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STABAT MATER DOLOROSA

Please hold applause
until the end of the program.

Plainsong, traditional
verses 1-7

Miguel de Ambiela (1666—1733)
verses 1-10

Claudio Casciolini (1697-1760)
verses 11-20

Josquin Desprez (c.1450/55-1521)
Part I, verses 1-10
Part 11, verses 11-20

Pedro de Escobar (1465—-1535)
instrumental

Corsican, traditional
verses 1-3

Marc-Antoine Charpentier (1643—-1704)
verses 1-20

Zoltin Kodily (1882-1967)
verses 1-3

With over three hundred musical settings from
seven centuries, the words of Stabat mater dolorosa
continue to attract composers and have a powerful
impact on listeners. The identity of the original
author—or authors—is unknown. Frequently
ascribed to the monk Jacopone da Todi (ca. 1228-
1306), or Pope Innocentius III (c. 1160-1216), it
has also been proposed as the work of St. Bernard
of Clairvaux (d. 1135). The anguish of Mary at the
foot of the cross is told in twenty stanzas of three
lines, yet within this simple structure the language
is stark, vivid and, perhaps most of all, immediate.
Whatever the setting —whether simple chant,
imitative and highly expressive polyphony, or in more
contemporary idioms—the listener is drawn to be
with Mary in her grief.

Stabat mater is a Sequence: a chant or hymn sung
during the Eucharist before the Gospel. These
proliferated during the Middle Ages but were reduced
to just four after the Council of Trent (1543-1563).
Victimae paschali landes (11th century) for Easter,
Veni Sancte Spiritus for Pentecost (12th century),
Lauda Sion Salvatorem (c.1264) for Corpus Christi,
and Dies Irae (13th century) for All Souls and in
Masses for the Dead. In 1727, the thirteenth-century
Stabat Mater was added to this list.

Today’s program begins with three contrasting
settings of selected verses of the hymn. First, a
setting of verses 1-7 to the familiar plainsong
melody is sung in procession as the choir enters the
chapel. This is followed by two eighteenth-century
settings, the first (vv. 1-10) by Miguel de Ambiela,
who was born at La Puebla de Albortén in 1666,
and became maestro de capilla at the Basilica of Our
Lady of the Pillar, Saragossa. Ambiela’s music is
little known; parts are preserved in the choirbooks
of Toledo cathedral where he spent some time as
chapelmaster. The four-part Stabat Mater radiates
“tranquillity and restrained asceticism,” achieved by



the slow movement of the cantus firmus on which
the composition is constructed.

This is followed by music by Claudio Casciolini
(1697-1760), who was born in Rome, and from
1726 until his death in 1760, was maestro di cappella
at the Basilica San Lorenzo in Damaso, Rome, and
a member of the Congregation and Academy of
St. Cecilia. His setting (vv. 11-20) is reminiscent
of the music of Palestrina and Allegri, with verses
alternating between plainsong, a four-part chorus,
and a five-part chorus. As with Ambiela’s setting,
Casciolini achieves a rewarding mix of older-style
polyphonic writing infused with more modern
harmonic language.

The Flemish composer Josquin Desprez was held
in high regard in his own time and occupies an
important position as a bridge between the late
Medieval and early Renaissance periods. Hallmarks
of his style include a fondness for pairs of voices
within the texture, often in parallel thirds or
sixths, and for mellifluous vocal writing. Josquin
was a master of the simple, melodic style that
would become a feature of later sixteenth-century
composers including Palestrina, but also of music
tull of intellectual complexity, including remarkable
canons and other compositional devices.

In Josquin’s setting of Stabat mater, we hear the use
of paired voices within the texture of the whole, but
he also incorporates a cantus firmus—a melody in
slow sustained notes in the middle of the texture.
We might be surprised to hear the melody of a well-
known love song in such an austere sacred piece, but
for Josquin and his contemporaries these contrasts
coexisted frequently. The melody is Comme femme
desconfortée—a song about a woman suffering from
a broken heart. Perhaps not so out of place after all.

Josquin’s Stabat mater was clearly popular, for it
exists in several sources, and was also arranged by
other composers. The Spanish composer Antonio
de Cabezén (1510-1566) made two arrangements

of it for keyboard; today we will hear another
transcription: Part I (vv. 1-10) set for solo voice, lute,
gamba and organ, and Part II (the remaining verses)
with the addition of the choir.

The leading Portuguese composer of his time, Pedro
de Escobar’s simple four-part setting will be heard
today in a transcription for organ alone. Escobar
was a singer in the royal Castillian chapel of Queen
Isabella and after that worked at the Portuguese
court.

Next, we hear a setting of the opening verses of the
Stabat mater from Nebbiu, in Corsica. There are
several unique traditions of performing the Stabat
mater in parts of southern Europe. These come
from an oral tradition, and are transmitted from
generation to generation by ear, and not in musical
manuscript. This style of hymn singing from
southern Corsica is simple and direct, homophonic,
and sparse, featuring improvised embellishments.

