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Welcome to VIVA! & Gala
The new season of concerts at the Cleveland Museum of 
Art showcases 16 outstanding performances from around 
the globe and the U.S. Among the many highlights of the 
season are programs that tie into exhibitions, the openings 
of the Renaissance and Islamic galleries, and the stunningly 
beautiful Ames Family Atrium.

Tonight we welcome early music maestro Jordi Savall 
back to Gartner Auditorium. He is joined by his ensemble 
Hespèrion XXI to perform a delightful program specifically 
designed for the museum in celebration of the opening of 
the Renaissance galleries later this year. 

In January, the celebration of the Renaissance galleries 
continues with Chanticleer performing in the splendor of 
the Ames Family Atrium. A sumptuous prix fixe dinner 
with a menu created by chef Douglas Katz enhances the 
evening. Also in January, Kronos Quartet performs music 
by composers from India, Vietnam, Syria, Serbia, California, 
and elsewhere; and the Contemporary Legend Theatre of 
Taiwan presents an adaptation of King Lear that blends 
Beijing Opera acting style with Western stagecraft.

I invite you to come early to look at works of art, dine at the 
newly opened restaurant featuring special themed menus, 
and refresh yourself with great performances from around 
the world. There’s much more to come. . . glance through 
the VIVA! & Gala brochure available in the lobby and see 
if anything catches your imagination for an evening in the 
fabulous surroundings of the Cleveland Museum of Art.

Massoud Saidpour
Director, Performing Arts, Music, and Film

Hespèrion XXI
Wednesday, November 7, 2012 • 7:30 PM
Gartner Auditorium, The Cleveland Museum of Art

ENSEMBLE

Jordi Savall — treble viol
Philippe Pierlot — alto & bass viol
Sergi Casademunt — tenor viol
Carol Lewis — bass viol
Xavier Puertas — violone
Enrique Solinís — lute & theorbo 
David Mayoral — percussion

Direction:  Jordi Savall

With the support of the Departament de Cultura of the Generalitat de 

Catalunya, the Institut Ramon Llull, and the “Culture Programme” of the 

European Union



PROGRAM

The Musical European Renaissance
The Golden Age of the Renaissance Consort Music
1400-1600

La Cour de Bourgoigne 
Anonymous Dit le Bourguignon
 Basse dance (La Spagna)
Heyne van Ghizeghem De tous biens plaine
Josquin des Prez Une Musque de Buscaye
 

 
Italian Dances of the Venetian Renaissance 
Anonymous Pavana del Re
 Galliard la Traditora
 El Todescho 
 Saltarello
 
Spanish Dances and Variations 
Anonymous  Propiñan del Melyor
Juan del Encina Pavan: Pués que jamás olvidaros
Luys de Milán Gallarda  
Diego Ortiz Romanesca & Passamezzo

—INTERMISSION—
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The Music of Francis I King of France
Musique de Ioye (Lyon, 1550) Basse danse 7 – Tordion 8
 Pavane “La Bataille” 11 – Gaillarde 15
 Ricercar (J. da Modena)
 Branle Simple 22
 Branle de Bourgoigne 23 & 17 
 
The King Henry VIII’s Manuscript
[Isaac] Benedictus (Henry VIII’s mss. Nr.1)
Lloyd Puzzle-canon I (21)
Anon. /Henry VIII Consort XI (71) – Consort XII (72)
Anon. Consort XXI (91)

European Late Renaissance & Early Baroque Music
Johann Hermann Schein Intrada & Galliard (Germany)
Anonymous (Philidor) Bourrée d’Avignonez (France)
Antonio de Cabezón Tiento  (Spain)
Clement Woodcock Bowning my dear à 5 (England)
Antonio Valente  Gallarda Napolitana (Italy)
     (& improvisations)

5
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NOTES ON THE PROGRAM

It was in the fifteenth and sixteenth centuries that 
European instrumental music emerged from the shadows 
of vocal music and developed a repertoire and character 
all its own.  Instruments had long been played in Europe, 
but until the fifteenth century they generally performed 
dance music that was seldom written down or were 
applied in an ad hoc manner to vocal music, doubling 
or replacing lines originally written for singers.  Even 
the occasional purely instrumental composition—usually 
distinguished as such simply by its lack of a text to 
sing—employed a musical idiom that was fundamentally 
vocal in nature, featuring melodies that moved mostly 
by step, with occasional easy-to-sing skips.  By 1600, on 
the other hand, written repertoires had emerged in which 
specific instruments were called for at specific times and 
deployed with highly idiomatic writing that made use 
of their particular technical capabilities.  On tonight’s 
program we will hear music from the intervening period, 
when instrumental ensembles, or consorts, continued the 
age-old practice of performing renditions of well-known 
vocal works but also began to play written out dances, 
variations, and compositions with titles like “Ricercar” or 
“Consort” that adapted the basic contrapuntal techniques 
of vocal music to specifically instrumental ends.

