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Wominjeka, bienvenido and welcome to Melbourne Recital 
Centre for these performances by Jordi Savall, Hespèrion XXI and 
Tembembe Ensamble Continuo. This is the third occasion we’ve 
been privileged to experience the sublime music-making of Jordi 
Savall and his colleagues and each of them has been a revelation. 
These profoundly thoughtful musicians have created programs 
that encompass the world, from Renaissance Spain to Mexico, 
from the court of Louis XIV to 18th-century Peru. These voyages 
of discovery reveal how music transcends time and space, 
and links humanity across continents and centuries. In typical 
Savall style, Wednesday’s concert is a collaboration between 
musical cultures — Mexican and European — and will be playful, 
spontaneous, surprising and moving. On Thursday, Savall with 
Hespèrion XXI dance us through France, Spain, England and Italy 
to the tune of the Folía.

These concerts are Melbourne Recital Centre Signature Events, 
our annual presentation of the world’s greatest ensembles that 
has included Helpmann Award-winning concerts by Joshua 
Bell and the Academy of St Martin in the Fields (2017), William 
Christie and Les Arts Florissants (2016) and Jordi Savall’s 
Jerusalem (2015). It is both an honour and a delight to present 
luminary artists like Jordi Savall, who have reshaped the way we 
think about the music of the past, bringing it vividly to life for 
us. Melbourne Recital Centre is deeply grateful to Yvonne von 
Hartel AM, Robert Peck AM, Rachel Peck and Marten Peck for their 
long-standing support of Signature Events and for so generously 
sharing their passion for music and great performance with 
all of us. Melbourne Recital Centre’s community of musicians, 
donors, sponsors and music-lovers make over 500 transforming 
experiences possible each year. Thank you.

It’s my great pleasure to enjoy these performances with you.

 

Euan Murdoch 
CEO

A MESSAGE 
from THE CEO

Euan Murdoch, CEO
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Elisabeth Murdoch Hall. Photo: John Gollings

5



JORDI SAVALL

For more than 50 years, Jordi Savall, one of the most versatile 
musical personalities of his generation, has rescued musical 
gems from the obscurity of neglect and oblivion and given 
them back for all to enjoy. A tireless researcher into early music, 
he interprets and performs the repertory both as a gambist 
and a conductor. His activities as a concert performer, teacher, 
researcher and creator of new musical and cultural projects 
have made him a leading figure in the reappraisal of historical 
music. Together with Montserrat Figueras, he founded the 
ensembles Hespèrion XXI (1974), La Capella Reial de Catalunya 
(1987) and Le Concert des Nations (1989), with whom he 
explores and creates a world of emotion and beauty shared 
with millions of early music enthusiasts around the world. 

His essential contribution to Alain Corneau’s film Tous les 
Matins du Monde, which won a César for the best soundtrack, 
his busy concert schedule (140 concerts per year), his 
recordings (six albums per year) and his own record label, 
Alia Vox, which he founded with Montserrat Figueras in 
1998, Jordi Savall has proved not only that early music does 
not have to be elitist, but that it can appeal to increasingly 
diverse and numerous audiences of all ages. As the critic Allan 
Kozinn wrote in The New York Times, Savall’s vast concert and 
recording career can be described as ‘not simply a matter of 
revival, but of imaginative reanimation.’

Savall has recorded and released more than 230 discs 
covering the Medieval, Renaissance, Baroque and Classical 
music repertories, with a special focus on the Hispanic and 

ABOUT the 
MUSICIANS

Mediterranean musical heritage, receiving many awards and 
distinctions, including a Grammy. His concert programs have 
made music an instrument of mediation to achieve understanding 
and peace between different and sometimes warring peoples and 
cultures. Accordingly, guest artists appearing with his ensembles 
include Arab, Israeli, Turkish, Greek, Armenian, Afghan, Mexican 
and North American musicians. In 2008 Jordi Savall was appointed 
European Union Ambassador for intercultural dialogue and, 
together with Montserrat Figueras, was named ‘Artist for Peace’ 
under the UNESCO Good Will Ambassadors program.

He has played a seminal role in the rediscovery and performance 
of Una cosa rara and Il burbero di buon cuore by the composer 
Vicent Martín i Soler. He has also conducted Le Concert des 
Nations and La Capella Reial de Catalunya in performances of de 
Monteverdi’s L’Orfeo, Vivaldi’s Farnace, Fux’s Orfeo ed Euridice and 
Vivaldi’s Il Teuzzone.

