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PROGRAM NOTES 

Olivia Anne Coackley, soprano 

 Wolfgang Amadeus Mozart produced a massive quantity of works for voice, 

including eighteen operas, fifty concert arias, eighteen masses, and 32 Lieder. Because 

of his large compositional output, Mozart’s Lieder are typically overlooked or 

dismissed as lesser compositions. His songs, however, helped establish the strong 

tradition of the German Lied that would become incredibly important during the 

Romantic period. The three songs included here were all composed in 1787 while 

Mozart was living in Vienna. The three songs use texts by different poets and are not 

grouped together in a song cycle, but all three demonstrate Mozart’s sensitivity to the 

poetry’s imagery and mood.  

 “Als Luise die Briefe ihres ungetreun Liebhabers verbrannte” is more like a 

dramatic stage monologue than typical German Lied. It depicts the narrator, Luise, 

burning the love letters sent to her by her unfaithful lover, and passes through a variety 

of intense emotions, including despair, jealousy, melancholy, and embittered 

resignation. The setting is incredibly operatic, with frequent recitative-like sections and 

orchestral piano accompaniment. The rapid piano figurations represent the flames that 

Louise uses to burn the letters, as well as Louise’s own tumultuous and painful 

emotions. “An Chloe” treats the subject of earthly love with a lighthearted, exuberant 

manner, describing the joy of being with one’s love. Mozart uses a recurring but varied 

theme to create musical unity, making the song seem more like an Italian canzonetta. 

Mozart’s clever setting draws attention to moments of innuendo in the poetry, 

particularly in the repeated text at the end of the song. “Abendempfindung an Laura” 
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can be considered Mozart’s most personal song, setting poetry that discusses a 

premonition of death with the speaker’s lover. The poetry and music are representative 

of the German empfindsamkeit, or sentimental, style. The song is through-composed, 

allowing the music to respond to the images of the poetry. Particularly notable 

examples are found in the quick metric figures when describing how life “flees” too 

soon, the chromatic weeping of the beloved, and the majestic declaration that the 

speaker will return and appear to the beloved. Finally, the style is related to Baroque 

arias in which the singer addressed the audience directly to moralize or make a request. 

Here, the speaker asks the audience to “give a small tear to me,” which the speaker 

considers the most precious gift. 

 Gabriel Fauré, widely regarded as the greatest composer of French song, is 

also known for his complex harmonic structure and development of a personal and 

identifiable musical style. Frequent modulations, modal characters, and beautiful 

melodies are the hallmarks of his style. His vocal works are numerous, including 

several song cycles and three large collections of songs. Composed in 1891, Fauré 

based his Cinq melodies ‘de Venise’ on the poetry of Paul Verlaine. The texts for these 

three songs are taken from Verlaine’s Fêtes galantes. Fauré began composing the set 

while vacationing in Venice in the summer of 1891 and staying with Madame la 

princesse Edmond de Polignac, to whom he later dedicated the cycle.  

 The cycle begins with the lighthearted “Mandoline,” in which a narrator 

observes and describes the elegant courtiers and their frivolous enjoyment. The poem 

takes its subject from the 18th century paintings of Jean-Antoine Watteau that depict 

groups of aristocrats conversing and flirting in the beautiful outdoors. The referenced 
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names (“Tircis,” “Aminte,” etc.) allude to French pastoral poetry and comedy of the 

17th and 18th centuries. The piano’s arpeggiated sixteenth notes imitate the titular 

instrument, while the light and graceful melody floats above. The introduction of 

pronouns in “En sourdine” signals a narrative shift towards greater intimacy. Here, the 

narrator is an active participant who addresses his love directly. The relatively simple 

melody and quiet dynamics create an intimate and alluring atmosphere that is 

appropriate for the poem. The piano interjects frequent countermelodies that 

complement the vocal line. The song’s only loud moment occurs as an anguished cry at 

“voice of our despair,” lamenting the arrival of the evening, before the volume again 

decreases and the song finishes with quiet acceptance and the singing of the 

nightingale.  In “A Clymene,” the lover is addressed by name and with adoration. 

Contemporary critics described the song’s form as “nebulous” and “incoherent.” 

Throughout most of the song, the harmony and melody serve to heighten the tension 

and deny the listener a sense of stability. For example, when the speaker describes his 

“troubled vision”, the meter is disturbed, switching temporarily from 9 to 4. The poetry 

maintains tension by delaying the verb until the very end. The long-awaited verb 

“induit” (“tempted”) arrives after the song’s only fortissimo. Finally, harmonic and 

rhythmic stability arrive, along with the speaker’s quiet declaration, “So be it!”  

