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Thea Musgrave was born on 27 May 1928 in Barnton, Midlothian, Scotland. Music was
an important part of her childhood and she recalls that she was ‘always composing little
snatches of this and that’.1 She entered the University of Edinburgh as a pre-medical
student with a view to becoming a doctor, but her attention soon turned to music.
During her undergraduate years she studied piano, harmony and analysis under Mary
Gardner Grierson and counterpoint, music history and composition with the
distinguished Austrian-born composer Hans Gál. Musgrave recalled that Gál ‘taught us
“strict” counterpoint – never used any books, just out of his head straight on the
blackboard’.2 While at Edinburgh University she won the prestigious Donald Francis
Tovey Prize. However though she never even had the chance to meet Tovey (1875-1940),
she regarded him as one of her most important teachers. Through him she learned to plan
carefully the overall musical journey her work could take and to explore the concept of
‘long term harmonic planning’.
Following graduation in 1950, a scholarship took her to Paris, where she studied for four
years as a private pupil of Nadia Boulanger, one of the most influential teachers of
composition in the twentieth century. She also attended Boulanger’s class at the
Conservatoire which was supposedly about accompanying: however ‘we never did any
accompanying on the piano, but it was so much more. We did score reading, figured bass,
transposition, and, of course, [studied] Stravinsky. It was a wonderful general music
education’.3 After having completed the first two years of her studies in Paris, Musgrave
received the Lili Boulanger Memorial Prize in composition.
In 1954 she returned to London and soon established a reputation as a key figure in
British musical life. In 1970 she was briefly a Guest Professor at the University of
California, Santa Barbara, replacing a colleague who was on sabbatical. There she met
Peter Mark, at that point a violist, later becoming head of the Virginia Opera for some
thirty five years. They married the following year. Since 1975 she has lived in America,
serving as Distinguished Professor at Queen's College, City University of New York from
September 1987 to 2002. Among other honours, she has been the recipient of two
William Bender, ‘The Musgrave Ritual – Romancing the Woman Who Wasn’t There, Time, 10 October 1977, p.72.
Hans Heinsheimer, ‘Miss Musgrave’, Opera News, 42 (September 1977), p.44.
3 Jane Weiner LePage, Women Composers, Conductors, and Musicians of the Twentieth Century: Selected Biographies (Metuchen:
Scarecrow Press, 1980), p.147.
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Guggenheim Fellowships and in 2018 she was presented with the Ivors Classical Music
Award, the Queen’s Medal for Music and a Royal Medal from the Royal Society of
Edinburgh. Thea Musgrave was made a CBE in January 2002.
Frequently dramatic, her music often incorporates physical movement. Some examples
avoid pictorial elements, such as the Concerto for Clarinet (1968), the Horn Concerto
(1971) and the witty concerto for nine instruments Space Play (1974), while others use
specific programmatic content such as the Greek legends in Narcissus, for clarinet and
digital delay (1987) and the oboe concerto Helios (1994) and the paintings in Turbulent
Landscapes, for orchestra (2003).
Musgrave’s distinctive and flexible musical voice has adapted successfully to a wide range
of genres. The Seasons (1988) and From Darkness into Light (2017) show a natural flair for
orchestral writing; Lamenting with Ariadne (1999) and Power Play (2015) exploit fully the
dramatic potential of carefully balanced ensembles, while Orfeo I, for flute and tape (1975)
and Niobe, for oboe and tape (1987) draw on the expressive character of their respective
solo instruments in powerful narratives.
Her instinct for the theatre has resulted in a series of impressive operas. The Voice of Ariadne
(1972) originated in a short story by Henry James about a man who becomes obsessed by
the statue in his garden. Mary, Queen of Scots (1977) uses a libretto by the composer based
on a play by Amalia Elguera about the years that Mary spent in Scotland. 4 An Occurrence
at Owl Creek Bridge (1981) on a story by Ambrose Bierce, is a radio opera. A Christmas
Carol (1979) is based on the novel by Charles Dickens and Musgrave incorporates
traditional British carols into the score. Harriet, the Woman Called Moses (1984) concerns
the life of Harriet Tubman, a 19th century slave who returned South many times to help
others escape along the Underground Railroad. Making occasional use of traditional
Latin-American music, Simón Bolívar (1993) was written for performance by Virginia
Opera and celebrates the national hero who liberated Venezuela, Colombia, Ecuador, Peru
and Bolivia from the Spanish in the early 19th century. Pontalba (2003) was commissioned
by New Orleans Opera to celebrate the 200th anniversary of the Louisiana Purchase and
tells the story of the dramatic life of Micaela Almonester, the Baroness de Pontalba. With
an instinctive blend of lyricism and drama and a natural command of pace and long-term
4

