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Salve regina

# Salve regina, mater misericordiae, Hail queen, mother of mercy,
vita dulcedo et spes nostra salve. hail sweetness and our hope, hail.

$ Ad te clamamus, exsules filii Hevae. To you we cry out, exiled sons of Eve.

% Ad te suspiramus, To you we sigh,
gementes et flentes in hac lacrimarum valle. groaning and weeping in this valley of tears.

^ Eia ergo, advocata nostra, Behold then, our advocate,
illos tuos misericordes oculos ad nos converte. turn your merciful eyes to us.

& Et Jesum, benedictum fructum ventris tui, And after this exile show to us Jesus,
nobis post hoc exsilium ostende. blessed fruit of your womb.

* O clemens, o pia, o dulcis virgo Maria. O merciful, O holy, O sweet virgin Mary.
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Fac me cruce custodiri,      
Morte Christi præmuniri,     
Confoveri gratia.  

@ Quando corpus morietur,     
Fac ut animæ donetur       
Paradisi gloria.        

Amen.

Let me be guarded by the cross,
fortified by the death of Christ, 
cherished by grace.

When the body shall die,
grant that my soul be given
the glory of Paradise.

Amen.lm 

8.557447 2

Stabat Mater 40:51
1 Stabat Mater dolorosa 1, 2 4:45
2 Cujus animam gementem 1 2:34
3 O quam tristis et afflicta 1, 2 2:07
4 Quae moerebat et dolebat 2 2:25
5 Quis est homo qui non fleret 1, 2 2:55
6 Vidit suum dulcem natum 1 4:00
7 Eia, mater, fons amoris 2 2:32
8 Fac ut ardeat cor meum 1, 2 2:35
9 Sancta Mater, istud agas 1, 2 6:03
0 Fac ut portem Christi mortem 2 3:18
! Inflammatus et accensus 1, 2 2:39
@ Quando corpus morietur 1, 2 4:58

Salve Regina in C minor 1 16:33
# Salve regina 4:24
$ Ad te clamamus 1:13
% Ad te suspiramus 4:16
^ Eia ergo 1:45
& Et Jesum 2:25
* O clemens, o pia 2:11

Giovanni Battista Pergolesi (1710–1736)
Stabat Mater • Salve Regina 

Jörg Waschinski, Soprano 1

Michael Chance, Counter-tenor 2

Cologne Chamber Orchestra
Helmut Müller-Brühl
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8 Fac ut ardeat cor meum     
In amando Christum Deum     
Ut sibi complaceam.      

9 Sancta Mater, istud agas,     
Crucifixi fige plagas,     
Cordi meo valide.  

Tui nati vulnerati,       
Tam dignati pro me pati,     
Pœnas mecum divide. 

Fac me vere tecum flere,    
Crucifixo condolere,      
Donec ego vixero.      

Juxta crucem tecum stare,    
Te libenter sociare,       
In planctu desidero. 

Virgo virginum præclara,    
Mihi jam non sis amara,     
Fac me tecum plangere.

0 Fac ut portem Christi mortem,  
Passionis fac consortem,     
Et plagas recolere.      

Fac me plagis vulnerari,     
Cruce hac inebriari,       
ob amorem Filii.  

! Inflammatus et accensus     
Per te, Virgo, sim defensus,      
In die judicii.         

Grant that my heart may burn
in loving Christ, God,
that I may please Him.

Holy Mother, grant me
that I fix the wounds of the crucified
firmly to my heart.

Of your wounded son
who deigned to suffer for me
let me share the pain.

Let me truly weep with you,
grieve over the crucified,
as long as I live.

To stand by the cross,
willingly to join with you
in mourning I desire.

Virgin glorious among virgins,
be not now harsh with me,
make me to weep with you.

Let me bear Christ’s death,
let me share his passion
And revere his blows. 

Let me be wounded by blows,
to be drunk with this cross
for love of the Son.

Aflame and afire, 
through you, Virgin, may I be defended,
in the day of judgement.