 Vincenzo Bellini is recognized as one of the most important bel canto 

composers, a stylistic period in the early 19th century emphasizing “beautiful singing.” 

Bellini is the least prolific of the bel canto composers, with only ten operas, due likely 

both to his early death and slow compositional pace. The slow pace is a result of one of 

the hallmarks of Bellini’s style: incredible dedication to the unity of text and music. He 
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is also known for poignant melodies and his use of expressive dissonance. In 1829, 

Italian publisher Ricordi released a collection of six composizioni da camera, or 

chamber compositions. These art songs were popular among composers in the 19th 

century, typically written for amateur singers to perform at home. The Sei ariette da 

camera, however, differ from the typical style of these songs because they retain 

Bellini’s immense sensitivity to the text. The Sei ariette reflect Bellini’s operatic style, 

appearing like miniature arias themselves, with fluid melodies, cadenzas, and 

embellishments. They do also have a folk-like quality in their harmonic and melodic 

simplicity. “Almen se non poss’io,” “Per pieta bell’idol mio,” and “Ma rendi pur 

contento” are the final three songs of the group. All three are settings of poetry that 

address feelings of melancholy and unrequited love. 

 In “Almen se non poss’io,” the speaker asks that her affections go with her 

love, since she cannot be with him herself. The simple arpeggiated piano 

accompaniment lends the song a folk-like quality and gives increased freedom to the 

vocal line. Despite its apparent simplicity, the song contains frequent cadenzas and 

vocal embellishments. “Per pieta bell’idol mio” brings both a change of pace and a 

change in tonality, beginning angrily in C minor. The song’s narrator is insulted and 

offended at his lover’s accusation of infidelity. The dramatic nature of the poetry and 

song is clear from the beginning with the piano’s hurried, theatrical introduction. The 

modified strophic form and resulting repetition imbues the song with a sense of 

urgency. This is the most operatic of Bellini’s songs. “Ma rendi pur contento,” made 

popular by a 1988 recital given by Luciano Pavarotti, is the last of the set. The narrator 

begs that their love be made happy, regardless of whether the speaker is happy 
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themselves. Similarly to “Almen,” the simple and arpeggiated piano part allows the 

vocal line increased freedom and expressivity. The final words are embellished and 

repeated several times, illustrating the speaker’s increased desperation and complete 

sincerity. 

 Robert Baksa (b. 1938) is an American composer whose output includes two 

full operas, choral works, songs, sonatas, chamber works, and keyboard pieces. His 

songs include settings of texts by poets such as Shakespeare, Housman, Bierce, and 

Dickinson. His style is characterized by “harmonic and structural clarity”, particularly 

through the use of commonly recognized forms.  

 The Seven Songs to Poems of Emily Dickinson, composed between 1963 and 

1966, capture the wit and character of Dickinson’s poems in the music. The four songs 

included here reflect Baksa’s capability for clear and beautiful vocal writing, as well as 

his attention to the text. In “Much madness is divinest sense,” the sentiments of the text 

are reflected in the rhythm, harmony, and melody of the music. For example, the most 

aurally surprising interval in the vocal line occurs on the word “madness.” The energy 

builds through increasing dynamics and offbeat entrances until a climax is reached 

with a grand, mezzo-forte chord in the piano at “Assent.” The poem’s ominous last line 

is reflected in the increased dissonance in the piano and the final, chromatic ascent in 

the vocal line. “I took my power in my hand” begins boldly, with loud, arpeggiated 

chords in the piano and a rather simple, yet wide-ranged, vocal line. When the speaker 

describes their defeat, the harmony grows increasingly dissonant before the speaker 

introduces their self doubt. The vocal line on this text moves almost entirely by half-

step, creating a rather haunting effect. The repetition of the original text and melody at 
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the end of the song, as well as the dissonant harmony and minor tonality, give a new 

irony to the text and underscores the speaker’s crushing defeat. The short-long 

rhythms, frequent ties, and highly consonant harmonies of the piano introduction to “I 

died for beauty” give the song an ethereal quality to match its subject matter. The vocal 

line is able to float above the piano. Increased dissonance and a lower register 

accompanies the words of the man the speaker describes. The subsequent sequencing 

and climbing pitch lend his words an air of excitement and urgency. The final words of 

the poem are set simply to a melody with a very narrow range over a sustained chord in 

the piano that emphasizes the beauty and uniqueness of Dickinson’s text, before the 

original short-long motif returns to the piano and the song ends with its original 

ethereal air. “I’m nobody” is a rather clever song to match Dickinson’s sarcastic poetry 

that ends the set on a playful note. The piano line continuously repeats two staccato 

alternating notes, lending the song a bouncy feeling. The change in tonality reflects the 

shift in the speaker’s focus from addressing another “nobody” to her thoughts on how 

terrible it is to be “somebody.” However, the speaker’s underlying desire to be 

“somebody” is reflected in the sudden and sharp tonal and rhythmic shift in the piano 

part at the end of the song.  

