


 
 

Program 
 

Sing Joyfully William Byrd (c. 1540-1623) 
 

Kyrie (from Missa O Quam Gloriosum) Tomás Luis de Victoria (c. 1548-1611) 
O Quam Gloriosum est regnem 
 

Agnus Dei: Phoenix Ola Gjeilo (b. 1978) 
 

Come again! Sweet Love Doth Now Invite John Dowland (1563-1626) 
It Was a Lover and His Lass Matthew Harris (b. 1956) 
Fair Phyllis I Saw Sitting All Alone  John Farmer (fl. 1591-1601) 
 

Abendlied Joseph Rheinberger (1839-1901) 
 

Lobet den Herrn Johann Sebastian Bach (1685-1750) 
    Barbara Wanner, viola da gamba 

 
~ Intermission ~ 

 

This Sweet and Merry Month of May  William Byrd (c. 1540-1623) 
 

Zefiro Torna  (from Madrigals, Book VI) Claudio Monteverdi (1567-1643) 
Ohimè, Se Tanto Amate (from Madrigals, Book IV) 
 

from Madrigali ("Fire Songs") Morten Lauridsen (b. 1943) 
  4. Io piango 
  6. Se Per Havervi, Oime  
 

Waldesnacht Johannes Brahms (1833-1897) 
Nachtwache  
 

Water Night Eric Whitacre (b. 1970) 
 

O Mistress Mine Matthew Harris (b. 1956) 
Tell Me Where is Fancy Bred 
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Program Notes 
Music with sacred texts 
 

Composing music during the reign of Queen Elizabeth I and King James I, William Byrd wrote masses, motets, 
polyphonic songs, and keyboard music. Sing Joyfully appears in historical records as sung at the infant baptism of 
princess Mary in 1605, although Byrd most likely composed it in the 1590s. Musicologist Joseph Kerman writes: " One 
admires most, perhaps, his manifold ways of molding a phrase, a period or a total piece. Line, motif, counterpoint, 
harmony, texture, figuration can all be brought into play, and they are brought not singly but in ever new combinations. 
Form was expression for Byrd, and the extraordinary variety of effect that he obtained in his pieces stemmed from his 
fertile instinct for shape and for musical construction." 
 

Highly regarded in his day, Tomás Luis de Victoria focused his musical output on sacred texts. Ordained as a Catholic 
priest, he served the church in both Rome and his native Spain, where he was chaplain to King Philip II's sister, empress 
Maria, and served as chapel master at her convent. O quam gloriosum est regnem appeared in his first published 
volume of sacred motets in 1572. The 'parody mass' Missa O quam gloriosum dates from 1583. Victoria used melodic 
themes from his motet as the basis for each section of the mass. 
 

The youngest composer on our program, Ola Gjeilo, hails originally from Norway and now lives in Phoenix, Arizona. He 
writes: "In May 2008 it was the first time I ever saw the desert [as] I drove from Los Angeles to Phoenix. It made a very 
lasting impression on me, the quiet beauty and barrenness of the landscape, as did the city of Phoenix, which I have come 
to love dearly. [The piece] is symphonic in nature, and is one where the text is very much the servant of the music, not the 
other way around. I chose the Agnus Dei text not so much for its literal meaning, but mainly for its singability and 
comfortable vowels, which lends itself to long notes and melismas. You might say AGNUS DEI: Phoenix is more like film 
music set to pictures and memories from the city and the desert than the musical interpretation of a text." Gjeilo shapes 
this work from its quiet opening for treble voices, through its dynamic crescendos, to its tender conclusion.  
 

Joseph Rheinberger, organist, composer, teacher and contemporary of Brahms and Wagner, wrote numerous works for 
piano and organ, chamber ensemble, choir, and solo voice. His music reflects his study of Bach and Mozart, particularly 
with attention to polyphonic style, as we hear in the imitation among voice parts in his beautiful setting of Abendlied. Its 
text comes from the gospel story of Christ on the road to Emmaus: "Stay with us, for it is nearly evening; the day is almost 
over." 
 

