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CHANTICLEER 

-PROGRAM-

OUR AMERICAN JOURNEY 

CREDIDI':' Juan de Lienas (fl.c.1617-54) 

VERSA EST IN LUCTUM':: Juan Gutierrez de Padilla (c.1590-1664) 

from "The Original Sacred Harp" 

DAVID'S LAMENTATION':: William Billings (1746-1800) 

SOAR AWAY':' A. M. Cagle (1884-1968) 

from "Tre Rime di Tasso"':, William Hawley (b.1950) 

FUGGI, FUGGI, DOLOR 

LABBRA VERMIGLIE E BELLE 

To be selected from the following: 
WHISPERS':' Steven Stucky (b.1949) 

IN WINTER'S KEEPING Jackson Hill (b.1941) 

VOICES OF AUTUMN':' Jackson Hill 

THE UN-COVERED WAGON':' Brent Michael Davids (b.1959) 

-INTERMISSION-

THE BALLAD OF THE 0YSTERMAN Jaakko Mantyjarvi (b.1963) 

SHENANDOAH':' arr. Marshall Bartholomew and James Erb 

CAMPTOWN RACES':' Stephen Foster (1826-1864), arr. Jack Halloran 

JEANIE WITH TIIE LIGHT BROWN HAIR':' 

Stephen Foster, arr. Gene Puerling 

NELLY BLY':' Stephen Foster, arr. Halloran 

A SELECTION OF POPULAR SONGS AND SPIRITUALS 
TO BE ANNOUNCED 

'' These works hav e been recorded by Chanticleer, 
and are available at tonight 's performance. 
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American song reflects its geography and its histories; it is not a singular path nor 
a story of a single people, but instead is a flowing, ever-evolving stream of peoples and 

- stories that weave together much like the tributaries of the Mississippi. And like that river, 
- it is broad, awe-inspiring, and always changing in its course. American song, too, is like 

the American landscape: it can be rugged like the Rockies, contemplative and reverent 
- -'" like the swatch of colors painted across the Blue Ridge, kinetically rhythmic like the trains 
~ ~ on their rails as they run into Chicago, or serenely introspective like the waves that wash 

ashore on the Outer Banks of North Carolina. Like Montana's "big sky," American song 
has a breadth of horizon that seems to have no limiting boundary. 

' .... SPANISH AMERICA 
CREDIDI Juan de Lienas (fl.c. 1617-54) 

Tonight's journey through the American experience begins in "New Spain," the area ranging 
,.,,.. from Central America northward up through the coast of California and the mountains of northern 

New Mexico. The establishment of sophisticated music-making in the Spanish regions of the 
"'- Americas predates the English regions by over a century. As early as 1523 Pedro de Gante had 

established a school for the Native Americans in Texcuco, and his compatriot Juan Caro was 
instructing Native Americans in four-part harmony by 1526. By 1530, Native American choirs in 

" Mexico were regularly singing polyphony at Sunday Mass. One of the great American composers to 
spring from this rich choral tradition was Don Juan de Lienas, who was associated with the 

-« Convento de! Carmen in Mexico City and the Convento de Nuestra Senora de la Encarnacion in the 
first half of the 1600s. 

Credidi, one of Lienas's finer compositions, is a setting of Psalm 115 for eight different parts 
....._ arranged in two competing choirs. It is multi-sectional with many changes in meter, and each sec

tion builds in intensity and fervor until the final climax in the Doxology, "Gloria Patri et Filia .... " 
• T" 

.. 

Credidi propter quod locutus sum; 
ego autem humiliatus sum nimis. 

Ego dixi in excelssu meo: 
Omnis homo mendax. 

Quid retribuam Domino, 
pro omnibus quae retribuit mihi? 

Calicem salutaris accipiam: 
et nomen Domini invocabo. 

Vota mea Domino reddam coram 
omni populo ejus: 
pretiosa in conspectu Domi_ni 
mors sanctorum ejus. 

O Domine quia ego servus tuus: 
ego servus tuus, 
et filius ancillae tuae. 

Dirupisti vincula mea: 
tibi sacrificabo hostiam laudis, 
et nomen Domini invocabo. 