8.5574473

A wide mouth with a pronounced lower lip; the left leg
visibly shorter than the right: the only portrait posterity
has of Giovanni Battista Pergolesi is a drawing by a
Roman caricaturist called Leone Ghezzi. The artist and
the composer had become acquainted two years before
the latter’s early death. Ghezzi confirmed that
Pergolesi had had a serious problem with one of his
legs. It may further be assumed, from the fact that the
boy was confirmed when only fifteen months old, that
he was then gravely ill: religious precautions such as
this were only resorted to when a child’s life was in
danger.

Considering his apparently very delicate
constitution, it is all the more astonishing how much
Giovanni Battista Pergolesi achieved in the brief span
of life allotted to him. Born on 4th January 1710 at
Jesi, near Ancona, he received his early musical
education from the local cathedral organist. These
lessons must have been extremely successful, because
in 1726, when Pergolesi went to Naples, he was
already a highly competent violinist. Here, at the foot
of Vesuvius, he attended violin classes at the
Conservatorio dei Poveri (Conservatory for the Poor)
and also received training in composition. His first
authenticated work, the cantata O salutaris hostia, is
dated 1729. Two years later a sacred drama and an
oratorio were produced in the monastery of Sant’
Agnello Maggiore in Naples. There followed two
further stage works and a Mass in F commissioned by
the city, which gave the composer’s name welcome
publicity. 1832 saw the completion of Lo
frate’nnamorato, a delightful and extremely successful
comedy about a friar in love, composed to a libretto in
Neapolitan dialect.

In 1733 Pergolesi produced one of his most famous
works. Following the customs of the time he filled the
interval in his first opera Il prigioniero superbo with
the entertaining intermezzo La serva padrona (The
Maid Turned Mistress), and this entr’acte for two
singers and a silent servant proved a resounding
success. Even in France, which had a completely
different perception of opera, this Italian work left a
lasting impression: some twenty years after Pergolesi’s
death the so-called querelle des bouffons erupted in
Paris, dividing the partisans of French and Italian opera
into two camps, a dispute further exacerbated by Jean-
Jacques Rousseau’s one-acter Le devin du village in
1752.

Pergolesi was unable to repeat the triumph of La
serva padrona with his next operas. After a short
period in the service of a certain Duke Maddalani in
Rome in 1734 he returned to Naples. He was now 24.
In 1736 he withdrew into the Capuchin monastery in
Pozzuoli to try to strengthen his weak constitution, and
here he wrote his last works, the Stabat Mater for
soprano, alto, strings and organ, and the Salve Regina
in C minor for soprano, strings and continuo. He died
on 16th March 1736 aged just 26.

The Stabat Mater was written to a commission
from the Confraternità dei Cavalieri di San Luigi di
Palazzo, which made it a particularly prestigious
project. The new work was intended for use by the
brotherhood as music for Good Friday to replace the
Stabat Mater by Alessandro Scarlatti, which by now
was rather old-fashioned albeit still highly considered.
Pergolesi acceped the challenge and completed his
composition within a short time, even though, as we
know from a report by a Neapolitan musician, he was

Giovanni Battista Pergolesi (1710–1736)
Stabat Mater • Salve Regina 
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Stabat Mater

1 Stabat Mater dolorosa       
Juxta crucem lacrymosa,       
Dum pendebat Filius.      

2 Cujus animam gementem,     
contristatam et dolentem,
Pertransivit gladius.     

3 O quam tristis et afflicta   
fuit illa benedicta        
Mater Unigeniti;

4 Quae mœrebat et dolebat     
Et tremebat, cum videbat     
Nati pœnas incliti.

5 Quis est homo qui non fleret   
Christi Matrem si videret    
In tanto supplicio?       

Quis non posset contristari     
Piam Matrem contemplari   
Dolentem cum Filio?

Pro peccatis suæ gentis      
Vidit Jesum in tormentis     
Et flagellis subditum. 

6 Vidit suum dulcem natum      
Moriendo desolatum
Dum emisit spiritum.

7 Eia, Mater, fons amoris,     
Me sentire vim doloris         
Fac ut tecum lugeam.  

Stabat Mater, Op. 58

The grieving Mother stood
weeping by the Cross
where hung her Son.

