̃eñ po
p̃isáñiyem.
I vosshédshago na ñeb̃esá,
i sed̃ıashcha od̃esnúyu Ottsá.
I páki gr̃ıadúshchago so slávoyu sud̃ít̃i
zhïvïm i m̃értvïm,
Yegózhe tsárstṽiyu ñe búd̃et kontsá.
I v Duh-a Sṽıatágo, Ghóspoda,
zhïvotvor̃ıashchago,
Ízhe ot Ottsém ish-od̃ıáshchago,
ízhe so Ottsém i Sïnom spoklañıáyema
i ssláṽima,
glagólavshago Proróki.

The Creed
I believe in one God, the Father, the Almighty,
Maker of heaven and earth,
and of all things visible and invisible.
And in one Lord Jesus Christ, the Son of God,

)

I dúh-oṽi tvoyemú.

Ottsá i Sïna i Sṽıatâgo Dúh-a,
Tróitsu yed̃inosúshchnuyu i ñerazd̃él̃nuyu.

the only-begotten, begotten of the Father
before all ages.
Light of Light, true God of true God;
begotten, not made; of one essence with
the Father;
by whom all things were made;
who for us men and for our salvation
came down from heaven, and was incarnate
of the Holy Spirit and the Virgin Mary, and
became man.

)

)

)

)

)

)

) )

(Amen.)
that we may receive the King of All,
who comes invisibly upborne by the angelic host.
Alleluia, alleluia, alleluia!

)

)

)

)

)

)

After the Gospel Reading

)

5. Pósl̃e Cht̃éniya Yevánel̃iya

)
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And He was crucified for us under Pontius
Pilate,
and suffered, and was buried.
And the third day He rose again, according
to the
Scriptures, and ascended into Heaven,
and sits at the right hand of the Father;
and He shall come again with glory to judge
the living and
the dead; whose Kingdom shall have no end.
And in the Holy Spirit, the Lord, the Giver of
Life,
who proceeds from the Father;
who with the Father and the Son together is
worshipped
and glorified; who spoke by the prophets.
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A mercy of peace! A sacrifice of praise!

I so dúh-om tvoím.

And with your spirit.

Ímamï ko Ghóspodu.

We lift them up unto the Lord!
)

)

)

)

)

)

It is fitting and right to bow down
Dostóyno i práṽedno yest̃
poklañıát̃isıa Ottsú i Sïnu i Sṽıatómu Dúh-u, to the Father, and the Son, and the Holy Spirit:
the Trinity, one in essence and undivided.
Tróitse yed̃inosúshchñey i ñerazd̃él̃ñey.
Holy! Holy! Holy! Lord of Saboath!
Heaven and earth are full of Thy glory!
Hosanna in the highest!
Blessed in He who comes in the name of the Lord!
Hosanna in the highest!

Am̃íñ.

Amen

10. Pósl̃e vozglashéñiya “Tvoyá
ot Tvoíh...”
T̃eb̃é poyém,
T̃eb̃é blagosloṽím,
T̃eb̃é blagodar̃ím, Ghóspodi,
i mól̃imt̃isia, Bózhe nash.

After the exclamation ‘Thine own of
Thine own...’
We hymn Thee,
we bless Thee,
we give thanks to Thee, O Lord,
and we pray unto Thee, O our God.

11. Pósl̃e slov “Izr̃iádno o pr̃esṽiat̃éy...”
Dostóno yest̃, yáko voíst̃inu, blazhït̃i T̃ıa
Bogoròd̃itsu, pr̃isnoblazhénnuyu i
pr̃eñeporóchnuyu,
i Mát̃er̃ Bóga náshego. Chestñéyshuyu
h-eruṽím
i slávñeyshuyu b̃ez sravñéñiya serafím,
b̃ez istl̃éñiya Bóga Slóva rózhdshuyu,
súshchuyu Bogoród̃itsu T̃ıa ṽel̃icháyem.

After the words ‘Especially for our most holy...’
It is truly fitting to bless you, O Theotokos,
ever-blessed and most pure and the Mother of
our God.
More honourable than the Cherubim,
and more glorious beyond compare than the
Seraphim:
without defilement you gave birth to God the
Word: true Theotokos, we magnify you.

)

)

)

)

Sṽıat, sṽıat, sṽıat, Ghospód Savaóf,
ispólñ ñébo i zeml̃iâ slávï Tvoyeyá,
osânna v vïshñih-.

I fseh-, i fsia.

And all mankind.

Amen.

I so dúh-om tvoím.

And with your spirit.

[Yekt̃eñiyá pér̃ed Otche nash]

[The Litany Before the Lord’s Prayer]

Ghóspod̃i, pom̃íluy.

Lord, have mercy.

Podáy, Ghóspod̃i.

Grant it, O Lord.

T̃eb̃é, Ghóspod̃i.

To Thee, O Lord.

I spodób̃i nas, Vladïko, so
d˜erznoṽéñiyem,
ñeosuzhd˜énno sm̃ét̃i pr̃izïvát̃i T̃eb̃é,
Ñebésnago Bóga Ottsá, i glagólat̃t:
)

M̃ílost̃ m̃íra, zhértvu h-val̃éñiya.

Am̃íñ.

13. Mol̃ítva Ghospódñıa
Otche nash, Ízhe yesí na ñeb̃eséh-,
da sṽıat̃ítsıa ím̃ia Tṽoyé,
da pr̃iíd̃et Tsárstṽiye Tvoyé,
da búd̃et vól̃ıa Tvoyá,
yáko na ñeb̃esí i na zeml̃í.
H-l̃eb nash nasúshchnïy dazhd̃ nam dñes,
i ostaṽi nam dólgi násha,
yákozhe i mï ostavl̃ıayem dolzhñiye,
no izbáṽi nas ot lukávago.
)

After the Creed

After the exclamation ‘And grant that
with one mouth’

)

9. Pósl̃e Símvola ṽérï

I acknowledge one baptism for the remission
of sins.
I look for the resurrection of the dead,
and the life of the age to come. Amen.

