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NOTES ON THE PROGRAM

poignant convergence—the shared departure of two

luminaries of the English Renaissance. William Byrd, a
prolific composer of unparalleled versatility, is a towering
figure in both sacred and secular music who earned his
sobriquet of “Musicae Britannicae parens” (the father of
English music) even while navigating the political and musical
challenges of being a recusant Catholic in Protestant England.
He held key musical positions, including that of a Gentleman
of the Chapel Royal, where the Queen’s recognition of his
musical talent protected him from religious prosecution.
Thomas Weelkes, Byrd’s junior by some decades, was a
member of a generation shaped both by Byrd’s influence and
by the imported Italian madrigal style. Both left an indelible
imprint on the landscape of English music.

In the annals of musical history, the year 1623 marks a

Tonight’s program opens with a pair of works that call our
attention to Byrd’s mastery of both the Anglican and Catholic
rites. “Sing Joytully” is an exuberant example of an anthem—
a polyphonic composition set to a religious text in English,
and a genre in which Byrd specialized. By the turn of the 17t
century, anthems wete a typical part of Anglican services.
Here, Byrd employs word painting to brilliant effect,
illustrating each string of the pleasant hatp, the sighing bow
of the viol, and the trumpet’s blast.

The more solemn motet “Ave Verum Corpus” appears in the
first book of Byrd’s Gradualia (1605), a large collection of
Catholic liturgical music written after Byrd had semi-retired
from his position at the Chapel Royal and retreated to Essex
in the wake of the stiffening laws against recusancy. There he
found solace and religious community under the protection
of his patron, Sir John Petre, who harbored a priest in his
manor house and held secret masses for the local Catholic
community, which likely featured works furnished by Byrd.
Although “Ave Verum Corpus” would have been banned
from Anglican services during Byrd’s life, it now features in
both Catholic and Anglican choral worship, and today

remains one of his most-performed works.

Byrd also specialized in English instrumental forms, and the
classic pavan-galliard pairing is a staple both of his keyboard
output and of his works for viol consort. Pavans and galliards
make up the bulk of Byrd’s contribution to the momentous
1616 anthology Parthenia, or the Maydenhead of the first musicke
that was ever printed for the Virginalls—England’s first printed
collection of music for keyboard. Byrd’s pavans and galliards
retain many of the musical characteristics of the tripartite
dances for which they are named, but they are abstractions
rather than accompaniments. The five-part pavan played
here, characterized by its stately and measured pace, provides
a dignified contrast to the lively galliard that follows.

We now move from the abstract to the particular: in “My
Mistress Had a Little Dog,” Byrd gives us a longer, and more
explicitly dramatic work, which relates a “murder” at
Appleton Hall, the Norfolk home of one of Byrd’s patrons,

Edward Paston. The murdered party, a dog named Pretty
Royal, is lauded in great detail before the singer finally calls
for Appleton’s canine denizens to unite to sentence the
murderer to execution at Tyburn. While the text can be read
literally to great comic effect, the poem may also be an
allegorical allusion to the beheading of Robert Devereux, the
second Eatl of Essex, who, like Byrd, was both a Catholic
recusant and a favorite of Elizabeth I—at least until he
launched an abortive coup against her government, and, like
Pretty Royal, was put to death.

If “My Mistress had a little dog” is a mock elegy, in “Ye
Sacred Muses” Bytd is grieving in earnest. Written on the
death of Byrd’s mentor Thomas Tallis in 1585, “Ye Sacred
Muses” is an elegy to the elder party of one of English
music’s most powerful and influential friendships. Initially
Tallis’ student, when Byrd moved to London in 1572 he
joined Tallis as a colleague in the role of Joint Organist of the
Chapel Royal. In 1575, Tallis and Byrd were awarded the sole
monopoly to publish music (and even print staff paper) in
England, an acknowledgement of their individual prestige.
Bytd elevates the poignancy of the culminating refrain “Tallis
is dead, and music dies” with long, mournful melismas on the
word “music.”

In 1597 Thomas Motley described the fantasia as a piece in
which “a musician taketh a point at his pleasure, and wresteth
and turneth it as he list.” Byrd’s fascination with intricate
contrapuntal polyphony is evident in his “Fantasia: Two Parts
in One in the 4th above,” at whose start the three lower voices
enter sequentially as we might expect in a fantasia, each
introducing the “point,” or theme, in imitative polyphony.
Against this backdrop, one needs to listen attentively to
observe the main conceit of the work: that Byrd has
constricted his wresting and turning by disposing the two
upper voices in a strict canon, separated by the interval of a
fourth.