Lobet den Herrn, attributed to J.S. Bach, was first published in 1821 by Breitkopf & Härtel, based on a manuscript in 
the composer's hand. Some musicologists and performers question if the work is truly Bach's, since its voicing and scoring 
differ from his five other motets and hundreds of cantatas: this work's character is often described as  more instrumental 
than vocal. Bach sets each of the opening two lines of the psalm text as a fugue. The third phrase begins in a homophonic, 
chord-like style. The final 'Alleluia' (not part of the original psalm text) shifts to a triple meter for a joyful conclusion. 
 
 

Music of the night 
 

Johannes Brahms creates an elegantly simple four-part setting of Paul Heyse's poem Waldesnacht. With delicate 
touches of dynamics and harmony, he paints the contrast of life's turmoil to the peace and tranquility of a woodland 
evening. In his setting of Friedrich Rückert's Nachtwache, we hear a call and response as three lower voice parts answer 
the three treble voice parts with similar melodies, giving voice to the softness of the wind and the sighing of one's heart. 
 

Eric Whitacre writes "The poetry of Octavio Paz is a composer's dream. The music seems to set itself … and the process 
feels more like cleaning the oils from an ancient canvas to reveal the hidden music than composing. Water Night was no 
exception, and the tight harmonies and patient unfolding seemed to pour from the poetry... The music sounded in the air as 
I read the poem, as if it were a part of the poetry. I just started taking dictation as fast as I could, and the thing was basically 
finished in about 45 minutes. I have never experienced anything like it, before or since, and with my limited vocabulary I 
can only describe it as a pure and perfect and simple gift." Water Night, as performed by Whitacre's Virtual Choir 3, was 
released  just a few weeks ago on April 2, at a live event and webcast from Lincoln Center, comprising 3746 videos of 
singers from 73 countries around the world. 
 
 

Of madrigals and ayres 
 

William Byrd was little influenced by the popular madrigal style of his day. This Sweet & Merry Month of May, one 
of his few works in that style and possibly written for Queen Elizabeth's May Day celebrations,  appeared in publisher 
Thomas Watson's The first sett of Italian madrigals Englished (1590). That title suggests how the Italian madrigal gained 
popularity throughout Europe. Yet, Byrd's contemporary John Dowland also resisted the trend, and instead developed 



his own lute music and lute songs, sung by solo voice or small ensemble. His songs bring together elements of dance music, 
consort song, broadside ballads and madrigals, with melodies and counterpoint that clearly delineate and portray their 
poetry. Indeed, his works, such as Come again, sweet love doth now invite (1597) became as popular in the early 
1600s as madrigals had been a generation earlier. However, Dowland never gained a position in Queen Elizabeth's court, 
and he spent much of his career on the continent, until an appointment in 1612 as one of five lutenists to the English court. 
 

We know little of the life of John Farmer, though he served as organist and choir master at Christ Church, Dublin in 1595 
and by 1599 had moved to London, where he published a set of madrigals that includes Fair Phyllis. He contributed to 
popular madrigal composer Thomas Morley's The Triumphs of Oriana (1601), a collection apparently published to honor 
Queen Elizabeth, with some 25 madrigals by 23 composers.  
 

In sixteenth-century Italy, the term madrigal came to describe the musical setting of various poetic forms, including 
sonnets, ballatas,  canzoni, pastoral verse, and popular poems. By the 1580s, composers such as Claudio Monteverdi 
experimented with musical styles, responding to the emotion and imagery of contemporary Italian poets, as well as to the 
humanist poetry of Francesco Petrarca (1301-1374). At the turn of the century,  Monteverdi and his contemporaries crafted 
a new style of composition, called seconda pratica (second practice): the text is the master of the music. To give 
heightened expression to the text, Monteverdi employs rhythmic variety, a fluctuating number of voice parts for each line 
of a poem, and, most notably, new harmonic language, especially evident in his treatment of dissonances. Monteverdi 
handles Petrach's Zefiro torna with a lilting, dance-like triple time for the opening verse , depicting a pastoral spring, and 
standing in contrast to sections in duple time, with slowly moving harmonies, to portray love forlorn. The despair of love 
sought but not returned is painted with surprising harmonic turns on the opening sighs of Ohimè (alas!). Later, as the 
poet turns to longing for life and hope, Monteverdi presents a rapidly articulated soprano duet, followed by repeated 
declamations of  sweet 'alas' among the various voice parts as the work comes to a close.  
 