Jordi Savall’s prolific musical career has brought him the highest 
national and international distinctions, including honorary 
doctorates from the Universities of Evora (Portugal), Barcelona 
(Catalonia), Louvain (Belgium) and Basel (Switzerland), the order 
of Chevalier de la Légion d’Honneur (France), the Praetorius 
Music Prize awarded by the Ministry of Culture and Science of 
Lower Saxony, the Gold Medal of the Generalitat of Catalonia and 
the prestigious Léonie Sonning Prize, which is considered the 
Nobel prize of the music world. ‘Jordi Savall testifies to a common 
cultural inheritance of infinite variety. He is a man for our time’ 
(The Guardian).

Jordi Savall
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HESPÈRION XXI

Early music is a universal artistic language that can transmit 
feelings, emotions and ancestral ideas that even today can enthral 
the contemporary listener. With a repertoire that encompasses 
the period between the 10th and 18th centuries, Hespèrion 
XXI searches continuously for new points of union between 
the East and West, with a clear desire for integration and for the 
recovery of international musical heritage, especially that of the 
Mediterranean basin and with links to the New World.

In 1974 Jordi Savall and Montserrat Figueras, together with Lorenzo 
Alpert and Hopkinson Smith, founded the early music ensemble 
Hespèrion XX in Basel as a way of recovering and disseminating a 
rich and fascinating early music repertoire performed on original 
instruments. The name ‘Hespèrion’ comes from the Greek for 
‘an inhabitant of Hesperia’, the two most westerly peninsulas in 
Europe: the Iberian and the Italian. It was also the name given to 
the planet Venus as it appeared in the west. At the turn of the  
21st century Hespèrion XX became known as Hespèrion XXI.

Today Hespèrion XXI is central to the understanding of the music 
of the period between the Middle Ages and the Baroque. Their 
labours to recover works, scores, instruments and unpublished 
documents have a double and incalculable value. On one 
hand, their rigorous research provides new information and 
understanding about the historical knowledge of the period, and on 
the other hand, the exquisite performances enable people to freely 
enjoy the aesthetic and spiritual delicacy of the works of this period.

Hespèrion XXI’s repertoire includes, amongst others, the 
music of the Sephardi Jews, Castilian romances, pieces from the 
Spanish Golden Age, and Europa de les Nacions. Some of their 
most celebrated concert programmes are Les Cantigues de 
Santa Maria d’Alfons X El Savi, La Diàspora Sefardí, the music of 
Jerusalem, Istanbul, Armenia and the Folías Criollas. Thanks to the 
outstanding work of numerous musicians and collaborators who 
have worked with the ensemble over all these years Hespèrion 
XXI still plays a key role in the recovery and reappraisal of the 
musical heritage, and one that has great resonance throughout the 
world. The group has published more than 60 CDs and performs 
concerts for the whole world, appearing regularly at the great 
international festivals of ancient music.

TEMBEMBE ENSAMBLE CONTINUO

Ensamble Continuo is dedicated to exploring, recreating,  
and promoting the musical connections between the Hispanic 
baroque period and traditional music from Mexico and  
Latin America.

This overlapping breaks the imaginary musical wall dividing 
them by opening new possibilities for enjoying, expanding, 
and understanding music. Continuo blends baroque guitar 
music pieces gathered from Spanish and Mexican tablatures, 
and links them with contemporary Mexican and Latin 
American sones. By exploring commonalities in terms of 
musical practices and instruments, it puts together a music, 
singing, and dancing show which revives the festive spirit of 
17th century and contemporary fandango gatherings (popular 
festivities with live song and dance).

 Ensamble members Enrique Barona, Eloy Cruz and Leopoldo 
Novoa studied music at the National School of Music in Mexico 
City, and in many other music institutions in Mexico, Colombia, 
the U.S.A., and France. They currently teach at UNAM, Morelos 
Center for the Arts, and Ollin Yolistli Center. They also organize 
and direct workshops on building and playing traditional 
instruments in the state of Morelos (Mexico).

Tembembe has performed in Mexico’s main concert halls and 
in music festivals in Mexico and around the world including 
the United States, France, Spain, Germany, Austria, Colombia, 
Malaysia, Singapore and South Korea. Tembembe has 
recorded CDs for Urtext Digital Classics, Sony, BMG-Deutsche 
Harmonia Mundi, and Jordi Savall’s Alia Vox label.