12. Pósl̃e vozglashéñiya “I dazhd nam
yed̃íñem̃i ustï”

)

In one Holy, Catholic, and Apostolic Church.

)

Vo yed̃ínu Sṽıatúyu, Sobórnuyu, i
Apóstol̃skuyu Tsérkoṽ.
Ispoṽéduyu yed̃íno kr̃eshchéñiye vo
ostavl̃éñiye gr̃eh-óv.
Cháyu voskr̃eséñiya m̃értvih-:
i zhïzñi budushchago ṽéka. Am̃íñ.

And count us worthy, O Master,
that with
boldness and without condemnation we
may dare to call Thee, the God of Heaven,
‘Father’ and say:
The Lord’s Prayer
Our Father, who art in heaven,
hallowed be Thy name.
Thy Kingdom come,
Thy will be done
on earth as it is in heaven.
Give us this day our daily bread;
and forgive us our debts,
as we forgive our debtors;
and lead us not into temptation,
but deliver us from the Evil One.

Am̃íñ.

Amen.

I dúh-oṽi tvoyemú.

And to your spirit.

T̃eb̃é, Ghóspod̃i.

To Thee, O Lord.

Am̃íñ.

Amen.
)

)
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Yed̃ín sṽıat, yed̃ín Ghospód, Iisùs H-r̃istós,
vo slávu Bóga Ottsá. Am̃íñ.

Only One is Holy! One is Lord, Jesus Christ,
to the glory of God the Father. Amen.
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The Communion Hymn
Praise the Lord from the heavens!
Praise Him in the highest! Alleluia! Alleluia!
Alleluia!

Sláva Ottsú i Sïnu i Sṽıatómu Dúh-u,
nïñe i pr̃ísno i vo ṽéki ṽékóv. Am̃íñ.
Ghóspod̃i, pom̃íluy. [Vladïko,]
Blagosloṽí.

15. Pósle vozglashéniya “So stráh-om
Bózhïim”
Blagosloṽén gr̃ıadïy vo ím̃ıa Ghospódñe.
Bog Ghospod̃ i yaṽísıa nam.

After the exclamation ‘In the fear of God’

Ṽíd̃eh-om sṽet íst̃innïy,
pr̃iyah-om Dúh-a ñeb̃ésnago,
obr̃etoh-om ṽéru íst̃innuyu,
ñerazd̃él̃ñey Tróitse poklañıáyemsıa:
Ta bo nas spaslá yest̃.

We have seen the true Light!
We have received the heavenly Spirit!
We have found the true faith,
worshipping the undivided Trinity,
Who has saved us!

Sṽıat̃éyshïya patr̃iárh-i pravoslávnïya,
pr̃eosṽıashchénnïya m̃ítropol̃ítï,
arh-iyep̃ískopï,
stranú sivú, vlást̃i, vóinstvo i
naród yeyá,
i fsıa pravoslávnïya h-r̃ist̃iánï,
Ghóspodi, soh-rañí ih- na mnógaya Ĩeta!

Am̃íñ.

Amen.

)

)
)

)

Blessed is He that comes in the name of the Lord!
The Lord is God, and has revealed Himself to us!

Let our mouths be fille d with Thy praise,
O Lord,
that we may sing of Thy glory;
for Thou hast made us worthy to partake
of Thy holy, divine,
immortal, and life-creating Mysteries.
Keep us in Thy holiness,
that all the day we may meditate upon Thy
righteousness.
Alleluia! Alleluia! Alleluia!

[Málaya yekt̃eñiyá]

[The Little Litany]

Ghóspod̃i, pom̃íluy.

Lord, have mercy.

T̃eb̃é, Ghóspod̃i.

To Thee, O Lord.

Am̃íñ.

Amen.

O ím̃eńi Ghospódñi.
Ghóspod̃i, pom̃íluy.

In the name of the Lord.
Lord have mercy.

Am̃íñ.
Búd̃i ím̃ıa Ghospódñe blagosloṽénno ot
nïñe i do ṽéka.

Amen.
Blessed be the Name of the Lord,
henceforth and forevermore.

Am̃íñ.

Amen.

)

)

)

)

)

Da ispólñıatsıa ustá násha h-val̃éñiya
Tvoyegó, Ghóspodi,
yáko da poyém slávu Tvoyú,
yáko spodób̃il yesí nas pr̃ichast̃ı-t̃sıa
sṽıatim Tvoím, bozhéstṽennïm,
b̃essm̃értnïm i zhïvotvor̃ıáshchim
Táynam.
Sobl̃ıudí nas vo Tvoyéy sṽıatïñi
ṽes d̃eñ pouchát̃isıa právd̃e Tvoyéy.
All̃ilúya, all̃ilúya, all̃ilúya.

)

)

)

)

)

14. Pr̃ichástnïy st̃ih
H-val̃ít̃e Ghóspoda s ñeb̃és, h-val̃ít̃e Yegó
v vïshñih-.
All̃ilúya, all̃ilúya, all̃ilúya!

Glory to the Father, and to the Son, and to the
Holy Spirit, now and ever, and unto ages of
ages. Amen.
Lord, have mercy. Father [Master], bless.
The most holy Orthodox Patriarchs,
the most reverend metropolitans,
archbishops, and bishops,
this country, its civil authorities, armed
forces, and its people,
and all Orthodox Christians,
O Lord, preserve them for many years!
This performance makes use of the
following edition: Peter Tchaikovsky,
Liturgy of St John Chrysostom, Opus 41,
ed. by Vladimir Morosan. Monuments of
Russian Sacred Music Series II, Volume I.
Musica Russica, 1993.

104 KILKENNY ARTS FESTIVAL 2022

CHAMBER CHOIR IRELAND 105

Chamber Choir Ireland

Choral Sketches, Sing! at Axis:Ballymun
and a lecture series on the history of
choral music in Ireland.
Chamber Choir Ireland receives principal
funding and support from the Arts
Council/an Chomhairle Ealaíon, is
supported by Dublin City Council, is a

resident ensemble at the National Concert
Hall of Ireland, Associate Artists to Dublin
City University, and a member of TENSO
– the network of professional chamber
choirs in Europe. In 2021 Chamber Choir
Ireland welcomed President of Ireland,
Michael D Higgins as Patron.