Her spirit groaning,
saddened and grieving
a sword has pierced.

O how sad and afflicted
was that blessed 
Mother of the Only-Begotten;

Who mourned and grieved
And trembled, when she saw
The punishment of her glorious son.

Who is the man that would not weep
if he saw the Mother of Christ 
in such torment? 

Who could fail to feel sorrow
to regard the merciful Mother
grieving for her son?

For the sins of His people
she saw Jesus in torment 
and submitted to the scourge. 

She saw her sweet offspring
forlorn in dying
as He yielded up His spirit.

Ah, Mother, fountain of love,
to feel the force of grief
grant that I may mourn with you. 

8.557447 4

confined to bed with a temperature.
The result of his efforts is impressive. Pergolesi

here speaks a simple, natural language, noticeably
different from his operatic style. Subsequent musicians
found the sheer economy of his requirements (four
voices) too modest: Johann Adam Hiller (1728-1804)
felt impelled to elaborate it by adding flutes and oboes,
Giovanni Paisiello (1740-1816) considered additional
wind instruments essential, and Antonio Salieri (1750-
1825) introduced male voices. The Russian composer
Alexey Lvov capped them all by reworking it for
soloists, chorus, and an orchestra including trumpets,
trombones and timpani. It is hard to imagine the din
that was imposed on Pergolesi’s tender and intimate
composition.

Pergolesi’s original Stabat Mater is as far as it is
possible to imagine from this rowdy Russian
romanticism. It does contain operatic moments which
conservative critics considered provocative, as in the
Quae moerebat et dolebat (Who grieved and lamented)
and the duet Inflammatus et accensus (Inflamed and set
on fire). But one should never pay too much attention
to the weeping, wailing and gnashing of teeth of such
reactionary moralists, since even in Christian religious
contexts the pendulum constantly swings impartially
between emotion and reason, between sensuality and
asceticism, and Pergolesi’s splendid composition
marks a transition that derives its special charm from
precisely this blend of the old and new styles, of
religion as a rational and as an emotional exercise.

Consider, after all, the type of voices the monks
commissioning the work would have had performing
their new Stabat Mater. As women usually had to keep
silent in church, the soprano and alto voices would
have been provided by male singers in the stile antico
(the ancient Romans already knew how to achieve
this); although the topic of castration was officially

sidelined for the best of motives, there was still a
surprisingly plentiful supply of high voices whose
geographical source within Italy has apparently never
been discovered. The famous English travelling
musicologist and diarist Charles Burney was one of
those who were led up the garden path when seeking
more precise information as to exactly where and how
these fine treble voices were preserved into adulthood.

Today there are other and more humane ways of
achieving the desired effect, ways which are more
appealing to those concerned. Theoretical research into
vocal techniques and performance practice, and the
practical application of such research, have led to
astonishing achievements, as in the case of the two
singers involved in this recording, whose vocal
prowess is to be thanked for the fact that Pergolesi’s
Stabat Mater can now be heard in the version in which
its composer would have liked to hear it. Moving
stylistically between the right-angles of rationality and
the rapt undulations of spontaneous faith, this tribute to
the Mother of God, sorrowing over the death of her
son, has a quality that is almost astringent.

It is only human to press for absolute certainties
that cannot be attained. Some would like to establish
who was the first original genius in musical history,
and Pergolesi would certainly be amongst the most
likely candidates. It is also tempting to wonder what
were the last words, or the last musical thoughts, of the
dying man. Such considerations seem so infinitely
important that scholars are still arguing whether
Pergolesi’s very last work was the Stabat Mater or the
Salve Regina in C minor. Is it not enough to know that
it was these two compositions, both concerning the
Virgin Mary, that accompanied the 26-year-old’s
leave-taking of this world?