Released on Lyrita SRCD2369.
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structure, these operas are all genuine heirs to the composer’s earlier instrumental
concertos.
A prolific composer, Thea Musgrave continues to expand the boundaries of her art.
Recent scores include Night Windows, for oboe and 15 strings, premiered at the
Stockholm International Composer Festival in November 2018 and the Trumpet
Concerto, first performed by soloist Alison Balsom with City of Birmingham Symphony
Orchestra, conducted by Edward Gardner in July 2019 at the Cheltenham Music Festival.
Operas and concertante pieces may be the twin cornerstones of Musgrave’s art, but
choral works have featured prominently in her output since one of her earliest
acknowledged scores, the Four Madrigals, for SATB chorus (1953).
Directly
communicative and unfailingly effective, her compositions for choir take inspiration from
their carefully chosen texts. The performing forces required vary from piece to piece,
ranging from unaccompanied choirs to large chorus and orchestra.
One of Musgrave’s most powerfully expressive and lavishly intricate vocal works, Rorate
Coeli (1973) is scored for unaccompanied SATB choir. There are also five soloists
(SSATB), who sing both as a quintet and as individuals. The work was commissioned
by the National Federation of Music Societies and the first performance was given by the
Thomas Tallis Choir, conducted by Philip Simms in Greenwich on 26 September 1976.
This dramatic and virtuosic piece shows an inventive approach to text-setting in its use of
quasi-improvised musical effects. Cast in one unbroken span of music, it is unified by
recurring rhythmic, harmonic and melodic elements. The piece interweaves two vivid
and elaborately descriptive poems written in Middle Scots by the Scottish poet William
Dunbar (1465?-1520?). The first is the Nativity poem of the title, which honours the birth
of Christ and calls upon the whole of creation to contribute to the hymn celebrating the
event: ‘Now spring up flowers fro’ the root’. A recurring excerpt, Et nobis Puer natus est
(‘For unto us a Child is born’) is an apt quotation from Isaiah 9:6, part of the Introit for
Christmas Day. The second poem, ‘Done is a battle on the dragon black’, rejoices in the
victory represented by the resurrection of Christ from the dead: ‘The foe is chased, the
battle is done cease’. The refrain, Surrexit Dominus de Sepulchro, a versicle from the Mass
for Easter Day, occurs five times. To these two poems are added the first three lines of
the Sequence from the Requiem Mass, beginning Dies irae, dies illa, which anticipates the
18

