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Scott Pauley, vihuela de mano

Dezilde al cavallero

Fantasia No. V

Tiento del segundo tono

Fantasia del quarto tono

Pavana muy llana

Fantasia del primer tono

Mille Regrés

Fantasia No. |

Pavana No. |

Fantasia No. Il

Guardame las vacas

Diego Pisador (1509/10? - after 1557)
Libro de Musica de Vihuela, Salamanca (1552)
based on a villancico by Nicolas Gombert

Alonso Mudarra (1510-1580)
Tres Libros de Mdsica, Sevilla (1546)

Miguel de Fuenllana (1500-1579)
Orphénica Lyra, Sevilla (1554)

Luis de Narvéez (1490-1547)
Los seys libros del Delphin, Valladolid (1538)

Diego Pisador (1509/10? - after 1557)
Libro de Musica de Vihuela, Salamanca (1552)

Luis de Narvéez (1490-1547)
Los seys libros del Delphin, Valladolid (1538)

Luis de Narvéez (1490-1547)
Los seys libros del Delphin, Valladolid (1538)
based on a chanson by Josquin des Prez

Luis de Milan (c.1500-1561)
El Maestro, Valencia (1536)

Luis de Miléan (c.1500-1561)
El Maestro, Valencia (1536)

Luis de Milén (c.1500-1561)
El Maestro, Valencia (1536)

Luis de Narvéez (1490-1547)
Los seys libros del Delphin, Valladolid (1538)

Six-course vihuela by Daniel Larson, Duluth, Minnesota, 2018



Program Notes

he vihuela is a Spanish plucked instrument from the fifteenth century and sixteenth centuries. Its shape is

akin to a guitar, but it’s tuning is identical to the lute. Historically, it probably derives from the viol family.
In the early Renaissance there were references in Spain to vihuela de arco and vihuela de mano, the former likely
a type of bowed viol, and the latter a plucked instrument tuned to the same intervals. This was true in Europe as
well with the terms viola d’arco and viola da mano. Vihuela or viola were simply terms for “stringed instruments.”
The vihuela seems to have been played mostly in Spain, and was preffered to the lute, possibly because following
the expulsion of Muslims from Spain in 1492, the lute, with its Moorish connotations, may have fallen out of
favor. The vihuela is also at times mistaken as the ancestor of the guitar, but the guitar and vihuela existed side
by side in the sixteenth century. By the seventeenth century, with Renaissance polyphonic music on the decline,
the vihuela fell out of use in favor of the guitar. In 1611, Sebastian de Covarrubias Horozco laments this fact:

This instrument [the vihuela] has been held in great esteem until our own times, and there
have been excellent players; but since the invention of the guitars there are very few who
apply themselves to the study of the vihuela. This is a great loss, because every kind of
notated music can be put on to it, and now the guitar is nothing but a cow-bell, so easy to
play, especially when strummed, that there is not a stable-boy who is not a musician of the
guitar.

The music of the vihuela, like much of the music written in the Renaissance, was often composed in the
polyphonic style. Like the organ, the vihuela was considered a true polyphonic instrument, capable of playing
several independent musical lines at once. The vihuela repertoire exists largely in the seven printed collections
published between 1536 and 1576 by Luis de Milan, Luis de Narvaez, Alonso Mudarra, Enriquez de
Valderrabano, Diego Pisador, Miguel de Fuenllana, and Esteban Daza. The books of these vihuelist
composers are a treasure trove of works.

The instrumental fantasia is by far the most common type of secular instrumental composition for the
vihuela, and it ranges from simple two-part pieces, to complex multi-voiced works. In this mini-recital | have
included fantasias by Milan, Narvéez, and Mudarra. Aside from the pavana, a slow and noble dance in duple
meter, there is little dance music in the vihuela repertoire. The haunting Pavana muy llana (very simple Pavan)
is notated in duple meter, but it’s phrase structure clearly demands the first part be performed in triple meter. To
this piece | have included a version with instrumental diferencias or divisions, similar in style to those found in
Diego Ortiz’s Trattado de Glossas (1553).