In his preface to Madrigali: Six "Fire Songs" on Italian Renaissance Poems, Morten Lauridsen notes that these 
madrigals "are unified textually by references to 'fire' in each of the poems. Characteristic Italian Renaissance 
'madrigalisms' such as word painting, modality, bold harmonic shifts, intricate counterpoint, and augenmusik [eye music] 
occur throughout the cycle. The choral masterpieces of the High Renaissance … provided the inspiration for my own 
Madrigali. [While reading Italian love poems of that era] I became increasingly intrigued by the symbolic imagery of 
flames, burning and fire that recurred. I decided to compose an intensely dramatic a cappella cycle based on Renaissance 
poems employing this motif while blending stylistic musical features of the period within a contemporary compositional 
idiom." As Io piango opens, we hear weeping in dissonant harmonies and their resolution; the piece builds to a climax 
with fortissimo 'fire' chords on text 'Sorte fiera e inaudita' (Fate, fierce, unheard of…), then closes quietly with a 
recapitulation of the opening motif. Se per havervi, oime captures sobbing and weeping with rapidly descending, yet, a 
heart still afire, crying 'Miser! Miser!', bereft of love and  joy. 
 

Matthew Harris adopts a popular style in his settings of song lyrics from Shakespeare plays.  We perform three of 
eighteen pieces that Harris composed between 1989 and 2002 in five volumes, commissioned and premiered by various 
groups such as the Dale Warland Singers and the New Amsterdam Singers. His third volume of Shakespeare songs was 
awarded first prize by the Chautauqua Chamber Singers composition contest in 1993. Harris writes: "Although 
Shakespeare and pop music may at first seem an odd pairing, the songs in Shakespeare's plays were in the popular, not 
classical style of the day. O mistress mine is a slow, heavenly coda that expands on the lessons of youth and love from the  
song It was a lover and his lass. Tell me where is Fancy bred indulges in merry Elizabethan madrigal tradition ."   
 

 
 
Sources consulted for program notes: 
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Newcomb, Anthony. "Madrigal: The 1590s: the rise of the 'seconda pratica'." Grove Music Online. <www.grovemusic.com,  15 Apr.2007> 
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About the Vermont Choral Union 

Originally called the University of Vermont Choral Union, founded the ensemble was founded in 1967 
by James G. Chapman, Professor of Music at the University of Vermont. Dr. Chapman directed the Choral 
Union until his retirement in 2004. At that time, the group's name changed to the Vermont Choral Union, 
and Mr. Gary Moreau, well-known music educator and soloist, UVM alumnus, and former Choral Union 
member, succeeded Dr. Chapman as director through 2010. Mrs. Carol Reichard, director of the 
Colchester Community Chorus, served as the Choral Union's guest conductor in Spring 2011. The 
Vermont Choral Union welcomed Jeff Rehbach as its new music director this past Fall. 

In 1983, in lieu of Christmas concerts, the Choral Union began to present The Carol Dinners at 
Southwick Hall at UVM. These festive evenings of music, dancing, and dining became very popular and 
soon expanded to Rutland and Stowe. The Carol Dinners series lasted for 22 years and inspired 
recordings by the Choral Union: Music for a Carol Dinner and Welcome Yule, still available for sale at 
holiday season concerts. 

The Choral Union completed a recording project featuring composers who lived and worked in 
Vermont during the years 1790-1810, including the works of Justin Morgan. The four Vermont Harmony 
recordings, with companion music scores, culminated ten years of extensive research by Dr. Chapman. 

Since its founding, the group has performed with the Craftsbury Chamber Players, the Vermont 
Symphony Orchestra, the Vermont Mozart Festival, World Stage Concerts at New York City's Alice Tully 
Hall, and for the American Hospital Association in Washington, DC. In June 1995, the Choral Union 
toured England and France in conjunction with the commemoration of the fiftieth anniversary of the end 
of World War II. The group sang an all-American program in such notable venues as Westminster Abbey, 
Covent Gardens, Cambridge and Oxford Universities in England, and Notre Dame and Sacre Coeur in 
Paris. 

Jeff Rehbach, in addition to his work with the Choral Union, conducts the Middlebury College 
Community Chorus, a 90-voice ensemble. He served as conductor of the Middlebury College Chamber 
Singers from 2000 to 2007, and as choir director at the Middlebury Congregational Church for fifteen 
years. He currently assists with worship at Memorial Baptist Church in Middlebury.  