Recently, Tembembe has developed a strong rapport with 
Jordi Savall and Hesperión XXI. In addition to Melbourne 
Recital Centre, this tour with Hespèrion XXI visits the 2018 
Perth Festival and the Sydney Opera House.

Hespèrion XXI Tembembe Ensamble Continuo
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PROGRAM

FOLÍAS ANTIGUAS

Diego Ortiz (Spain, 1510—c.1570) La Spagna 
Anonymous Folías antiguas (improvisations) 
Anonymous Folías ‘Rodrigo Martinez’ (improvisations)

MY LOVELY SWEET ONE

Santiago de Murcia (Spain, 1673—1739) / Traditional huasteco 
Cumbes — El Cielito Lindo 
Gaspar Sanz (Spain 1640—1710) / Son from Tixtla Jácaras —  
La Petenera

FOLÍAS AND ROMANESCAS

Diego Ortiz Folía IV — Passamezzo antico I — Ruggiero Romanesca VII 
— Passamezzo moderno II

OLD SPAIN, NEW SPAIN

Santiago de Murcia / Trad. jarocho La Jota — María Chuchena
Antonio de Cabezón (Spain, 1510—1566) Folía: Pavana con su Glosa
Trad. from Tixtla Guaracha: El Arrancazacate (improvisations)

Interval: 20-minutes

SONGS, DANCES AND DIFERENCIAS

Trad. jarocho El Balajú Jarocho
Attributed Pedro Guerrero (Spain, 1520—?) Moresca (Di, perra mora)
Trad. jarocho Los Chiles Verdes

Santiago de Murcia/Trad. jarocho Fandango — El Fandanguito

Antonio Martín y Coll (Spain 1650—1734) Diferencias sobre las Folías

FOLÍAS CRIOLLAS

Francisco Correa de Arauxo (Spain, 1584—1654) Glosas sobre Todo el 
mundo en general
Anonymous Canarios (improvisations) 
Antonio Valente (Italy, 1520—1580) /improvisations Gallarda Napolitana 
— Jarabe Loco ( jarocho)

FOLÍAS ANTIGUAS Y CRIOLLAS:  
FROM THE ANCIENT WORLD TO THE NEW WORLD

7.30pm, Wednesday 21 February 2018
Elisabeth Murdoch Hall, Melbourne Recital Centre

Free pre-concert talk with Dr David Irving at 6.45pm, Elisabeth Murdoch Hall

JORDI SAVALL (CATALUNYA)

direction 
treble viol (Italian Anonymous, ca. 1500) 
bass viol (Pelegrino Zanetti, Venice 1553)

HESPÈRION XXI (CATALUNYA)

Xavier Díaz-Latorre 
guitar, theorbo
Andrew Lawrence-King 
Spanish Baroque harp 
Italian Baroque triple harp (arpa doppia)
Xavier Puertas 
violone
David Mayoral 
percussion

Hespèrion XXI’s international tour is presented with the 
support of the Departament de Cultura of the Generalitat de 
Catalunya and the Institut Ramon Llull

TEMBEMBE ENSAMBLE CONTINUO (MEXICO)

Donají Esparza 
dance, zapateado
Ada Coronel 
vihuela, voice
Zenen Zeferino  
jarana jarocha 3a, voice
Leopoldo Novoa 
marimbol, guitarra de son 3a, jarana huasteca, 
quijada de caballo, arpa llanera
Enrique Barona 
huapanguera, leona, jarana jarocha 3a, mos-
quito, maracas, pandero, dance, voice
Ulises Martínez 
violin, voice

See page 20 for a glossary of terms and  
instruments.
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THE FOLLIES OF SPAIN

The use of a repeated (or ostinato) melodic pattern in the low 
register as the basis for successive contrapuntal elaborations 
by one or more parts in the upper register, is one of the 
earliest forms of instrumental music known in Europe. 

Its origin lies in an improvisatory tradition developed by 
instrumentalists involved in the performance of dance music. 
Treble instruments could thus freely improvise virtuosic 
descants on this basso ostinato (‘obstinate’ or repeated bass 
as the Italians called it), the repetition of the bassline making 
it easy for dancers to know which dance it was, and where 
they were in the dance. In the context of purely instrumental 
performance — without dancing — certain grounds circulated 
widely throughout Europe as ideal vehicles for improvisation, 
becoming part of a cosmopolitan instrumental repertoire, 
while others remained used in certain regions.