Vota mea Domino reddam 
in conspectu omnis 
populi ejus: in atriis domus Domini, 
in medio tui Jerusalem. 

Gloria Patri, et Filio, 
et Spiritui Sancto. 

Sicut erat in principio, et nunc, et semper, 
et in saecula saeculorum. Amen. 

I believed even when I said, 
"I am greatly afflicted." 

I said in my alarm, 
"All men are deceitful." 

What shall I render to the Lord, 
for all the things he hath rendered unto me? 

The cup of salvation I will take up 
and I will call upon the name of the Lord. 

My vows to the Lord I will pay 
in the presence of all his people. 

Precious in the eyes of the Lord 
is the death of his faithful ones. 

O Lord, I am your servant; 
I am your servant, 
the son of your handmaid. 

You have loosed my bonds. 
To you I will offer sacrifice of thanksgiving 
and I will call upon the name of the,Lord. 

The vows to the Lord I will pay 
in the presence of all his people, 
in the courts of the house of the Lord 
in your midst, 0 Jerusalem. 

Glory be to the Father, and to the Son, 
and to the Holy Spirit. 

As it was in the beginning, is now and 
shall be, forever. Amen. 



VERSA EST IN LUCTUM Juan Gutierrez de Padilla (c.1590-1664) 
Another dominant figure in American music malting in the early 1600s was Juan 

Gutierrez de Padilla. Born in Malaga, Spain, he moved to Puebla, Mexico, in the early stages 
of his career and played a central role in defining the style that was to be adopted by his 
contemporaries. Tonight's work, Versa est in luctum, shows the solemn, formalized rever
ence of his Latin-text works, which include huge numbers of Mass settings, Vespers and 
Matins Psalms, Responsories, Lamentations, and a Passion on the Gospel of Matthew. This 
work, like Lienas's Credidi, has various sections, but here each grouping specifically portrays 
the text. Initially, as the vocalists sing, "My harp is turned to mourning" we hear strands of 
melody in staggered imitation, where the vocal lines copy each other. This gorgeous begin
ning is a compositional tour de force, for Padilla not only passes the same melody around in 
a game of catch, but he simultaneously provides it to us turned up-side-down. When the 
choir sings "spare me," they finally sing together in one unified supplication that implores 
mercy in slow, harmonic chords. As Padilla concludes the piece with the words "for my days 
are nothing," the unity of the previous passage becomes "infected" by a gradual fraying at 
the edges as each voice departs from the unity of the whole. The choir eventually arrives at a 
concluding har-mony, but each voice has arrived there by an independent road. 

Versa est in luctum cithara mea, cithara mea, 
et organum meum in vocem flentium. 
Paree mihi Domine, nihil enim sunt dies mei. 

My harp is turned to mourning, 
And my music into the voice of weeping. 
Spare me, Lord, for my days are nothing. 

AMERICAN SINGING 
SPANS THE LAND 

By the early 1800s, there was a movement afoot in America to teach the rudiments 
of music theory and notation to "regular" folk. Various visual aids prevailed, depending on 
the geographic location. In California, Mission fathers used the "Guidonian hand" for sight 
singing instruction where the digits of the hand represented specific pitches, and some 
padres such as Narciso Duran in Santa Barbara used different colored notes to indicate dif
ferent parts. The pedagogical use of visual aids to teach music became widespread on the 
Eastern seaboard as well, and quickly spread to the South and Midwest- but instead of using 
the palm or colors to indicate pitches, they used shaped notes. 

Shape note singing is based on a rich tradition that is nearly 200 years old and continues 
to this day. Normally, groups gather at a local church or court house for "dinner-on-the
grounds" and a day of singing. It is not rare for a group to sing shape note repertoire for the 
better part of a day. Although spectators are welcome, it is really a participatory tradition 
where all are welcome, even newcomers. 

William Billings was a monumental figure in American music history who has the dis
tinction of being the first American composer to publish a book of entirely original works, 
the New England Psalm Singer (Boston, 1746). "David's Lamentation" appeared first in 
Billings' Singing Master's Assistant (Boston, 1770) but it is the inclusion of this gem in 
The Sacred Harp that assured its widespread dissemination across the continent. It is a 
"fuging" tune (an American psalm or hymn tune that involves textual overlap), a genre 
that was the rage in Britain and the United States in the eighteenth century. 

