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AUTUMN 
 
Otoño porteño (1969/1994)  ....................................................... Ástor Piazzolla (1921–1992) 

 arr. Oscar Escalada (b.1945) 

September (1890)  ........................................................... Wilhelm Stenhammar (1871–1927) 

Come in (1959)  .................................................................... Randall Thompson (1899–1984) 

I go among trees (2009)  ......................................................................  Giselle Wyers (b.1969) 

Jesus Christ the apple tree (1967)  .......................................... Elizabeth Poston (1905–1987) 

Fuge aus der Geographie (1930)  ..................................................... Ernst Toch (1887–1964) 

Choose something like a star (1959)  ...................................................... Randall Thompson 

 intermission  

Warum ist das Licht gegeben dem Mühseligen? (1877)  ....... Johannes Brahms (1833–1897) 
1. Warum ist das Licht gegeben dem Mühseligen? 

2. Lasset uns unser Herz samt den Händen aufheben 

3. Siehe, wir preisen selig, die erduldet haben 

4. Mit Fried und Freud ich fahr’ dahin 

Requiem æternam (1852)  ......................................................... Peter Cornelius (1824–1874) 

Die Beredsamkeit (1796)  ............................................................. Joseph Haydn (1732–1809) 

For the beauty of the earth (1980)  ......................................................... John Rutter (b.1945) 

O wild West Wind! (1907)  ........................................................... Edward Elgar (1857–1934) 

 

 

Andrew Seifert, piano 

Cascadian Chorale 

Gary D. Cannon, conductor 
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 Program Notes, Texts and Translations 

Otoño porteño [Autumn of Buenos Aires] (1969) 

No. 2 from Las cuatro estaciones porteñas [The Four Seasons of Buenos Aires] (1964–70)  

 by Ástor Piazzolla (1921–1992) 

 as arranged for mixed chorus (1994) by Oscar Escalada (born 1945) 

Born in the coastal Argentine city of Mar del Plata, Ástor Piazzolla was raised in New York City.  Returning to Argen-

tina at age seventeen, Piazzolla played the bandoneón (which is related to the accordion) in prominent tango bands 

while studying with Alberto Ginastera, Latin America’s leading modernist composer.  After a year of further studies 

with Nadia Boulanger in Paris, he found his unique compositional voice by infusing jazz and classical elements into 

dance forms, thereby creating a style termed nuevo tango.  This “new tango” quickly became popular in the West, but 

met with some resistance in Argentina.  Political oppression in his homeland led Piazzolla to settle in Rome and Paris, 

and indeed several of his works—including the famed Libertango—have political overtones. 

Buenos Aires is the beating heart of Argentina: its undisputed center of government, culture, population, commerce, 

industry, religion, tourism, and sport.  With over thirteen million people in its metropolitan area, it is comparable in 

population to Los Angeles or London.  Located at the estuary of the Rio de la Plata, which drains one-fifth of the river-

water in South America, it is also one of the world’s most important ports.  Indeed, its denizens are simply called 

porteños: people of the port.  Piazzolla spent much of his life in the city, and was thus intimately familiar with is tempera-

ments and seasons.  In the mid-1970s, Piazzolla crafted a cycle of Las cuatro estaciones porteñas as a conscious homage to 

the famous Four Seasons violin concertos by Baroque composer Antonio Vivaldi.  Indeed, ever since classical musicians 

began taking up Piazzolla’s works in the 1980s, these two cycles are frequently performed together.  Over the course of 

the 2010–11 season, the Cascadian Chorale will present all four of Piazzolla’s Estaciones porteñas. 

In Otoño porteño, we hear several instances of Piazzolla’s unique interpolation of tango form with elements from other 

traditions.  The opening introduction features a so-called walking bass line, as the basses move steadily with the beat in 

a manner popular in the Baroque era (c.1600–1750).  However, the structure of groups of four-bar phrases became honed 

in the later Classical era (c.1750–1820).  In the work’s middle section, the sopranos illustrate the melancholy calm of au-

tumn in a manner worth of the Renaissance madrigalists: a descending chromatic line, moving in notes outside of the 

key. 

Piazzolla’s original standard instrumentation for the nuevo tango was a quintet of bandoneón, violin, piano, electric gui-

tar, and string bass, though his music has been arranged for various types of instrumental configurations.  In the 1980s, 

Argentinean conductor Oscar Escalada began arranging Piazzolla’s tangos for chorus.  Escalada employs scat syllables 

as the text, reinforcing a link between nuevo tango and jazz.  He also frequently assigns the melody to the alto line, seek-

ing a dark, rich character that perfectly suits a Buenos Aires autumn. 

Are you on our email list? 

Fill out the form in your program and turn it in before you leave 
after the concert. You will receive: 
  News about upcoming performances by the Chorale 

 Director’s thoughts and insights on the music programmed for 
upcoming concerts 

 Information on how to audition for the Chorale 

 Profiles on individual choir members  
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September by Wilhelm Stenhammar (1871–1927) 

No. 1 from Tre körvisor till dikter av J.P. Jacobsen [Three choral ballads on poems by J.P. Jacobsen] (1890) 

The late nineteenth century saw the rise of nationalism in Scandinavian music. The emergence of world-class composers 

such as Edvard Grieg in Norway, Jean Sibelius in Finland, and later Carl Nielsen in Denmark, put the Nordic lands on 

the musical map. Today, it seems that Sweden somehow missed out, but such a cursory view overlooks the equally wor-

thy contributions of Hugo Alfvén, Otto Olsson, and especially Wilhelm Stenhammar.  During his lifetime, Stenhammar 

was hailed as Sweden’s leading pianist and conductor: as conductor of the Göteborg Orchestral Society (1902–22), he 

developed that city’s musical culture to rival that of Stockholm. His Brahmsian ear for the orchestra is best heard in the 

Serenade (1913) and the Second Symphony (1915). 