 George Gershwin (1898-1937) is known primarily as a composer of Broadway 

shows and concert music. He began his career at age 15 as a song plugger, performing 

songs for potential performers in New York’s Tin Pan Alley. By his twenties and 

thirties, he had achieved fame through his many compositions for film, and the theater 

and concert stages. Among his most famous vocal works are the jazz standard “I got 
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rhythm” and the opera Porgy and Bess. George collaborated often with his brother Ira, 

who wrote the lyrics for many of his songs. 

 “Love is Here to Stay” was the very last song Gershwin composed. The song 

was written with his brother Ira for the movie The Goldwyn Follies in early summer 

1937. Unfortunately, Gershwin fell into a coma after having completed only five of the 

film’s songs, and passed away due to a brain tumor only two days later. Ira completed 

the lyrics to this song after George’s untimely death. “Love is Here to Stay” became a 

standard after it was performed by Gene Kelly in the 1952 film An American in Paris. 

It has since been recorded by many artists, including Nat King Cole, Ella Fitzgerald, 

Billie Holliday, and Eric Clapton. With a lovely, simple melody and poignant lyrics, 

“Love is Here to Stay” declares that, although time inevitably passes and many things 

change, the speaker’s love will never fade away. 
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TEXTS AND TRANSLATIONS 
 

Als Luise die Briefe ihres ungetreuen  When Luise burnt the letters of her 

Liebhabers verbrannte   unfaithful lover 

(Gabriele von Baumberg)    

 

Erzeugt von heißer Phantasie   Produced from passionate imagination 

In einer schwärmerischen Stunde  In one impassioned hour 

Zur Welt gebrachte    Brought into the world. 

Geht zu Grunde! Geht zu Grunde!  Go to the ground! Go to the ground! 

Ihr Kinder der Melancholie!   You children of melancholy! 

Ihr danket Flammen euer Sein   You owe your existence to the flames 

Ich geb' euch nun den Flammen wieder  I now give you back to the flames 

Und all die schwärmerischen Lieder  And all the passionate songs 

Denn ach! Er sang nicht mir allein  Alas! He did not sing to me alone 

Ihr brennet nun, und bald   You burn now, and soon, 

Ihr lieben, ist keine spur von euch  You loved ones, there will not be any 

mehr hier.     more trace of you here. 

Doch ach! Der Mann, der euch gescrhieben Yet oh! The man who wrote you 

Brennt lange noch vielleicht in mir.  Perhaps will still burn for a long time in  me.

     

 

An Chloe     To Chloe 

(Johann Georg Jacobi)  

 

Wenn die Lieb' aus deinen blauen,  When the love gazes from your blue, 

Hellen, offnen Augen sieht,   Bright, open eyes, 

Und vor Lust hinein zu schauen   And for the joy of looking into them 

Mir's im Herzen klopft und glüht;  My heart throbs and glows; 

 

Und ich halte dich und küße   And I hold you and kiss 

Deine Rosenwangen warm,   Your rosy, warm cheeks, 

Liebes Mädchen, und ich schließe  Dear maiden, and I clasp 

Zitternd dich in meinem Arm,   You trembling in my arms, 

 

Mädchen, Mädchen, und ich drücke  Maiden, maiden, and I press 

Dich an meinen Busen fest,   You firmly to my breast, 

Der im letzten Augenblicke   Which only at the last moment 

Sterbend nur dich von sich läßt;   Of dying will release you; 

 

Den berauschten Blick umschattet  Then my intoxicated gaze will be shadowed 

Eine düstre Wolke mir,    By a dark cloud 

Und ich sitze dann ermattet,   And I will sit then exhausted, 

Aber selig neben dir.    But blissful beside you. 
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Abendempfindung an Laura   Evening thoughts about Laura 

(Anonymous) 

 

Abend ist's, die Sonne ist verschwunden, It is evening, the sun has vanished, 

Und der Mond strahlt Silberglanz  And the moon shines silver 

So entflieh'n des Lebens schönste Stunden So escape life's fairest hours 

Flieh'n vorüber wie im Tanz!   Fleeing past as if in a dance! 

