
Have mercy upon me, O God,
 according to your great mercy
 and according to the abundance
 of your compassion blot out 
my transgressions.  Wash me 
thoroughly from my iniquity 
and cleanse me from my sin.  
For I acknowledge my offence 
and my sin is ever before me. 
Against you only have I sinned,  
and done what is evil in your 
sight that you may be justified 
in your sentence  and vindicated 
when you judge. Behold, in guilt 
was I conceived and in sin did
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Motets

O Beatum et sancrosanctum diem  Peter Philips (1560-1628)
Christus resurgens

Ubi Caritas II: through infinite ages  Ola Gjeilo (b.1978)

Ave verum corpus    Karl Jenkins (b.1944)
Ave Maria
Made possible by Avril Brereton and Bruce Tonge

Christus factus est    Anton Bruckner (1824-1896)

Salve Regina     Tomás Luis de Victoria (1548-1611)

Interval

Sainte-Chapelle     Eric Whitacre (b.1970)

Miserere mei, Deus    Gregorio Allegri (1582-1652)
Soloists: Jessie Sun, Kristy Biber, Gabby Aescht, Christian Smith

Der Geist hilft unser Schwachheit auf  J. S. Bach (1685-1750)

Ave Maria     Paweł Łukaszewski (b. 1968)

Singet dem Herrn ein neues Lied  J. S. Bach (1685-1750)



About the Music

The motet form emerged in the 13th century in France as a sacred work written on a liturgical text 
in Latin for use in church. The broader use of the term to include any polyphonic composition on 
a Latin text, excluding the Ordinary of the mass, came into use in the first half of the 15th century. 
This could include such forms as antiphons, responsories, and other texts from the Propers and 
the Office, including Magnificats and Lamentations. The inclusion of the settings of the Salve 
Regina, Ave Maria and Miserere (Psalm 51) in tonight’s program underlines this point. From the 
16th century onwards this category could include settings in languages other than Latin, such as the 
Motets of J. S. Bach. 

Peter Philips (1560-1628) was an English organist, composer and Catholic priest who spent most 
of his life in continental Europe, finally settling in Antwerp. Having trained as a boy chorister 
in the Choir of St Paul’s Cathedral, London, he left England in 1582, due to his Catholic faith, 
travelling to Rome where he served for three years as organist of the English Jesuit College. He then 
spent significant time in Genoa, Madrid, Paris, and Brussels, finally settling in Antwerp in 1590. 
He was a prolific composer, leaving over 100 motets and many keyboard pieces, which appear in 
the Fitzwilliam Virginal Book. After his wife and children died, he was ordained a Catholic priest 
in either 1601 or 1609. Many writers rate him, with William Byrd, as one of the two greatest 
composers of the Counter Reformation.

O beatum et sacrosanctum diem for the feast of Christmas and Christus resurgens for Easter 
Sunday are taken from the Cantiones Sacrae of 1612 and are representative of the quality of 
his works in general. In these motets, Philips shows his mastery of five-voice a cappella writing, 
constantly varying the texture in response to individual words and phrases. His mature style here 
displays all he absorbed from England, Rome and the Low Countries into his own distinctive style. 
O beatum begins gently, soon exploding with joy at the text “Gaudeat itaque (let the whole world 
rejoice). At “the sound of the trumpet” the voices imitate the sound of trumpets in imitative texture, 
particularly between the upper three voices. Smooth, melodic lines return at the the sound of “the 
harp and the organ” and a bouncy, jubilant passage at the text “Noe” (Noel, a Christmas equivalent 
of Alleluia) ends the piece. Christus resurgens is characterised by rising phrases, underlining the 
sentiment of the text “Christ being raised from the dead dies no more.” An almost constant change 
of texture helps to bring out the text throughout the work.

 O beatum et sacrosanctum diem,
 O beatum et sacrosanctum diem,
 in qua Dominus noster de Virgine Maria pro nobis nasci dignatus est.
 Gaudeat itaque universus orbis, et cantemus illi,
 in sono tubæ, cithara, psalterio et organo.
 Congratulemur cum multitudine angelorum exercitus,
 semper suas laudes cantantibus. Noe/Alleluia

 O blessed and most holy day 
 on which our Lord was born of the Virgin Mary for our sake.
 Let the whole world therefore rejoice, and let us sing to him 
 to the sound of the trumpet, strings, the harp and the organ.