Among choral musicians, Stenhammar is best remembered for a series of cantatas and a cycle of three ballads. The 

works of Brahms and contemporary Swedish folksong arrangements were probable models for the young Stenhammar, 

aged not yet twenty when he composed this cycle. The text was penned by the Danish writer Jens Peter Jacobsen, whose 

novels dealt with such progressive issues as sexuality and atheism.  Also noted as a botanist—and translator into Danish 

of Darwin’s The Origin of Species—Jacobsen frequently invokes nature as a poetic theme, as is the case in September.  At 

the outset, Stenhammar features steady swells evoking “the evening breeze.” The sopranos’ melody is sweeping, with 

large leaps and even larger spans: near the end, the tune expands from a low F-sharp to a high A in barely one measure 

of music. 

Shadows grow longer and longer ’til suddenly they are but one. 

Stars shining stronger and stronger are shining as bright as the sun. 

Clouds with their eyes closed in dreamless sleeping; 

Flowers with their eyes wet from silent weeping; 

Strangely the evening breeze stops, soothing the tree-tops. 

 — Jens Peter Jacobsen (1847–1885), as translated by Gunilla Marcus 

Come in, No. 3 from Frostiana: Seven Country Songs (1959) by Randall Thompson  (1899–1984) 

Randall Thompson has often been hailed as the dean of American choral music.  Early in his career, Thompson focused 

on orchestral works, with three finely crafted symphonies, but by the 1940s he turned predominantly to the choir.  

Thompson’s many illustrious positions included the directorship of Philadelphia’s acclaimed Curtis Institute and a pro-

fessorship at Harvard.  His many choral compositions form the core of the American repertory, ranging from the idyllic 

The Peaceable Kingdom to the boisterously patriotic The Testament of Freedom.  His brief Alleluia remains perhaps the most 

frequently performed piece of American choral music.  Not bad for a chap who, as an undergraduate, had failed in his 

first audition to join the Harvard Glee Club: he later quipped, “My life has been an attempt to strike back.”  Thompson’s 

compositional style is very meticulous—often almost every note on the page has an articulation or related marking—and 

yet the overall effect is of a spontaneous and sincere reaction to the text. 

Frostiana is one of Thompson’s most beloved works.  Delightful and urbane, it is a collection of “Seven Country Songs” 

on texts by the great American poet Robert Frost.  The cycle was composed in the summer of 1959 to fulfill a commission 

for the bicentennial of the incorporation of Amherst, Massachusetts.  Thompson himself conducted the premiere, which 

was sung by a volunteer ensemble drawn from throughout the township, not unlike the Cascadian Chorale.  Both 

Thompson and Frost were adopted New Englanders, and Frost was suitably impressed by the work to direct his estate 

not to allow other composers to set his poems to music, a ban which continues, more or less, today.  In 1965, Thompson 

orchestrated the work, and even later made an arrangement for band.  Through the course of the 2010–11 season, we will 

perform the complete original version, with its demanding piano accompaniment.   

The third movement of Frostiana, “Come in”, is set for women’s voices with a crucial role for the piano.  The text is from 

the point of view of an individual who, while walking at dusk outside the forest, hears from within the singing of a 

thrush, a variety of wood-bird that includes nightingales.  Thompson gives a birdsong-like motive to the piano: two 
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As I came to the edge of the woods, 

Thrush music — hark! 

Now if it was dusk outside, 

Inside it was dark. 

Too dark in the woods for a bird 

By sleight of wing 

To better its perch for the night, 

Though it still could sing. 

The last of the light of the sun 

That had died in the west 

Still lived for one song more 

In a thrush’s breast. 

Far in the pillared dark 

Thrush music went — 

Almost like a call to come in 

To the dark and lament. 

But no, I was out for stars: 

I would not come in. 

I meant not even if asked, 

And I hadn’t been. 

 — Robert Frost (1874–1963) 

pairs of ascending fifths followed by a series of accelerating repeated notes.  The otherwise spare and empty texture of 

the piano emphasizes the loneliness of the woods.  Thompson also evokes the darkness of night by calling on the altos to 

sing frequently at the very bottom of their range.  In the third stanza, Frost indicates that the setting sun “still lived for 

one song more”, appropriately set by the altos’ octave leap followed by a steady descent.  The music ends with the pi-

ano/thrush issuing a final invitation. 

I go among trees (2009) by Giselle Wyers (born 1969) 

Giselle Wyers is a member of that special breed, the conductor–composer. Wyers trained as a choral conductor at West-

minster Choir College in New Jersey and at the University of Arizona, and is currently on faculty at the University of 

Washington in Seattle. Though she had not previously composed extensively, her 2002 Ave Maria gained national promi-

nence. Her many choral works are now published and performed internationally. 

Wendell Berry stems from an equally special breed, the novelist–poet. Though one of America’s leading literary voices, 

Berry chose to leave illustrious teaching positions in the 1970s to return to farming in his native land of northern Ken-

tucky. As befits one whose life is closely interwoven with the earth, Berry evokes nature in much of his poetry. His poem 

I go among trees tells of a calm moment when the speaker confronts his fears in the form of a song, which Wyers assigns 

to a wordless falling motive. The penultimate line, “I hear my song at last, and I sing it”, is here treated fugally, as each 

choral section hears the song in turn, and sings it. Wyers assigns to the piano an unusual, minimalist role, functioning 

more as a lone cello line, which adeptly conveys the lonely calm of sitting among trees. 