PHOTO DITTE CAPION

Paul Hillier

Garnering a strong reputation for
their unique approach to creative
commissioning, recording and
programming, Chamber Choir Ireland is
the country’s flagship choral ensemble
and national chamber choir under the
Artistic Direction of the multi-awardwinning conductor, Paul Hillier. The
choir’s programmes span from the
early renaissance to the present day,
incorporating established choral classics
with cutting-edge commissions, and a
style of performance that incorporates
versatility, dynamism and often vocal
pyrotechnics.
Chamber Choir Ireland performances have
been described as having a tone which
is ‘liquid in its power and purity’ with a
‘strong vocal flexibility of style’ (Belfast
Telegraph). The choir has a strong
commitment to touring in Ireland and
continues to develop its touring network

in order to present high-quality choral
concerts to audiences around the country.
International touring has included the
USA, UK, Belgium, Russia, Germany and
South America.
The choir has previously recorded for
the Harmonia Mundi, RTÉ Lyric FM labels
including the world premiere recording
of works by Gerald Barry, Barry meets
Beethoven, featuring Crash Ensemble
and Stephen Richardson on the Orchid
Classics label. The most recent release
garnering a 5-star review in the Irish
Times was Letters, which included the CCI
commission ‘Triptych’ by David Fennessy
and ‘A Letter of Rights’ by Tarik O’Regan
and Alice Goodman, on the Naxos label
(November 2020).
Chamber Choir Ireland has a strong
Learning and Participation programme,
including Composers in the Classroom,

Paul Hillier is from Dorset in England and
studied at the Guildhall School of Music
and Drama in London. His career has
embraced singing, conducting, composing,
and writing about music. He formed the
Hilliard Ensemble in 1973 and was its
musical director for 17 years. In 1990 he
created a new group called Theatre of
Voices, which he continues to direct today.
He has taught in the USA at the University
of California campuses of Santa Cruz and
Davis, and from 1996 to 2003 was Director
of the Early Music Institute at Indiana
University, Bloomington.
He was Principal Conductor of the Estonian
Philharmonic Chamber Choir (2001-2007)

and has been Chief Conductor of Ars Nova
Copenhagen since 2003. His books about
Arvo Pärt and Steve Reich are published
by Oxford University Press. In 2006 he
was awarded an OBE for services to choral
music. In 2007 he received the Order of the
White Star of Estonia, and was awarded a
Grammy for Best Choral Recording.
In 2008 he became Chief Conductor of
Chamber Choir Ireland and was appointed
Artistic Director of the newly formed Coro
Casa da Musica in Porto. That same year
he also created his own music publishing
company, Theatre of Voices Edition
(www.tov-edition.com). During 2009 he
was artist in residence at Yale University’s
Institute for Sacred Music. In 2010 he was
awarded his second Grammy – for David
Lang’s The Little Match Girl Passion.
In 2013 he was awarded the Order of
Dannebrog (the Danish knighthood) by Her
Majesty Queen Margrethe of Denmark.
Paul is represented worldwide by
Konzertdirektion Hörtnagel, Berlin.
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Anne Sofie von Otter & Brooklyn Rider
Songs of Love and Death: The Music of Franz
Schubert and Rufus Wainwright

Programme
Rufus Wainwright
Trois Valses Anglaises,
arr. Colin Jacobsen (Irish Premiere)
‘Watching the Monarchs’
‘Friend In Common‘
‘Listen To The Queen’

Franz Schubert
‘Die Nebensonnen’ from Winterreise
D 911, arr. Osvaldo Golijov

Franz Schubert
‘Der Tod und das Mädchen’, D 531

Franz Schubert
‘Einsamkeit’ from Winterreise D 911,
arr. Osvaldo Golijov

Franz Schubert
First Movement from String Quartet
no. 14, Death and the Maiden, D 810
Franz Schubert
‘Der Wegweiser’ from Winterreise D 911,
arr. Osvaldo Golijov
Franz Schubert
Second Movement from String Quartet
no. 14, Death and the Maiden, D 810

Franz Schubert
Third Movement from String Quartet
no. 14, Death and the Maiden, D 810

Franz Schubert
Fourth Movement from String Quartet
no. 14, Death and the Maiden, D 810
Rufus Wainwright
Three songs from Songs for Lulu,
arr. Colin Jacobsen
‘Who Are You New York’
‘Sad With What I Have‘
‘Give Me What I Want’
Duration 80 mins approx.
(without interval)

FRI 12 AUGUST 8PM
ST CANICE’S CATHEDRAL

Programme Notes
Rufus Wainwright
Trois Valses Anglaises,
arr. Colin Jacobsen
Three songs from Songs for Lulu,
arr. Colin Jacobsen
The concert format in Schubert’s day
would have varied wildly, from marathon
length programmes with multiple
intermissions to intimate musical
gatherings in homes, coffee houses,
other places of assembly.
It is on the latter of these two scenarios
that Brooklyn Rider and Anne Sofie von
Otter imagine the contextualization of
this programme celebrating two singular
songwriters/composers. Channelling
the idea of the ‘Schubertiade’, in which
new music and poetry were assembled
informally, in the living room and
surrounded by creators, friends, and
fellow seekers of beauty.
It is more integrative between Brooklyn
Rider and Anne Sofie in the chosen
format. We are all in the ‘living room’
together the whole time, playing and
listening, with the experience for
everybody unbroken by intermission.