A.M. eagle's "Soar Away" first appeared in the 1930s in the Denson revision of The 
Original Sacred Harp. Although a "new" work, Cagle has captured the essential features 
of the older shape-note style. It, too, is a fuging tune like the preceding Billings creation. 
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DAVID'S LAMENTATION (c.1800) William Billings 
David the king was grieved and moved 

He went to his chamber, and wept; 

And as he went he wept, and said , 

"Oh my son! Would to God I had died 

For thee , Oh Absalom, my son." 

SOAR AWAY (1935) A. M. Cagle 
I want a sober mind, 

An all sustaining eye, 

To see my God above, 

And to the heavens fly. 

Chorus: 

I'd soar away above the sky, 

I'd fly to see my God above. 

I want a Godly fear, 

A quick discerning eye, 

That looks to Thee my God , 

And see the tempter fly. 

TODAY'S AMERICA 
American music has always ignored the boundaries between high and low culture, 

between \Vest and East, between popular and arcane, between black and white. This freedom 
from constraint has created the American voice. Now more than ever American composers 
feel not only empowered but obliged to acknowledge the debt of American culture to these 
original traditions. The four works in this section demonstrate the creative tension between 
diversity and unity that.is inherent in American music and American life. 

from "Tre Rime di Tasso" William Hawley (b.1950) 
FUGGI, FUGGI, DOLOR 

LABBRA VERMIGLIE E BELLE 

William Hawley is a versatile and prolific composer whose works have been commis
sioned by such widely varied groups as the Seattle Choral Company, the Dale Warland 
Singers, the Aspen Music Festival, and the New London Singers. The New York native 
studied at Ithaca College and the California Institute of the Arts. Regarding his Tre Rime di 
Tasso, specially commissioned by Chanticleer in 2000, Hawley offers these thoughts: 

"In composing these settings of Tasso's rime , or short lyric poems, (Tasso was an Italian 
poet, 1544-95) I have freely allowed the sixteenth-century manner to inform my current 
writing. This great lyric poetry requires a close ear and a swift response in order to reveal 
its full beauty. I have sought to illuminate, by means of my own musical responses, Tasso's 
unique and inspiring way of embodying an emotion, as well as his reasoned reaction to it 
in the same passage or line of verse. These poems reflect Tasso's experience of the extremes 
of emotion involved in earthly love and its relation to the human mind and spirit." 



FuGGI, FUGGI, DOLOR 

Fuggi, fuggi, dolor, da questo petto 
Or che vi torna la gioiosa speme; 
Or che promette al cor pace e diletto, 

Flee, flee, sorrow, from this breast 
and let joyous hope return; 
give promise of peace and delight 

to my heart, ~ 

be gone forever, all torment and pain. 
Already my light is near: 0 friendly heavens! 

Tutti fuggite omai, tormenti e pene. 
Gia vicino e'l mio sole: o cieli amici ! 
Gia s'apressa ii mio bene: o di felici! 
Ne , potendo tornar senza partita, 

Already my goodness unfolds : 0 day of bliss! ..... 

Mi piace che parti la cara vita. 

LABBRA VERMIGLIE E BELLE 

Labbra vermiglie e belle 
Che sete si adorata e dolce via 
D'angelica armonia; 
Bianche perle e rubini, 
dove frange ed affrena 
Amor la voce di dolcezza piena 
E gli spiriti vaghi e peregrini; 
Boca, suo be! tesoro e di natura , 
Se nulla toglie a te chi piu ne fura, 

Ne ti manca una gemma od una rosa 

Per mille baci altrui, perche ti spiace? 

Deh ! fa de! furto pace, 
E sarai quanto bella ancor pietosa. 

from "Tre Rime di Tasso" 
William Hawley (b.1950) 

Not being able to return without having departed, 
I should be pleased to have left this dear life. 

