
THE SHEPHERD SCHOOL 
OF MUSIC 

GUEST ARTIST SERIES 

presents 

THE FOLGER CONSORT 

ROBERT EISENSTEIN, viol, recorder 
CHRISTOPHER KENDALL, lute 

SCOIT REISS, recorders 
with 

ANN MONOYIOS, soprano 

Monday, April 21, 1986 
8:00p.m. in Hamman Hall 

the 
RICE UNIVERSITY ~~rd 

OfMustc 



MEASURE FOR MEASURE 

I. Joyne hllnds 
The Earl of Pembrooke' s Galliard (instruments) 
0 Mistresse Mine 

Thomas Morley (1557-1602) 
Tobias Hume (1569-1645) 

Thomas Morley 
Anonymous 
Anonymous 

Thomas Morley 

II. 

Divisions on an air (instruments) 
The Willow Song 
It was a Lover and his Lass 

The Satyre' s Masque (instruments) 
Grays Inn Masque (instruments) 
Det~r, do not your fair beauty wrong 
The second Witches' Dance (instruments) 
The Squire's Masque (instruments) 

III. Ne reminiscaris 
Fantasia (instruments) 
The Cradle Pavin (instruments) 
Full Fathom Five 
La Volto (instruments) 
Watkin's Ale 

Robert Johnson (1583-1633) 
Giovanni Coperario (c. 1575-1626) 

Robert Johnson 
Robert Johnson 

Giovanni Coperario 

John Wilbye (1574-1638) 
Orlando Gibbons (1583-1625) 

Anthony Holborne (1584-1602) 
Robert Johnson 
Thomas Morley 

Anonymous 

Intermission 

rv. Chi vol veder tutta 
La dansa (instruments) 
Recercada (instruments) 
Fantasia (instruments) 
Recercada (instruments) 
La gamba (instruments) 
Musica duld sono 

V. Dunque dovro (Aria di Romanesca) 
Sonata per canto solo (instruments) 
La Pastorella 
La Fontana (instruments) 
Se l'aura spira 

Cipriano de Rore (1515-1565) 
Vincenzo Ruffo (1508-1587) 

Diego Ortiz (1510-1570) 
Francesco da Milano (1497-1543) 

Diego Ortiz 
Vincenzo Ruffo 

Cipriano de Rore 

Girolamo Frescobaldi (1583-1643) 
Giovanni Battista Fontana (d. c. 1630) 

Claudio Monteverdi (1567-1643) 
Tarquinio Merula (1595-1665) 

Girolamo Frescobaldi 

Photographing and sound recording are prohibited. We further request that audible paging 
devices not be used during the performance. Paging arrangements may be made with the 
ushers. 
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THE FOLGER CONSORT 

The Folger Consort is an ensemble of professional musicians drawn from a broad background 
of orchestral, solo, chamber music and scholarly experience. The Consort's fundtlmental goal 
is to provide to the rapidly widening ellrly music audience performances which combine a 
strong basis in scholarship with a vivid sense of the vitality and universal appeal of Medieval 
and Renaissance music. 

The Consort is in residence at the Folger Shakespeare Library, performing regularly in 
the Library's unique Elizabethan Theatre, a hall critically acclaimed as one of Washington's 
finest facilities for tllrly music and heretofore not fully utilized in music performance. The 
Folger Library, repository for the most significant collection of English and continental 
Renaissance materials in the western hemisphere and the world's finest collection of 
Shakespeartlln materials, stands as perhaps the idelll home for an ellrly music ensemble. 

PROGRAM NOTES 

I. There was so much amateur and professional musical activity in Shakespeare's England 
that it has been called a golden age. This was a time when most barbershops had lutes hanging 
on the wall for patrons to amuse themselves while waiting, when young ladies studied cittern 
or virginals, when a man was no gentleman unless he could sing and play at lellSt one 
instrument. The songs and instrumental works presented here represent only a very limited 
cross section of the Welllth and variety of Elizabethan and Jacobean music. 