I go among trees and sit still, 

All my stirring becomes quiet around me like circles on water. 

My tasks lie in their places where I left them, asleep like cattle. 

Then what is afraid in me comes and lives awhile in my sight. 

What it fears in me leaves me, and the fear of me leaves it. 

 It sings, and I hear its song. 

Then what I am afraid of comes. 

I live for awhile in its sight. 

What I fear in it leaves it, and the fear of it leaves me. 

 It sings, and I hear its song. 

After days of labor, mute in my consternations, 

I hear my song at last, and I sing it. 

As we sing the day turns, the trees move. 

 — Wendell Berry (born 1934), 

      first published in A Timbered Choir: The Sabbath Poems (1998) 
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Jesus Christ the apple tree (1967) by Elizabeth Poston (1905–1987) 

While a piano student at the Royal Academy of Music, Elizabeth Poston had the advantage of early encouragement from 

two of England’s most prominent composers, Ralph Vaughan Williams and Peter Warlock.  Despite successes with early 

songs and a violin sonata, it was not easy for a woman to earn a living as a composer in interwar Britain.  Hence Poston 

got a job at the BBC’s music staff, eventually rising to become director of the European Service’s music sector during the 

Second World War. She became noted as a pianist and scholar, but continued to compose. 

Poston’s most frequently performed work is Jesus Christ the apple tree, setting an anonymous carol that first appeared as 

early as 1784, in New Hampshire.  Apple trees were common in New England, as they are now here in Washington 

State, and it is logical that a Baptist minister such as Joshua Smith should seek out, or perhaps craft himself, a text that 

compares Christ to such a pervasive element of nature. The text avers that, just as the apple tree gives shelter to the cas-

ual New Englander, so Christ provides respite to a weary soul. Poston composed a sweeping, broad melody, including a 

dramatic octave leap.  

The tree of life my soul hath seen, 

Laden with fruit, and always green: 

The trees of nature fruitless be 

Compared with Christ the apple tree. 

His beauty doth all things excel: 

By faith I know, but ne’er can tell 

The glory which I now can see 

In Jesus Christ the apple tree. 

For happiness I long have sought, 

And pleasure dearly I have bought: 

I missed of all; but now I see 

’Tis found in Christ the apple tree. 

I’m weary with my former toil, 

Here I will sit and rest awhile: 

Under the shadow I will be, 

Of Jesus Christ the apple tree. 

This fruit doth make my soul to thrive, 

It keeps my dying faith alive; 

Which makes my soul in haste to be 

With Jesus Christ the apple tree. 

Fuge aus der Geographie [Geographical Fugue] by Ernst Toch (1887–1964) 

No. 4 from Gesprochene Musik [Spoken Music] (1930) 

The Austrian composer Ernst Toch began studies at the Vienna Conservatory when barely ten years old, and continued 

at the conservatories in Frankfurt and Mannheim.  After fighting in the First World War, the formerly conservative, 

Brahmsian composer embraced more progressive and avant-garde trends, such as the twelve-tone method and Ge-

brauchsmusik, or “practical music.” One of the principals of Gebrauchsmusik is that it be easily accessible and performable 

by virtually anyone, which led to composers scoring music for a chorus that speaks rather than sings. 

Toch’s Geographical Fugue is one of very few works for speaking chorus that remains in the standard choral repertory. 

Perhaps this is due to the work’s somewhat comical text: simply a list of geographical locations, including the Caribbean 

island of Trinidad, Lake Titicaca in Bolivia and Peru, the Popocatepetl River in Mexico, the Spanish city of Malaga, and 

the Italian port cities of Rimini and Brindisi. (Note that Toch grouped the Japanese cities of Nagasaki and Yokohama 

well before nuclear warfare linked them in the popular mind.)  But to focus merely on the title’s first word would be un-

fortunate: this is also a textbook-worthy example of a fugue, a form popularized in the early eighteenth century. Each 

voice takes on the principal melody in turn, and there are countermelodies that follow. Toch applies all the usual fugal 

tricks: stretto (in which the theme’s successive entrances are shortened), augmentation (elongation of the theme’s rhyth-

mic values), and even pedal point (normally a long-held note in the bass line leading to the final chord, but here the con-

stant chattering away of the choral basses). In short, the Geographical Fugue is as noteworthy for its brain as for the 

tongue in its cheek. 

 — Anonymous,  

      first published by Joshua Smith, New Hampshire, 1784 
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Trinidad! And the big Mississippi and the town Honolulu and the lake Titicaca. 

The Popocatepetl is not in Canada, rather in Mexico. 

Canada, Malaga, Rimini, Brindisi. 

Yes! Tibet! Nagasaki, Yokohama. 

Choose something like a star by Randall Thompson  (1899–1984) 

No. 7 from Frostiana: Seven Country Songs (1959) 

The seventh and final movement of Randall Thompson’s Frostiana (the whole cycle is discussed in more detail on page 4 

of this program) has a tripartite structure, in which the opening and closing sections place the sopranos on a repeated D, 

settled above the choir as a star rests above the skies. At the very end, as we are gently encouraged to “be staid”, the 

choir rests on a long-held D as well. In the dramatic middle section, Thompson aptly depicts both the frustration inher-

ent in the eternal quest for knowledge and the calm required to resolve the quest satisfactorily. As is so often the case in 

Frost’s poetry, the meaning of this text is intentionally obscured. The star can be interpreted religiously as symbolic of a 

deity, or scientifically as representative of all knowledge.  Or perhaps both interpretations are valid, and a myriad be-

yond. Thompson’s genius lies in that his music, like Frost’s text, lets the listener decide. 