Lips vermilion and gracious, 
which rest so adored and sweet 
amidst angelic harmonies; 
such white pearls and rubies, 
through which Love causes to break, then halt, 
that voice so full of sweetness 
and that rare and lovely breath; 
O mouth, abundant treasure of Nature, 
since you will remain undiminished 

by the taking, 
nor will you miss a single 

one of your gems or roses 
after even a thousand 

more kisses, why should you be sorry? 
Come! make peace with the theft, 
and you will be as beautiful as you 
are sorrowful. 

r> 

WHISPERS (2002) Steven Stucky (b.1949) 

11 

Steven Stucky is widely recognized as one of the leading American composers of his generation. ..... 
Ile has been commissioned by such prestigious organizations as the Chicago Symphony, the 
Philadelphia Orchestra, Chanticleer, and the Carnegie Hall Corporation. Since 1980 he has been on _. 
the faculty of Cornell University, where at present he is Professor of Music and Chairman of the Music,_ 
Department. 

Whispers was conceived as a companion piece to his Drop, Drop Slow Tears which was pre- -..I 
miered in 1979. The earlier work is constructed around a reminiscence of the music of the Eliza- _,...I 
bethan composer Orlando Gibbons . Similarly, Whispers recalls fragments of William Byrd's famous 
motet Ave verum corpus (published in 1605), surrounding those fragments with his own setting of • ~ 
lines from Walt Whitman's Whispers of Heavenly Death (1868). Stucky writes: "In both the Whitman 
and Byrd, thoughts and images of death are so transmuted by the power of great art that the result is • • 
not sadness, but instead a kind of mystical exaltation. This is a blessing that we need more than ever 
in our own time, and one that the superb singing of Chanticleer has delivered to listeners (and com
posers) for a quarter-century. Inspired as much by Chanticleer's own artistry and style as by Byrd 
or Whitman, this piece is offered in celebration of those twenty-five wonderful years." 
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Whispers of heavenly death, murmur'd I hear, 
Labial gossip of night, sibilant chorals, 
Footsteps gently ascending, mystical breezes wafted soft and low, 
Ripples of unseen rivers, tides of a current flowing, forever flowing, 

I see, just see skyward, great cloud-masses. 
Mournfully slowly they roll, silently swelling and mixing, 
With at times a half-dimm'd sadden'd far-off star, 
Appearing and disappearing. 

IN WINTER'S KEEPING (2002) Jackson Hill (b.1941) ,. """ 
I Jackson Hill, born in Birmingham, Alabama, was a Morehead Scholar at the University of 
'" 4. North Carolina, Chapel Hill where he earned his Ph.D. in musicology. He studied Buddhist liturgi-
l cal music in Japan at the Chishaku-In in Kyoto, and has made a specialty of Japanese traditional 

.J. 
music. Since 1968 Hill has taught at Bucknell University, where he is Presidential Professor of 

..._ Music. 
In Winter's Keeping was composed for Chanticleer and completed in December, 2001. It 

employs a number of sonic and stylistic devices reminiscent of Japanese traditional music: penta
tonic harmony; passages limited to the thirteen notes of the kumoijoshi koto tuning; vocal slides, 

""l ..- portamentos, and ornamentation suggestive of Buddhist chant; as well as textures that define a 
.i: sense of stasis and suspended time. The composer treats the syllables of Japanese text at times as 

abstract sounds and at other times as highly inflected symbols and visual images, subject 
"' to elaborate, descriptive word-painting. 

When Emperor Tenji asked his court to express an opinion about which season was most 
beautiful, spring or autumn, Princess Nukata answered with one of the finest poems collected in 

r r the seventh-century Manyoshu anthology. 
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Fuyo-go-mori 
Ham sarikureba 
Naka-zarishi 
Tori mo kinakinu 
Saka-zarishi 
Hana mo sakeredo 
Yama o shigemi 
lrite mo torazu 
Kusabukami 
Torite mo mizu 
Akiyama no 
Konoha o mite wa 
Momichi o ba 
Torite so shinofu 
Aoki o ba 
Okite so nageku 
Soko shi urameshi 
Akiyama so are wa 

Text: Princess Nukata (7th century) 
Translation by Jackson Hill 
Manyoshu I/16 

Long hidden deep in winter's keeping, 
Spring bursts forth from its slumber. 
The once-silent birds 
Commence their song. 
The incipient buds 
Now bloom in bright array. 
Yet in the hills the growth is so thick with trees 
Our delights are out of reach. 
So thick the weedy grass 
We cannot find the flowers to pick them. 
But in the hills in the autumn-time 
We gaze upon the rich-colored foliage. 
The leaves of brightest gold 
Longingly we take for picking. 
The stubborn leaves that are still green 
Regretfully we leave behind. 
There is a melancholy in our delight: 
Oh, the beauty of the golden hills! 