The instruments in Renaissance consorts were varied.  
Rarely were loud and soft instruments mixed, but 
within these two broad families there were numerous 
popular combinations.  A loud consort often included 
shawms (louder, more strident predecessors of the 
oboe) of different sizes or cornetts (wooden instruments 
with finger holes but a trumpet-like mouthpiece) and 
sackbuts (early trombones), often accompanied by 
percussion.  Soft ensembles combined lutes, harps, vielles 
(predecessors of the violin), and various types of flutes 
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in mixed consorts or in uniform consorts consisting of 
different sizes of the same instrument (a recorder consort, 
for example, could include treble, alto, tenor, and bass 
recorders). Towards the end of the fifteenth century 
the viol (or viola da gamba, “leg viol”) family emerged, 
gaining steadily in popularity until, by the end of the 
sixteenth century, the viol consort was among the most 
common types of instrumental ensemble throughout 
Europe. These six- or seven-string instruments, which 
come in treble, alto, tenor, and bass sizes, are generally 
held downward, with the body of the instrument resting 
on the player’s lap or legs.  They have fretted necks, are 
tuned like lutes (in a manner that more resembles guitar 
than violin tuning), and are played with an underhand 
bowing style that, along with the frets, produces a 
resonant and highly expressive tone.  Tonight Hespèrion 
XXI features a viol consort accompanied by lute and 
percussion.

The first set begins with a composition “Dit le 
Bourguignon” (called The Burgundian), which takes us to 
the Court of Burgundy, a major center artistic and musical 
patronage in the fifteenth century.  Cousins of the Kings 
of France, and vassals to them because the duchy of 
Burgundy was part of the French kingdom, the Dukes of 
Burgundy steadily acquired lands outside the kingdom 
in the economically prosperous Low Countries. Through 
this territorial expansion, and by sometimes siding with 
England against France in the Hundred Years War (1337–
1453), the Burgundian dukes became political rival to their 
nominal lords.  Over the course of the fifteenth-century 
they employed the famous songsters Gilles Binchois (ca. 
1400–1460) and Antoine Busnois (ca. 1430–ca. 1492), as 
well as the younger Hayne van Ghizeghem (ca. 1445–1476/
97), a minor composer who nevertheless wrote one of 
the most famous songs of the entire century, De tous 
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biens plaine (My lady is full of all goodness), which will 
be performed later in the set.  Hayne’s composition was 
disseminated widely in its original vocal form and was 
reworked dozens of times for instrumental ensembles.  
Also common by the end of the fifteenth century at the 
Court of Burgundy was the “basse danse” (low dance), 
a type of dance composition in which a well-known 
melody, such as “La Spagna” (The Spanish Tune), was 
played in long note values by one instrument while other 
instruments spun out rapid passagework around it.  A 
skilled ensemble could no doubt improvise this type of 
music, but increasingly fifteenth-century musicians saw 
fit to write their efforts down, sometimes attaching their 
names to their work, sometimes leaving it anonymous.

Next, we travel to Venice for a set of Italian dances.  The 
musical establishment of St. Mark’s Basilica, and especially 
its instrumental ensembles, gained international fame 
in the second half of the sixteenth century, but before 
then Venice was best known as the first major center of 
music publishing.  Starting in 1501, Ottaviano Petrucci 
(1466–1539), the first ever publisher of polyphonic music, 
produced high-quality prints that disseminated the 
compositions of Josquin des Prez (ca. 1450/55–1521)—
whose Une Musque de Buscaye is featured in the first 
set of the program—and other luminaries of the early 
sixteenth century to wider audiences than had ever been 
reached before.  Later Antonio Gardano (1509–1569) and 
Ottaviano Scotto (ca. 1495–1566) established their own 
presses that would dominate Venetian music publishing 
for the rest of the century.  The set features several 
common dance types: the Pavana (or Pavan), a stately 
duple-meter dance; the Galliard, a lively triple-meter 
dance often paired with the Pavan; and the Saltarello, 
a dance that involved jumping movements (“Saltarello” 
means “little jump”) in both choreography and music.  

9

Each of these could be given a descriptive title, such as 
“del Re” (of the King) or “El Todescho” (The German).