 Let us rejoice with the numerous hosts of angels, 
 ceaselessly singing his praise .Noel/Alleluia

 Christus resurgens 
 Christus resurgens ex mortuis, iam non moritur:
 mors illi ultra non dominabitur.
 Quod enim mortuus est, peccato mortuus est semel:
 quod autem vivit Deo.
 Mortuus est semel propter delicta nostra,
 et resurrexit propter iustificationem nostram.
 Quod autem vivit Deo. Alleluia.
 
 Christ rising from the dead dies no more;
 death has no more dominion over him.
 For in that he died, he died to sin once,
 but in that he lives, he lives to God.
 He died once for our sins
 and rose again for our justification.
 In that he lives, he lives to God. Alleluia.

Ola Gjeilo (b.1978) is one of the foremost composers of choral music of our time. He splits his 
time between his native Norway and the USA, having spent extended periods in Los Angeles and 
New York. Gjeilo has composed three settings of the famous Ubi caritas text, the first in 1999, 
owing something to the famous Duruflé setting, and the second, Ubi caritas II: through infinite 
ages in 2007, also for a cappella choir, completed in Phoenix, Arizona. The third, Sacred Heart (Ubi 
caritas III) is scored for choir and string quartet. 

As the composer mentions in his preface to the score, the music of Ubi caritas II: through infinite 
ages “plays around with some of the material of my first Ubi caritas…”  The piece is cast in three 
distinct sections, the first and last in the home key of G major with repeated material, while the 
central section travels to C major without ever resting on a C major chord for very long, leading to a 
rather modal harmonic feeling. The work freely uses divisi, that is, divisions in the individual SATB 
texture sometimes giving a six-part, or even eight-part texture and always giving a richer sonority. 

 Ubi caritas II: through infinite ages 
 Ubi caritas et amor, Deus ibi est.
  Simul quoque cum beatis videamus,
  Glorianter vultum tuum, Christe Deus:
  Gaudium quod est immensum, atque probum,
  Saecula per infinita saeculorum. Amen.

 Where charity and love are, God is there.
  And may we with the saints also,
  See Thy face in glory, O Christ our God:
  The joy that is immense and good,
  Unto the ages through infinite ages. Amen.



The settings of the well-known texts Ave verum corpus and Ave Maria of Karl Jenkins (b.1944) 
come from a published collection of works entitled Motets, mixed voices a cappella marking the 
composer’s 70th birthday in 2014. In the edition’s preface Jenkins defines a motet as a “piece of 
sacred music for unaccompanied voices.” The various pieces are drawn from some of his large scale 
works such as Adiemus (Ave Maria) and the Stabat mater (Ave verum corpus), the latter originally 
written for the international baritone Bryn, Terfel. As the back cover of the edition indicates, Karl 
Jenkins is one of the most performed choral composers of our time. Perhaps his best-known work, 
The Armed Man: A Mass for Peace has received over 1,500 performances since its premiere in 2000. 
He was awarded a CBE by Her Majesty the Queen in 2010. 

The Ave verum corpus setting is unusual in its choice of a major key compared to almost every other 
composer, save that of the Renaissance Peter Philips. The Ave Maria setting is characterised by a 
short passage of staccato chords which recurs twice more during the piece as well as a rising melodic 
phrase, suggesting a prayer sent heavenward. Both pieces bear Jenkins’ hallmark of readily appealing 
melody and straightforward harmonies, which have a remarkable open appeal to the listener. 

Made possible through the generosity of Avril Brereton and Bruce Tonge.

 Ave verum corpus
 Ave verum corpus natum de Maria Virgine. 
 Vere passum, immolatum in cruce pro homine. 
 Cujus latus perforatum fluxit aqua et sanguine. 
 Esto nobis prægustatum mortis in examine. 
 Jesu dulcis! Jesu pie, Fili Mariæ. Amen. 

 Hail, true body, born of the Virgin Mary, 
 truly suffered and slain on a cross for man. 
 Whose pierced side poured forth water and blood. 
 Be to us a foretaste in the agony of death. 
 Sweet Jesus! Kind Jesus, Son of Mary. Amen. 