Franz Schubert
String Quartet no. 14 in D minor, D 810
(‘Death and the Maiden’)
i
ii
iii
iv

Allegro
Andante con moto
Scherzo: Allegro molto
Presto

There are few more dramatic openings
to a quartet than that for this D minor
composition. It is typical of the Sturm
und Drang style popular in German
literature and music at the end of
the 18th century, employing highly
emotional and dramatic effects.
Schubert starts with a powerful, fivechord fanfare marked ‘fortissimo’,
setting the music in motion with quite
a punch. A lyrical Italianate melody
soon follows and is treated to excited
contrapuntal sequences through which
the five-note fanfare is woven. Schubert
expands these ideas in a movement of
considerable excitement and originality.
The breathtaking impact of the music
holds our attention throughout. When
the counterpoint becomes almost
overwhelmingly complex, Schubert
hauls it back to the opening fanfare
and repeats his initial sequence in fresh
variants, allowing the temperature to
cool a little.
Then the pace gathers once more and
further fireworks follow, though at
the end the music just fades away.
Schubert set Matthias Claudius’ song
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‘Death and the Maiden’ in 1817; it is a
typically romantic piece as the girl pleads
that she is too young to die but Death is
unremitting: ‘you will sleep softly in my
arms’. It proved to be a popular if gloomy
song and Schubert decided to adapt it
for a set of five variations as his slow
movement. The song is presented in a
sombre and largely quiet introduction.
Then the first violin decorates the
opening variation over a pulsating rhythm
while the cello leads the second one, with
the first violin now offering the lively
accompaniment. The Sturm und Drang
mood returns for the fiery third variation,
which is followed by a more relaxed,
lyrical idea, again led by the first violin.
The fifth variation starts very quietly
and features the second violin but grows
in passion to reach an agitated climax
before fading away into a gentle coda.
The ensuing scherzo again relates to the
Sturm und Drang style and musicologist
Walter Cobbett has called it ‘the dance of
the demon fiddler’. It is contrasted by a
central or trio section which presents
a gently swaying melody, one of the
few moments of respite in this powerful
quartet. To complete his work, Schubert
introduces a tarantella for the principal
theme of the finale. It is a rondo, with the
busy off-beat theme reappearing
between contrasting episodes. There is
even a hint of the song ‘Erlkonig’ along
the way. The music becomes quiet but
then starts gathering pace with a speedy
return of the tarantella, followed by
fleeting variations of the melody leading
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to an accelerated coda and a breathless
conclusion.
Notes © Ian Fox 2017

Franz Schubert
Winterreise D 911, arr. Osvaldo Golijov
The author of the cycle was Wilhelm
Müller (1794-1827), who hailed from
Dessau and graduated from the
University of Berlin. In 1813-14 he served
in the Prussian army fighting Napoleon,
then he returned to Dessau to teach
classics and was appointed librarian at
the Duke’s library. He, like Schubert, died
young, being only 32 when he suffered
a fatal heart attack. His first poems
were printed in 1816 but his reputation
was established with the two volumes
which appeared in 1821 and 1824 titled
Poems from the Posthumous Papers of a
Travelling Horn-player, which included the
verses Schubert used in both his cycles:
Die Schöene Müllerin (The Beautiful Girl
of the Mill) which appeared in 1823 and
Winterreise from 1827. Schubert began
by setting the first 12 poems, writing
‘Finis’ after the last one and dating them
February 1827. The second part is dated
October 1827 and is headed Continuation
of Winter’s Journey, comprising a further
12 songs. When the full set was published
on 24 October 1827, just before Schubert’s
death on 19 November 19, the numbers 1
to 24 were used.
The story is a simple tragic tale. The
narrator is leaving a town in mid-winter: ‘I

came as a stranger and I leave as one’. His
departure has been precipitated because
he has been rejected by the girl he has
fallen for in the town; apparently she is
from a wealthy family and a wandering
horn-player is not suitable for their child.
As he departs he is struck by various
aspects of nature, recalling their time
together – he can find no keepsake. In
the fifth song, ‘The Linden Tree’, Schubert
employs a popular German folksong,
raising it to a high artistic level as the
narrator remembers carving words of
love on the tree’s bark. He trudges on
eventually finding shelter in a charcoal
burner’s hut where he dreams of spring
and a lovely girl. He journeys on, hearing
the mail coach’s post-horn, but realising
it has no letter for him. He passes through
a village where the dog’s snarl at him and
continues through a stormy morning. He’s
deluded by a dancing light and arrives

at a signpost to a town, but he chooses
a solitary road no one takes, finding a
cemetery where he spends the night. He
sets off again and sees a mirage – three
suns in the sky; two vanish, presumably
the eyes of his beloved.
The cycle and the story ends with an
extraordinary encounter, as he passes an
old hurdy-gurdy man. Schubert creates
a spine-tingling effect as the narrator
passes on and vanishes from our sight.
‘Will you grind your organ to my songs?’
The wonderful range of sound pictures
of winter and the deep-felt revelations
of the narrator’s soul throughout the
cycle are summed up perfectly by
this eerie and mysterious ending. In
Winterreise Schubert created not just one
of the greatest of song cycles but also a
towering masterpiece within the whole
world of music.
Notes © Ian Fox 2017
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Texts & Translations

Friend In Common

Rufus Wainwright Trois Valses Anglaises, arr. Colin Jacobsen (Irish Premiere)
Rufus Wainwright Music & Lyrics
Colin Jacobsen Arranger

We have a friend
In common
Or shall we say
A person

Watching the Monarchs

You‘ve spoken to
This someone
And so have I

Watching the monarchs
Come in
Paper wings
Over the ocean

Realize
A butterfly‘s crown
Is understanding the world
Upside down

Realize
A butterfly‘s sting
Is to be noble
Over everything

Oh how I wish
I could understand
The way this upside down world
Should be

Watching the monarchs
Go by
Means that it‘s fall
And will soon be cold

Realize
A butterfly‘s pain
Is hardly the pin prick
That death brings to claim it
For me

Realize
A butterfly‘s cry
Is always goodbye
See you again when I‘m old
One must be a monarch
In the dark
One must be a monarch
In the dark
Watching the monarchs
Go round
Makes me feel sad
That you‘re not around

One must be a monarch
In the dark
One must be a monarch
In the dark
One must be a monarch
In the dark
One must be a monarch
In the dark
Watching the monarchs
Go out
Watching the monarchs
Go out
Watching the monarchs
Go out

We have a friend
In common
Alright let‘s say
A human

You‘ve gazed up on them
Somewhat
And here are we
And perhaps
There‘s a tiny molecule
That‘s escaped from me
Inside of you
Or from you to me