It may well be true to say that in one’s final
moments one has a glimpse of what lies ahead. Yet
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Cologne Chamber Orchestra 
Conductor: Helmut Müller-Brühl

The Cologne Chamber Orchestra was founded in 1923 by Hermann Abendroth and gave
its first concerts in the Rhine Chamber Music Festival under the direction of Hermann
Abendroth and Otto Klemperer in the concert-hall of Brühl Castle. Three years later the
ensemble was taken over by Erich Kraack, a pupil of Abendroth, and moved to
Leverkusen. In 1964 he handed over the direction of the Cologne Chamber Orchestra to
Helmut Müller-Brühl, who, through the study of philosophy and Catholic theology, as
well as art and musicology, had acquired a comprehensive theoretical foundation for the
interpretation of Baroque and Classical music, complemented through the early study of
conducting and of the violin under his mentor Wolfgang Schneiderhahn. In the autumn of
1964 the orchestra, under Helmut Müller-Brühl, embarked on a concert tour of
Switzerland with the great pianist Wilhelm Kempff, the start of collaboration with
international soloists. Since then there have been guest appearances throughout Europe, North and South America
and Asia, with numerous recordings, broadcasts and television appearances. 

From 1976 until 1987 the ensemble played on period instruments under the name Capella Clementina. With this
Baroque formation Helmut Müller-Brühl, in numerous concerts and opera and oratorio performances, set a standard
for historical performance-practice and the revival of Baroque music-theatre. Since 1987 the orchestra, as the
Cologne Chamber Orchestra, has played according to the principles of historical performance-practice on modern
instruments and so can meet the needs of modern concert halls. The presentation of the rising generation of young
musicians has always been a particular concern of Helmut Müller-Brühl and many now well-known soloists enjoyed
their first success with the Cologne Chamber Orchestra. In 2001 the Cologne Chamber Orchestra won a Cannes
Classical Award for its recording of Telemann’s Darmstadt Overtures (Naxos 8.554244), one of a number of
acclaimed recordings in association with Naxos.

Helmut Müller-Brühl

8.5574475

even without any metaphysical or transcendental
speculation it is clear that the young composer, in this
cry for help to the Virgin Mary, mother of mercy, stood
at the threshold of the Age of Sensibility. The
chromatic sequences, sighing figures and understated
operatic effects, together with an almost Christmassy
pastoral atmosphere, foreshadow the masters of
Viennese Classicism, yet the music has a thorough
contrapuntal grounding that gives a firmly baroque,

and brilliant, combination of structure and emotional
content. Small wonder that Pergolesi’s Salve Regina
and Stabat Mater became extraordinarily popular from
early on: their multi-layered Janus-like quality could
not fail to satisfy connoisseurs, amateurs and dreamy
enthusiasts alike.

Cris Posslac
English version by Celia Skrine
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Jörg Waschinski

Jörg Waschinski was born in Berlin, where he first studied church music, continuing to study as a male soprano
with Renate Faltin at the Hanns Eisler Musikhochschule. He participated in master-classes with Peter Schreier,
Elio Battaglia and Barbara Schlick, and completed his studies in close collaboration with Scot Weir. He was a
prize-winner in 1996 at the Melk Johann Heinrich Schmelzer Competition and won the special prize of the
German Stage Union at the Berlin Regional Singing Competition, embarking on a career as a sought-after singer
in opera and oratorio throughout Europe, hailed by Opernwelt as the rising singer of 1999/2000. His extraordinary
vocal ability led him to the lost repertoire of the legendary baroque castrati, and to works of the pre-classical
period, up to Mozart. He has appeared with distinguished conductors and his stage rôles have included those of
Xerxes in Handel’s opera at the St Gallen Stadttheater, Nerone in L’incoronazione di Poppea in Hanover, with
David in Handel’s oratorio Saul at the Bonn Opera. Jörg Waschinski has collaborated in a number of prize-
winning recordings, including Johann Christian Bach’s Endimione, awarded the 2000 Echo-Klassik Prize, and
Dittersdorf’s oratorio Giob, awarded the 2002 German Record Critics Prize.