The French composer Marc-Antoine Charpentier
was born in Paris. He composed, beside some seven
operas, mainly works for the church, and many
of these were dedicated to the Virgin Mary. He
composed two settings of Stabat mater: tonight’s
setting is subtitled “pour des réligeuses”, meaning it
was most likely composed for a Convent—perhaps
at Port Royal in Paris, where Charpentier’s sister was
anun. The setting comprises two musical ideas that
alternate in a gentle, pastoral setting in G major.

Zoltin Koddly was born in 1882 in Kecskemét,
Hungary. He belonged to a musical family and,
without much tuition learned to play the piano
and string instruments. He also started composing
while still in secondary school. Kodily wrote his
Stabat Mater while a student in 1898, originally for
men’s voices. Two of his fellow students transcribed
it for mixed voices, and it is this version we hear
today, with the addition of interludes based on the
Gregorian chant for viola and ’cello by Stefani Puri.



TEXT AND TRANSLATION

Stabat mater dolorosa

1. Stabat mater dolordsa
juxta Crucem lacrimosa,
dum pendébat Filius.

2. Cuius dnimam geméntem,
contristitam et doléntem
pertransivit gladius.

3. O quam tristis et afflicta
fuit illa benedicta,
mater Unigéniti!

4. Quae moerébat et dolébat,
pia Mater, dum vidébat
nati poenas inclyti.

5. Quis est homo qui non fleret,
matrem Christi si vidéret
in tanto supplicio?

6. Quis non posset contristari
Christi Matrem contempldri
doléntem cum Filio?

7. Pro peccitis suz gentis
vidit Jésum in torméntis,
et flagéllis sibditum.

8. Vidit suum dulcem Natum
moriéndo desoldtum,
dum emisit spiritum.

9. Eja, Mater, fons amoris
me sentire vim doldris
fac, ut tecum ligeam.

10. Fac, ut 4rdeat cor meum
in am4ndo Christum Deum
ut sibi compldceam.

At the Cross ber station keeping,
Stood the mournful Mother weeping,
Close to Jesus to the last:

Through her beart, his sorrow sharing,
All bis bitter anguish bearing,
now at length the sword has passd.

Ob, how sad and sore distress’d
Was that Mother highly blest
Of the sole-begotten One!

Christ above in torment hangs;
She beneath bebolds the pangs
Of her dying glorious Son.

Is there one who would not weep,
Whelm’d in miseries so deep,

Christ’s dear Mother to behold?

Can the human heart refrain
From partaking in ber pain,
In that Mother’s pain untold?

Bruis'd, derided, cursd, defil’d,
She bebeld ber tender Child
All with bloody scourges rent;

For the sins of his own nation,

Saw Him hang in desolation,
Till His Spirit forth He sent.

O thou Mother! fount of love!
Touch my spirit from above,
Make my heart with thine accord:

Make me feel as thou hast felt;
Make my soul to glow and melt
With the love of Christ my Lord.



11. Sancta Mater, istud agas,
crucifixi fige plagas
cordi meo vilide.

12. Tui Nati vulneriti,
tam digndti pro me pati,
poenas mecum divide.

13. Fac me tecum pie flere,
crucifixo condolére,
donec ego vixero.

14. Juxta Crucem tecum stare,
et me tibi socidre
in planctu desidero.

15. Virgo virginum pracldra,
mihi iam non sis am4ra,
fac me tecum plingere.

16. Fac ut portem Christi mortem,

passionis fac consértem,
et plagas recdlere.

17. Fac me plagis vulnerri,
fac me Cruce inebridri,
et crudre Filii.

18. Flammis ne urar succénsus,
per te, Virgo, sim defénsus
in die iudicii.

19. Christe, cum sit hinc exire,
da per Matrem me venire
ad palmam victérie.

20. Quando corpus moriétur,
fac, ut dnimz donétur

paradisi gl6ria.

Amen.

Holy Mother! pierce me through;
In my heart each wound renew

Of my Saviour crucified:

Let me share with thee His pain,
Who for all my sins was slain,
Who for me in torments died.

Let me mingle tears with thee,
Mourning Him who mourn’d for me,
All the days that I may live:

By the Cross with thee to stay;
There with thee to weep and pray;
Is all I ask of thee to give.

Virgin of all virgins blest!,
Listen to my fond request:
Let me share thy grief divine;

Let me, to my latest breath,
In my body bear the death
Of that dying Son of thine.

Wounded with his every wound,
Steep my soul till it hath swoond,
In His very blood away;

Be to me, O Virgin, nigh,
Lest in flames I burn and die,
In bis awful Judgement day.

Christ, when Thou shalt call me bence,
Be Thy Mother my defence,
Be Thy Cross my victory;

While my body here decays,
May my soul thy goodness praise,
Safe in Paradise with Thee.