The Spanish set that follows includes Iberian versions 
of the Pavan and Galliard (here called “Gallarda”) as 
well as variation sets on formulaic chord progressions 
or “ground basses” that spread through Europe in the 
sixteenth century and into the seventeenth.  Diego Ortiz 
(ca. 1510–ca. 1570) was a Spanish music theorist and 
composer who worked for the Spanish rulers of Naples 
starting in the 1550s.  His Tratado de glosas (1553), a 
guide to ornamentation for viol players, provides some 
of the earliest written examples of the Romanesca and 
Passamezzo chord progressions on which countless sets 
of variations would be improvised and composed over the 
next century and a half.

The collection Musique de Ioye (Joyous Music), from 
which the opening set of the second half of the program 
is drawn, was published in 1550 in Lyon and presents 
two distinct repertoires.  The first is a group of Ricercars 
(contrapuntal compositions) previously published in 
Venice.  Italian compositions like these were often 
published alongside the Venetian dances heard earlier 
in the program.  The Ricercar to be performed tonight 
is listed in the publication as being by “J. da Modena,” 
who we know to be Julio Segni da Modena (1498–1561), 
a composer and keyboardist from the north Italian city 
of Modena and one of the more prolific composers of 
instrumental music from the mid-sixteenth century. The 
second repertoire in the Lyon collection is a group of 
dances in the Parisian style.  Paris under King Francis I 
(r. 1515–1547) saw an explosion of instrumental music, 
much of it published by the royal music printer Pierre 
Attaingnant (ca. 1494–1551/2), who pioneered the method 
of single-impression music printing that would become 
standard in the publishing industry for two centuries.  



(The Venetian Petrucci had earlier pioneered a more 
elegant but costlier method of multiple-impression 
printing that did not allow for production on the scale 
of Attaingnant’s method.)  Attaingnant’s instrumental 
collections consist primarily of common dance types: the 
basse danse with unspecified step, which by his time had 
been composed and performed at the Court of Burgundy 
for many decades; the Pavane and Gaillarde, which were 
French versions of the Pavan and Galliard; the Branle, a 
group dance in which several couples, arranged in a line 
or circle, perform sideward steps; and the Tordion, like the 
Galliard a lively triple-meter dance, but often even faster 
and livelier.

The final set on the program comes from “King Henry 
VIII’s Manuscript,” now held at the British Library with the 
shelf mark MS Add. 31922.  Compiled around 1510–1520, 
the book is a large collection of vocal and instrumental 
works, including many composed by the King himself, 
that we presume to represent the repertoire performed 
at his court.  Along with the native English compositions 
in the book are many from France that are close in style 
to the works from the Court of Burgundy featured earlier 
in the program.  The first composition in both the final 
set and Henry’s manuscript is a Benedictus excerpted 
from the Missa Quant j’ay au cueur by Heinrich Isaac (ca. 
1450–1517), court composer to the Holy Roman Emperor 
Maximilian I.  The Missa Quant j’ay au cueur was, like 
most masses of the period, composed for four voice 
parts on a cantus firmus or pre-existing tune in the tenor 
voice.  It was conventional to leave out the slow-moving 
tenor during the Benedictus portion of the Sanctus, 
and the remaining three voices tended to move quickly, 
with frequent fugal imitation, in a manner well suited to 
performance by instruments.  Many tenor-less Benedictus 
sections, including this one, thus came to be disseminated 
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apart from their masses (and sometimes, as here, without 
their composers’ names) as independent instrumental 
compositions.  

The second composition on the set, by the priest and 
composer John Lloyd (ca. 1475–1523), is a “Puzzle-canon” 
in that its tenor voice includes a mere four notes of music 
in a descending scale with the word “tris” (Greek for 
“thrice”) written above the staff.  This enigmatic word is 
a “canon” (Latin for “rule) in the form of a puzzle: one 
must figure out what it means in order to perform the 
piece properly.  The solution is that the four notes are 
to be repeated nine (= 3 x 3 or thrice three) times, the 
first time in long note values, and each subsequent time 
reducing the value of the notes by one beat.  Composers 
in the late fifteenth and early sixteenth centuries delighted 
in such compositional play, more often in vocal than 
in instrumental music. The introduction of this sort of 
sophisticated device into an instrumental composition is 
but one of many signs that instrumental music was rising 
in status during this period.

The program closes with three “Consorts,” free 
instrumental compositions to be performed by an 
unspecified consort of instruments.  Though Henry’s 
Manuscript does not indicate what the instruments should 
be, a consort of viols would have been a likely choice.  
For it is works such as these that are the forerunners of 
the compositions written explicitly for viol consort that 
flourished in England at the end of the sixteenth century, 
during the reign of Henry’s daughter, Queen Elizabeth I 
(r. 1558–1603).

Notes by David J. Rothenberg, Associate Professor of Music, 

Case Western Reserve University
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ABOUT THE ARTISTS

Hespèrion XXI
In Antiquity, Hesperia was the name given to the two 
most westerly peninsulas in Europe: the Italian and the 
Iberian peninsulas. In Classical Greek, Hesperio was used 
to refer to a person originating from either of the two 
peninsulas, and it was also the name given to the planet 
Venus when it appeared in the western sky at night. 