8.5574477

Michael Chance

The career of Michael Chance began, as did that of many of his colleagues, at King’s College, Cambridge, as an
alto. He is now known as one of the most distinguished countertenors, active in opera, oratorio and song recitals
and guest professor at the Royal College of Music in London. His opera rôles include major baroque repertoire
as well as that of Military Governor in the world première of Judith Weir’s A Night at the Chinese Opera, Giasone
in Cavalli’s opera of that name at the Innsbruck Festival and Oberon in Britten’s A Midsummer Night’s Dream
at Glyndebourne. His international concert career has taken him to Paris, Amsterdam, Stuttgart and Berlin, as well
as to the United States, Japan and Australia. He has appeared regularly with the conductors Frieder Bernius, Frans
Brüggen, John Eliot Gardiner and Trevor Pinnock, with whom he has collaborated in a number of recordings. He
appears with the gamba consort Fretwork, with a series of contemporary works written for this partnership. He
sings English lute songs with the lutenist Nigel North and is partnered in song recitals by the pianist Roger
Vignoles.
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Cologne Chamber Orchestra 
Conductor: Helmut Müller-Brühl

The Cologne Chamber Orchestra was founded in 1923 by Hermann Abendroth and gave
its first concerts in the Rhine Chamber Music Festival under the direction of Hermann
Abendroth and Otto Klemperer in the concert-hall of Brühl Castle. Three years later the
ensemble was taken over by Erich Kraack, a pupil of Abendroth, and moved to
Leverkusen. In 1964 he handed over the direction of the Cologne Chamber Orchestra to
Helmut Müller-Brühl, who, through the study of philosophy and Catholic theology, as
well as art and musicology, had acquired a comprehensive theoretical foundation for the
interpretation of Baroque and Classical music, complemented through the early study of
conducting and of the violin under his mentor Wolfgang Schneiderhahn. In the autumn of
1964 the orchestra, under Helmut Müller-Brühl, embarked on a concert tour of
Switzerland with the great pianist Wilhelm Kempff, the start of collaboration with
international soloists. Since then there have been guest appearances throughout Europe, North and South America
and Asia, with numerous recordings, broadcasts and television appearances. 

From 1976 until 1987 the ensemble played on period instruments under the name Capella Clementina. With this
Baroque formation Helmut Müller-Brühl, in numerous concerts and opera and oratorio performances, set a standard
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acclaimed recordings in association with Naxos.

Helmut Müller-Brühl

8.5574475

even without any metaphysical or transcendental
speculation it is clear that the young composer, in this
cry for help to the Virgin Mary, mother of mercy, stood
at the threshold of the Age of Sensibility. The
chromatic sequences, sighing figures and understated
operatic effects, together with an almost Christmassy
pastoral atmosphere, foreshadow the masters of
Viennese Classicism, yet the music has a thorough
contrapuntal grounding that gives a firmly baroque,

and brilliant, combination of structure and emotional
content. Small wonder that Pergolesi’s Salve Regina
and Stabat Mater became extraordinarily popular from
early on: their multi-layered Janus-like quality could
not fail to satisfy connoisseurs, amateurs and dreamy
enthusiasts alike.

Cris Posslac
English version by Celia Skrine
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Stabat Mater

1 Stabat Mater dolorosa       
Juxta crucem lacrymosa,       
Dum pendebat Filius.      

2 Cujus animam gementem,     
contristatam et dolentem,
Pertransivit gladius.     

3 O quam tristis et afflicta   
fuit illa benedicta        
Mater Unigeniti;

4 Quae mœrebat et dolebat     
Et tremebat, cum videbat     
Nati pœnas incliti.

5 Quis est homo qui non fleret   
Christi Matrem si videret    
In tanto supplicio?       

Quis non posset contristari     
Piam Matrem contemplari   
Dolentem cum Filio?

Pro peccatis suæ gentis      
Vidit Jesum in tormentis     
Et flagellis subditum. 

6 Vidit suum dulcem natum      
Moriendo desolatum
Dum emisit spiritum.

7 Eia, Mater, fons amoris,     
Me sentire vim doloris         
Fac ut tecum lugeam.  

Stabat Mater, Op. 58

The grieving Mother stood
weeping by the Cross
where hung her Son.

Her spirit groaning,
saddened and grieving
a sword has pierced.

O how sad and afflicted
was that blessed 
Mother of the Only-Begotten;

Who mourned and grieved
And trembled, when she saw
The punishment of her glorious son.