Like much of European instrumental music in the Middle 
Ages and the Early Renaissance, this tradition was left 
unwritten for a long time, although a few of these ground 
basses occasionally appear as structural elements in some 
of the polyphonic songs assembled in Spanish, French or 
Italian 15th-century manuscript songbooks. But as soon as 
the first printed methods for such instruments as the organ, 
the recorder, the viol, the lute or the vihuela appear, in the 
second third of the 16th century, several of them include 
highly elaborate examples of diminutions on ostinato basses, 
and in fact the same grounds are often used by composers of 
different nationalities, attesting to the previous widespread 
circulation of this type of material. Among the shorter bass 
patterns commonly used for 16th-and 17th-century ostinato 
variations, one of the most famous was undoubtedly the Folía. 

The Folía is one of the several dances and dance songs of 
popular origin which developed in the Iberian Peninsula in 
late Middle Ages and may have been used in their original 
context for quite some time before they were later assimilated 
by the courtly polyphonic repertoire, both vocal and 
instrumental, in the late 15th and in the early 16th century.  

ABOUT 
the MUSIC

Its Portuguese origin is confirmed by influential Spanish 
theorist Francisco de Salinas in his 1577 treatise De musica 
libri septem, and indeed it was first mentioned in several 
Portuguese documents of the end of the 15th century, 
including the plays of the founder of  Renaissance theatre  
in Portugal, Gil Vicente, in which it is associated with popular 
characters, usually shepherds or peasants engaging into 
energetic singing and dancing (hence the name ‘Folía’, 
meaning both ‘wild amusement’ and ‘insanity’ in Portuguese), 
either as an easy way of identifying their social nature to the 
audience or as a celebration of a happy dénouement of the 
plot. Furthermore, throughout the 16th and 17th centuries 
constant references are made in the Portuguese chronicles  
of the time to groups of peasants being called upon to dance 
the Folía at the palaces of the upper nobility at festive events 
such as weddings or births.

In the early decades of the 16th century the musical pattern 
of the Folía was already well known all over the Peninsula, 
consisting of a repeated bass line (usually in two segments, 
A-E-A-G-C-G-A-E and A-E-A-G-C-G-A-E-A, or similar), on 
which various standard descants could be built and series of 
variations (or ‘diferencias’) could be improvised. The bass line 
of the Folía was already present polyphonic pieces collected 
in a number of sources, such as the Cancionero de Palacio. 
Similar chord progressions, even when their actual sequence 
does not entirely coincide with this pattern, or when there 
is a greater rhythmic and formal freedom in the ultimate 
structure of the piece, appear in numerous instrumental works 
of sixteenth-century Spanish music. By the 18th century the 
Folía had become synonymous with Spain and the Iberian 
Peninsula — in France it was called les folies d’Espagne, in 
England, the Follies of Spain. Its endless potential for variation 
continues to endear the Folía to musicians today. The Folía 
is indeed the main ‘theme’ of tonight’s program, its refrain 
surfacing here and there on our journey from the Old World  
to the New World, and back.

Adapted from a note by Rui Vieira Nery.

Francisco Goya - Dance on the Banks of the Manzanares 
(Spain, 1777)
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FOLÍAS ANTIGUAS & CRIOLLAS

She sings like a lark, dances like thought, and capers like a wild thing.
Miguel de Cervantes; Don Quixote (Part 2, Ch. XLVIII)

To the good life, the good life,
This old lady is the Chacona.
From the Indies to Seville
She has come by packet boat.
Lope de Vega, El amante agradecido (The Grateful Lover) (Act II)

As we listen to these ancient and new Creole folías, old music 
with new variations performed in a wide variety of rhythms and 
melodies on early and popular instruments, our feelings and 
emotions are akin to those experienced when travelling for the 
first time to an historic city of a Latin American country: we have 
the overwhelming sense that we are travelling back in time while 
still living in the present. Strolling along the streets of a small town 
a hundred kilometres or so from Bogotá, Colombia (in the autumn 
of 1970), we were amazed to come across a place and a society 
which perfectly preserved the atmosphere of an early 16th-century 
Andalusian town. 

Antonio García de León Griego’s profound study The Sea of 
Encounters describes how a complex society of sailors and 
soldiers, nobles and missionaries, musicians and traders, 
adventurers and African slaves, and all kinds of people hoping 
to get rich quick made its way to the New World from Andalusia 
via the Canary Islands. The result is a great cultural and linguistic 
melting pot. The adoption of indigenous elements is marked in the 
music and the languages used during the subsequent conquest of 
the whole continent. As the conquistadores advanced further into 
this totally unknown ‘New World’, they gradually incorporated 
into their own music the great majority of local influences that 
they encountered, just as they incorporated into their everyday 
language the original names in the indigenous languages for the 
objects, animals, plants, rituals and customs of the New World. 