VOICES OF AUTUMN (1982) Jackson Hill 
Much of Hill's music composed since 1970 displays influences from Japanese tradi

tional music. Voices of Autumn ("Aki no ko-e") was composed in 1982 following a sum
mer the com-poser spent in Japan on a Fulbright grant studying Buddhist liturgical chant. 
Hill's setting of the ninth-century poem uses several Japanese stylistic devices: a penta
tonic scale, absence of harmonic motion, minimal rhythmic forward motion, suspension 
of time, glissandos, and ornamentation derived from chant and ancient Japanese court 
music. The work uses deliberate word painting in making musical reference to footsteps 
in the fallen leaves and in the cry of the stag. 

Oku yama ni 
momiji fumiwake 
nakushika no 
koe kiku-toki zo 
aki wa kanashiki 

Text: Sarumaru dayu (9th century) 
Translation by Jackson Hill ©1982 

In the mountains' heart 
As I trudge through fallen leaves, 
The cry of a stag 
Haunts the forest with its voice 
In the poignant autumn air 

TI-IE UN-COVERED WAGON (2002) Brent Michael Davids (b.1959) 
Brent Michael Davids is a nationally-acclaimed composer whose commissions include 

works for Chanticleer, the Jaffrey Ballet, Kronos Quartet, and the National Symphony 
Orchestra. Davids has received numerous awards and in 1998 was one of six composers 
invited to the Sundance Institute Film Composer Lab. Davids, a member of the Mohican 
Nation, is one of the very few classically trained ative American composers working today. 
His music contains elements of Native American tribal music combined with Western com
positional techniques. He employs the voices of Chanticleer to evoke the sound of the shak
ers and drums in Native American ceremonial music, and occasionally calls for the nasal 
vocal timbre characteristic of its style. He also calls here for the use of nose flutes. 

The 1923 silent film, The Covered Wagon, thrilled audiences with its sweeping portray
al of a huge wagon train crossing America, carrying pioneers to Oregon. Un-Covered Wagon 
challenges the notion that Americans spread across an open and untamed landscape. 
Davids writes, "As I thought about time and space, and the differences in American Indian 
life in this regard, I was struck by how one-sided this American expansion is, not only for 
the old era of black-and-white film, but in today's America too. America creates and sus
tains an unenlightened legacy of conquering the "untamed" and wild "wilderness" for its 
own uses. However, this legacy is a grand mistake, grand even by the grandest of grandiose 
yardsticks. Based on a mistaken notion that time is progressing forward, like inches along a 
ruler, America tramples its way across the earth and its inhabitants as if they were free for 
the taking. Sanctioned by all sorts of religious dispensations where a glorious 'end of time' 
reigns care-free and supreme, like protective salvation, this ratified trampling is highly 
prevalent even today." 

Faith of our fathers, we decree, 
To win all nations unto thee: 
And through the truth that comes from thee, 
Mankind shall then indeed be free. 

Ka Akai ke scheech ko naap 
Nenangpe ke scheech ko wa 
Po ma yik 
Ga mao we 

You Earth make us, 
\Ve People make you, 
\Ve all live here, 
Always, Ever. 
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TI-IE BALLAD OF THE OYSTERMAN (2002) Jaakko Mantyjarvi (b.1963) 

Chanticleer first encountered the music of Jaakko Mantyjarvi in the form of his bril

liant and beautiful Die Stimme des Kindes which was included on its most recent 
Christmas CD, Christmas with Chanticleer. When considering composers to commis
sion for the ensemble's 25th anniversary season, Music Director Joseph Jennings felt 
Mantyjarvi was a natural choice. 