United by a common goal—the study and interpretation 
of ancient music according to new, modern criteria—and 
fascinated by the immense richness of the Hispanic 
and European musical repertoire before 1800, in 1974 
Jordi Savall, Montserrat Figueras, Lorenzo Alpert, and 
Hopkinson Smith founded the ensemble Hespèrion 
XX. In its thirty years of existence, the group has, in 
collaboration with other outstanding performers, 
rescued numerous works and programmes from 
oblivion, thus contributing to a major reappraisal of the 
fundamental aspects of the Medieval, Renaissance, and 
Baroque repertoires. From the moment it was created, 
Hespèrion XX has carried out an intense schedule of 
concert performances and regularly appears at the main 
international music festivals.

At the beginning of the new millennium, Hespèrion XX 
continues to be a front-line tool for musical research, 
in 2000 reflecting the advent of the new century by 
changing its name to Hespèrion XXI. The ensemble 
has been characterized by its eclectic approach to the 
process of artistic decision-making: as 21st-century 
musicians, its members’ objectives are grounded 
in the search for a dynamic synthesis of musical 
expression, stylistic and historical research and creative 
imagination. The fascinating task of reconstructing the 
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rich exuberance of music from other ages, specifically 
music composed from the 10th to the 18th century, has 
breathed new life into current musical thinking. Thanks 
to the energy and passionate vocation of its members, 
Hespèrion XXI has conquered the new Europe of nations 
and extracted the precious ore of its musical traditions. 
It has toured and harvested the music of Europe, the 
Middle and the Far East, and the New World. The group’s 
recordings and live performances have enabled us to 
rediscover Sepharad through its interpretation of Judeo-
Christian songs, Golden Age Spain, the Madrigals of 
Monteverdi, and the Creole villancicos of Latin America. 
Among all his CDs, which include Cansós de Trobairitz, 
El Llibre Vermell de Montserrat, Diáspora Sefardí, Música 
napolitana, Música en el tiempo de Cervantes, El Barroco 
Español, and Ostinato, as well as the monographic 
albums devoted to G. Gabrielli, G. Frescobaldi, S. Scheidt, 
W. Lawes, J. Cabanilles, F. Couperin, and J. S. Bach, and 
the recent recordings of the music of A. Ferrabosco and 
music in the age of Queen Isabella I of Castile, are the 
most eloquent testimonies to the wealth of possibilities 
offered by Hespèrion XXI. 

ACKNOWLEDGEMENTS

Jordi Savall and Hespèrion XXI appear by arrangement 
with Jon Aaron Artists. www.aaronconcert.com
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UPCOMING PERFORMANCES

Concerts in the Galleries
Wednesday, December 5, 6:00
Wednesday, January 2, 6:00

Our 2012–13 “First Wednesdays” gallery concert series continues 
featuring young artists from the Cleveland Institute of Music performing 
chamber music. Programs to be announced the week prior to each 
performance. Free, no tickets required.

Kronos Quartet
Friday, January 18, 7:30 p.m.

“[An] all-terrain vehicle in contemporary culture.”–The New Yorker

Probably the single most influential ensemble in chamber music, Kronos 
Quartet has redefined expectations and possibilities of the string 
quartet. Making their second appearance on the Gartner Auditorium 
stage, Kronos presents a program of wide-ranging music whose 
centerpiece is the young Serbian composer Aleksandra Vrebalov’s . . . 
hold me, neighbor, in this storm. . .. Tickets $34–$54

Chanticleer
Wednesday, January 30, 9:00 p.m.

“The world’s reigning male chorus” –The New Yorker

The ever-popular ensemble helps continue the celebration of the 
museum’s Renaissance galleries in the splendor of the newly built Ames 
Family Atrium with “A Siren’s Call.” The seductive and irresistible songs 
of the sirens—sometimes fateful, sometimes fatal—fill Chanticleer’s 
35th anniversary opening program. Renowned Chinese composer Chen 
Yi sounds the call in her own inimitable language, and celebrated Irish 
composer Michael McGlynn channels the undeniable connection of 
Ireland and the sea that surrounds it. Other works by Bates, Gabrieli, 
Palestrina, Gesualdo, and more. Tickets $39–$59.

Chanticleer Prix Fixe Dinner (7:00 p.m. seating) 
Menu includes arctic char with sauce soubise, beef tenderloin with 
bordelaise, vanilla mousse with toasted meringue, and other dishes 
inspired by the French baroque movement. $95 (excludes gratuity)
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