 Ave maria
 Ave maria, gratia plena, Dominus tecum. 
 Benedicta tu in mulieribus, et benedictus fructus ventris tui Jesus.
 Sancta Maria, Mater Dei, ora pro nobis peccatoribus nunc et in hora mortis nostræ. Amen.

 Hail Mary, full of grace, the Lord is with you. 
 You are blessed among women, and blessed is Jesus, the fruit of your womb.
 Holy Mary, Mother of God, pray for us sinners now and at the hour of our death. Amen.

Anton Bruckner (1824-1896), together with Gustav Mahler (1860-1911) were the two towering 
geniuses of the post-Romantic age. Neither wrote an opera, but, while Mahler left a large corpus of 
solo vocal works, Bruckner favoured settings of the mass and a large collection of motets, perhaps 
due to his devout Roman Catholic faith. The latter composer seems not to have had the series of 
crises of faith, of various kinds, that Mahler experienced throughout his life. Christus factus est is 
one of the better known of the Bruckner motets and is, characteristically, scored for unaccompanied 
choir. Here he restricts himself almost exclusively to a four part SATB texture in this setting of the 



Gradual proper for Maundy Thursday. In the way of post-Romantic style Bruckner expects a huge 
vocal range from each voice as well as a wide dynamic range from ppp to fff. As with the other 
motets this music is usually associated with massive choirs in cavernous acoustics. Everything about 
the work reflects the vastness of such buildings as Linz Cathedral with its enormous air space and 
very long reverberation time, where the silence of the long rests in the music is as important as the 
choral sound.

 Christus factus est
 Christus factus est pro nobis obediens usque ad mortem, 
 mortem autem cruces.

 Christ became obedient for us unto death,
 even to the death, death on the cross.

The Salve Regina á 8 of Tomás Luis de Victoria (1548-1611) is an extensive setting for two 
antiphonal choirs SSAT:SATB, the second of which tonight is supported by the chamber organ. 
Salve Regina (Hail, Holy Queen) is one of four Marian hymns of the Catholic church, and is 
traditionally sung at Compline from the Saturday before Trinity Sunday until the Friday before the 
first Sunday of Advent. The Salve Regina is also the final prayer of the Rosary and was composed by 
the German monk Hermann of Reichenau in the Middle Ages. 

Tomás Luis de Victoria was born in Avila, near Madrid, where he sang as a boy treble in the 
Cathedral choir. In 1565 he went to study in Rome under the patronage of King Philip II and 
the church. There he met Palestrina and other great musicians from all over Europe, and went on 
to publish many sumptuous editions of his own music. In 1585 he returned to a post in Madrid 
where he remained for much of the rest of this life despite being offered more lucrative, prestigious 
posts. He was the most famous composer in sixteenth century Spain as well as an ordained priest 
and respected singer. 

This is one of four settings of the Salve Regina text written by Victoria. It is the most splendid of 
the four, being set for two antiphonal choirs of four parts each. Interestingly, Victoria uses the full 
forces sparingly, choosing to set only three lines of the ten-line text for the full ensemble together. 
Otherwise the two choirs sing separately. By doing so he achieves a wonderful sense of intensity 
particularly in the final line of text “O clemens: O pia, O dulcis virgo Maria” (O kind, O merciful, 
O sweet virgin Mary).

 Salve Regina
 Salve Regina, mater misericordiae:
 Vita, dulcedo et spes nostra, salve.
 Ad te clamamus, exsules, filii Evae.
 Ad te suspiramus, gementes et flentes
 in hac lacrimarum valle.
 Eia ergo, advocata nostra,
 illos tuos misericordes oculos ad nos converte.
 Et jesum, benedictum fructum ventris tui, 
 nobis post hoc exsilium ostendo.
 O clemens, o pia, o dulcis virgo Maria



 Hail queen, mother of mercy;
 Our life, sweetness, and hope, hail.
 We cry to you, banished ones, children of Eve.
 We sign to you, mourning and weeping
 In this valley of tears.
 Come then as our advocate,
 turn your eyes of mercy towards us.
 And show us Jesus, blessed fruit of your womb,after this our exile.
 O kind, O merciful, O sweet virgin Mary.