O Star (the fairest one in sight), 

We grant your loftiness the right 

To some obscurity of cloud – 

It will not do to say of night, 

Since dark is what brings out your light. 

Some mystery becomes the proud. 

But to be wholly taciturn 

In your reserve is not allowed. 

Say something to us we can learn 

By heart and when alone repeat. 

Say something! And it says, ‘I burn.’ 

But say with what degree of heat. 

Talk Fahrenheit, talk Centigrade. 

Use language we can comprehend. 

Tell us what elements you blend. 

It gives us strangely little aid, 

But does tell something in the end. 

And steadfast as Keats’ Eremite,* 

Not even stooping from its sphere, 

It asks a little of us here. 

It asks of us a certain height, 

So when at times the mob is swayed 

To carry praise or blame too far, 

We may choose something like a star 

To stay our minds on and be staid. 

 —Robert Frost (1874–1963) 

Ernst Toch fled from Germany as the anti-Semitic Nazi regime took power.  After briefly spending time in Paris, Lon-

don, and New York, he eventually found a home in Los Angeles, a haven he shared with Schoenberg, Stravinsky, Rach-

maninov, Korngold, and any number of European composers in self-imposed exile. There he taught at the University of 

Southern California and composed film scores and neo-Romantic symphonies.  The fact that Toch’s highly praised cor-

pus of works from the 1920s and 1930s remains virtually unknown is one of the many musical tragedies of the Nazi era.  

* The great Romantic English poet John Keats (1795–1821) 

wrote a sonnet that includes the lines: “Bright Star, 

would I were stedfast as thou art – [...] Like nature’s pa-

tient, sleepless Eremite”. An eremite is a religious recluse, 

or hermit. 
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Warum ist das Licht gegeben dem Mühseligen? (1877) by Johannes Brahms (1833–1897) 

No. 1 from Zwei Motetten [Two Motets], opus 74 

Why? Just as Brahms asks this question repeatedly in his towering masterpiece for unaccompanied choir, Warum ist das 

Licht gegeben dem Mühseligen?, so might we ask it regarding the work’s genesis. Why, amid composing the pseudo-

pastoral Second Symphony, was Brahms drawn to such questing, dark thoughts? Brahms was not a religious man by 

any conventional sense: why does he reserve such a personal statement for a sacred text? The verses he chose for this 

motet are interspersed throughout the Bible: why did he group them? Why? 

Those questions are among the easy ones. The Second Symphony is rather less bucolic than is commonly believed—

Brahms described it as melancholy, even mournful, though many performers do not bring out these characteristics. 

Brahms was raised in the strong German Lutheran tradition, and often turned to religious thoughts just as other com-

posers turned to philosophy. And Brahms obviously knew his Bible well—his famed Ein deutsches Requiem (A German 

Requiem, 1865–8) is an even greater example of seemingly unconnected biblical verses that have subtle links of mood or 

theme. So far, so good: a few whys are dispelled. 

But some of the greatest whys about Brahms’s Warum motet deal with a rather earlier work. In 1856, at the tender age of 

twenty-three, Brahms reached a certain artistic crisis. He began to exchange counterpoint exercises with his great friend, 

the violinist-composer Joseph Joachim. Among these exercises were three movements for a Missa canonica—a Mass 

based on canons, a musical form in which each voice takes up the melody in turn, identically except for the pitch level. 

This music had been lost for a century, and it is only by sheer luck that, in 1978, a copy was found in a chest in Cape 

Cod. (Why Cape Cod? Well, that’s another good question, but one for another time.) Brahms was an intensely self-

critical composer, having written far more than he published or than survives to us today. And so, we come back to 

questions. 

Why didn’t Brahms complete the Mass, as letters indicate he had intended? Unfortunately, we have only hypotheses: 

perhaps he grew bored with the canonic exercise, perhaps he didn’t desire to grapple with the more elaborate Gloria and 

Credo texts, or perhaps he simply believed the extant music not to be of sufficient quality. Why did Brahms go so far as 

to destroy the completed movements? Here, we have more solid help in the form of precedent: Brahms routinely dis-

carded his sketches of published compositions, not wanting his inferior initial scribblings to be held to the same scrutiny 

as the final product. When Brahms re-composed the most promising bits of the Missa canonica into Warum, he considered 

the old Mass mere sketchwork for the present motet, and thus discarded it accordingly. But that brings us to perhaps the 

deepest question in this essay: why did Brahms resurrect his discarded Mass after neglecting it for twenty years as un-

worthy of completion or publication? To delve into this, we must consider the music itself. 

Brahms begins arrestingly, with two D-minor statements of the simple word Warum?—Why?  The sopranos proceed 

with a text from the biblical book of Job, asking why the unworthy—those whose souls are debased, those who seek af-

ter empty treasure, those who welcome death for its own sake—receive salvation, whereas he must remain in pain.  This 

music is based on the Agnus Dei section of the Missa canonica, wherein the text begs the Lamb of God for mercy. It is a 

strict canon, in which the sopranos’ harmonically ambiguous melody is repeated verbatim in the other voices, though at 

a different pitch level. The sidling chromatic writing conveys Job’s pain, as it would convey a plea for divine mercy. 

Three times Brahms interrupts the choir’s counterpoint with dramatic exclamations: Warum? Why? This first movement 

takes up roughly half of the motet’s ten minutes, and the remaining three movements are Brahms’s response to Job’s 

question. 