Listen To The Queen
Listen to the queen
Listen to the queen
Try to understand
What it is she means

Whilst upon the lake
Whilst upon the lake
Whilst upon the lake
It‘s steaming

Try to understand
Understand the dream

Whilst upon the lake
Whilst upon the lake
Whilst upon the lake
I‘m leaving

Whilst upon the lake
Whilst upon the lake
Whilst upon the lake
It‘s gleaming
Listen to the world
Listen to the world
Try to understand
Why it feels so cold
Try to understand
Understand the dream

Listen to the queen
Listen to the queen
Try to understand
What it is mean
Try to understand
Understand the dream
Whilst upon the lake
Whilst upon the lake
Whilst upon the lake
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Franz Schubert
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Der Tod und das Mädchen, D 531
Matthias Claudius

Death and the Maiden
English Translation © Richard Wigmore

DAS MÄDCHEN
Vorüber, ach, vorüber!
Geh, wilder Knochenmann!
Ich bin noch jung, geh, Lieber!
Und rühre mich nicht an.
DER TOD
Gib deine Hand, du schön und
zart Gebilde!
Bin Freund und komme nicht zu strafen.
Sei gutes Muts! Ich bin nicht wild,
Sollst sanft in meinen Armen schlafen!

THE MAIDEN
Pass by, ah, pass by!
Away, cruel Death!
I am still young; leave me, dear one
and do not touch me.
DEATH
Give me your hand, you lovely, tender
creature.
I am your friend, and come not to chastise.
Be of good courage. I am not cruel;
you shall sleep softly in my arms.
Translations by Richard Wigmore first
published by Gollancz and reprinted in the
Hyperion Schubert Song Edition

Franz Schubert
Winterreise, op. 89, D 911
20. Der Wegweiser
Was vermeid’ ich denn die Wege,
Wo die ander’n Wand’rer geh’n,
Suche mir versteckte Stege,
Durch verschneite Felsenhöh’n?
Habe ja doch nichts begangen,
Daß ich Menschen sollte scheu’n, Welch ein törichtes Verlangen
Treibt mich in die Wüstenei’n?
Weiser stehen auf den Straßen,
Weisen auf die Städte zu.
Und ich wandre sonder Maßen
Ohne Ruh’ und suche Ruh’.
Einen Weiser seh’ ich stehen
Unverrückt vor meinem Blick;
Eine Straße muß ich gehen,
Die noch keiner ging zurück.

20. The Sign Post
Why then do I avoid the highways
Where the other travellers go,
Search out the hidden pathways
Through the snowy mountain tops?
I’ve committed no crime
That I should hide from other men What is the foolish compulsion
That drives me into desolation?
Signposts stand along the highways
Pointing to the cities,
And I wander ever further
Without rest and look for rest.
Before me I see a signpost standing
Fixed before my gaze.
I must travel a road
From which no one ever return
Translation © Celia Sgroi

23. Die Nebensonnen
Drei Sonnen sah ich am Himmel steh’n,
Hab’ lang und fest sie angeseh’n;
Und sie auch standen da so stier,
Als wollten sie nicht weg
von mir.
Ach, meine Sonnen seid ihr nicht!
Schaut ander’n doch ins Angesicht!
Ja, neulich hatt’ ich auch wohl drei;
Nun sind hinab die besten zwei.
Ging nur die dritt’ erst hinterdrein!
Im Dunkel wird mir wohler sein.

23. The False Suns
I saw three suns in the sky,
Stared at them hard for a long time;
And they stayed there so stubbornly
That it seemed they didn’t want to
leave me.
Ah, you are not my suns!
Go, look into someone else’s face!
Yes, recently I, too, had three
But now the best two have gone down.
If only the third would also set!
I will feel better in the dark.
Translation © Celia Sgroi

12. Einsamkeit
Wie eine trübe Wolke
Durch heit’re Lüfte geht,
Wenn in der Tanne Wipfel
Ein mattes Lüftchen weht:
So zieh ich meine Straße
Dahin mit trägem Fuß,
Durch helles, frohes Leben
Einsam und ohne Gruß.
Ach, daß die Luft so ruhig!
Ach, daß die Welt so licht!
Als noch die Stürme tobten,
War ich so elend nicht.

12. Solitude
As a dreary cloud
Moves through the clear sky,
When in the crown of the fir tree
A faint breeze blows,
So I travel my road
Onward with sluggish feet,
Through bright, happy life,
Lonely and unrecognized.
Oh, that the air should be so still!
Oh, that the world should be so light!
When the storms still raged,
I was not so miserable.
Translation © Celia Sgroi
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Rufus Wainwright Three songs from Songs for Lulu, arr. Colin Jacobsen
Rufus Wainwright Music & lyrics
Colin Jacobsen Arranger

Who Are You New York
Saw you on the corner
Saw you in the park
Saw you on the platform
Of Grand Central Station
Saw you at the race track
Saw you on the lawn
Saw you in the Madison Square Garden
Screaming
Who are you?
Who are you?
Saw you in the rainbow
Saw you in the dark
Saw you on the landing
Of the Empire State Building

Who are you?
Who are you New York?
There are many answers
There are many points
Take him or then take her
And then find them
Together
Who are you?
Who are you?
The city will tell you
But I must know
Tell me, do
Who are you New York?

Sad With What I Have
Sad with what I have
Never met a more unimpressed
Depressed lad
Blue boy doesn‘t have a thing on me
Sad with what I have
Never met a more repressed
Motionless cad
Bluebeard doesn‘t have a thing for me

Then I think of you
How can someone so bright
Love someone so blue
Guess the world needs both the sun
And the moon too
Sad with what I have
Except for you

Give Me What I Want
Give me what I want
And give it to me now!
Don‘t be such a holy cow
Ev‘rybody knows that
You can‘t make it happen!

I‘m the one who has
And I will tell you this,
I would never wish death up on you,
Your cats, and your throw cushions
On Christmas!

Give me what I want
And give it to me now!
Don‘t be such a greedy sow
Ev‘rybody knows that
You have never been down!