Between 1592 and 1595 Byrd wrote and published three
choral Mass settings (for four, three, and five voices).
Officially, the Latin Catholic liturgy had been banned for over
thirty years in England by the time Byrd published his masses,
and the enthusiastic punishment (by agents of the state) of
recusants who refused to participate in Anglican ceremonial
life by fines, prison, and even martyrdom was rampant.
Considering the secrecy around Catholic worship, it is hardly
surprising that Byrd’s masses appeared in small partbooks
each consisting only of a single bifolium, without title pages
ot even any identification of the printer; rather, given the
potential danger of being caught in possession of one of
these books, it is somewhat astonishing that Byrd dared
publish them at all.

After intermission, the spotlight shifts to the music of
Thomas Weelkes. Relatively little is known of his early life;
the first concrete record of him is his own first book of
madrigals (1597). The half-decade that followed witnessed a



period of marked productivity and success, in which Weelkes
published a further three books and received a B.Mus degree
from New College, Oxford. With his appointments as
organist and znformato choristarnm at Chichester Cathedral
(whose music library notably contained partbooks of some of
Byrd’s Anglican works), Weelkes attained relative stability,
though allegations of drunkenness and blasphemy earned him
repeated rebuke in his later years. Although Weelkes was the
most prolific composer of Anglican services during his
lifetime, almost none of the religious music he composed in
discharging his cathedral duties saw print in his lifetime, and
so he remains best known for the madrigals and anthems
featured on tonight’s program.

The contrast between “To Shorten Winter’s Sadness” and “O
Care, Thou Wilt Dispatch me” / “Hence care, thou art too
cruel”, both from Weelkes’ second publication, Ballets and
Madrigals (1598), parallels that heard in “Sing Joyfully” and
“Ave Verum Corpus.” The homophonic texture of the texted
sections and jolly “fa-la” refrains of “T'o Shorten Wintet’s
Sadness” have a light, celebratory quality quite apt to the
festive poem. Meanwhile, the intense chromaticism of “O
Care” and its second part, “Hence Care,” reflects what
Donald Tovey called the “vicious English taste for false
relations,” instances of two chromatically contradictory notes
being sounded in close proximity. Here, as elsewhere,
Weelkes uses text-painting to bring out the mordant quality
of care’s “deadly sting” and the relative ease promised by
mirth. The second part, “Hence, Care” finds the lamenting
poet entreating music, the “sick man’s jewel,” to sustain him
in his misery.

In the sacred madrigal “When David Heard” we find a study
in mourning on a biblical theme to rival Byrd’s more personal
“Ye Sacred Muses.” Weelkes dramatizes the lament of King
David upon learning of the death of his son to breathtaking
effect, reaching a transcendent climax of false relations at
David’s great cry of grief—“O Absalom, my son, would God
I had died for thee.” Weelkes dedicated the work to the poet-
priest Thomas Myriell, who attested to its cathartic effect by
including it in his 1616 manuscript anthology T7istitae
remedium—=‘cures for sadness.”

Weelkes” wit and humor come to the forefront in “Strike it
up, tabor” and “The Ape, the Monkey, and the Baboon,”
which appeared in Weelkes’ final madrigalian collection Ayres,
or Phantasticke Spirites for three voices (1608). At the time of
publication, the word “fantastic” carried a less positive
connotation than it does today, indicating something
characterized by unrestrained imagination, eccentricity, or
capriciousness; in this collection Weelkes favors simple
textures and jaunty tunes, in contrast to the more serious
contrapuntal style of his earlier efforts. In his own book of
Ayres, from 1601, composer Philp Rosseter described wit and
concision as the defining features of the genre: “What
epigrams are in poetry, the same are ayres in music, then in
their chief perfection when they are short and well-seasoned.”
Rossetet’s model is amply illustrated by the Weelkes earworm

“Strike it up, tabor,” where an injunction for the listener to
provide drum-and-pipe accompaniment for a joyous maypole
dance is well-seasoned with capricious changes of the time
signature.

Though musically straightforward, “The Ape, The Monkey,
and the Baboon” is comparatively elusive in its meaning. The
meeting in Friday Street in the poem’s second line alludes to
the Mermaid Tavern in Cheapside, a watering-hole for
London’s dramatic and literary communities. Persistent
reports that the Mermaid hosted a drinking-club-cum-salon
run by Sir Walter Raleigh—which supposedly boasted Ben
Jonson, John Donne, and William Shakespeare among its
members—are mere Victorian apocrypha. Though they likely
shatred a circle with these luminaries, the identities of the men
allegorically represented by the three titular primates are lost
to time.