In the second movement, Brahms expands from four voices to six. The canonic counterpoint is of a complexity un-

matched by his contemporaries. Brahms’s only “steady job” was as a choral conductor, and his frequent programming of 

contrapuntal Renaissance music by Palestrina and Schütz here shows compositional fruit. Brahms has in fact adapted his 

earlier Benedictus music (“Blessed is he who comes in the name of the Lord”).  In the third movement, Brahms shows 

his particular indebtedness to Bach, as befits a motet dedicated to musicologist Philipp Spitta, who just four years prior 

wrote an important Bach biography.  Shifting to C major, the sopranos take a chorale-like melody as the other voices 

proceed in elaborate polyphony below.  The music here is based on the Mass’s “Dona nobis pacem” section (“Grant us 

peace”), and Brahms’s new text equates this with those who endure. Job himself is then named, and the canon from the 

second movement returns, recalling God’s mercy.  Brahms closes his motet as Bach closed so many cantatas: with a har-

monization of a chorale by Martin Luther himself, to an uplifting text based on the Song of Simeon (familiar to choral 
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Warum ist das Licht gegeben dem Mühseligen, 

     und das Leben den betrüben Herzen; 

die das Todes warten und kommt nicht, 

     und grüben ihn wohl aus dem Verborgenen; 

die sich fast freuen und sind fröhlich, 

     daß sie das Grab bekommen; 

und dem Manne, des Weg verborgen ist, 

     und Gott vor ihm denselben bedecket? 

 — Job 3:20–23 

Lasset uns unser Herz 

samt den Händen aufheben 

zu Gott in Himmel. 

 — Lamentations 3:41 

Siehe, wir preisen selig, die erduldet haben. 

Die Geduld Hiob habt ihr gehöret, 

und das Ende des Herrn habt ihr gesehen; 

denn der Herr ist barmherzig und ein Erbarmer. 

 — James 5:11 

Mit Fried und Freud ich fahr’ dahin 

     in Gottes Willen; 

getrost ist mir mein Herz und Sinn, 

     sanft und stille. 

Wie Gott mir verheißen hat: 

     der Tod ist mir Schlaf worden. 

 — Martin Luther, after Luke 2:29–30 

Why is light given to the miserable, 

     and life to the afflicted heart; 

to those who long for death, and it comes not, 

     and who dig for it, more than for treasure; 

to those who are near happiness and are joyful 

     that they the grave will obtain; 

and to the man whose way is hidden, 

     and God has covered him over? 

 

Let us our hearts 

together with our hands be lifted up 

to God in heaven. 

 

See, we praise as blessed those have endured. 

The patience of Job have we heard, 

and the goals of the Lord have we seen; 

that the Lord is merciful and has pity. 

 

With peace and joy I go there, 

     in God’s will; 

comforted is my heart and soul, 

     gentle and silent. 

As God to me has promised: 

     death is my sleep to become.  

Support Cascadian Chorale at Amazon.com 

Complete your holiday shopping, and help the Cascadian Chorale 
at the same time.  

Enter Amazon.com using the link on the Chorale’s homepage, 
www.cascadianchorale.org, and a portion of the revenues will be 
automatically (and anonymously) donated to the Chorale!  

fans as the oft-heard Nunc dimittis text). Through the harmonically adventurous final bars—in which the tenors succes-

sively sing eleven of the twelve chromatic pitches—Brahms brings us to a restful D major. 

And so we return to familiar ground: why? Brahms seems to have equated certain musical sentiments, initially inspired 

by the Mass text, to his own personal, philosophical quest. Brahms’s biblical upbringing often influenced his later, more 

broadly spiritual views.  Appropriately, he called on earlier music—not just his own abandoned Missa canonica, but con-

trapuntal techniques of Palestrina and Bach—to help him move musical thought forward for all of Europe. When look-

ing for a microcosm of his artistic and philosophical sensibilities, one need hardly look beyond the present motet, which 

Brahms himself called “a little essay on the great ‘Why?’”.  
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Requiem æternam (1852) by Peter Cornelius (1824–1874) 

Peter Cornelius began training as an actor and violinist in his teens, but slowly shifted to composition, especially of 

lieder (German art-songs), chamber music, and choral miniatures.  The year 1852 proved life-changing, as Cornelius left 

Berlin to meet the great composer-pianist Franz Liszt in Weimar.  Liszt encouraged Cornelius to compose sacred music, 

and the prolific summer of 1852 resulted in, among other works, the current Requiem æternam setting for four-part men’s 

voices. The tradition of men’s choruses flourished in nineteenth-century Germany, and Cornelius wrote over two dozen 

small works for such ensembles.  The choice of text is not unusual for this composer, a Lutheran with strong tendencies 

toward Catholicism who had composed two Mass settings in his youth.  Harmonically and structurally, this short Req-

uiem æternam motet is rather conservative.  In the middle section and the concluding coda, the low basses are given 

prominence with a stepwise descending line. 

Cornelius continued to function in Liszt’s retinue as private secretary and translator, developing important friendships 

with the French composer Hector Berlioz and the German conductor Hans von Bülow. His most famous work, the 1858 

comic opera Der Barbier von Bagdad (The Barber of Baghdad), dates from this Weimar period. Later, while living in Vi-

enna, he befriended Richard Wagner and became his amanuensis in preparations for the premiere of Tristan und Isolde in 

1865. Cornelius renewed his activities as a music critic, now defending the harmonic and dramatic innovations of his 

friend Wagner. His compositional output slowed after 1867, when he married and began teaching at the Royal School of 

Music in Munich. Nevertheless, a friendship with the conductor Carl Riedel in Leipzig led to a flowering of secular cho-

ral works during Cornelius’s final years.  

 — from the Mass for the Dead, in the Roman Catholic liturgy  

Requiem æternam dona eis, Domine, 

et lux perpetua luceat eis. 

Eternal rest grant to them, Lord, 

and may perpetual light shine on them. 