Sainte-Chapelle by Eric Whitacre (b.1970) is an extensive motet-style piece of around eight 
minutes duration with text by Charles Anthony Silvestri. It was commissioned by the Tallis Scholars 
for their 40th anniversary and was premiered in St Paul’s Cathedral, London on 7 March 2013, 
directed by Peter Phillips. The text tells of an innocent young girl who enters a chapel, presumably 
Sainte-Chapelle in Paris. She prays and sings surrounded by the angelic atmosphere suffused with 
the light for which Sainte-Chapelle and its stained glass is famed. As with much of Whitacre’s 
choral music, the work maintains a moderate pace throughout. The tenors and basses open the 
work with a sinuous quasi-Gregorian theme, initially in unison, later branching into a two-part 
passage with often close, interweaving voices. At three points during the piece, the full choir texture 
punctuates the musical structure with the words “Sanctus!... mollitur angeli cantaverunt” (Holy! 
Holy! Holy! softly the angels sang). Repeated sections give the work a pleasing structure and an 
ostensible organic flow. The work is characterized by a recurring A major chord with a clashing 
sustained D natural, which is only resolved at the very end of the work. Typical of Eric Whitacre’s 
choral writing is an unerring sense of vocal timbre and register.

 Sainte-Chapelle
 Cantissima virgo
 advenit in capellam
 et angeli in vitro
 molliter cantaverunt,

 “Hosanna in excelsis!”

 Illa cantissima susurravit,
 “Sanctus! Sanctus! Sanctus!”

 Lux implevit spatium,
 multiformis colore;
 et audivit vocem suam 
 resonare,

 “Sanctus! Sanctus! Sanctus!”

 Molliter angeli cantaverunt,

 “Dominus Deus sabaoth,
 pleni sunt coeli et terra
 gloria tua!”

 An innocent girl
 entered the chapel
 and the angels in the glass
 softly sang,

 “Hosanna in the highest!”

 The innocent girl whispered,
 “Holy! Holy! Holy!”

 Light filled the chamber,
 many-coloured light;
 she heard her voice 
 echo,

 “Holy! Holy! Holy!”

 Softly the angels sang

 “Lord God of Hosts,
 Heaven and earth are full
 of your glory!”



 “Hosanna in excelsis!
 Hosanna in excelsis!”
 Vox in lumine transformat,
 et lumen canit,

 “Sanctus! Sanctus! Sanctus!”

 Lumen canit molliter,

 “Dominus Deus sabaoth,
 pleni sunt coeli et terra
 gloria tua!”

 Cantissima virgo
 advenit in capellam;
 et angeli in vitro
 molliter cantaverunt.

 Charles Anthony Silvestri, 2013

 “Hosanna in the highest!
 Hosanna in the highest!”
 Her voice became light,
 and the light sang,

 “Holy! Holy! Holy!”

 The light sang softly,

 “Lord God of Hosts,
 Heaven and earth are full
 of your glory!”

 An innocent girl
 entered the chapel
 and the angels in the glass
 softly sang.

Gregorio Allegri’s (15862-1652) setting of the Miserere mei, Deus is one of the most famous of 
all sacred choral pieces and justly so. Its manuscript was kept in the Vatican library in secret and 
was heard and supposedly later transcribed by the young Mozart. It was also heard by Spohr in 
1817, and Mendelssohn in 1831, both writing about the experience. The work was sung by the 
Papal Choir every Holy Week from 1666 until its effective disbanding in 1870. Its soaring high 
soprano top C has captured the imagination and hearts of listeners around the globe and is a 
remarkably telling setting of the penitential psalm 51. It comprises a series of alternating sections, 
full five-part choir, plainsong verse and solo quartet with the famous high C, recurring in that order 
throughout until the final verse, “tunc imponent” (then shall they offer young bullocks upon thine 
altar) whereupon the solo quartet joins the full five-part texture in a profound conclusion. Charles 
Burney’s edition of 1771 indicates that this last verse should be sung “Adagio e piano, smorzando 
a poco a poco l’Armonia” (slowly and softly, gradually dying away). In recent times this work has 
achieved a large resurgence in interest from performers and listeners alike, I believe, due to its 
haunting quality, especially in a resonant space.

 Miserere mei, Deus
 Miserere mei, Deus,
 secundum magnam misericordiam tuam
 et secundum multitudinem
 miserationum tuarum dele iniquitatem meam.
 Amplius lava me ab iniquitate mea
 et a peccato meo munda me.
 Quoniam iniquitatem meam ego cognosco
 et peccatum meum contra me est semper.
 