SRCD 387

7

judgment of the dead and the birth of Christ, thus providing a link to both Dunbar poems
and forging from them a unified idea of triumph over death.
A richly resonant opening chord is sung by the main chorus in five parts, mirrored by a
solo ensemble in five parts. This echoing chord becomes a recurring motif, heard in
various guises. Its most memorable appearance is at the start of the final section to the
text ‘Sung heaven imperial, most of height’ and, in tandem with an ecstatic ‘Gloria’, it
continues to resound right up to the closing bars.
The three texts coincide at the heart of the score where a solemn, ‘hymn-like’ tempo is
indicated. The sopranos and altos sing a noble chorale setting of the first poem; the lower
voices contribute a more rhythmically lively treatment of the second poem’s companion
verse, and a tenor soloist, situated in the middle of these vocal lines, sings the Dies Irae
sequence. At first the soloist is not synchronised with the other voices but in due course
he joins the rest of the male voices in a melodic episode that culminates in an ascending
line, reflecting the reference to Christ’s resurrection in the text.
Colouristic effects are a key feature of the score. They include hissing sibilants at the
mention of ‘The cruel serpent’ and growling alveolar trills to conjure up the ‘old keen tiger
with his teeth on char’. At one point the tenors and altos are instructed to sing ‘ad lib, not
together’ and to intone slowly, ‘like a tolling bell’. Elsewhere, the sopranos and altos can
sing ‘any pitch within the range indicated’ and at the text ‘Done is the battle of dragon
black’, the basses speak very quickly at a low pitch and not together. The soloists’ lines
vary from recitative-like incantations (‘Dungen is the deidly dragon’) to bravura effects
employing extreme registers, such as the vertiginous duet for the two sopranos, ‘Celestial
fowls in the air’, in which they imitate trilling birds. This freedom in performance
encourages a degree of improvisation from the singers, comparable with some of the
dramatic technical devices to be found in the composer’s concertos and stage works.
Commissioned by the John Armitage Memorial Trust and the Edinburgh Royal Choral
Union, The Voices of our Ancestors (2014) is scored for brass quintet (horn, two
trumpets, trombone and tuba), organ and SATB choir. It was premiered by Onyx Brass
and organist Simon Hogan with the Chapel Choir of Selwyn College, Cambridge,
conducted by Nicholas Cleobury on 9 July 2015 at St Bride’s Church, Fleet Street,
London as part of that year’s City of London Festival.
SRCD 387
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Musgrave was mindful of the venue for the premiere performance and came up with a
series of movements for the performers to complete, with St Bride’s Church in mind. At
the start of the piece the stage is empty. In a reversal of the usual concert-going
conventions, the conductor comes on first rather than last and then begins to summon
the forces, starting with a tuba and a narrator. The first sound is a low B-flat for organ
and tuba, setting the scene for the narrator, who speaks the words of the first poem. The
rest of the performers gradually assemble around the perimeter of the church before the
members of the chorus set off from the back and process slowly up the aisle into their
normal position at the words, ‘All of we in one long caravan are journeying, we know not
whither…’. The entrance of the rest of the brass players is staggered, beginning with the
two trumpets, and then, at a later stage, horn and trombone; at various junctures the brass
players interact with each other, some moving to different positions, others staying put.
As the work unfolds and the performers gather and start to interrelate, the different texts
accumulate, revealing connections with each other.

500 BC)

e from the

After the questing opening setting, the subject matter becomes more personal. Following
a solo tenor describing his search for a loved one in a desolate city, the baritone lightens
the mood. At first he bemoans his age and the fact that women no longer look at him.

rris 500
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Substantial and ambitious, The Voices of our Ancestors draws upon ancient texts from a
number of linguistic sources, including Arabic, Persian, Hebrew, Latin, Greek, Egyptian
and Chinese, all translated into English. The ‘Creation Hymn’ from the Rig Veda5 was
the starting point for the work. The text reflects on some of the existential questions
which are still considered today – whether God exists, what death is, what is above or
below. It was the last line that especially grabbed Musgrave’s attention: ‘only he who is
above understands all this… or perhaps he does not’! She was struck by the openmindedness of this message, which resonated with her so much that she knew she had to
set it to music. She then sought out eleven other ancient poems to accompany it - not
just wrestling with enduring existential questions, but also verse expressing human
feelings of love, despair, loss and enjoyment. Gathering these texts together, she
concluded that, although she was unable to communicate actively with her predecessors,
she could explore their ideas through her music.