Between the year of Byrd’s birth and the turn of the
seventeenth century, London’s population quadrupled. With
the rise in urban density came a corresponding commercial
boom that spilled into London’s streets, where hawkers
unable to afford a storefront could announce their wares—
and stand out from the competition—by calling out a
distinctive phrase. By dint of repetition, these phrases
acquired a musical quality, and while the portrayal of “Cries”
became a favorite theme of broadside authors and
printmakers, it was composers who were best-suited to craft
artistic depictions of London’s auditory landscape. Weelkes’
“Ciries,” likely the eatliest musical setting, served as a model
for future composers. There is much to be appreciated in the
contrast between the simplicity of the vocal lines, which atre
often confined to as few as one or two notes, repeated in the
rhythm of the text—and the complex polyphony relentlessly
churning away in the viol fantasy below.

The program closes with Weelkes’ contribution to The
Trinmphs of Oriana, an anthology of 25 madrigals published by
Thomas Motley in 1601. The 24 composers represented in
the collection had free choice to set any poem they liked, but
each work in the anthology was required to close with a
couplet saluting Oriana, the mythical queen of Arcadia and an
allegorical stand-in for Elizabeth I: “Then sang the shepherds
and nymphs of Diana: Long live fair Orianal” In a collection
designed to invite comparison, Weelkes distinguishes himself
by his artful illustration of the text, elevating even the most
obvious of tropes. Thus, for example, he elides the first line
of text in the altus part so that his illustration of “descending”
in that voice anticipates the end of the line in the other parts.
After the breathless and intricate polyphonic repetitions of
“running down amain” the literal interpretation of “First two
by two, then three by three together” provides a welcome
textural contrast. Weelkes’ setting of the closing salutation is
suitably majestic: we hear “Long live fair Orianal” no fewer
than forty-eight times, with the upper voices cascading lightly
over glorious sustained notes in the bassus part.

~ Cat Slowik



TEXTS & TRANSLATIONS

Sing Joyfully (Psalm 81:1-4)
Sing joyfully to God our strength; sing loud unto the God of Jacob!
Take the song, bring forth the timbrel, the pleasant harp, and the viol.
Blow the trumpet in the new moon, even in the time appointed, and at our feast day.
For this is a statute for Israel, and a law of the God of Jacob.

Ave Verum Corpus

(Sequence Hymn for the Feast of Corpus Christi; text by Pope Innocent IV, d. 1342)
Ave, verum Corpus, natum de Maria Virgine: Hail, true body, born of the Virgin Mary:
Vere passum, immolatum in cruce pro homine: Which in anguish suffered on the cross to redeem us:
Cuius latus perforatum fluxit From whose side, when pierced by the spear,
sanguine: flowed water and blood:
Esto nobis praegustatumn in mortis examine. Be to us at our last hour the source of consolation.
O Jesu dulcis, O Jesu pie, O Jesu Fili Mariae, O loving, O holy, O Jesus, thou Son of Mary
Miserere mei. Amen. Have mercy on me. Amen.

My Mistress Had a Little Dog (anonymous; possibly Edward Paston, 1550-1630)
My mistress had a little dog whose name was Pretty Royal,
Who neither hunted sheep nor hog, but was without denial
A tumbler fine, that might be seen to wait upon a fairy queen.

The goddess which Diana hight among her beagles dainty
Had not a hound so fair and white, nor graced with such beauty;
And yet his beauty was not such, but his conditions were as rich.

Upon his mistress he would wait in courteous wise and humble,
And with his craft and false deceit, when she would have him tumble,
Of coneys in the pleasant prime, he would kill twenty at a time.

But out, alas? I'll speak no more. My heart with grief doth shake;
This pretty dog was wounded sore e'en for his mistress sake:
A beastly man or manly beast knock'd out his brains and so I rest.

A trial royal, royal a trial, a triall O yes!
Ye hounds and beagles all, if ye sat in Appleton Hall:
Would you not judge that out of doubt Tyburn were fit for such a lout?

Ye Sacred Muses (anonymous)

Ye sacred Muses, race of Jove,
whom Music's lore delighteth,
Come down from crystal heav'ns above
to earth where sorrow dwelleth,

In mourning weeds, with tears in eyes:
Tallis is dead, and Music dies.

Kyrie from Mass for Four Voices

Kyrie eleison. Lord, have mercy.
Christe eleison. Christ, have mercy.
Kyrie eleison Lord, have mercy.

Agnus Dei from Mass for Four Voices
Agnus Dei, Lamb of God,
qui tollis peccata mundi, who takes away the sings of the world,
miserete nobis. have mercy on us.



Agnus Dei, Lamb of God,

qui tollis peccata mundi, who takes away the sings of the world,
miserete nobis. have mercy on us.

Agnus Dei, Lamb of God,

qui tollis peccata mundi, who takes away the sings of the world,
dona nobis pacem. grant us peace.

To Shorten Winter’s Sadness (anonymous)

To shorten wintet's sadness
See where the nymphs with gladness
Disguised all are coming
Right wantonly a-mumming

Falala.