 Tibi soli peccavi
 et malum coram te feci,
 ut iustificeris in sermonibus tuis
 et vincas cum iudicaris.

 Have mercy upon me, O God,
 according to your great mercy
 and according to the abundance
 of your compassion blot out my transgressions.
 Wash me thoroughly from my iniquity
 and cleanse me from my sin.
 For I acknowledge my offence
 and my sin is ever before me.

 Against you only have I sinned,
 and done what is evil in your sight
 that you may be justified in your sentence
 and vindicated when you judge.



 Ecce enim in iniquitatibus conceptus sum
 et in peccatis concepit me mater mea.
 Ecce enim veritatem dilexisti:
 incerta et occulta sapientiae tuae
 manifestasti mihi.
 Asperges me hyssopo et mundabor;
 lavabis me et super nivem dealbabor.

 Auditui meo dabis gaudium et laetitiam
 et exsultabunt ossa humiliata.
 Averte faciem tuam a peccatis meis
 et omnes iniquitates meas dele.
 Cor mundum crea in me, Deus,
 et spiritum rectum innova in visceribus meis.
 Ne proiicias me a facie tua,
 et spiritum sanctum tuum ne auferas a me.

 Redde mihi laetitiam salutaris tui
 et spiritu principali confirma me.
 Docebo iniquos vias tuas:
 et impii ad te convertentur.
 Libera me de sanguinibus,
 Deus, Deus salutis meae,
 et exsultabit lingua mea iustitiam tuam.
 Domine, labia mea aperies,
 et os meum annuntiabit laudem tuam.

 Quoniam si voluisses sacrificium
 dedissem utique;
 holocaustis non delectaberis.
 Sacrificium Deo spiritus contribulatus:
 cor contritum et humiliatum,
 Deus, non despicies.
 Benigne fac, Domine,
 in bona voluntate tua Sion,
 ut aedificentur muri Ierusalem.
 Tunc acceptabis
 sacrificium iustitiae,
 oblationes, et holocausta:
 tunc imponent super altare tuum vitulos.

 Psalm 50 (51)

 Behold, in guilt was I conceived
 and in sin did my mother conceive me.
 Behold, you delight in sincerity of heart,
 and in my inmost being
 you teach me wisdom.
 Cleanse me with hyssop and I shall be purified;
 wash me and I shall be whiter than snow.

 Let me hear the sounds of joy and gladness;
 the bones which you have crushed shall rejoice.
 Avert your face from my sins,
 and blot out all my iniquity.
 Create in me a clean heart, O God,
 and renew in me a righteous spirit.
 Cast me not out from your presence,
 and take not your holy spirit from me.

 Give me the joy of your salvation
 and sustain me in a willing spirit.
 I shall teach transgressors your ways,
 and sinners shall return to you.
 Deliver me from blood-guiltiness,
 O God, God of my salvation,
 and my tongue shall exalt your justice.
 O Lord, open my lips,
 and my mouth shall proclaim your praise.

 For you are not pleased with sacrifices,
 else would I give them to you;
 neither do you delight in burnt offerings.
 The sacrifice of God is a contrite heart:
 a broken and sorrowful heart,
 O God, you will not despise.
 Be favourable and gracious
 unto Sion, O Lord,
 build again the walls of Jerusalem.
 Then you shall be pleased
 with the sacrifice of righteousness,
 oblations and burnt offerings;
 they shall offer young bulls upon your altar.

Despite the cantata being the predominant sacred vocal form of the middle and late Baroque 
periods, especially for Johann Sebastian Bach (1685-1750), the six motets BWV 225-230 form a 
special place in Bach’s oeuvre. Unlike the cantatas, these significant works, some scored for double 
four-part choir, have been performed regularly since his death in 1750. Mozart is known to have 
heard a performance of Singet dem Herrn ein neues Lied (BWV225) in Leipzig in 1789 by the 
Thomanerchor and secured his own copy of the full score, which he took back to Vienna. Precisely 
25 years later, E. T. A. Hoffman compared Bach’s eight-part motets to the “bold and marvellous 



structure of Strasbourg Minster with all its fantastic ornaments, which, artfully woven into a whole, 
rise forth proud and magnificent into the skies.”