5

16

An ancient Indian collection of Sanskrit hymns first written down around 1600 BC.
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He then invites the chorus to carouse with him to a Greek drinking song from 600 BC.
Thus the composition follows a trajectory from darkness to light, from the eternal
mysteries of the opening section to the intoxication and earthy revelry of the ending,
which takes its cue from advice on an ancient Egyptian papyrus: ‘Enjoy thyself more than
thou hast ever done before; and let not thy heart pine for lack of pleasure’.
Commissioned by Wells Cathedral, Missa Brevis, for SATB choir and organ (2017) was
first performed by Wells Cathedral Choir, on the Feast of John the Baptist, Sunday 24
June 2018, with Jeremy Cole (organ), and Matthew Owens (conductor), in the presence
of the composer. This compact setting of the Ordinary of the Mass has a reassuring,
positive character with several of the sections concluding brightly on major chords.
The ‘Kyrie Eleison’ opens quietly, with a veiled, mysterious air. Stealthy organ
statements underpin hushed, melismatic choral writing. More forthright declarations of
the text lead to a bold and ornate conclusion. The extended ‘Gloria’ begins in
exclamatory mode. Shadows fall over the ‘Cum Sancto Spiritus’ passage as a breathy,
ascending organ figure recalls the furtive atmosphere at the start of the work, but this
varied ‘Gloria’ recovers its original disposition for a joyful ‘Amen’ ending. Written for
four SATB soloists and SATB choir, the ‘Sanctus’ makes effective use of the polyphonic
possibilities of this division of the voices. For the spirited ‘Hosanna’ section, the soprano
soloist is requested to move to a position in the near distance. An unresolved, held organ
chord makes it clear that the ‘Sanctus’ setting and its successor are linked. In the ensuing
‘Benedictus’, the soprano soloist is required to sound as if from a little further in the
distance. Alto, tenor and bass soloists, who are not distanced, join in before the full choir
enters for the swifter ‘Hosanna’ segment. After a short organ introduction, the ‘Agnus
Dei’ features divided voices and sustained chords, with deftly staggered entries. Though
the composer’s response to this concluding liturgical prayer is predominantly
contemplative and sombre, the stirring closing bars shift to the major key and the work
ends strongly and with heartfelt conviction, to the words Donna nobis pacem (‘Grant us
Peace’).

Paul Conway, 2020
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Sanctus
Sanctus, San

Pleni sunt co
Hosanna in

Benedictus
Benedictus q
Hosanna in

Agnus Dei
Agnus Dei, q

Agnus Dei, q

Rorate coeli desuper!
Rorate coeli desuper!
Heavens distill your balmy showers,
For now is risen the bright day star,
Fro’ the rose Mary, flower of flowers:
The clear sun, whom no cloud devours,
Surmounting Phoebus in the East,
Is coming of his heavenly towers;
Et nobis Puer natus est.
Archangels, angels, and dominations,
Thrones, potestatis, and martyrs sere,
And all ye heavenly operations,
Stars, planets, firmament, and sphere,
Fire, earth, air, and water clear,
To him give loving, most and least,
That come into so meek mannere;
Et nobis Puer natus est.

ill.

Sinners be glad, and penance do,
And thank your maker hairtfully;
For he that ye might not come to,
To you is coming full humbly,
Your souls with his blood to buy,
And loose you of the fiends arrest,
And only of his own mercy,
Pro nobis Puer natus est.

s.

.

n us
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Done is a battle on the dragon black,
Our campion Christ confoundit has his force;
The gates of hell are broken with a crack,
The sign triumphal raisit is of the Cross,
The devils trymmillis with hiddous voce,
The souls are borrowit and to the bliss can go,
Christ with his blood our ransom does endorse:
Surrexit Dominus de sepulchro.
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All clergy do to him incline,
And bow unto this bairn benign
And do your observance divine
To him that is of Kingis King;
Incense his altar, read, and sing
In Holy Kirk, with mind digest,
Him honouring above all thing
Qui nobis Puer natus est
Celestial fowls in the air
Sing with your notes upon height;
In firths and in forests fair
Be mirthful now, at all your might,
For passed is your dully night;
Aurora has the cloudis pierced,
The sun has risen with gladsome light,
Et nobis Puer natus est.