An active choral singer, conductor, and worship musician, Jeff has coached and performed with the 
Vermont Symphony Orchestra Chorus, Early Music Vermont, and the Middlebury Community Players. 
He serves on the board of the Vermont chapter of the American Choral Directors Association. Jeff 
conducts the annual open reading of Handel's Messiah in Middlebury, a popular community tradition 
since 1984. 
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The Vermont Choral Union welcomes contributions to sustain its mission of promoting choral music and 
enriching the cultural life of the community through the regular presentation of public concerts, while providing 

its members opportunities to enhance their musical knowledge and skills. As a not-for-profit 501(c)(3) 
organization, donations are tax deductible to the full extent of the law. 
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Texts & Translations 
 
 
 

Sing joyfully unto God our strength. 
Sing loud unto the God of Jacob. 
Take the song, and bring forth the timbrel,  
the pleasant harp, and the viol. 
Blow the trumpet in the new moon, 
even in the time appointed, and at our feast day. 
For this is a statute for Israel, 
and a law of the God of Jacob. 

– Psalm 81:1-4 
 

________________________________________________________________ 
 
 

Kyrie eleison, Christe eleison, Kyrie eleison. 
Lord have mercy, Christ have mercy, Lord have mercy. 

– from the Propers of the Mass 
 

________________________________________________________________ 
 
 

O quam gloriosum est regnum, in quo cum Christo 
gaudent omnes Sancti! Amicti stolis albis, sequuntur 
Agnum, quocumque ierit.  

 

O how glorious is the kingdom in which with Christ all the 
saints rejoice. Clad in robes of white, they follow the Lamb, 
wheresoever He has gone. 

– Antiphon for the Vespers service for the Feast of All Saints 
 

________________________________________________________________ 
 
 

Agnus Dei, qui tollis peccata mundi, miserere nobis. 
Agnus Dei, qui tollis peccata mundi, dona nobis pacem. 
  Lamb of God, who takes away the sins of the world,  
  have mercy on us. Lamb of God… grant us thy peace. 

– from the Propers of the Mass 
 

________________________________________________________________ 
 

 
Come again! sweet love doth now invite  
Thy graces that refrain  
To do me due delight,  
To see, to hear, to touch, to kiss, to die,  
With thee again in sweetest sympathy.  
 
Come again! that I may cease to mourn  
Through thy unkind disdain;  
For now left and forlorn  
I sit, I sigh, I weep, I faint, I die  
In deadly pain and endless misery.  
 
But alas, my faith is ever true,  
Yet will she never rue  
Nor yield me any grace;  
Her Eyes of fire, her heart of flint is made,  
Whom tears nor truth may once invade.  
 
Gentle Love, draw forth thy wounding dart,  
Thou canst not pierce her heart;  
For I, that do approve  
By sighs and tears more hot than are thy shafts  
Do tempt while she for triumphs laughs.  

– author unknown 
 

 

It was a lover and his lass,  
With a hey, and a ho, and a hey nonino,  
That o’er the green corn-field did pass 
In spring time, the only pretty ring time,  
When birds do sing, hey ding a ding, ding:  
Sweet lovers love the spring.  
 

Between the acres of the rye,  
With a hey, and a ho, and a hey nonino,  
Those pretty country-folks would lie 
In spring-time &c. 
 

This carol they began that hour,  
With a hey, and a ho, and a hey nonino,  
How that a life was but a flower  
In springtime &c. 
 

And therefore take the present time,  
With a hey, and a ho, and a hey nonino,  
For love is crownèd with the prime  
In springtime &c. 

  – William Shakespeare (1564-1616), from As You Like It V:iii 
 

________________________________________________________________ 
 
 

Fair Phyllis I saw sitting all alone 
Feeding her flock near to the mountain side. 
The shepherds knew not, 
they knew not whither she was gone, 
But after her lover Amyntas hied, 
Up and down he wandered 
whilst she was missing; 
When he found her, 
O then they fell a-kissing. 

– author unknown 
________________________________________________________________ 

 
 

Abendlied  

Bleib’ bei uns, denn es will Abend werden, 
und der Tag hat sich geneiget. 

Bide with us, for it will be evening, 
and the day will soon be over. 

– Luke 24:29 
________________________________________________________________ 

 
 

Lobet den Herrn, alle Heiden,  
und preiset ihn, alle Völker! 
Denn seine Gnade und Wahrheit 
waltet über uns in Ewigkeit. Alleluia. 
 