Especially after never really done
Anything at all,
You can‘t be the one
No you can‘t be the one
No you can‘t

Especially after
Never having been there

Be the one
No you can‘t be the one
No you can‘t be!

I‘m the one who has
And I will tell you this,
With a biblical kiss,
I will eat you
Your folks and your kids,
For breakfast!
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Anne Sofie von Otter
new production, and the leading role of
Charlotte Andergast in the world premiere
of Sebastian Fagerlund’s Höstsonaten for
Finnish National Opera. This season, von
Otter returns to Opéra National de Paris
as Mérope in Enescu’s Oedipe, staged by
Wajdi Mouawad and conducted by Ingo
Metzmacher, and reprises her acclaimed
Marcellina in Christof Loy’s Le nozze di
Figaro at Bayerische Staatsoper with
conductor Thomas Hengelbrock.
Boasting an unrivalled and multi-awardwinning discography, mezzo-soprano
Anne Sofie von Otter’s versatility has seen
her work with legendary artists ranging
from the late greats of Carlos Kleiber,
Claudio Abbado and Giuseppe Sinopoli to
Elvis Costello, Brad Mehldau and Rufus
Wainwright III.
An ever-evolving repertoire has played a
key role in sustaining Swedish-born von
Otter’s international profile, from an early
position as the superlative Octavian (Der
Rosenkavalier) of her generation, giving
performances around the world, to her
recent acclaimed creation of Leonora
in the world premiere of Thomas Adès’
The Exterminating Angel at Salzburger
Festspiele and the Royal Opera House,
Covent Garden. Other recent highlights
include Countess Geschwitz in Christoph
Marthaler’s production of Lulu at
Staatsoper Hamburg, Madame de Croissy
(Dialogues des Carmélites) at Théâtre des
Champs-Élysées, L’Opinion
Publique (Orphée aux Enfers) at Salzburger
Festspiele in Barrie Kosky’s

Anne Sofie von Otter is one of today’s most
recorded artists with an incomparable
catalogue built across a career now
spanning more than four decades at the
very top of her profession. A lengthy and
exclusive relationship with Deutsche
Grammophon produced a wealth of
acclaimed recordings including the
Grammy-winning Mahler Des Knaben
Wunderhorn with Claudio Abbado, Handel’s
Ariodante, Giulio Cesare and Hercules
with Marc Minkowski and a collaboration
with pop legend Elvis Costello on For the
Stars. On Naïve Classique, her double
CD of mélodies and chansons, Douce
France, received the 2015 Grammy Award
for Best Classical Solo Vocal Album. Von
Otter immortalized many of her operatic
characters on disc: Octavian with Bernard
Haitink and the Staatskapelle Dresden
and on DVD with Wiener Staatsoper under
Carlos Kleiber; Cherubino (Le nozze di
Figaro) under James Levine; La clemenza
di Tito and Orfeo ed Euridice under Sir
John Eliot Gardiner; and Ariadne auf Naxos
under Giuseppe Sinopoli.

Equally recognized as a concert and recital
singer of exceptional gifts, Anne Sofie
von Otter’s career has taken her around
the globe as a regular presence on the
world’s most important stages excelling
in a diverse repertoire including works by
Mahler, Berlioz, Bach and Kurt Weill and
her expansive Lieder recordings range
from classics by Schubert, Schumann,
Wolf and Mahler, through lesser-known
compilations from Cécile Chaminade,
Korngold, Peterson-Bergen and
Stenhammar.
Anne Sofie von Otter’s 2021/22 season
includes two special projects: ‘ Eine
Winterreise’ for Theater Basel, an intimate
evening of music theatre conceived
by Christoph Loy and inspired by the
songs of Franz Schubert, together with

accompanist Kristian Bezuidenhout,
and on a major European tour, Songs of
Love and Death, a new chamber pairing
of songs by Schubert and Wainwright
together with string quartet Brooklyn
Rider. In concert, she joins Berliner
Barock Solisten for Pergolesi’s Stabat
Mater at Berlin Philharmonie and
Alte Oper Frankfurt , both National
Symphony Orchestra, Dublin under
Jaime Martín and Västerås Sinfonietta
under Simon Crawford Phillips for
Schubert Orchestrated Lieder and, with
the Norwegian Chamber Orchestra and
conductor Pekka Kuusisto, a festive
programme including excerpts from
Mikael Karlsson’s recently premiered song
cycle, So we will vanish.
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Brooklyn Rider

Johnny Gandelsman violin
Colin Jacobsen violin
Nicholas Cords viola
Michael Nicolas cello
With their gripping performance style
and unquenchable appetite for musical
adventure, Brooklyn Rider has carved
a singular space in the world of string
quartets over their 15-year history.
Defining the string quartet as a medium
with deep historic roots and endless
possibility for invention, they find
equal inspiration in musical languages
ranging from late Beethoven to Persian
classical music to American roots music
to the endlessly varied voices of living
composers. Claiming no allegiance to
either end of the historical spectrum,
Brooklyn Rider most comfortably operates
within the long arc of the tradition,
seeking to illuminate works of the past
with fresh insight while coaxing the
malleable genre into the future through

for the 2022-23 season called The Four
Elements; an exploration of the four
classical elements (earth, air, water, and
fire) as metaphor for both the complex
inner world of the string quartet and the
current health of planet Earth.

an inclusive programming vision, deeprooted collaborations with a wide range of
global tradition bearers, and the creation
of thoughtful and relevant frames for
commissioning projects.
The upcoming concert season is strongly
illustrative of the intrepid musical
appetite of Brooklyn Rider. This coming
fall, they will premiere a major new work
by the great Argentinian composer and
close friend, Osvaldo Golijov. The quartet
also has two new collaborative projects
for 2021-22. One is with Israeli mandolin
virtuoso Avi Avital, and the other is a
brand-new phase of work with Swedish
mezzo-soprano Anne Sofie von Otter,
where they will explore themes of love
and death through the music of Franz
Schubert and Rufus Wainwright. Looking
further into the future, they will expand
work already underway with Syrian
clarinettist Kinan Azmeh and will launch
a major new commissioning venture