Dungen is the deidly dragon Lucifer,
The cruel serpent with the mortal sting;
The old keen tiger, with his teeth on char,
Whilk in a wait has lain for us so long.
Thinking to grip us in his clawis strong;
The merciful Lord would not that it were so,
He made him for to fail of that fang:
Surrexit Dominus de sepulchro
He for our sake that suffered to be slain,
And like a lamb in sacrifice was dight,
Is like a lion risen up again,
And as giant raxit him on height;
Sprungen is Aurora, radiant and bright,
On loft is gone the glorious Apollo,
The blissful day departed from the night:
Surrexit Dominus de sepulchro.

Sing heaven
Regions of a
All fish in flo
Be mirthful
All ‘Gloria in
Heaven, ear
He that is cr
Pro nobis Pu

Now spring up flowers fro’ the root,
Revert you upward naturally,
In honour of that blessed fruit
That raise up fro’ the rose Mary;
Lay out your leaves lustily,
From dead take life now at the last
In worship of that Prince worthy,
Qui nobis Puer natus est.
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The foe is chased, the battle is done cease,
The prison broken, the jevellour is fleit and flemit;
The war is gone, confirmed is the peace,
The fetters loosed and the dungeon temit,
The ransom made, the prisoners redeemed;
The field is won, o’ercomen is the foe,
Despoiled of the treasure that he yemit:
Surrexit Dominus de sepulchro.

t;
d bright,
ollo,
the night:
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The great victor again is risen on height,
That for our quarrel to the death was wounded;
The sun that wax all pale now shines bright,
And, darkness cleared, our faith is now refounded;
The knell of mercy fro’ the heaven is sounded,
The Christians are delivered of their woe,
The Jews and their error are confounded:
Surrexit Dominus de sepulchro.

Sing heaven imperial, most of height,
Regions of air make harmony;
All fish in flood and fowl of flight,
Be mirthful and make melody:
All ‘Gloria in excelsis’ cry,
Heaven, earth, sea, man, bird and beast,
He that is crowned above the sky
Pro nobis Puer natus est.

12
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Missa Brevis

Rorate c

Kyrie
Kyrie, eleison.

Rorate coeli d
Heavens dis
For now is r
Fro’ the ros
The clear su
Surmountin
Is coming o
Et nobis Pue

Lord, have mercy
Christe, eleison.
Christ, have mercy
Kyrie, eleison.
Lord, have mercy
Gloria
Gloria in excelsis Deo, et in terra pax hominibus bonæ voluntatis.
Glory be to God on high. And on earth peace to men of good will.
Laudamus te. Benedicimus te. Adoramus te. Glorificamus te.
We praise Thee. We bless Thee We adore Thee.
Gratias agimus tibi propter magnam gloriam tuam.
We glorify Thee. We give Thee thanks for Thy great glory.
Domine Deus, Rex cælestis, Deus Pater omnipotens.
Lord God, heavenly King, God the Father Almighty.
Domine Fili unigenite, Jesu Christe.
Lord Jesus Christ, Only-begotten Son,
Domine Deus, Agnus Dei, Filius Patris.
Lord God, Lamb of God, Son of the Father.
Qui tollis peccata mundi, miserere nobis.
Thou Who takest away the sins of the world, have mercy on us.
Qui tollis peccata mundi, suscipe deprecationem nostram.
Thou Who takest away the sins of the world, receive our prayer.
Qui sedes ad dexteram Patris, miserere nobis.
Thou Who sittest at the right hand of the Father, have mercy on us
Quoniam tu solus Sanctus.
For Thou alone art holy.
Tu solus Dominus. Tu solus Altissimus, Jesu Christe.
Thou alone, O Jesus Christ, art most high.
Cum Sancto Spiritu, in gloria Dei Patris. Amen.
With the Holy Ghost, in the glory of God the Father. Amen.
SRCD 387
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Sanctus
Sanctus, Sanctus, Sanctus, Dominus Deus Sabaoth.
Holy, holy, holy, Lord God of Hosts.
Pleni sunt coeli et terra gloria tua.
Heaven and earth are full of Thy Glory.
Hosanna in excelsis.
Hosanna in the highest
Benedictus
Benedictus qui venit in nomine Domini.
Blessed is He Who cometh in the Name of the Lord.
Hosanna in excelsis.
Hosanna in the highest.
Agnus Dei
Agnus Dei, qui tollis peccata mundi: miserere nobis.
Lamb of God, Who takest away the sins of the world, have mercy on us.
Agnus Dei, qui tollis peccata mundi: dona nobis pacem.
Lamb of God, Who takest away the sins of the world, grant us peace.

onway, 2020
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The Voices of Our Ancestors : POEMS
I.