Who is the man that would not weep
if he saw the Mother of Christ 
in such torment? 

Who could fail to feel sorrow
to regard the merciful Mother
grieving for her son?

For the sins of His people
she saw Jesus in torment 
and submitted to the scourge. 

She saw her sweet offspring
forlorn in dying
as He yielded up His spirit.

Ah, Mother, fountain of love,
to feel the force of grief
grant that I may mourn with you. 

8.557447 4

confined to bed with a temperature.
The result of his efforts is impressive. Pergolesi

here speaks a simple, natural language, noticeably
different from his operatic style. Subsequent musicians
found the sheer economy of his requirements (four
voices) too modest: Johann Adam Hiller (1728-1804)
felt impelled to elaborate it by adding flutes and oboes,
Giovanni Paisiello (1740-1816) considered additional
wind instruments essential, and Antonio Salieri (1750-
1825) introduced male voices. The Russian composer
Alexey Lvov capped them all by reworking it for
soloists, chorus, and an orchestra including trumpets,
trombones and timpani. It is hard to imagine the din
that was imposed on Pergolesi’s tender and intimate
composition.

Pergolesi’s original Stabat Mater is as far as it is
possible to imagine from this rowdy Russian
romanticism. It does contain operatic moments which
conservative critics considered provocative, as in the
Quae moerebat et dolebat (Who grieved and lamented)
and the duet Inflammatus et accensus (Inflamed and set
on fire). But one should never pay too much attention
to the weeping, wailing and gnashing of teeth of such
reactionary moralists, since even in Christian religious
contexts the pendulum constantly swings impartially
between emotion and reason, between sensuality and
asceticism, and Pergolesi’s splendid composition
marks a transition that derives its special charm from
precisely this blend of the old and new styles, of
religion as a rational and as an emotional exercise.

Consider, after all, the type of voices the monks
commissioning the work would have had performing
their new Stabat Mater. As women usually had to keep
silent in church, the soprano and alto voices would
have been provided by male singers in the stile antico
(the ancient Romans already knew how to achieve
this); although the topic of castration was officially

sidelined for the best of motives, there was still a
surprisingly plentiful supply of high voices whose
geographical source within Italy has apparently never
been discovered. The famous English travelling
musicologist and diarist Charles Burney was one of
those who were led up the garden path when seeking
more precise information as to exactly where and how
these fine treble voices were preserved into adulthood.

Today there are other and more humane ways of
achieving the desired effect, ways which are more
appealing to those concerned. Theoretical research into
vocal techniques and performance practice, and the
practical application of such research, have led to
astonishing achievements, as in the case of the two
singers involved in this recording, whose vocal
prowess is to be thanked for the fact that Pergolesi’s
Stabat Mater can now be heard in the version in which
its composer would have liked to hear it. Moving
stylistically between the right-angles of rationality and
the rapt undulations of spontaneous faith, this tribute to
the Mother of God, sorrowing over the death of her
son, has a quality that is almost astringent.

It is only human to press for absolute certainties
that cannot be attained. Some would like to establish
who was the first original genius in musical history,
and Pergolesi would certainly be amongst the most
likely candidates. It is also tempting to wonder what
were the last words, or the last musical thoughts, of the
dying man. Such considerations seem so infinitely
important that scholars are still arguing whether
Pergolesi’s very last work was the Stabat Mater or the
Salve Regina in C minor. Is it not enough to know that
it was these two compositions, both concerning the
Virgin Mary, that accompanied the 26-year-old’s
leave-taking of this world?

It may well be true to say that in one’s final
moments one has a glimpse of what lies ahead. Yet
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8 Fac ut ardeat cor meum     
In amando Christum Deum     
Ut sibi complaceam.      

9 Sancta Mater, istud agas,     
Crucifixi fige plagas,     
Cordi meo valide.  

Tui nati vulnerati,       
Tam dignati pro me pati,     
Pœnas mecum divide. 

Fac me vere tecum flere,    
Crucifixo condolere,      
Donec ego vixero.      

Juxta crucem tecum stare,    
Te libenter sociare,       
In planctu desidero. 