Both are multi-part compositions, cast in four broad sections. Both are settings of biblical texts, 
both were most likely written in the late 1720’s for particular occasions, probably funerals, both 
begin with ebullient music in triple time, both include a choral setting, and both are written in 
Bach’s vernacular German.

Due to studies of the paper and graphology, we know that Singet was composed between June 
1726 and April 1727 for a specific occasion but not exactly which one. It is a setting of psalm 149, 
verses 1-3 and psalm 150 verses 2 and 6. It is predominantly positive in mood and character and 
almost certainly was not written for a funeral or memorial occasion. On the other hand, Der Geist 
hilft unser Schwachheit auf (BWV226) was composed in October 1829 for the burial rites of 
Johann Heinrich Ernesti, the rector of St Thomas’ School and professor at the university. The work 
is a setting of chapter eight of St Paul’s letter to the Romans, verses 26-27, together with the third 
stanza of the hymn Komm, Heiliger Geist, Herre Gott by Martin Luther. Of the six motets, Der Geist 
hilft is the only one for which the exact reason for performance and composition can be verified. It 
takes around half the time required to perform Singet, which, of the six, is only surpassed in length 
by Jesu, meine Freude.

Singet has been described as a paean to the Creation as well as the comments from Mozart, Wagner 
and ETA Hoffman mentioned above.

As may be seen from the text, the opening section in triple time is of a positive mood (psalm 
149 verses 1-3) beginning with a substantial passage for all eight voices. This gives way at bar 
28 to alternating eight bar phrases between the two SATB groups. At the “Israel freue sich” (Let 
Israel rejoice) the splendid full eight part texture returns with snippets of short answering phrases. 
At “Die Kinder Zion” (The children of Sion) begins an extended fugue in the first SATB choir, 
accompanied deftly by musical material derived from the opening music for the second choir. 
Skillfully Bach includes the choir two bass singers with the choir one bass fugal entry, thereby 
allowing it to be heard at the bottom of the full eight part texture. This resplendent eight-part 
texture continues for the text “They shall praise his name with dancing, and they shall play to him 
with drums and harps.”

The ensuing section sets two texts simultaneously. Choir-two has the choral “Like as a Father pitieth 
his own children” and choir-one, marked “Aria” in the score, “May God let thee still sustain us.” It 
is these two texts which suggest the work’s suitability for a funeral or commemorative service.

The final two sections, which are connected without break, are settings of verse two and verse 
six of Psalm 150 respectively. The first of these “Praise the Lord in his deeds” is characterized by 
alternating passages between the two SATB choirs. Only at the very conclusion of this section do 
the two choirs join forces, perhaps underlining the sentiment of the complete text “Praise the Lord 
in his deeds, praise him in his might.” Immediately a fugue on “Let everything that hath breath 
praise the Lord” begins, in which both choirs join forces in four part texture, in an buoyant fast 
triple meter. In the third last bar Bach reserves the only soprano high B flat in the entire work. 



 Der Geist hilft unser Schwachheit auf
 Der Geist hilft unser Schwachheit auf,
 denn wir wissen nicht, was wir beten sollen,
 wie sich’s gebühret; sondern der Geist selbst vertritt
 uns aufs best emit unaussprechlichem Seufzen.

 Romans 8:26

 Der aber die Herzen forschet, der weiß,
 was des Geistes Sinn sei; den er vertritt
 die Heiligen nach dem, was Gott gefället.

 Romans 8:27

 Du heilige Brunst, süßer Trost,
 Nun hilf uns, fröhlich und getrost
 In deinem Dienst beständig bleiben,
 Die Trübsal uns nicht abtreiben.
 O Herr, durch dein Kraft uns bereit
 Und stark des Fleisches Blödigkeit,
 Dass wir hier ritterlich ringen,
 Durch Tod und Leben zu dir dringen.
 Halleluja.

 Martin Luther (1483-1546)

 Likewise the Spirit also helpeth our infirmities
 for we know not what we should pray for as  
 we ought,
 but the spirit itself maketh intercession for us
 with groanings which cannot be uttered.
 

 And he that searcheth the hearts knoweth
 what is the mind of the Spirit, for he maketh  
 intercession for the saints according to the will  
 of God.
 