II.
III.
IV.
V.
VI.
VII.
VIII.
IX.
X.
XI.
XII.

The Creation Hymn from the Rig Veda (circa 1500-1200 BC)
Translated by Ralph T. H. Griffiths (1826-1906)
[NOTE: This hymn of creation, more accurately known as the Nasadiya Sukta, is the
129th hymn of the tenth Mandala of the Rig Veda. Though the Veda was codified about
2-3000 years ago, it almost certainly existed many centuries before that date and was
passed down in an oral tradition.]
Time by Bhartrihari (circa 500 AD)
Translated from Sanskrit by Paul Elmer More (1864-1937)
Excerpt from The Royal Crown by Solomon ibn Gabirol (1021-1058)
Translated from Hebrew by Israel Zangwill (1864-1926)
Excerpt from the sacred book by Zoroaster (7th century BC)
Translated from Persian by A. V. Williams Jackson (1862-1937)
Excerpt from Inscription on the City of Brass, anon (8th century?)
Translated from Arabic by E. Powys Mathers (1892-1938)
You will die from the Shi King or book of odes, anon (compiled circa 500 BC)
Translated from Chinese by H. A. Giles (1845-1935)
The Gift of Speech by Sa’di (1210-1292). Adapted by Thea Musgrave from the
translation of the Persian poem by Sir Edwin Arnold (1832-1904)
Dido’s Lament by Virgil (70-17 BC)
Adapted from The Aeneid by Thea Musgrave
Excerpt from The Desolate City anon (circa 8th century)
Translated from Arabic by Wilfred Scawen Blunt (1840-1922)
Age by Anacreon (6th century BC)
Translated from Greek by Abraham Cowley (1618-1667)
Let us drink by Alcaeus (610 BC)
Translated from Greek by John Hermann Merivale (1779-1844)
Excerpt from The Song of the Harper from the Egyptian Papyrus Harris 500
(circa 1539-1075 BC). Translated by E. A. Wallis Budge (1857-1934)
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I. VEDIC
Narrator
Then was not non-existent nor existent:
there was no realm of air, no sky beyond it.
What covered in and where? And what gave shelter?
Was water there, unfathomed depth of water?
Death was not then, nor was there aught immortal:
no sign was there, the day’s and night’s divider.
That One Thing, breathless, breathed by its own nature:
apart from it was nothing whatsoever.
Darkness there was; at first concealed in darkness
this ALL was indiscriminated chaos.
All that existed then was void and form less:
by the great power of Warmth was born that One.
Thereafter rose Desire in the beginning,
Desire, the primal seed and germ of Spirit.
Sages who searched with their heart’s thought
discovered the existent’s kinship in the non-existent.
Transversely was their severing line extended:
what was above it then, and what below it?
There were begetters, there were mighty forces,
free action here and energy up yonder.
Who verily knows and who can here declare it,
whence it was born and whence comes this creation?
The Gods are later than this world’s production.
Who knows then whence it first came into being?
He the first origin of this creation,
whether he formed it all or did not form it,
whose eye controls this world in highest heaven,
he verily knows it, or perhaps he knows it not…
SRCD 387
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II. SANSKRIT
Main and semichorus (TB)
Time by Bhartrihari (circa 500).

structure, th
concertos.

Time is the root of all this earth;
These creatures, who from Time had birth,
Within his bosom at the end
Shall sleep; Time hath nor enemy nor friend.