Intabulations of vocal music, both sacred and secular, make up another large part of the vihuela repertoire.
Movements of masses, motets, as well as settings or re-workings of secular chansons and villancicos are found
throughout the repertoire. Because King Carlos V of Spain had such great influence throughout Europe, he
became familiar with the best European polyphonic composers of the day, including Josquin des Pres, Nicolas
Gombert, as well as Spanish composers Cristobal de Morales and Francisco Guerrero. This program includes two
examples of vocal music set to the vihuela. The first is Diego Pisador’s simple and charming setting of Gombert’s
villancico “Dezilde al cavallero.” The second is Josquin’s well-known chanson, Mille Regrets, beautifully
reworked by Narvaez into an entirely new instrumental piece. Narvéez takes the original chanson as a framework,
and adds his own divisions and colorful chromatic alterations, creating something fresh and uniquely Spanish
from a favorite Franco-Flemish Renaissance masterpiece.

The vihuela mini-recital concludes with Narvaez’s setting of “Guardame las vacas,” one of the most
popular tunes of sixteenth-century Spain. It is based on the popular ground bass pattern, the Romanesca, itself a
variant of the passamezzo antico. This is the same ground used in the English tune “Greensleeves.” Narvaez’s
version includes four idiomatic and virtuosic diferencias. Patricia Halverson performs variations on a similar
ground elsewhere on this program, as set by Diego Ortiz.

— Scott Pauley

For more information on the vihuela, see: Poulton, Diana, and Antonio Corona Alcalde. "Vihuela." Grove Music Online. 2001



Scott Pauley, theorbo & baroque guitar, holds a doctoral degree in Early Music
Performance Practice from Stanford University. Before settling in Pittsburgh in 1996 to
join Chatham Baroque, he lived in London for five years, where he studied with Nigel
North at the Guildhall School of Music and Drama. There he performed with various
early music ensembles, including the Brandenburg Consort, The Sixteen, and
Florilegium. He won prizes at the 1996 Early Music Festival Van Vlaanderen in Brugge
and at the 1994 Van Wassenaer Competition in Amsterdam. In North America Scott has
~ performed with Tempesta di Mare, Musica Angelica, Opera Lafayette, The Folger
| Consort, The Four Nations Ensemble, The Toronto Consort, and Hesperus and has soloed
\ with the Atlanta Symphony Orchestra. He has performed in numerous Barogue opera
productions as a continuo player, both in the USA and abroad. He performed in Carnegie
Hall in New York and at the Library of Congress in Washington, DC, with the acclaimed
British ensemble, the English Concert. In 2016 Scott traveled to Argentina for the Festival Internacional de
Musica Barroca “Camino de las Estancias,” in Cérdoba.
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Patricia Halverson, viola da gamba
Alan Lewis, harpsichord and organ

Prelude in E Minor from The Division-Viol (1665) Christopher Simpson (¢.1605-1669)
Recercada Quarta from Tratado de glosas (1553) Diego Ortiz (c.1510-¢.1576)
Recercada Primera sobre “O felici occhi miei”
Recercada Segunda
Bergamasca Girolamo Frescobaldi (1583-1643)
Sonata VII in D Minor Arcangelo Corelli (1653-1713)
Preludio (Vivace) Paris, Bibliotheque Nationale, MS. VM 6308
Allegro
Sarabanda
Giga

Bass viola da gamba by Karl Dennis, Warren, Rhode Island, 2003
Harpsichord (after Grimaldi) by Anderson Dupree, 1983
Organ by Taylor & Boody, 2008



Program Notes

he viola da gamba flourished during the sixteenth century and reached its peak during the first half of the

seventeenth century. During the later decades of the seventeenth, however, the visibility of the smaller
members of the viol family waned just as the bass viol came into its own as a true solo instrument. This surge,
which lasted until well into the eighteenth century, was fueled by a great number of accomplished viol players,
and “served” by a number of accomplished composers, including Marin Marais, Carl Friedrich Abel, and J.S.
Bach. This program celebrates music for the bass viol, composed in three different centuries. The added bonus is
a marvelous piece for solo keyboard by Frescobaldi.

Diego Ortiz was Spanish by birth and lived at least part of his life in Spanish-controlled Naples. His most
important work, Tratado de glosas, was published in Rome in 1553. This manual instructed instrumentalists in
the art of improvisation, primarily by creating divisions (glosas) over common ground basses. Many of the ground
bass patterns set down in Ortiz’ treatise were quite popular at the time and were still commonly used by composers
in the early seventeenth century. Two of the recercadas on our program are composed over ground basses—
Recercada quarta on La Folia and Recercada segunda on the Passemezzo moderno. The middle piece is from a
portion of the treatise in which Ortiz illustrates techniques for embellishing selected voice parts in vocal works.
In Recercada primera, Ortiz has created embellishments using as his subject the bass voice of a four-part madrigal
by Jacques Arcadelt, “O felici occhi meie.” The remaining voice parts of the madrigal are played by the
harpsichord.