—Translation by Edward Caswall
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Philip Cave DIRECTOR

A chorister from the age of seven, Philip Cave
studied music at Oxford University with Simon
Preston, and was a founding member of the Tallis
Scholars, with whom he gave over 400 performances.
He has performed, toured and recorded with most
of the United Kingdom’s leading vocal ensembles,
including the Hilliard Ensemble, The Sixteen,
the English Consort, the King’s Consort, the
Orlando Consort, and the Cardinall’s Musick.
As a vocal soloist, he has worked with celebrated
conductors, including Leonard Bernstein, and
at venues including the Beethovenhalle in Bonn
and the Sydney Opera House. He has performed
across Europe, at the BBC Promenade Concerts in
London, and has shared the concert platform with
many distinguished musicians, including Sir Peter
Pears, Sting, and Sir Paul McCartney. Philip is the
founder and conductor of the English vocal ensemble
Magnificat, which specializes in the restoration
and performance of neglected masterworks of the
baroque and renaissance periods. The ensemble
has toured and performed in England, Spain,
Greece, and the United States, including a week’s
residency at Duke Chapel last semester, coaching
and giving concerts. They have released over a dozen
CD recordings, which have attracted much critical
acclaim. Philip is a recipient of the Byrne Award from
the London Handel Society, the Noah Greenberg
Award from the American Musicological Society,
and is an Honorary Fellow of London’s Academy of
St. Cecilia. He is the founder of Chorworks, whose
concerts and workshops bring together distinguished
faculty and performers to increase the knowledge of
early choral repertoire and performing techniques.
As Conductor-in-Residence, Philip directs Duke
Chapel’s Vespers Ensemble, Evensong Singers, and
the annual Bach Cantata Series.

Daniel Jacky  orcan
Daniel Jacky serves as Chapel Organ Scholar in
partnership with the American Guild of Organists
(AGO), and is the inaugural recipient of the AGO
Organ Scholar program. As a Stamps Scholar, Daniel
studied at Oberlin College and Conservatory where
he completed a Bachelor of Arts in Mathematics in
addition to a Bachelor of Music in Organ Performance
studying with Jonathan Moyer. During his time at
Oberlin, he interned at St. Peter’s Church (ELCA)
in Manhattan where he studied with Balint Kérosi.
Daniel performs frequently in ensembles and as a
soloist, and is particularly interested in the cantatas

of J. S. Bach.

Duke Chapel

Vespers Ensemble

Duke University Chapel stands at the center of
Duke’s campus and offers more than 200 worship
opportunities each year. Its neo-gothic architecture,
vibrant community, and world-class Aeolian
and Flentrop organs attract thousands of visitors
annually. The Duke Chapel Vespers Ensemble, now
in its thirty-seventh year, is one of three choirs at
Duke Chapel. The choir welcomes both university
and community singers who have an interest in
early music from the renaissance and baroque
periods. The ensemble leads Choral Vespers and
other liturgies such as All Saints, Advent Lessons
and Carols, Ash Wednesday, Good Friday, and an
annual concert on Holy Saturday. As part of its
commitment to musical training, Duke Chapel has
an organ scholar program where selected students are
given opportunities to play, accompany, and direct
the Chapel’s ensembles. Duke Chapel services are
webcast live and are archived on Duke Chapel’s
website. For more information on the choirs and the
organ scholarships, please visit www.chapel.duke.edu.



PERFORMERS

Duke Chapel Vespers Ensemble

SOPRANO ALTO TENOR BASS

Nora Burgard* Laura Dzwonczyk Henry Branson* David Faircloth
Rose Everett Nikki Manderico Roman Fenner Matthew Lubin
Kelly Garrett* Kirsten Overdahl* Joe Guarascio Christopher Short*
Nicole Lee Heberling Leah Suffern Tom Trueblood Blair Smith
Emily Kerl Owen Wilson
Sharon Kunde

Salome Sandoval* *Soloist
VioladaGamba ................... Henry Branson

Organ Solo & Continuo ........... Daniel Jacky

Lute viiiiiiiiiiiiiieteeennnnnnns Salome Sandoval
Viola ...iiiiiiiiiiiiiiiiiiiienne Tulio Sasaya

(@72 | [+ Y Lauren Simmons

Director .....cciiiiiiiiiiiiiinnn.. Philip Cave

MUSIC at

Duke Chapel

Easter Sunday Communion Carillon Recital: Lisa J. Lonie
SUNDAY, APRIL 9, 9:00 A.M. SUNDAY, APRIL 30, 5:00 P.M.
Easter Sunday Service Bach Cantata Series

SUNDAY, APRIL 9, 11:00 A.M. SUNDAY, MAY 7, 5:00 P.M.
Easter Evensong Ascension Day Evensong
SUNDAY, APRIL 9, 4:00 P.M. THURSDAY, MAY 18, 7:00 P.M.

Spring Oratorio Indicates ticketed performance.

SUNDAY, APRIL 23, 4:00 P.M. Tickets are available for purchase
at tickets.duke.edn.
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