A prolific co
Recent scor
Stockholm I
Concerto, fir
Orchestra, co

All we in one long caravan
Are journeying since the world began;
We know not whither, but we know
Time guideth at the front, and all must go.

Operas and
choral work
acknowledge
communicat
their careful
ranging from

Like as the wind upon the field
Bows every herb, and all must yield,
So we beneath Time’s passing breath
Bow each in turn, - why tears for birth or death.
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Thomas Tall

III. HEBREW
Baritone solo with TB from both choruses
Excerpt from The Royal Crown by Solomon ibn Gabirol (1021-1058).
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Thou existest, but hearing of ear cannot reach Thee, nor vision of eye,
Nor shall the How have sway over Thee, nor the Wherefore and Whence.
Thou existest, but for Thyself and for none other with Thee.
Thou existest, and before Time began Thou wast,
And without place Thou didst abide.
Thou existest, and Thy secret is hidden and who shall attain to it?
“So deep, so deep, who can discover it?”
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IV. PERSIAN
Soprano solo
Excerpt from The Sacred Book 7th Century BC by Zoroaster.
This I ask thee-tell it to me truly, Lord!
Who the Sire was, Father first of Holiness?
Who the pathway for the sun and stars ordained?
Who, through whom is’t moon doth wax and wane again?
This and much else do I long, O God, to know.
This I ask thee-tell it to me truly, Lord!
Who benignant, made the darkness and the light?
Who benignant, sleep and waking did create?
Who the morning, noon and evening did decree
As reminders to the wise, of duty’s call?
V. ARABIC
Soprano with main chorus (SA)
Excerpts from Inscription on the City of Brass. Anon (c. 8th Century).
O sons of men,
You see a stranger upon the road,
You call to him and he does not stop.
He is your life
Walking towards time,
Hurrying to meet the kings of India and China,
Hurrying to greet the sultans of Sina and Nubia,
Who were blown over the mountain crest
By a certain breath,
Even as he.
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O sons of men,
Lean death perches upon your shoulder
Looking down into your cup of wine,
Looking down on the breasts of your lady.
You are caught in the web of the world
And the spider. Nothing waits behind it.
Where are the men with towering hopes?
They have changed places with owls,
Owls who live in tombs
And now inhabit the palace.
VI. CHINESE
SATB plus semichorus
You Will Die from the Shi King or Book of Odes, anon Chinese (compiled c. 500 BC).

Thea Musgra
an importan
snatches of t
student with
During her u
Gardner G
distinguished
“strict” coun
blackboard’.
Tovey Prize.
she regarded
carefully the
‘long term ha

Following gr
years as a p
composition
Conservatoir
accompanyin
transposition
education’.3
received the

You have coats and robes,
But you do not trail them;
You have chariots and horses,
But you do not ride them.
By and by you will die,
And another will enjoy them.
You have courtyards and halls,
But they are not sprinkled and swept;
You have bells and drums,
But they are not struck.
By and by you will die,
And another will possess them.
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You have wine and food;
Why not play daily on your lute,
That you may enjoy yourself now
And lengthen your days?
By and by you will die,
And another will take your place.
VII. PERSIAN
Soprano solo with TB
The Gift of Speech from the Gulistan by Sa’di (1194-1292).
Today thou hast the gift of speech
so let us hear thy words.
Tomorrow death will summon thee
And thou wilt leave us, unheard.
VIII. LATIN
Mezzo soprano solo
Dido’s Lament by Virgil (70 – 19 BC). Adapted from The Aeneid
Even when I am gone
I shall be at your side.
Even when cold death has taken me
I will haunt you with towering flames.
Wherever you go my ghost will follow.
IX. ARABIC
Tenor solo with SA chorus
The Desolate City (excerpt), anon Arabian (c. 8th century).
Dark to me is the earth, Dark to me are the heavens.
Where is she that I loved, the woman with eyes like stars?
Desolate are the streets. Desolate is the city,
A city taken by storm, where none are left but the slain.
SRCD 387