Christopher Simpson’s The Division-Viol or The Art of Playing Ex tempore upon a Ground, first
published in 1659, is an important instruction book for the bass viol (also known as the viola da gamba). The tutor
covers a lot of territory, including information about the instrument, rudimentary exercises on how to play it, an
introduction to music theory and detailed instructions and musical examples on the practice of composing
divisions or variations on a ground bass. The chordal style of the Prelude in E Minor, from the opening pages of
the publication, distinguishes it from Simpson’s composed divisions over a variety of ground bass chordal
progressions.

Girolamo Frescobaldi (1583-1643) was the most prominent organist and keyboard composer of his day.
Born in the northern Italian city of Ferrara, seat of the d’Este dynasty, Frescobaldi moved to Rome in his early
twenties, and was engaged as the Organist of St. Peter’s Basilica before the age of twenty-five. By that time he
had already composed and published some of the important collections of keyboard music that established his
preéminence in the genre, publications that helped to establish the idioms of the organ and harpischord at an
impressionably early point in their histories. His Bergamasca is a cappricio based on a northern Italian dance of
that name. (This dance is thought to have been an emblem for clumsiness, at least in some circles; Shakespeare’s
Bottom and Theseus discuss playing a “Bergomask™ as an alternative to hearing the Epilogue in the final act of A
Midsummer Night’s Dream.) Frescobaldi’s piece, published in a 1635 collection mostly devoted to liturgical
organ music, is headed with the claim that “The one who plays this Bergamasca will learn not a little”; its series
of seven short movements, contrasting in meter and character, present intricate imitative development of the
harmonic and melodic patterns of the dance-trope.

Although his compositional output was relatively modest, Arcangelo Corelli’s significance and influence
on European musical life was prodigious. Roger North, an English contemporary of Corelli’s wrote: “it [is]
wonderful to observe what a skratching of Corelli there is everywhere...” Jean-Benjamin De la Borde, a French
writer active later in the eighteenth century, penned, “His works are in the hands of everyone. His fame has no
limits.” The composer’s unparalleled reputation as a phenom resulted in the the creation of many transcriptions
of Corelli’s music. For example, two violin sonatas from his Opus 5 collection were anonymously transcribed for
the viola da gamba, most likely in the early eighteenth century. These sonatas were engraved and were bound into
some copies of the first and third editions of Christopher Simpson’s The Division Viol. Corelli’s Sonata VII in D
minor is part of an anonymous transcription in manuscript (Paris, Bibliotheque Nationale, MS. VM 6308) of
Corelli’s entire opus 5 collection of sonatas originally for violin and basso continuo. The solo lines in this
manuscript source are notated in alto clef and sound an octave down from the published Opus 5 edition for violin
and continuo. Other changes occurring in the manuscript source are the transposition of a handful of sonatas down



one step, the placing notes down an octave in some instances, and the removal of slurring, presumably for greater
clarity.
— Patricia Halverson and Alan Lewis

Patricia Halverson, viola da gamba, holds a doctoral degree in Early Music
Performance Practice from Stanford University. After completing graduate work she
studied viol at the Koninklijk Conservatorium in The Hague. A native of Duluth,
Minnesota, Patty is a founding member of Chatham Baroque, a Pittsburgh-based
ensemble. Recent collaborations outside of Chatham Baroque include concerts with
Ensemble VIII, Four Nations, The Rose Ensemble, Empire Viols, J. S. Bach’s
Brandenburg Concerto No. 6 with the Pittsburgh Symphony Orchestra, and Bach passion
performances at Baldwin Wallace University and with the Buffalo Philharmonic and
Pittsburgh Symphony Orchestra. Patty has taught recorder and viol at summer workshops
including Early Music Mideast, the Madison Early Music Festival, and the Viola da
Gamba Society of America’s annual Conclave.

@ Alan Lewis, harpsichord & organ, grew up in Southern California and studied organ
& and harpsichord at Oberlin College and Conservatory, in Ohio. His love for the music of
¥ the seventeenth and eighteeenth centuries sparked a passion for music history; he went
& on to earn an M.A. and Ph.D. in that field at the University of California, Berkeley, as a
Mellon Fellow in the Humanities. He came to Calvary Church as the Director of Music
in 1997, and oversees an active program of music for children and adults that includes
frequent visits from Chatham Baroque, as ensemble-in-residence.