 

Bald entflieht des Lebens bunte Szene,  Soon life's varied scene will fly away 

Und der Vorhang rollt herab,   And the curtain will fall 

Aus ist unser Spiel!    Our play is over! 

Des Freundes Träne fließet schon auf   The friend's tears already flow upon 

unser Grab.     our tomb. 

 

Bald vielleicht—    Soon perhaps— 

Mir weht, wie Westwind leise   A quiet foreboding blows on me, 

Eine stille Ahnung zu—    Gently like the Westwind— 

Schließ ich dieses Lebens Pilgerreise,  I will finish my life's pilgrimage, 

Fliege in das Land der Ruh.   Will fly to the land of peace. 

 

Werd't ihr dann an meinen Grabe weinen, If you will weep at my grave, 

Trauernd meine Ashe seh'n,   Mournfully gazing on my ashes, 

Dann, O Freunde, will ich euch erscheinen Then, oh friend, I will appear to you 

Und will Himmelauf euch weh'n.  And will bring you to heaven. 

 

Schenk auch du ein Tränchen mir  Also give a small tear to me 

Und pflücke mir ein Veilchen auf mein Grab; And pluck a small violet for my grave 

Und mit deinem seelenvollen Blicke  And with your soulful glances 

Sieh dann sanft auf mich herab.   Look down on me gently. 

 

Weih mir eine Träne, und ach!   Dedicate a tear to me, and oh! 

Schäme dich nur nicht, sie mir zu weih'n  Do not be ashamed to give it to me 

O sie wird in meine Diademe   Oh, in my crown 

Dann die schönste Perle sein!   It will the fairest pearl be! 
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Mandoline     Mandolin 

(Paul Verlaine) 

 

Les donneurs de serenades   The givers of serenades 

Et les belles écouteuses    And the lovely listeners 

Échangent de propos fades   Exchange some bland sentiments 

Sous les ramures chanteuses.   Under the singing branches 

 

C'est Tircis et c'est Aminte,   It is Tircis and it is Aminte 

Et c'est l'éternel Clitandre,   And it is the eternal Clitandre 

Et c'est Damis qui pour mainte   And it is Damis who for many 

Cruelle fait maint vers tendre.   Cruel women makes many tender verses. 

 

Leurs courtes veste de soie,   Their short jackets of silk, 

Leurs longues robes à queues,   Their long dresses with trains, 

Leur élégance, leur joie    Their elegance, their joy, 

Et leurs molles ombres bleues,   And their soft blue shadows, 

 

Tourbillonnent dans l'extase   Whirl in the ecstasy 

D'une lune rose et grise,    Of the moon, rose and grey, 

Et la mandoline jase    And the mandolin gossips 

Parmi les frissons de brise.   Among the shivers of the breeze. 

 

En sourdine     Muted 

(Paul Verlaine)    

 

Calmes dans le demi-jour   Quiet in the half-light, 

Que les branches hautes font,   That the tall branches make, 

Pénétrons bien notre amour   Let us steep well our love 

De ce silence profond.    With this profound silence. 

 

Mêlons nos âmes, nos cœurs   Let us mix our souls, our hearts, 

Et nos sens extasiés,    And our enraptured senses, 

Parmi les vagues langeuers   Among the vague languors 

Des pins et des arbousiers.   Of the pines and strawberry trees. 

 

Ferme tes yeux à demi,    Close your eyes halfway, 

Croise tes bras sur ton sein,   Fold your arms on your breast, 

Et de ton cœur endormi    And from your sleeping heart 

Chasse à jamais tout dessein.   Chase all plans away forever. 

 

Laissons-nous persuader   Let us be persuaded 

Au souffle berceur et doux   By the soothing and soft breath 

Qui vient, à tes pieds, rider   Which comes to your feet to wrinkle 

Les ondes des gazons roux.    The waves of red grass. 

 

Et quand, solennel, le soir   And when, solemnly, evening 

Des chênes noirs tombera   Falls from the black oak trees 

Voix de notre désespoir,    Voice of our despair, 

Le rossignol chantera.    The nightingale will sing. 
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À Clymène     To Clymene     

(Paul Verlaine) 

 

Mystiques barcarolles,    Mystical barcaroles, 

Romances sans paroles,    Love songs without words, 

Chère, puisque tes yeux,    Dearest, since your eyes, 

     Couleur des cieux,     The color of the skies, 

 

Puisque ta voix, étrange    Since your voice, a strange 

Vision qui dérange    Vision that disturbs 

Et trouble l'horizon    And clouds the horizon 

     De ma raison,     Of my reason, 

 