4

SRCD 387

21

Speak, O desolate city! Speak, O silence in sadness!
Where is she that I loved in my strength, that spoke to my soul?
Where are those passionate eyes that appealed to My eyes in passion?
Where is the mouth that kissed me, the breast that I laid to my own?
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X
XI
XII

Sara
Cha

Therefore Earth is dark to me, the sunlight blackness,
Therefore I go in tears and alone, by night and day;
Therefore I find no love in Heaven, no light, no beauty,
A Heaven taken by storm, where none are left but the slain!
X. GREEK
Baritone solo with SA chorus
Age by Anacreon (6th century BC).
Oft am I by the women told,
“Poor Anacreon! Thou grow’st old:
Look! how thy hairs are falling all;” Whether I grow old or no,
By the effects I do not know;
But this I know, without being told,
’Tis time to live, if I grow old;
’tis time short pleasure now to take,
Of little life the best to make,
And manage wisely the last stake.
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XI. GREEK
Baritone & Tenor solo with Full chorus
Let us drink by Alcaeus (c. 610 BC).

13.18

Now let us drink
Why wait

15.17
1.41
5.23
2.11
2.21
3.44

Why wait we for the torches’ lights?
Now let us drink, while day invites,
In mighty flagons hither bring
The deep-red blood of many a vine
That we may largely quaff, and sing
The praises of the god of wine,
The son of Jove and Semele,
Who gave the jocund wine to be
A sweet oblivion to our woes.
Fill, fill the goblet, one and two;
Let every brimmer, as it flows,
In sportive chase the last pursue.
XII. EGYPTIAN
Full chorus
Excerpt from Song of the Harper Papyrus Harris 500 (c. 1539 - 1075 BC).

Moore

35.21
6.54
9.02

11.42
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Enjoy thyself more than thou hast ever done before,
And let not thy heart pine for lack of pleasure.
Never shall the cries of grief cause
To beat again the heart of man who is in his grave.
Therefore occupy thyself with thy pleasure daily,
And never cease to enjoy thyself
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STEREO/DDD
Recognized among the premier interpreters of choral music, Dr. Harold Rosenbaum
is the founder of The New York Virtuoso Singers, America’s foremost choir
specializing in contemporary music. With NYVS he has conducted well over 500 world
premieres and has recorded on 46 CDs. He has conducted at Tanglewood, Juilliard,
and in every major NYC Hall and has trained choirs for Charles Mackerras, Robert
Spano, Lukas Foss, James Conlon, Ennio Morricone, and many others. He founded
The Harold Rosenbaum Choral Conducting Institute in 2014, giving 5-day workshops
primarily in NYC. His book, A Practical Guide to Choral Conducting published by
Routledge, has received critical acclaim. He has led choirs on 31 international tours
and has conducted at many prestigious venues in Europe. He has collaborated with
The New York Philharmonic, Glyndebourne Festival Opera, Bang on a Can, P.D.Q.
Bach, American Symphony Orchestra, Juilliard Orchestra, Brooklyn Philharmonic (59
times) and others. He has commissioned 110 composers thus far. Dr. Rosenbaum has
conducted close to 600 world premieres with NYVS and The Canticum Novum
Singers which he founded in 1973. CNS has performed over 60 World and American
premieres including works by Handel, J.C. Bach, Fauré, Bruckner, Harbison, Berio,
Schnittke, Rorem, Schickele, Sierra, and Benjamin. With G. Schirmer he has
established the Harold Rosenbaum Choral Series, and with Peermusic he edits the
New Voices Series. Dr. Rosenbaum has taught at four universities including The
Juilliard School of Music. He is a recipient of many awards including Columbia
University’s Ditson Conductor’s Award, ASCAP’s Victor Herbert Award, and the
American Composer Alliance’s Laurel Leaf Award. He is also a four-time recipient of
the ASCAP/Chorus American Award for Adventuresome Programming of
Contemporary Music He is active as a guest conductor, clinician, and lecturer, and is
currently working on his second book. Read more at haroldrosenbaum.com.
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