Prior to the global pandemic, the 201920 season saw a veritable explosion
of new projects and releases. Shared
at the height of the US lockdown, the
Grammy®-nominated recording Healing
Modes (In A Circle Records) presented
Beethoven’s towering Opus 132 — the
composer’s late testament on healing and
the restorative power of new creation —
interwoven with five new commissions
powerfully exploring topics as wideranging as the US-Mexico border conflict,
the Syrian refugee crisis, the mental
health epidemic, and physical wellbeing.
Described by The New Yorker as a project
which ‘could not possibly be more
relevant or necessary than it is currently,’
the composers include Reena Esmail,
Gabriela Lena Frank, Matana Roberts,
Caroline Shaw, and Du Yun.
Earlier in the same season saw the
release of two projects from vastly
different musical spheres. One with the
master Irish fiddler Martin Hayes (In A
Circle Records), an album which the Irish
Times described as ‘a masterclass in
risk-taking,’ and the other, Sun On Sand
(Nonesuch Records), featuring the music
of Patrick Zimmerli with saxophone giant
Joshua Redman and fellow collaborators
Scott Colley on bass and Satoshi Takeishi,
percussion.

In fall 2018, Brooklyn Rider released
Dreamers on Sony Music Masterworks
with Mexican jazz vocalist Magos
Herrera. Celebrating the power of beauty
as a political act, Dreamers amplifies
the visionary artistry of Violeta Parra,
Federico Garcia Lorca, Gilberto Gil, Joao
Gilberto, Octavio Paz and others, all who
dared to dream under repressive regimes.
Featuring gems from the Ibero-American
songbook in evocative arrangements
by Jaques Morelenbaum, Diego Schissi,
Gonzalo Grau, Guillermo Klein, and
Brooklyn Rider’s own Colin Jacobsen,
Dreamers topped numerous charts and
garnered a Grammy® nomination for
best arrangement (Gonzalo Grau’s ‘Niña’).
Touring widely to support the album,
they appeared at venues ranging from
New York City’s Jazz at Lincoln Center
to Mexico City’s Deco masterpiece, the
Palacio de Bellas Artes.
Brooklyn Rider has remained steadfast
in their commitment to generate new
music for string quartet at nearly
every phase of their history. To kick
off the 2017-18 season, Brooklyn
Rider released Spontaneous Symbols
(In a Circle Records), featuring new
commissions by Tyondai Braxton, Evan
Ziporyn, Paula Matthusen, Kyle Sanna
and Colin Jacobsen. In the 2015-16
season, the group celebrated its tenth
anniversary with the groundbreaking
multi-disciplinary project The Brooklyn
Rider Almanac, for which it recorded
and toured 15 specially commissioned
works by musicians from the worlds of
folk, jazz, and indie rock, each inspired
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by a different artistic muse. The Fiction
Issue, with singer-songwriter Gabriel
Kahane, featured his composition which
was premiered in 2012 at Carnegie Hall by
Kahane, Brooklyn Rider and Shara Nova.
Additionally, Brooklyn Rider has enjoyed
a long-standing relationship with the
music of the iconic American composer
Philip Glass, which began with 2011’s
much-praised recording Brooklyn Rider
Plays Philip Glass and continued with two
subsequent instalments of Glass’s works
for string quartet, all released on the
composer’s label Orange Mountain Music.
Numerous other collaborations
have helped give rise to NPR Music’s
observation that Brooklyn Rider is
‘recreating the 300-year-old form of
string quartet as a vital and creative
21st-century ensemble.’ During the 201617 season, Brooklyn Rider released an
album entitled So Many Things on Naïve
Records with Swedish mezzo-soprano
Anne Sofie von Otter, comprising music
by Colin Jacobsen, Caroline Shaw, John
Adams, Nico Muhly, Björk, Sting, Kate
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Bush and Elvis Costello, among others.
Some Of A Thousand Words, an eveninglength programme with choreographer
Brian Brooks and former New York City
Ballet prima ballerina Wendy Whelan, was
an intimate series of duets and solos in
which the quartet’s live onstage music is a
dynamic and central creative component.
Some Of A Thousand Words was featured
at the 2016 Jacob’s Pillow Dance Festival,
before two US tours, including a weeklong run at New York City’s Joyce Theater.
A collaboration with Dance Heginbotham
with music written by Colin Jacobsen
resulted in Chalk And Soot, an eveninglength work presented by Lincoln Center’s
White Lights Festival in 2014. Brooklyn
Rider has also frequently teamed up
with banjoist Béla Fleck, with whom they
appeared on two different albums, 2017’s
Juno Concerto and 2013’s The Impostor.
And in one of their longest-standing
musical friendships to date, Brooklyn
Rider and Iranian kamancheh player
Kayhan Kalhor released the highly praised
recording Silent City (World Village) in
2008, still touring the project to this day.

LUNCHTIME MUSIC SERIES

Malcolm Proud

Johann Sebastian Bach,
The Well-Tempered Clavier: Book I
Programme I
Fri 12 August
Johann Sebastian Bach
The Well-Tempered Clavier, Preludes and Fugues Nos 1-12, BWV 846-857
No. 1 Prelude and Fugue in C major, BWV 846
No. 2 Prelude and Fugue in C minor, BWV 847
No. 3 Prelude and Fugue in C sharp major, BWV 848
No. 4 Prelude and Fugue in C sharp minor, BWV 849
No. 5 Prelude and Fugue in D major, BWV 850
No. 6 Prelude and Fugue in D minor, BWV 851
No. 7 Prelude and Fugue in E flat major, BWV 852
No. 8 Prelude in E flat minor and Fugue in D sharp minor, BWV 853
No. 9 Prelude and Fugue in E major, BWV 854
No. 10 Prelude and Fugue in E minor, BWV 855
No. 11 Prelude and Fugue in F major, BWV 856
No. 12 Prelude and Fugue in F minor, BWV 857
Duration: 60 mins approx. (without interval)