Our first group of pieces begins with a version of Thomas Morley's consort lesson, 
"Joyne Hands," with the words to it printed in his Canzonets of Three Parts. Morley 
(1557 -1603), Shakespeare's London neighbor, was the only man allowed by Queen Elizabeth 
to print music or even blank music paper! In addition to his talents as composer and 
publisher, Morley was a brilliant theorist. His Plaine and Easy Introduction to Practical 
Musicke is still the best guide to understanding the music of his time. The eccentric Tobias 
Hume's Galliard, here performed on two bass viols, is an example of the lyra viol genre. In 
this style, the viol is played chordally, almost like a lute. "0 Mistress Mine" is sung by the 
Clown in Twelfth Night, although perhaps not to this tune by Morley. The division set was 
a common instrumental form in England. In a division, the notes of a given tune are 
''divided,'' or embellished with many shorter note values in a Renaissance sort of theme and 
variations. Our anonymous example is extremely virtuosic. We close this group with two 
more songs from Shakespeare. The "Willow Song," a very popular old English text, is sung 
by Desdemona in Othello. "It was a Lover and his Lass" probably owes its "hit" status to 
inclusion in the first production of As You Like It. 

II. Our second group of pieces consists of Jacobean masque dances. The court masque was the 
large-scale thelltrical form in England that arose at about the same time opera blossomed in 
Italy. Masques were essentially strings of dances with the participation of the noble audiences 
loosely organized around an allegorical theme. These productions were lavishly costumed 
and staged with true abandon. Next StilSOn the Folger Consort plans to present Ben Johnson's 
masque Oberon, The Fairy Prince, first produced at Whitehall in 1611. Our fully staged 
version in the Folger's Elizabethan Theatre will reproduce the elegant and sumptuous 
spectacle so much admired by the ellrly 17th-century court. For now, the four dance tunes and 
one contemporary thelltrical song provide a preview of the type of music employed in the 
masques. 



III. Our final group of English pieces begins with a particularly beautiful example of another 
Elizabethan genre, the consort song for voices and instruments, usually viols. The Fantasia 
by Gibbons is in two parts, although these freely composed pieces can be written for one or up 
to six players. Holborne's ucradle Pavin" will have to stand as our one representative of the 
vast repertory for solo lute. uFull Fathom Five" is one of Johnson's songs from The 
Tempest, a play whjch uses music to sustain an atmosphere of magic, spirits, and unseen ' 
events. Johnson's setting is in all likelihood the one originally used by Shakespeare's 
company. uwatkins Ale" is one of those great works that cannot be suppressed. It appears in 
an Elizabethan broadside as uA diddle delightful of mother Watkins ale," and by 1592 was 
condemned as uodius and lascivious ribauldrie." Fortunately, the ballad comes with an 
irresistible tune, so censors have never had much luck with it. 

W. Th1oughout Shakespeare's lifetime, Italian music exerted a strong influence on the 
English. Many Italian instruments and players were imported, and there was a real vogue for 
Italian madrigals (often with utheir ditties englished"). This should not be surprising, since by 
1550 Italy could be considered the center of European musical creativity. One of its brightest 
lights was Cipriano de Rore, a pupil of the great Adrian Willaert at St. Mark's in Venice. Rore 
made the madrigal a vehicle of personal and passionate expression of the highest degree. His two 
madrigals performed here are typically moving and elegant settings of the texts. Vincenzo 
Ruffo, himself a madrigalist of note, is represented by two pieces in this group printed in 1564, 
the year of Shakespeare's birth. These instrumental works, some based on pre-existing tunes 
and others freshly composed, are unequaled in the mid 16th century for sophistication and 
vitality. Diego Ortiz, a Spaniard working in Rome, published his manual on viol-playing 
improvisation in 1556. Together with the Ruffo pieces, Ortiz's recercadas are written in a 
quasi-improvised style. Along with the Fantasia for lute by Milano, these works illustrate the 
existence of a flourishing group of players and composers for instruments in mid 16th-century 
Italy. 

V. Girolamo Frescobaldi (1583-1643) was one of the great keyboard virtuosi of his time. He is 
perhaps best known for his keyboard works today, though he published a great deal of 
ensemble music and some ravishing vocal music. uDunque dovro" is an aria based on the 
Romanesca dance bass, a common 17th-century practice. The Sonata by Fontana (d. 1631) 
is an early example of the form, not yet standardized. The successive short sections, each with 
its own motive and mood, produce a passionate, spontaneous-sounding effect. Claudio 
Monteverdi (1583-1643) was one early Baroque composer who was able to reconcile in' his 
music continued use of Renaissance polyphony with contemporary innovations. Our 
selection from Scherzi Musicali (1607) illustrates his use of dissonance for great expressive 
effect. Tarquinio Merula's canzona uLa Fontana" contains passages which do remind us of 
Fontana's Sonata, although composers at this time often named their instrumental 
compositions after friends and patrons with no apparent musical connection. Finally, 
Frescobaldi's "Se l'aura spira" is an aria in the form of a galliardo, a popular dance of the 
time. 

-Robert Eisenstein 

" 

• 