Born in Finland, Jaakko Mantyjarvi studied English and linguistics at the University 
of Helsinki and is currently employed as a translator and computer system manager at 
The English Centre Helsinki, a private translation company. As a composer, Mantyjarvi 
describes himself as an eclectic traditionalist: eclectic in that he adopts influences from 
a number of styles and periods, fusing them into his own idiom; traditionalist in that his 

musical language is based on a traditional approach and uses the resources of modern 

music only sparingly. 
The inspiration for The Ballad of the Oysterman came from an intriguing text by 

Oliver Wendell Holmes (not the famous lawyer but his father, a doctor and a poet). 
Mantyjarvi writes: "The text is a send-up of sentimental Victorian melodrama complete 
with hero, heroine and villain, and an almost surreal conclusion. The music consequent

ly draws on the same genre, hamming it up as it goes along. However, it is modal rather 
than tonal, with a very strong folk ballad flavor. The music rather quirkily switches 
between keys so that the foundation constantly seems to be shifting except for the 
places where a barbershop quartet steals the show." 

It was a tall young Oysterman lived by the riverside, 

His shop was just up on the bank, his boat was on the tide. 

The daughter of the fisherman, that was so straight and slim, 

Lived over on the other bank, right opposite to him. 

It was the pensive Oysterman that saw a lovely maid 

Upon a moonlight evening a sitting in the shade. 

He saw her wave her handkerchief, as much as if to say: 

"I'm wide awake, young Oysterman, and all the folks away." 

She's wide awake, young Oysterman, and all the folks away. 

Then up arose the Oysterman, and to himself said he: 

I guess I'll leave the skiff at home, for fear that folks should see. 

I read it in the story book that, for to kiss his dear, 

Leander swam the Hellespont, and I will swim this here. 

And he has leaped into waves and crossed the shining stream, 

And he has clambered up the bank, all in the moonlight gleam. 

Oh, there were kisses sweet as dew, and words as soft as rain; 

But they have heard her father's steps, and in he leaps again. 

Out spoke the ancient fisherman: 0 what was that my daughter? 

'1\vas nothing but a pebble, sir, I threw into the water. 

And what is that, pray tell me, love, that paddles off so far? 

'Tis nothing but a porpoise, sir, that's been a swimming past. 

Out spoke the ancient fisherman: ow bring me my harpoon, 

I'll get into my fishing boat and fix a fellow soon. 

Down fell that pretty innocent, as falls a snow-white lamb, 

Iler hair drooped round her pallid cheeks like seaweed on a clam. 

Alas for those two loving ones , she waked not from her swound, 

And he was taken with the cramp, and in the waves was drowned. 

But Fate has metamorphosed them, in pity of their woe, 

And now they keep an oyster shop for mermaids down below. 



THE AMERICAN FOLK SONG 
Charles Hamm, in his historic Music in the New World , observes that folk music 

played an enormously important role in the early American experience, largely because 
people of the time prized the oral tradition as much as or more than a literary one. The 
citizens of this new land were farmers , laborers, indentured servants, sailors, workmen , 
criminals shipped to the backwaters of America , and refugees who were fleeing poverty or 
political and religious oppression. Hamm elucidates that these peoples had in common 
one feature; they were drawn from the non-literate strata of society. Folkloric material 
and the oral tradition were cultural glue that held this society together and reflected its 
mores and values. 

The gorgeous tune Shenandoah first appeared on the American continent around 
1826 as a sea chantey, but it soon became associated with the West. Its refrain line 
"Away, I'm bound away, 'cross the wide Missouri" comes back with hypnotic regularity, 
and it is exactly this structural repetition that made music from the oral tradition so 
accessible and easy to memorize "by heart. " 