FRI 12 & SAT 13 AUGUST 1PM
ST JOHN’S PRIORY

122 KILKENNY ARTS FESTIVAL 2022

MALCOLM PROUD 123

Programme II
Sat 13 August
Johann Sebastian Bach
The Well-Tempered Clavier, Preludes and Fugues Nos 13-24, BWV 858-869
No. 13 Prelude and Fugue in F sharp major, BWV 858
No. 14 Prelude and Fugue in F sharp minor, BWV 859
No. 15 Prelude and Fugue in G major, BWV 860
No. 16 Prelude and Fugue in G minor, BWV 861
No. 17 Prelude and Fugue in A flat major, BWV 862
No. 18 Prelude and Fugue in G sharp minor, BWV 863
No. 19 Prelude and Fugue in A major, BWV 864
No. 20 Prelude and Fugue in A minor, BWV 865
No. 21 Prelude and Fugue in B flat major, BWV 866
No. 22 Prelude and Fugue in B flat minor, BWV 867
No. 23 Prelude and Fugue in B major, BWV 868
No. 24 Prelude and Fugue in B minor, BWV 869
Duration: 60 mins approx. (without interval)

Programme Notes
Johann Sebastian Bach
The Well-Tempered Clavier, Book I
Please note: Malcolm Proud will give a
talk on The Well-Tempered Clavier
at 3pm on Friday 12 August at 3pm
in St John’s Priory.
During the early centuries of the second
millennium musical notation began to
evolve; at first there were various modes
but then the key system developed, using
the eight notes of the scale (do, re, mi
etc.). These notes seemed to be in steps
of one tone or a half-tone, however there
were in fact subtle differences between
the notes which could lead to some music

in complex keys sounding out of tune in
places. On stringed instruments the player
can adjust finger positions to correct this
but fixed-pitch instruments presented a
problem. To overcome this, a system of
tiny variations to the pitches of each tone
on a keyboard was devised which sounded
perfectly in tune in all keys to most ears.
This was the equal-temperament keyboard
which is used to this day. It seems Bach
was anxious to promote this new method
and wrote a set of preludes and fugues
in every key to show how effective the
technique was. In fact, he did it twice,
resulting in the two Books of The WellTempered Clavier. Book One evolved

over a few years apparently being finished
in 1722, while Book Two arrived much
later, around 1742. He used these pieces
when teaching his many children and his
students and they became well-known and
widely used in musical circles. It is the only
music of Bach’s that never went out of
performance and has been described as the
‘Old Testament’ of keyboard writing, with
Beethoven’s Piano Sonatas representing
the ‘New Testament’. Manuscript copies
circulated widely at the time and, unlike the
rest of Bach’s monumental output, never
went out of fashion, both as a teaching
system and as music to play in the home.
Both Haydn and Mozart knew these works:
Mozart transcribed a number of them for
string ensembles, but the Books were not
printed and published until 1801.
Bach chose the structure of prelude and
fugue for his task. A ‘prelude’ can mean
almost anything: it is simply a piece
of music that precedes another, more
substantial creation. It can be a reflection
on a phrase, a motif, a harmonic idea,
whatever takes the composer’s fancy. The
fugue is much more structured. It takes a
strongly phrased tune or motif and states it
a number of times at different pitches. The
succeeding versions start half way through
the original statement, just as when one
would sing ‘rounds’ at a campfire. Fugues
became often complex versions of this idea,
as each line continued on its own, giving
the composer the tricky task of creating
music with a linear discourse that also
fitted in with the harmony of the other lines
wending their particular ways. Many fugues
will have a counter-subject or second tune,
starting the whole process all over again. It
is no easy task to keep everything together

and harmonious but one at which Bach was
a great master. Fugues can be lengthy but
in these Books none of the pieces is long:
most are around two minutes while just a
few reach five or six.
Bach was employed as Kapellmeister, or
music director, in Cöthen (a small German
principality) at the court of Prince Leopold
of Anhalt-Cöthen between 1717 and 1723.
His beautifully penned manuscript for Book
One is dated 1722. Although the layout
follows the chromatic order, starting
with C major and working through the
keys systematically and ending with B
minor, it is not clear that the composition
was compiled as systematically and was
probably built up randomly at first, before
the jigsaw was completed. He was an
inveterate recycler of his own music and
a number of the pieces were taken from
earlier works. The very first prelude (BWV
846a) exists in a version of a prelude he
wrote for his son Wilhelm Friedmann.
Four others had earlier lives and he
borrowed from a further four preludes also
originating in an earlier work.
The first fugue in C major, BWV 846, is a
marvellous example of a single-theme
fugue with no counter-subject, just a
clever run of chords. Its opening prelude
was later used by Charles Gounod for his
famous setting of Ave Maria. There are
many memorable moments in Book One
and the ending is one of the most striking.
It is the only prelude and fugue with tempo
markings in the score, elsewhere that is left
to the player. The prelude is andante and
the fugue is largo, bringing Book One to a
majestic closure.
Notes © Ian Fox 2022
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He has recorded Bach’s 5th Brandenburg
Concerto with both the Orchestra of the
Age of Enlightenment and the English
Baroque Soloists. His most recent
recording – JS Bach’s Six Partitas for
Harpsichord on the Maya Recordings
Label – has been critically acclaimed.
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In 2010 Malcolm Proud played all six of
Bach’s Brandenburg Concertos with Sir
John Eliot Gardiner’s English Baroque
Soloists at the London Proms and the
Schleswig-Holstein Festival in Germany.
He is co-founder with Swiss violinist
Maya Homburger of Camerata Kilkenny
and has performed concertos with
the Academy of Ancient Music and the
European Union Baroque Orchestra.
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Malcolm Proud won first prize at the
Edinburgh International Harpsichord
Competition in 1982. He has performed
at all the major Irish festivals and has
toured Finland, Denmark, Holland, UK,
Switzerland, Germany, France, Italy, USA,
Japan, Canada, Estonia, Latvia, Belgium,
Austria and Portugal. In 2016 he gave
harpsichord recitals at the National
Concert Hall in Dublin, at Fenton House
in London playing the Queen’s 1612
Ruckers, at the Cobbe Collection of
Historical Keyboard Instruments in
Hatchlands, Surrey, and at Handel House
in London.
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