Die Beredsamkeit [Eloquence] (c.1796) by Joseph Haydn (1732–1809) 

Then Europe’s pre-eminent composer, Joseph Haydn was granted leave from his employers, the noble Esterházy family, 

to visit London for the 1791 season. Haydn in fact stayed for another year, and later returned for the 1794–5 seasons. 

Upon his return to Vienna, he soon set about to composing choral works based on English traditions. Foremost among 

these are the Handelian oratorios Die Schöpfung (The Creation, 1798) and Die Jahreszeiten (The Seasons, 1801). He com-

posed the anthem Gott erhalte Franz den Kaiser in response to Britain’s God save the King. And surely the English tradition 

of communal singing, as evinced by catches and glees, finds an Austrian equivalent in Haydn’s thirteen partsongs from 

1796–9. 

In these works, we see the great Austrian composer of symphonies, concertos, sonatas, operas, chamber music, masses, 

and oratorios in a rather lighter vein. The composer himself said that “these songs were composed purely con amore, in 

happy hours, and not on order.” Haydn’s innate wit is a staple of even his instrumental works, but here achieves its pur-

est form. The subject matter of English catches was often irreverent or even bawdy; the text of Die Beredsamkeit similarly 

hails the tongue-loosening virtues of drinking. Just as wine makes drinkers orate liberally, the vocal lines here proceed 

fugally, with each part proceeding regardless of the others. Haydn reserves one of his best musical jokes for the work’s 

closing three statements of stumm (“mute”).  

Freunde, Wasser machet stumm: 

lernet dieses an den Fischen. 

Doch beim Weiner kehrt sich’s um: 

dieses lernt an unsern Tischen. 

Was für Redner sind wir nicht, 

wenn der Rheinwein aus uns spricht! 

Wir ermahnen, streiten, lehren; 

keiner will den andern hören. 

Friends, water makes us mute: 

learn this from the fishes. 

But with wine, it is reversed: 

this we learn at our dinner-tables. 

What orators are we not, 

when the Rhine wine through us speaks! 

We admonish, argue, instruct; 

no one will to another listen.  

 — Gotthold Ephraim Lessing (1729–1781) 
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www.TakePartInArt.org 

For the beauty of the earth (1980) by John Rutter (born 1945) 

That John Rutter became one of the world’s most well-known composers of church music should surprise no one.  He 

sang as a boy chorister at London’s prestigious Highgate School, and proceeded to study at Clare College, Cambridge, 

where he later became director of music.  Rutter leapt to prominence in 1970, as co-editor of the second volume in Ox-

ford University Press’s Carols for Choirs series.  Since then, his name has become synonymous with English church music, 

especially for the Christmas season. He now lives near Cambridge, and conducts a professional choir, the Cambridge 

Singers. 

Ever since the 1974 premiere in Omaha of his Gloria, Rutter has been a constant fixture among American church choirs. 

His setting of the nineteenth-century hymn, For the beauty of the earth, is downright ubiquitous around Thanksgiving.  

The author of the text, however, is the otherwise neglected nineteenth-century English poet Folliott Pierpoint, who 

taught classics at Somersetshire College in southwest England. Much of Pierpoint’s œuvre deals with nature, and For the 

beauty of the earth is believed to have been a rhapsodic response to a springtime vista in the Somerset countryside. Es-

chewing the more familiar tune by nineteenth-century German choral composer Conrad Kocher, Rutter crafted a lyrical, 

rising melody that joyfully concludes with an off-kilter rhythm and flamboyant turn.  

For the beauty of the earth, 

For the beauty of the skies, 

For the love which from our birth 

Over and around us lies: 

     Lord of all, to thee we raise 

     This our joyful hymn of praise. 

For the beauty of each hour 

Of the day and of the night, 

Hill and vale and tree and flow’r, 

Sun and moon and stars of light: 

     Lord of all, to thee we raise 

     This our joyful hymn of praise. 

For the joy of human love, 

Brother, sister, parent, child, 

Friends on earth and friends above, 

For all gentle thoughts and mild: 

     Lord of all, to thee we raise 

     This our joyful hymn of praise. 

For each perfect gift of thine 

To our race so freely given, 

Graces human and divine, 

Flow’rs of earth and buds of heav’n: 

     Lord of all, to thee we raise 

     This our joyful hymn of praise.  

 — Folliott S. Pierpoint (1835–1917), first published in The Sacrifice of Praise, 1864  
      adapted by the composer  
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Program notes and translations  

by Gary D. Cannon 
 

Program produced by Barb Fraley 

O wild West Wind!, No. 3 from Four Choral Songs, opus 53 (1907) by Edward Elgar (1857–1934) 

Modern audiences tend to think of Sir Edward Elgar as the pinnacle of English music in a Victorian vein: stoic, stodgy, 

honest, honorable, noble, and, let’s face it, maybe a bit pretentious. But a more detailed reading of his major works—the 

famed Enigma Variations, the two symphonies and concertos, the three great oratorios—reveals a passionately beating 

heart. This alternative side of the upright English gentleman is also powerfully heard in some of his shorter choral 

works, such as the partsong O wild West Wind!. 

Indeed, it is easy to forget that, just a few generations before Elgar, the English wrote some of the most vibrant poetry 

ever penned. Shelley’s Ode to the West Wind, penned in Florence, Italy, in the autumn of 1819, is one fine example. Here 

Shelley boldly appeals to the West Wind itself in a plea to “scatter [...] my words among mankind”. Elgar’s setting also 

stems from Italy, specifically from Rome in December of 1907. Elgar was in Italy ostensibly to work on his First Sym-

phony, but took time to compose four highly demanding works for unaccompanied chorus. Indeed, the first work in the 

set, “There is sweet music”, was apparently the first music ever published that proceeds in two keys simultaneously. 