Though masks encloud their beauty
Yet give the eye her duty
When Heaven is dark it shineth
And unto love inclineth

Falala.
O Care, Thou Wilt Despatch Me [Part 1] Hence Care, Thou Art Too Cruel [Part 2]
(anonymous) (anonymous)
O, Care, thou wilt dispatch me, Hence, Cate! Thou art too cruel,
If music does not match thee. Come music, sick man’s jewel.
Falala. Falala.
So deadly dost thou sting me, His force had well nigh slain me,
Mirth only help can bring me. But thou must now sustain me.
Falala. Falala.

Lord, To Thee I Make My Moan (Psalm 130:1-2; William Whittingham, 1524-1579)
Lord, to thee I make my moan,
When dangers me oppress;
I call, I sigh, ’plain, and groan,
Trusting to find release.
Hear now, O Lord, my request,
For it is full due time,
And let thine ears aye be pressed
Unto this prayer mine.

When David Heard (2 Samuel, 18:33)
When David heard that Absalom was slain,
He went up into his chamber over the gate and wept,
And thus he said:
My son, my son, O Absalom my son,
Would God I had died for theel!

Strike It Up, Tabor (anonymous)
Strike it up, tabor, and pipe us a favor;
Thou shalt be well paid for thy labor.

I mean to spend my shoesole
To dance about the maypole.
I will be blithe and brisk,
Leap and skip, hop and trip,
Turn about in the rout,
Until very weary joints can scarce frisk.

Lusty Dick Hopkins, lay on with thy napkin;
The stitching cost me but a dodkin.
The Morris were half and one,



Wert not for Martin of Compton.
O well, said jigging Al’ce,
Pretty Jill, stand you still;
Dapper Jack means to smack.
How now, fie, fie, fie, fie, fie, you dance false.

The Ape, the Monkey and Baboon (anonymous)
The ape, the monkey and baboon did meet,
And breaking of their fast in Friday street,
Two of them sware together solemnly
In their three natures was a sympathy.

Nay, quoth Baboon, I do deny that strain:
I have more knavery in me than you twain.

Why, quoth the ape, I have a horse at will
In Paris Garden for to ride on still,
And there show tricks Tush, quoth Monkey,
For better tricks in great men’s houses lie.

Tush, quoth Baboon, when men do know I come,
For sport from City, country they will run.

The Cries of London (anonymous)
Soloists:
New oysters, new Wallfleet oysters;
New mussels, new lilywhite mussels;
New cockels, new great cockels, new;
New sprats, new sprats, new great sprats, new;
New plaice, plaice, plaice, new plaice, new;
New mackerel, mackerel, mackerel,
New haddock, haddock, haddock, new;
New thornback, new;
Quick periwinkles, quick; quick eels, quick, quick, quick
Hot apple pies, hot; hot pudding pies, hot. hot pippin pies, hot; hot mutton pies, hot
Apples fine, pears fine, medlars fine, pippins fine, cherry ripe!
Ripe strawberty, ripe; fine Seville oranges, fine lemons, fine; fine pomegranates, fine
Chorus:
Tinkatink, tinkatink, tinkatink, tink, tinkatink, tinkatink, tinkatink, tink!
Soloists:
Have you any work for a tinker?
Have you any old bellows to mend?
Have you any wood to cleave?
Will you buy any blacking?
Have you any ends of gold or silver?
Broom, broom, broom; broom for old shoes and pouchrings, boots or buskins for new broom;
Broom, broom, broom.
Chorus:

Have you any boots, maids, or have you any shoon, or an old pair of buskins?
Will you buy any broom? An old pair of boots, maids, or a new pair of shoon, or an old pair of buskins for all my green broom,
green broom.

Soloists:

Chimney sweep, chimney sweep!

Salt, salt, salt, salt, fine white salt, fine!

Have you any kitchen stuff, maids?

Have you any coneyskins, coneyskins, maids?

Will you buy any milk today misteress?

I have fresh cheese and cream, I ha' fresh!

White cabbage, white young cabbage, white!

White turnips, white young turnips, white!



White parsnips, white young parsnips, white!
White radish, white young radish!
White lettuce, white young lettuce!
Now let us sing, now let us sing; and so we will make an end;
Chorus:
With alleluia, with alleluia, with alleluia

As Vesta Was from Latmos Hill Descending (anonymous)
As Vesta was from Latmos hill descending,
She spied a maiden Queen the same ascending,
Attended on by all the shephetds' swain,

To whom Diana's darlings came running down amain,
First two by two, then three by three together,
Leaving their goddess all alone hasted thither;

And mingling with the shepherds of her train,
With mirthful tunes her presence entertain.

Then sang the shepherds and nymphs of Diana,
Long live fair Orianal
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