Puisque l'arôme insigne    Since the striking aroma 

De ta pâleur de cygne,    Of your swanlike paleness, 

Et puisque la candeur    And since the innocence 

     De ton odeur,     Of your smell, 

 

Ah! puisque tout ton être,   Ah! Since all your being, 

Musique qui pénètre,    Music which penetrates, 

Nimbes d'anges défunts,    Haloes of deceased angels, 

      Tons et parfums,     Tones and perfumes, 

 

A, sur d'almes cadences,   Has, on nourishing cadences, 

En ses correspondances    In its correspondences 

Induit mon cœur subtil,    Tempted my discerning heart, 

      Ainsi soit-il!     So be it! 
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Almen se non poss'io    At least if I cannot 

(Anonymous) 

 

Almen se non poss'io    At least if I cannot 

Seguir l'amato bene,    Follow my beloved, 

Affetti del cor mio,    Affections of my heart,  

Seguitelo per me.    Follow him for me. 

 

Giá sempre a lui vicino    Since you are already near to him always, 

Raccolti amor vi tiene    Gathered and held there by Cupid, 

E insolito cammino    An unusual pathway 

Questo per voi non è.    For you this is not. 
 

Per pietà, bell’idol mio    For pity's sake, my beautiful idol 

(Pietro Metastasio) 

 

Per pietà, bell’idol mio,    For pity's sake, my beautiful idol 

Non mi dir ch’io sono ingrato;   Do not tell me that I am ungrateful; 

Infelice e sventurato    Unhappy and unlucky 

Abbastanza il Ciel mi far.   Enough the heavens make me. 

 

Se fedele a te son io,    If I am faithful to you, 

Se mi struggo ai tuoi bei lumi,   If I am consumed by your lovely eyes, 

Sallo amor, lo sanno i Numi   Cupid knows, the gods know, 

Il mio core, il tuo lo sa.    My heart and yours know. 

 

Ma rendi pur contento    But just make happy 

(Pietro Metastasio) 

 

Ma rendi pur contento    But just make happy 

Della mia bella il core,    My beautiful one's heart 

E ti perdono, amore,    And I will forgive you, Cupid, 

Se lieto il mio non è.    If mine is not happy. 

 

Gli affani suoi pavento    I fear her worries 

Più degli affani miei,    More than my own worries, 

Perché più vivo in lei    Because I live more in her 

Di quel ch’io vivo in me.   Than I live in myself. 
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Much madness is divinest sense 

(Emily Dickinson) 

 

Much Madness is divinest Sense - 

To a discerning Eye- 

Much Sense- the starkest Madness - 

'Tis the Majority 

In this, as all, prevails - 

Assent - and you are sane - 

Demur - you're straightway dangerous - 

And handled with a Chain - 

 

I took my power in my hand 

(Emily Dickinson) 

 

I took my power in my hand 

And went against the world; 

'Twas not so much as David had, 

But I was twice as bold. 

 

I aimed my pebble, but myself 

Was all the one that fell. 

Was it Goliath was too large, 

Or only I too small? 

 

I died for beauty 

(Emily Dickinson) 

 

I died for beauty, but was scarce 

Adjusted in the tomb, 

When one who died for truth was lain 

In an adjoining room. 

 

He questioned softly why I failed? 

"For beauty," I replied. 

"And I for truth,” he said, “The two are one; 

We brethren are.” 

 

And so, as kinsmen met at night, 

We talked between the rooms, 

Until the moss had reached our lips, 

And covered up our names. 
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I'm nobody 

(Emily Dickinson) 

 

I'm Nobody! Who are you? 

Are you - Nobody - too? 

Then there's a pair of us! 

Don't tell! they'd banish us - you know! 

 

How dreary - to be - Somebody! 

How public - like a Frog - 

To tell one's name - the livelong day - 

To an admiring Bog! 
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Love is Here to Stay 

(Ira Gershwin) 

 

It’s very clear  

Our love is here to stay; 

Not for a year 

But ever and a day. 

 

The radio and the telephone 

And the movies that we know 

May just be passing fancies, 

And in time may go! 

 

But, oh my dear, 

Our love is here to stay. 

Together we’re 

Going a long, long way 

 

In time the Rockies may crumble, 

Gibralter may tumble, 

They’re only made of clay, 

But our love is here to stay. 

 

The more I read the papers, 

The less I comprehend 

The world and all its capers 

And how it all will end. 

 

Nothing seems to be lasting 

But that isn’t our affair 

We’ve got something permanent 

I mean in the way we care. 

 

 

 