Virgo virginum præclara,    
Mihi jam non sis amara,     
Fac me tecum plangere.

0 Fac ut portem Christi mortem,  
Passionis fac consortem,     
Et plagas recolere.      

Fac me plagis vulnerari,     
Cruce hac inebriari,       
ob amorem Filii.  

! Inflammatus et accensus     
Per te, Virgo, sim defensus,      
In die judicii.         

Grant that my heart may burn
in loving Christ, God,
that I may please Him.

Holy Mother, grant me
that I fix the wounds of the crucified
firmly to my heart.

Of your wounded son
who deigned to suffer for me
let me share the pain.

Let me truly weep with you,
grieve over the crucified,
as long as I live.

To stand by the cross,
willingly to join with you
in mourning I desire.

Virgin glorious among virgins,
be not now harsh with me,
make me to weep with you.

Let me bear Christ’s death,
let me share his passion
And revere his blows. 

Let me be wounded by blows,
to be drunk with this cross
for love of the Son.

Aflame and afire, 
through you, Virgin, may I be defended,
in the day of judgement.

8.5574473

A wide mouth with a pronounced lower lip; the left leg
visibly shorter than the right: the only portrait posterity
has of Giovanni Battista Pergolesi is a drawing by a
Roman caricaturist called Leone Ghezzi. The artist and
the composer had become acquainted two years before
the latter’s early death. Ghezzi confirmed that
Pergolesi had had a serious problem with one of his
legs. It may further be assumed, from the fact that the
boy was confirmed when only fifteen months old, that
he was then gravely ill: religious precautions such as
this were only resorted to when a child’s life was in
danger.

Considering his apparently very delicate
constitution, it is all the more astonishing how much
Giovanni Battista Pergolesi achieved in the brief span
of life allotted to him. Born on 4th January 1710 at
Jesi, near Ancona, he received his early musical
education from the local cathedral organist. These
lessons must have been extremely successful, because
in 1726, when Pergolesi went to Naples, he was
already a highly competent violinist. Here, at the foot
of Vesuvius, he attended violin classes at the
Conservatorio dei Poveri (Conservatory for the Poor)
and also received training in composition. His first
authenticated work, the cantata O salutaris hostia, is
dated 1729. Two years later a sacred drama and an
oratorio were produced in the monastery of Sant’
Agnello Maggiore in Naples. There followed two
further stage works and a Mass in F commissioned by
the city, which gave the composer’s name welcome
publicity. 1832 saw the completion of Lo
frate’nnamorato, a delightful and extremely successful
comedy about a friar in love, composed to a libretto in
Neapolitan dialect.

In 1733 Pergolesi produced one of his most famous
works. Following the customs of the time he filled the
interval in his first opera Il prigioniero superbo with
the entertaining intermezzo La serva padrona (The
Maid Turned Mistress), and this entr’acte for two
singers and a silent servant proved a resounding
success. Even in France, which had a completely
different perception of opera, this Italian work left a
lasting impression: some twenty years after Pergolesi’s
death the so-called querelle des bouffons erupted in
Paris, dividing the partisans of French and Italian opera
into two camps, a dispute further exacerbated by Jean-
Jacques Rousseau’s one-acter Le devin du village in
1752.

Pergolesi was unable to repeat the triumph of La
serva padrona with his next operas. After a short
period in the service of a certain Duke Maddalani in
Rome in 1734 he returned to Naples. He was now 24.
In 1736 he withdrew into the Capuchin monastery in
Pozzuoli to try to strengthen his weak constitution, and
here he wrote his last works, the Stabat Mater for
soprano, alto, strings and organ, and the Salve Regina
in C minor for soprano, strings and continuo. He died
on 16th March 1736 aged just 26.

The Stabat Mater was written to a commission
from the Confraternità dei Cavalieri di San Luigi di
Palazzo, which made it a particularly prestigious
project. The new work was intended for use by the
brotherhood as music for Good Friday to replace the
Stabat Mater by Alessandro Scarlatti, which by now
was rather old-fashioned albeit still highly considered.
Pergolesi acceped the challenge and completed his
composition within a short time, even though, as we
know from a report by a Neapolitan musician, he was

Giovanni Battista Pergolesi (1710–1736)
Stabat Mater • Salve Regina 
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Fac me cruce custodiri,      
Morte Christi præmuniri,     
Confoveri gratia.  