Praise the Lord, all the nations, 
and extol him, all the peoples! 
For his grace and truth prevail over us forever. Alleluia. 

– Psalm 117 
________________________________________________________________ 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



This sweet and merry month of May 
While Nature wantons in her prime 
And birds do sing and beasts do play 
For pleasure of the joyful time. 
I choose the first for holiday, 
And greet Eliza with a rhyme: 
O beauteous Queen of second Troy, 
Take well in worth a simple toy. 

   – attributed to Thomas Watson (1557?-1592) 
________________________________________________________________ 

 
 

Zefiro torna e'l bel tempo rimena 
e i fiori e l'erbe, sua dolce famiglia, 
e garrir Progne e pianger Fiolmena, 
e Primavera candida e vermiglia; 
 

ridono i prati e'l ciel si rasserena, 
Giove s'allegra di mirar sua figlia, 
l'aria e l'acqua e la terra è d'amor piena, 
ogni animal d'amar si riconsiglia. 
 

Ma per me, lasso, tornano i più gravi 
sospiri che dal cor profondo tragge 
quella ch'al ciel se ne portò le chiavi; 
 

e canta augelletti, e fiorir piagge, 
e'n belle donne oneste atti soavi 
sono un deserto e fere aspre e selvagge. 
 

Zephyrus returns and brings back the fine weather, 
and the flowers and the grass, his sweet family, 
and chattering Procne and lamenting Philomena, 
and spring, white and vermillion, 
 

The meadows laugh and the sky becomes clear; 
Jove rejoices to gaze on his daughter. 
The air, water and the earth are full of love 
and every creature resolves again to love. 
 

But for me, alas, return heavier 
signs, which from deep within my heart she draws— 
she who carried its keys to heaven. 
 

And the songs of the little birds  
    and the flowering of the fields 
and the sweet gestures of the beautiful and virtuous ladies 
are a desert and like cruel, savage beasts. 

– Francesco Petrarca (1304-1374), Sonnet 310  
 

________________________________________________________________ 
 
 

Ohimè, se tanto amate  
di sentir dir ohimè, deh, perché fate  
chi dice ohimè morire? 
S'io moro, un sol potrete  
languido e doloroso ohimè sentire, 
ma se, cor mio, volete  
che vita habbia da voi, e voi da me,  
havrete mill' e mille dolc' ohimè. 
 

Alas, if you so much love  
hearing one say Alas, then [ah, pray!], why do you make  
the one who says Alas die?  
If I die, one only will be able  
to hear a faint and sorrowful Alas;  
but if, my heart, you wish  
that I draw life from you, and you from me,  
then you will have thousands and thousands sweet Alas. 

– Giovanni Battista Guarini (1538-1612), from Il Pastor Fido 
________________________________________________________________ 

 

Io piango, chè'l dolore 
Pianger' mi fa, perch'io 
Non trov'altro rimedio a l'ardor'mio. 
Cosi m'a concio' Amore 
Ch'ognor' viv'in tormento, 
Ma quanto piango più, men doglia sento. 
Sorte fiera e inaudita 
Che'l tacer mi d'a morte e'l pianger vita. 
 

I weep, for pain 
makes me cry, since I 
can find no other remedy for my fire. 
So badly treated by Love 
that ever I live in torment, 
but the more I cry, the less pain I feel. 
A fate—fierce, unheard-of— 
that silence gives me death, and weeping life. 

– Vincenzo Ruffo (ca. 1508-1587) 
(translation: Erica Muhl, adapted) 

________________________________________________________________ 
 
 

Se per havervi, oime, donato il core, 
Nasce in me quell' ardore, 
Donna crudel, che m'adre in ogno loco, 
Tal che son tutto foco, 
E se per amar voi, l'aspro martire 
Mi fa di duol morire, 
Miser! che far debb'io  
Privo di voi che sete ogni ben mio? 
 

If—by having, alas, given my heart— 
is born in me such passion, 
cruel lady, that it burns me in every place 
so that I am all afire; 
and if loving you—I, a bitter victim— 
makes me from sorrow die: 
What Misery! What must I do, 
bereft of you who are my every thirst? 