The choral writing is very orchestral in its conception, with each part functioning diversely and independently, at times 

emerging from the texture for brief solo moments as an orchestral instrument would. We hear in O wild West Wind! not 

only Shelley’s yearning to become a poetic voice for his generation, but Elgar’s comparably vigorous striving to establish 

English symphonic music onto the global stage. 

Like the opening of the First Symphony, the tempo marking is Nobilmente (with nobility), though here Elgar adds the 

footnote “with the greatest animation but without hurry.” The music is constantly vigorous. He evokes the varying 

strength of a powerful autumn wind through dramatic shifts of dynamic and tempo, simultaneous duple and triple 

rhythms, rapidly cascading motives juxtaposed with dramatic upward leaps, and constantly fluctuating tonal centers. 

This last element is particularly evident in the approach to the final bars, as Elgar shifts harmony at every beat, dramati-

cally and rapidly proceeding from D major to the home-key of E-flat, a full tritone away.  Such a remarkably challenging 

work is worthily dedicated to W.G. McNaught, editor of Musical Times and a frequent adjudicator at choral festivals 

throughout England. 

O wild West Wind! [...] 

Make me thy lyre, ev’n as the forest is: 

     What if my leaves are falling like its own! 

     The tumult of thy mighty harmonies 

Will take from both a deep, autumnal tone, 

     Sweet though in sadness. Be thou, Spirit fierce, 

     My spirit! Be thou me, impetuous one! 

Drive my dead thoughts over the universe 

     Like wither’d leaves, to quicken a new birth! 

     And, by the incantation of this verse, 

Scatter, as from an unextinguish’d hearth 

     Ashes and sparks, my words among mankind! 

     Be through my lips to unawaken’d earth 

The trumpet of a prophecy! O Wind, 

     If Winter comes, can Spring be far behind? 

 —Percy Bysshe Shelley (1792–1822), from Ode to the West Wind (1819)  
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 Biographies 

Linda Gingrich, Composer-in-Residence 
Linda Gingrich wears many hats as a musician—conductor, teacher, author, lecturer—but it is her work as 

a composer that has had the most far reaching impact.  Her compositions have been performed around the 

Puget Sound region and across the country by high school, college, youth, church and community choirs, 

and the score of at least one piece has been carried overseas to Iceland.  She brings well-honed skill to her 

choral compositions due to her many years as a choral conductor and her instinctive, deeply ingrained sen-

sitivity to the rhythm and beauty of words.  And she sometimes unleashes a sense of humor and playful-

ness in her work that reveals her joy in music and makes her pieces a delight to sing.   

Dr. Gingrich has D.M.A. and Master’s degrees in choral conducting from the University of Washington 

and a bachelor’s degree in voice from Cornish College of the Arts.  She is best known locally as the foun-

der, conductor and artistic director of Master Chorus Eastside.  

Cascadian Chorale will perform several of Dr. Gingrich’s compositions during the current season. 
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Andrew Seifert is honored to join the Cascadian Chorale as interim accompanist, reuniting with Gary Can-

non after a long history of successful artistic projects together around the Seattle area.  Andrew is currently 

enjoying his fourth season as lead accompanist and music administrator for the Northwest Girlchoir, Seat-

tle’s oldest-established children’s choir.  At NWGC, he accompanies over 325 Seattle youths in 7 diverse 

choirs on a variety of choral repertoire, frequently acting as the choir’s arranger, vocal coach, and foreign 

language specialist.  Initially educated in California, Andrew received a bachelor of music degree in con-

ducting (Chapman University) before relocating to Seattle to earn a master of music degree in conducting 

(University of Washington) and a doctorate of musical arts degree in opera production (also UW).  Active 

as a piano coach/accompanist for choirs and soloists, choral arranger, educator, and opera and musical thea-

ter director, Andrew began his professional musical career producing zarzuela in his native Napa, CA at the Jarvis Conserva-

tory, the only professional Spanish operetta theater in the United States.  His operatic production credits are numerous and 

recently include a Western Italian tour of Giacomo Puccini’s La bohème, the world premiere of Seattle-based composer Gloria 

Swisher’s Poker Alice, and Vashon Opera’s inaugural season production of Aaron Copland’s The Tender Land.  He will return to 

Vashon Opera as director for another collaboration with Cannon (as conductor) on the 2011 production of Puccini’s Madama 

Butterfly.  Andrew also serves as director of music at St. Thomas More Parish (Lynnwood, WA).  His wide variety of musical 

experiences have taken him throughout North America, Europe, and Australia and he looks forward to an upcoming summer 

concert tour throughout Scandinavia and the Baltics with the Northwest Girlchoir’s elite Amore choir. 

Andrew Seifert, Piano 

Gary D. Cannon, Conductor 

Gary D. Cannon is one of the Northwest’s most dynamic choral personalities, active as a conductor, singer, 

composer and musicologist.  He is, since 2008, Artistic Director of both the Cascadian Chorale and the Va-

shon Island Chorale.  Also in 2008, the Early Music Guild invited him to found and direct a Renaissance 

choir, Sine Nomine.  In 2010, he debuted as Principal Conductor of Vashon Opera, in performances of Cop-

land’s The Tender Land.  He has been Chorusmaster for the Northwest Mahler Festival since 2001.  He has 

served as Choir Director at Bethel Lutheran Church in Shoreline, and St. Thomas More Catholic Church in 

Lynnwood.  Cannon has also conducted the Annas Bay Chamber Choir, the Kirkland Choral Society, and 

several ensembles at the University of Washington.  