Of course, the author of much American "folk music" that entered the parlors and 
living rooms of families everywhere in the mid-nineteenth century and that has been 
passed from grandparent to grandchild for 150 years, is actually repertoire composed by 
American songster Stephen Foster. Foster is the quintessential American, born on the 4th 
of July on the fiftieth anniversary of the signing of the Declaration of Independence, and 
the same day that Thomas Jefferson and John Adams died. Ile tried his hand at business 
and was at least competent, but his heart was elsewhere: he loved song. Ile ventured into 
the song-writing business as a fulltime occupation, the first American to do so . Ile pub
lished over 200 original creations , and they aptly capture much of American life in the 
1800s. Foster's family heritage was Irish-American, but ironically it was the parody of 
African-American culture in the blackface minstrel show of the 1800s that first suggested 
to him that a career in music was possible. Foster wrote seven minstrel tunes in 1844 
and seven more in the next year. They are upbeat, jocular, fun-loving, and paint a picture 
of a euphoric optimism in the rural South. They include such standards as Away Down 
South, Old Uncle Ned, Oh! Susanna and the second cluster that included Camptown 
Races, and Nelly Bly-both of which are heard on this evening's program. Foster married 
Jane McDowell in 1850, and the next year the couple had a daughter, Marion. However 
their marriage quickly disintegrated, and only four years later in 1854, Foster pours out 
his melancholy in the semi-autobiographical song, I Dream of Jeannie with the Light 
Brown Hair that wistfully longs for a youth now lost, for a love now faded. 

TRADITIONAL GOSPEL & SPIRITUAL 
It would be hard to overstate the importance of Africa in shaping the birth and 

development of American culture. It is supremely ironic that along with the egregious 
shame and suffering caused by American slavery, it was that reprehensible aspect of our 
history that also engendered much of the most captivating, sophisticated, and pervasive 
aspects of American culture. Where would the American cultural landscape be without 
blues, slide guitar, rhythm-and-blues, doo-wop, Motown, Stax, soul, funk , rap, gospel , 
ragtime , jazz, bebop, fusion , and-of course-the ancestor of them all, the African 
American spiritual? 

POPULAR MUSIC OF AMERICA 
The occupation of "professional song writer" that Stephen Foster pioneered became a 

commonplace job in the late 1800s and early 1900s. The songwriting business centered 
around three emerging and overlapping venues: Tin Pan Alley, Broadway, and Hollywood 
film. As songwriting flourished , a group of publishers set up shop on 28th Street in New 
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York, a hotbed for music that was to be nicknamed "Tin Pan Alley" for the continual clamor 
of upright pianos as composers plinked away at their craft. At the same time American 
musical theater and the movie industry came into their own. These three venues over
lapped and reinforced each other, and aspects of their song repertoire spilled over into 
another area of American invention-the creation of jazz. The beloved tunes from Broadway 

>- shows and Hollywood films provided the musical core for many of the jazz standards . 
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CHANTICLEER 
Praised by the New York Times for its "precise, pure, and deeply felt singing," and by the 
Los Angeles Times for its "luxurious perfection," in 2002-2003 the GRAMMY@ Award
winning vocal ensemble Chanticleer celebrates its 25th season with concerts across the 
United States, two European tours, and the release of its 25th CD. 

Chanticleer has developed a remarkable reputation for its vivid interpretations of 
vocal literature, from Renaissance to jazz, and from gospel to venturesome new music. 
With its seamless blend of twelve male voices, ranging from soprano to bass, the ensem
ble has earned international renown as "an orchestra of voices." 

Highlights of Chanticleer's 2002-2003 season include four themed concert programs 
showcasing the ensemble's trademark versatility in early, classical, holiday, and contem
porary music; approximately 100 concerts including two European tours; and the release 
in October of a new Teldec CD, Our American Journey (coincidentally Chanticleer's 
25th recording), which spans four centuries of music in North America from the Mexican 
Baroque to American classics and includes world premiere commissions written express
ly for Chanticleer. In 2002-2003 Chanticleer will tour to 23 states as well as to France, 
Luxembourg, Italy, Great Britain, Germany, the Netherlands and Bermuda. The season 
closes on June 15 with 25 and Counting! a free concert dedicated to the people of San 
Francisco in celebration of Chanticleer's 25th anniversary. 

In August 2002 Hinshaw Music, an international choral music publisher, issued the 
Chanticleer Silver Jubilee Anthology of Choral Music in recognition of Chanticleer's 
invaluable contribution to the art of choral singing. 