Alan is a Past-President of the Association of Anglican Musicians (AAM), and
recently finished a term as the Dean of the Pittsburgh Chapter of the American Guild of
Organists. He has written frequently for the AAM Journal, and his compositions have
been published by Selah Publishing and St. James Music Press.
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Andrew Fouts, violin

Sonata in G minor BWV 1001 Johann Sebastian Bach (1685-1750)
Grave

Fantasie No. 7 in E-flat Major TWV 40:20 Georg Philipp Telemann (1681-1767)
Dolce
Allegro
Largo
Presto

Violin by Karl Dennis, Warren, Rhode Island, 2013, after Guarneri ‘del Gesu’, c.1735

Program Notes

ohann Sebastian Bach’s Sei Solo a Violino senza Basso (BWV 1001-1006) were composed while he was

Kappelmeister at the court of Prince Leopold of Anhalt-Céthen. During that tenure (1717-1723) Bach’s output
was primarily instrumental; the court was Calvinist and liturgical music was restricted in the reformed church.
But Prince Leopold was an accomplished violinist who employed a chamber orchestra of around 16 players. In
addition to the six sonatas and partitas, the autograph manuscript for which is dated 1720, Bach composed a
treasure trove of instrumental music while in Cothen, including the Brandenburg Concerti, at least one Orchestral
Suite, and the six cello suites.

The six sonatas and partitas are divided, three sonatas and three partitas. The sonatas have a more formal
sonata da chiesa structure, four movements each, alternating slow-fast-slow-fast, with improvisatory feeling first
movements, elaborate fugal second movements, sublime third movements, and virtuosic finales. The partitas are
effectively dance suites, with movements such as the Allemanda, Corrente, Sarabanda, Giga, Menuet, Gavotte en
Rondeaux, Loure, and Ciaccona. Throughout, Bach demonstrates an ingenious affinity for the violin, its
technique, expressive capacity, and ability to execute contrapuntal, chordal, and polyphonic writing. The Grave
played here showcases an elaborate, ornamented melody, woven through a contemplative, chordal harmonic
frame.

While Bach’s six sonatas and partitas are certainly the most well-known of Baroque works for solo violin,
they are among a number of notable solo collections published in Bach’s lifetime. Heinrich Biber, Johann Paul
von Westhoff, and Johann Pisendel all had published works with which Bach was no doubt familiar. And in 1735
Georg Philipp Telemann added to the canon with his 12 Fantasias for solo violin, TWV 40:14-25. These were
published by his own firm in Hamburg. They are divided, more or less, between two different types of suites, one
more fugal and contrapuntal and the other more galant. They display a mastery of idiomatic writing for the violin,
taking ingenious advantage of its innate ability to express virtuosity with seeming ease. In short, they lay well in
the fingers. And while intrinsically pedagogical for both technique and composition, like the Bach, they avoid the
pedantic and academic writing so often endemic to solo etudes and lessons. Not only does one become a better
player by studying them, one gets to play great music while doing so!

— Andrew Fouts



Andrew Fouts, baroque violin, joined Chatham Baroque in 2008. In performance with
the ensemble he has been noted for his “mellifluous sound and sensitive style”
(Washington Post) and as “an extraordinary violinist” who exhibits “phenomenal
control” (Bloomington Herald-Times), while the Lincoln Journal-Star wrote that his
“talent challenges the top soloists of today’s classical stage.” In 2008 Andrew won first
prize at the American Bach Soloists’ International Baroque Violin Competition. In
addition to Chatham Baroque, he regularly appears with The Four Nations Ensemble,
and Apollo’s Fire. Since 2010 Andrew has served as concertmaster with the Washington
Bach Consort, in performance with which the Washington Post has written “Fouts, the
group’s new concertmaster, was exemplary on the highest part, playing with clean
intonation and radiant tone.” He has taught at the Madison Early Music Festival and the

! Oficina de Musica de Curitiba, Brazil, and can be heard on recordings with Chatham
Baroque, Amerlcan Bach Soloists, Philharmonia Baroque, Apollo’s Fire, Musik Ekklesia, and Alarm Will Sound.
His principal teachers include Charles Castleman at the Eastman School of Music and Stanley Ritchie at Indiana
University Jacobs School of Music.
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