As a tenor, Cannon has appeared as a soloist with Pacific Northwest Ballet, Seattle Philharmonic, and the Au-

burn, Rainier, and Eastside symphony orchestras.  He also sings regularly with The Tudor Choir and Choral Arts.  He has per-

formed with the Kronos Quartet, the Seattle Opera Chorus, and members of the Tallis Scholars.  He sings frequently for video 

game and film soundtracks and trailers.  Cannon is formerly an adjunct instructor at Whatcom Community College, where he 

received the Faculty Excellence Award.  His musicological research emphasizes twentieth-century British music.  He holds de-

grees from the University of California–Davis and the University of Washington, where he is currently researching a doctoral dis-

sertation on the early life and works of William Walton. 
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Follow us on Facebook and Twitter. 
Find links at www.CascadianChorale.org. 

Support Cascadian Chorale 

The Cascadian Chorale is a 501(c)3 non-profit organization.  Ticket sales cover only 30% of organizational 

costs, with gifts from supporters making up the remainder.  Your tax-deductible gift is welcome and 

appreciated.   

We can now accept online credit card donations via PayPal. Visit our website, www.CascadianChorale.org, 

and click on the “Donate” button.   

For more information about making a donation to Cascadian Chorale, please contact our voicemail at 206-

286-6028 or email Barb Fraley at president@CascadianChorale.org. 

About Cascadian Chorale  

Board of Directors 
Barb Fraley, President 

David Nichols, Vice-President 

Laurene Kelly, Secretary 

Barbara Baker, Treasurer 

Nancy Dain-Smith 

Paula Rattigan 

Artistic Staff 
Gary D. Cannon 

Artistic Director 
 

Andrew Seifert 

Interim Pianist 
 

Linda Gingrich 

Composer-in-Residence 

Soprano 
Holly Allin  

Nancy Dain-Smith 

Barb Fraley 

Joscelyne Gray 

Anita Gross 

Brenda Kruse 

Paula Rattigan 

Cristina Sega 

Pamela Silimperi * 

Alto 
Carol Fielding 

Joanne Hinkle 

Laurene Kelly 

Mary L’Hommedieu 

Tara O’Brien Pride * 

Katherine Robbs 

Elaine Tsang 

Tenor 
James Brown 

Christopher Fraley 

Corey Fujimoto 

Russ Jones *  

Özer Ozkaraoglu 

 

 

     * Section Leader 

Bass 
Ken Black 

Ben Grover 

Dennis Kruse 

David Nichols  

Brian Pattinson 

Trevor Tsang 

Doug Wyatt *  

 

 

Cascadian Chorale Members 

Our Mission 

is to express and nurture a love of choral music by: 

 inspiring and educating our singers, our audience and the broader community; 

 presenting quality performances of fine choral music from various historical, cultural and stylistic 

traditions; and 

 collaborating with composers, professional musicians and other arts organizations.  

Our Vision 

a community engaged in great choral music performed with passion and skill.  
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 Supporters  
The Cascadian Chorale wishes to thank the following people 

and organizations for their generous donations: 

Many thanks to all our concert volunteers! 

Underwriters 

David & Sherri Nichols 

Paula & Tim Rattigan 

Lyn & Bill Thomas 

 

Patrons 

Chris & Barb Fraley 

Arrow & Tara Pride 

Katherine Robbs 

Doug Wyatt 

 

Sustainers 

Maurine Olin 

Gary Panek 

Sponsors 

Susan Cotton & Michael Morin 

 

Contributors 

Judith Black 

Sue Maybee 

Chuck & Lori Young 

 

Friends 

Barbara Baker 

John & Cathy Sanders 



Coming up in “The Season of Seasons”  

Snow, star-filled nights, wind… nature reserves some of her most touching and inti-

mate moments for the winter.  The Christmas season takes center stage with Holst’s 

miniature cantata Christmas Day and a cycle of three carols by that comical genius, 

P.D.Q. Bach.  This concert will feature our Composer-in-Residence, Linda Gingrich, in 

several arrangements of seasonal favorites.  John Rutter, Ástor Piazzolla, Randall 

Thompson, and Harold Darke will also contribute to our festival of the beauty and 

magic of winter. 

Love, flowers, birdsong… no season brings as much color to our lives and surround-

ings as spring.  Works by Randall Thompson, Composer-in-Residence Linda Gingrich, 

and Artistic Director Gary Cannon celebrate the joys of love. Music of Morten Laurid-

sen adorns French poetry by Rainier Rilke in a musical bouquet devoted to the rose, 

that most beautiful of flowers.  Favorite madrigals by Monteverdi, Morley, Gershwin 

and P.D.Q. Bach evoke the season’s brightness and levity.  In honor of our rainy home, 

we include Edward Elgar’s gentle The Shower.  After all, this is a tribute to spring. 

The morning sunrise, a day in the garden, a game of baseball… summer may be short-

lived in the Northwest, but its pleasures are deeply loved.  Samuel Barber’s choral mas-

terpiece, Reincarnations, captures both the season’s calm and intense moments.  Eric 

Whitacre’s A boy and a girl depicts two young lovers alone at the beach.  Music by Ástor 

Piazzolla, Harry Burleigh, Henk Badings, Randall Thompson, and the Cascadian Cho-

rale’s own Chris Fraley highlight various elements of the season.   We will close the 

concert, and the season, with an overture: Composer-in-Residence Linda Gingrich’s 

arrangement of Rossini’s William Tell Overture.  Surely there is no sunnier piece to cele-

brate the brilliance of summer! 

Visit www.CascadianChorale.org for complete information 

and to purchase tickets. 