@ Quando corpus morietur,     
Fac ut animæ donetur       
Paradisi gloria.        

Amen.

Let me be guarded by the cross,
fortified by the death of Christ, 
cherished by grace.

When the body shall die,
grant that my soul be given
the glory of Paradise.

Amen.lm 

8.557447 2

Stabat Mater 40:51
1 Stabat Mater dolorosa 1, 2 4:45
2 Cujus animam gementem 1 2:34
3 O quam tristis et afflicta 1, 2 2:07
4 Quae moerebat et dolebat 2 2:25
5 Quis est homo qui non fleret 1, 2 2:55
6 Vidit suum dulcem natum 1 4:00
7 Eia, mater, fons amoris 2 2:32
8 Fac ut ardeat cor meum 1, 2 2:35
9 Sancta Mater, istud agas 1, 2 6:03
0 Fac ut portem Christi mortem 2 3:18
! Inflammatus et accensus 1, 2 2:39
@ Quando corpus morietur 1, 2 4:58

Salve Regina in C minor 1 16:33
# Salve regina 4:24
$ Ad te clamamus 1:13
% Ad te suspiramus 4:16
^ Eia ergo 1:45
& Et Jesum 2:25
* O clemens, o pia 2:11

Giovanni Battista Pergolesi (1710–1736)
Stabat Mater • Salve Regina 

Jörg Waschinski, Soprano 1

Michael Chance, Counter-tenor 2

Cologne Chamber Orchestra
Helmut Müller-Brühl
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Stabat Mater
Salve Regina

Jörg Waschinski,
Soprano 
Michael Chance,
Counter-tenor 
Cologne Chamber
Orchestra

Helmut Müller-Brühl
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Salve regina

# Salve regina, mater misericordiae, Hail queen, mother of mercy,
vita dulcedo et spes nostra salve. hail sweetness and our hope, hail.

$ Ad te clamamus, exsules filii Hevae. To you we cry out, exiled sons of Eve.

% Ad te suspiramus, To you we sigh,
gementes et flentes in hac lacrimarum valle. groaning and weeping in this valley of tears.

^ Eia ergo, advocata nostra, Behold then, our advocate,
illos tuos misericordes oculos ad nos converte. turn your merciful eyes to us.

& Et Jesum, benedictum fructum ventris tui, And after this exile show to us Jesus,
nobis post hoc exsilium ostende. blessed fruit of your womb.

* O clemens, o pia, o dulcis virgo Maria. O merciful, O holy, O sweet virgin Mary.
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The 18th century French writer, Charles de Brosses described Pergolesi’s Stabat Mater,
completed as the composer lay dying, as ‘the master work of Latin music’. Although this
is music of great tenderness and sombre beauty, the work also includes chromatic
sequences, sighing passages and dramatic dissonance straight out of the operatic style
that had first made Pergolesi famous. Pergolesi’s Salve Regina in C minor, also from the
composer’s last few months, is written in a similarly expressive style.

Giovanni Battista
PERGOLESI

(1710–1736)

Jörg Waschinski, Soprano 1

Michael Chance, Counter-tenor 2

Cologne Chamber Orchestra
Helmut Müller-Brühl

Recorded by DeutschlandRadio, Sendesaal des Funkhauses Köln, Germany, in November 2003
Producer: Ludwig Rink • Engineers: Stephan Schmidt, Ernst Hartmann and Hans Martin Renz

Booklet Notes: Cris Posslac • A co-production with DeutschlandRadio
Please see the booklet for a detailed track list • Cover Picture: Pietà c. 1629 by Anthony van Dyck

(Koninklijk Museum voor Schone Kunsten, Antwerp, Belgium / Bridgeman Art Library)

1-@ Stabat Mater 1, 2 40:51

#-* Salve Regina in C minor 1 16:13
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