 Heavenly fire, sweet consolation,
 Help us now, so that joyfully and confidently
 We may faithfully serve thee,
 And not be deflected by sadness.
 O Lord, prepare us through thy power
 and strengthen the reluctant flesh,
 so that we shall fight valiantly,
 and pass through death and life to thee.
 Allelluia

Paweł Łukaszewski (b. 1968) was born into a musical family, both his father and brother being 
composers. He is currently a professor in composition at Fryderyk Chopin University of Music, 
Warsaw, from which he has been awarded two PhDs in composition. Łukaszewski also holds 
degrees in choral conducting, cello performance, and arts administration. He is also the founding 
conductor and Artistic Director of Musica Sacra Choir in Warsaw. 

His music has been featured on three recordings that have won Fryderyk Awards (equivalent of the 
Classical Brit Awards) and has won two Fryderyk Awards as Choral conductor. 

His music has been described by scholar of Polish music, Adrian Thomas, as resolutely anti-modern 
and sacred in style. To peruse his choral output, one finds settings of many well-known sacred 
Roman Catholic liturgical texts previously set by composers such as Palestrina, Victoria, and Byrd. 
It has been performed all over Europe, North America, South America, Asia, the Middle East and 
Australia. 

The 1992 setting of Ave Maria is interesting in several ways. It sets only the words of the title of 
the piece, not the full text of the Ave Maria. The choice of voice parts is distinctly Renaissance, 
being for double choir – SSAT:ATBB. The writing is predominantly homophonic but not without 
elements of imitation. The harmony is tonal, featuring added tone chords, particularly at the central 
climactic moment. The work has a prayerful mood and is dedicated to the composer’s mother.

 Ave Maria
 Ave Maria, Amen.     Hail Mary, Amen. 



Singet dem Herrn ein neues Lied (BWV225). Please see the note for Der Geist hilft above.

 Singet dem Herrn ein neues Lied
 Singet dem Herrn ein neues Lied;
 die Gemeine der Heiligen sollen ihn loben.
 Israel freue sich des, der ihn gemacht hat.
 Die Kinder Zion sei’n fröhlich über ihrem König.
 Sie sollen loben seinen Namen im Reihen;
 mit Pauken und Harfen sollen sie ihm spielen.

 Psalm 149: 1-3

 Wie sich ein Vater erbarmet 
 über seiner junge Kinderlein,
 So tut der Herr uns allen,  
 so wir ihn kindlich fürchten rein.
 Er kennt das arm Gemächte, 
 Gott weiß, wir sind nur Staub,
 Gleichwie das Gras vom Rechen, 
 ein Blum und fallend Laub.
 Der Wind nur drüber wehet, 
 so ist es nicht mehr da,
 Also der Mesch vergehet, 
 sein End das ist ihm nah.

 Gott, nimm dich ferner unser an,
 Denn ohne dich ist nichts getan
 Mit allen unsern Sachen.
 Drum sei du unser Schrim und Licht,
 Und trügt uns unsre Hoffnung nicht,
 So wirst du’s ferner Machen.
 Wohl dem, der sich nur steig und fest
 Auf dich und deine Huld verlässt.

 Johann Gramann (1487-1541)

 Lobet den Herrrn in seinen Tate,
 Lobet ihn in seiner großen Herrlichkeit!
 Alles, was Odem hat, lobe den Herrn. 
 Halleluja!

 Psalm 150: 2, 6

 Sing to the Lord a new song,
 and his praise in the congregation of saints.
 Let Israel rejoice in him that made him.
 Let the children of Zion be joyful in their King.
 Let them praise his name in the dance; let them 
 sing praises unto him with the timbrel and harp.

 As a father is merciful 
 to his little children,
 so is the Lord to us all, 
 as long as we are obedient and pure.
 He know our frailty, 
 God knows we are but dust,
 As the grass and flower and foliage, 
 falling under the rake.
 Let the wind breathe over it 
 and it is gone.
 Thus man passes away, 
 his end is at hand.

 O Lord, continue to care for us,
 for without thee all our striving
 comes to nothing.
 Be then our shield and light,
 and if our hope does not deceive us,
 thou shall continue to be so.
 Happy is he who, without wavering,
 puts his trust in thee and thy bounty.

 Praise the Lord for his mighty acts.
 Praise him according to his excellent greatness!
 Let everything that hath breath praise the lord.
 Alleluia!
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