– author unknown; from Monteverdi's First Book of Madrigals 
(translation: Erica Muhl, adapted) 

________________________________________________________________ 

 
 

 
 
 
 

 
 
 
 
 



Waldesnacht du wunderkühle,  
die ich tausend Male grüß’. 
Nach dem lauten Weltgewühle,  
o, wie ist dein Rauschen süß! 
Träumerisch die müden Glieder  
berg’ ich weich ins Moos, 
und mir ist, als würd ich wieder  
all der irren Qualen los. 
 

Fernes Flötenlied, vertöne,  
das ein weites Sehnen rührt, 
die Gedanken in die schöne,  
ach, mißgönnte Ferne führt. 
Laß die Waldesnacht mich wiegen,  
stillen jede Pein, 
und ein seliges Genügen  
saug ich mit den Düften ein. 
 

In den heimlich engen Kreisen  
wird dir wohl, du wildes Herz, 
und ein Friede schwebt mit leisen  
Flügelschlägen niederwärts. 
Singet, holde Vögellieder, 
mich in Schlummer sacht! 
Irre Qualen, löst euch wieder,  
wildes Herz, nun gute Nacht! 
 

Woodland night, wondrous cool, 
that I greet a thousand times; 
after the noisy turmoil of the world, 
oh how sweet is your rustling! 
Dreamily I shelter my weary limbs 
in the soft moss, 
and for me it is as if I were 
rid of all my mad agony. 
 

Far-off flute song, fading, 
stirs a vast longing 
and leads my thoughts 
into the lovely, envied, distance. 
Let the woods' night rock me, 
quiet every suffering, 
and a blessed contentment 
breathe in with that fragrance. 
 

In thy secret close circle 
be happy, you wild heart; 
and soft peace float downwards 
on lightly beating wings. 
Sing me, sweet birdsongs, 
to gentle sleep! 
Mad agony, again be removed; 
restless heart, now good night! 

– Paul Heyse (1830-1914) 
________________________________________________________________ 

 

Nachtwache 
 

Leise Töne der Brust geweckt vom Odem der Liebe, 
hauchet zitternd hinaus,  
ob sich euch öffen’ ein Ohr, öffn’ ein liebendes Herz,  
und wenn sich keines euch öffnet, 
trag’ ein Nachtwind euch seufzend in meines zurück. 
 

Gentle sound of the soul awakened by love’s tender spirit, 
breathe tremblingly forth,  
if you could but open an ear, open a loving heart—  
and should none open to you, 
borne upon evening's breeze, sighing, return to me. 

– Friedrich Rükert 1788-1866) 
 

Water Night 
 

Night with the eyes of a horse  
that trembles in the night, 
night with eyes of water in the field asleep, 
is in your eyes, a horse that trembles, 
is in your eyes of secret water.  
 

Eyes of shadow-water, 
eyes of well-water, 
eyes of dream-water.  
 

Silence and solitude, 
two little animals moon-led, 
drink in your eyes, 
drink in those waters.  
 

If you open your eyes, 
night opens, doors of musk, 
the secret kingdom of the water opens 
flowing from the center of night.  
 

And if you close your eyes, 
a river fills you from within, 
flows forward, darkens you: 
night brings its wetness to beaches in your soul. 

– Spanish text by Octavio Paz (translation: Muriel Rukeyser) 
________________________________________________________________ 

 
 

O Mistress mine, where are you roaming?  
O stay and hear! your true-love's coming   
   That can sing both high and low;  
Trip no further, pretty sweeting,  
Journeys end in lovers' meeting—         
   Every wise man's son doth know.   
 

What is love? 'tis not hereafter;  
Present mirth hath present laughter;   
   What's to come is still unsure:  
In delay there lies no plenty—        
Then come kiss me, Sweet-and-twenty,  
   Youth's a stuff will not endure. 

  – William Shakespeare (1564-1616), from Twelfth Night II:iii 
________________________________________________________________ 

 
 

Tell me where is fancy bred, 
Or in the heart, or in the head? 
How begot, how nourishèd? 
   Reply, reply. 
It is engender'd in the eyes, 
With gazing fed; and Fancy dies 
In the cradle where it lies. 
   Let us all ring fancy's knell: 
   I’ll begin it: ding, dong, bell. 
       Ding, dong, bell. 

   – William Shakespeare (1564-1616), from Merchant of Venice III:2 
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