Since 1994, Chanticleer has been recording exclusively for Teldec Classics Inter
national, making the group's recordings available worldwide. The ensemble's catalog 
of two dozen recordings includes Colors of Love, which won the GRAMMY® Award 
for Best Small Ensemble Performance (with or without Conductor) and the 
Contemporary A Cappella Recording Award for Best Classical Album. The ensemble's 
2000 release, Magnificat, a disc of early music devoted to the Virgin Mary, climbed to 
the top five on Billboard's Classical Chart. In October 2001, Teldec released a new 
Christmas recording with Chanticleer, featuring guest artist soprano Dawn Upshaw, 
which also reached the top five on the Billboard Classical Chart. Close on its heels 
the world-premiere recording of Tavener's Lamentations and Praises was released in 
January 2002 to high praise. Gramophone magazine, in a cover story on the group, 
made the CD an Editor's Choice, noting, "Chanticleer's blissful singing is all-consuming; 
might this be Tavener's greatest work yet?" 

Named for the "clear-singing" rooster in Geoffrey Chaucer's Canterbury Tales, 
Chanticleer was founded in 1978 by tenor Louis Botto, who sang with the group until 
1989 and served as Artistic Director until his death in 1997. In 1999, Christine Bullin 
joined Chanticleer as President & General Director, leading both the artistic and admin
istrative sides of the organization. Music Director Joseph Jennings joined the ensemble 
as a countertenor in 1983, and shortly thereafter assumed his current title. A prolific 
composer and arranger, Mr. Jennings has provided the group with some of its most 
popular repertoire, most notably spirituals, gospel music, and jazz standards. Alto 



Philip Wilder, who joined Chanticleer in 1990, also serves as Assistant Music Director 
and Director of Education. 

Chanticleer's long-standing commitment to developing the choral repertoire has led 
the group to commission works from an ever-growing list of important composers. The 
2002-2003 season will see premieres by Brent Michael Davids, Jackson Hill, Jaakko 
Miintyjiirvi, and Steven Stucky. Past commissions include works by Mark Adamo, Chen 
Yi, David Conte, Brent Michael Davids, Anthony Davis, Guido L6pez-Gavilan, William 
Hawley, Jake Heggie, Tania Le6n, John Musto, Bernard Rands, Steven Sametz, Carlos 
Sanchez-Guttierez, Paul Schoenfield, Steven Stucky, Sir John Tavener, and Augusta 
Read Thomas. 

Here's what critics have to say about Chanticleer: "The singing of Chanticleer is 
breathtaking in its accuracy of intonation, purity of blend, variety of color, and swagger 
of style" (The Boston Globe). "I can't think of another 'orchestra of voices' that can 
shuttle with such proficiency from Renaissance polyphony to gospel, contemporary 
classical to jazz" (The Chicago Tribune). "Chanticleer fascinates and enthralls for much 
the same reason a fine chocolate or a Rolls Royce does: through luxurious perfection" 
(Los Angeles Times). 

Chanticleer is the recipient of major grants from The National Endowment for the 
Arts, the California Arts Council, The James Irvine Foundation, The William & Flora 
Hewlett Foundation, The William Randolph Hearst Foundation, and the City of San 
Francisco. With the help of foundation and corporate support, the group brings the 
gift of singing to young people by conducting artist-in-the-schools residencies both 
on tour and in the San Francisco Bay Area. Chanticleer's activities as a not-for-profit 
corporation are supported by its administrative staff and Board of Trustees. 

Chanticleer • 1182 Market Street, Suite 216 • San Francisco, CA 94102 

Phone 415-252-8589 • Fax 415-252-7941 

E-mail info@chanticleer.org 

Website www.chanticleer.org 

Chanticleer appears by arrangement with 

ICM Artists , Inc. of New York, New York. 

Chanticleer recordings are available on the Teldec Classics and Chanticleer Records labels. 

The Chanticleer Choral Series is published by Hinshaw Music, Inc. of Chapel Ilill, North Carolina. 

- NEXT CONCERT -

Pacifica Quartet 
with Ursula Oppens, piano 

TUESDAY FEBRUARY 11, 2003 8:00P.M. 

DvoRAK - CYPRESSES 

BEETHOVEN - QUARTET, OP. 132 
DVORAK - PIANO QUINTET 
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