The conquest of those vast territories was consolidated by means 
of intense exploitation and wholesale enslavement, destroying in 
its wake the true Paradise on earth of the islands of the Caribbean 
and all the ancient cultures and languages that had flourished 
until the arrival of Christopher Columbus. Only 50 years after 
their ‘discovery’, almost all the languages and their speakers — of 
Arawak, Tupí-Guaraní and Chibcha origin — had disappeared from 
the Caribbean islands. The few musical forms and languages that 
did survive evolved into Creole forms during their contact with the 
language, music and traditions of the conquistadores.

This project contributes to the rediscovery and dissemination of 
music which has been kept alive for centuries, often in regions 
remote from the major towns and cities. It is also a sincere 
homage to all the men and women, most of them anonymous, 
whose sensitivity and musical talent, and their great capacity for 
transmission, have contributed to this music’s survival to the present 
day. These Folías Antiguas and Criollas — from the Ancient World 
to the New World reveal a fascinating dialogue between the music 
that survived in the Llanero and Huasteco oral traditions and in the 
anonymous mestizo folk repertoires, influenced by the Nahuatl, 
Quechua and African cultures, and the historical music from the 
Renaissance and Baroque periods preserved both in manuscript 
and printed form in Old and New Spain. This dialogue will never 
grow stale thanks to the improvisational and expressive talent and 
musical discipline and imagination of all the musicians from the 
old and the new worlds who believe in the power of music, give it 
life, and continue to use this music, which has a beauty, emotion 
and spiritual dimension that makes it one of the most essential 
languages known to humanity. 

In his 1553 Trattado de glosas, Diego Ortiz includes several sets of 
such variations, using the bass line of the FolÍa — as well as those 
of the Romanesca, the Passamezzo Antico and the Passamezzo 
Moderno — precisely as an ostinato harmonic pattern entrusted 
to the harpsichord, upon which the viol performs highly virtuosic 
melodic elaborations. Similarly, the viol roams over the repeated 
tune of La Spagna, a melody that was already time-honoured in 
the 16th Century. Two anonymous Folías introduce the theme 
of tonight’s concert — a vigorous ‘antique’ Folía and the Rodrigo 
Martinez Folía of 1490, composed two years before Columbus’s 
ships made landfall in the Caribbean.

The Baroque jácaras could be both purely instrumental, as in this 
example by Murcia, or sung, usually with ballad-like, epic lyrics. 
The closely-related forms of the zarabanda and the peteneras 
have loaned their distinctive rhythms to flamenco music. In this 
suite, the jácaras segues into La Petenera, a son about obsessive 
unrequited love popular in many regions of Mexico. Among 
gypsies in Spain a ‘petenera’ is a beautiful woman who bewitches 
men. The same might be said of the hypnotic beat of this son. This 
original Petenera was supposedly a woman from Paterna, a village 
in Cádiz, but we can’t assume that the song journeyed from the 
old world to the new; it may have originated in the Americas and 
re-entered Spain via the port city of Cádiz — what you might call a 
son de ida y vuelta (a round-trip type song).

‘El Cielito Lindo’ (‘My lovely sweet one’) is a son huasteco. In 
this tradition, sones are played on a violin accompanied by two 
guitars, all tuned a semitone lower than the standard tuning today. 
In colonial times, some traditional verses of Cielito Lindo were 
denounced as blasphemous to the Mexican Inquisition.

10



The son El Balajú is perhaps linked to Mambrú, the Spanish 
version of the French song ‘Marlbrough s’en va-t-en guerre’ 
(‘Marlborough has left for the war’), in which the French and 
Spanish prematurely celebrated the death of John Churchill, 
first Duke of Marlborough, at the Battle of Malplaquet in 1709. 
While Mambrú went away to war, Balajú went away to sea. 
Balajú is a Taíno word which in Puerto Rico designates a fish, 
a small docile barracuda; by extension it also refers to a long 
fast schooner. The verses of the Balajú are usually on themes 
relating to love and seafaring.

Jota/María Chuchena is a son jarocho from Veracruz which 
has several links with Spanish music and Baroque music: 
on the one hand, its rhythmic figuration and its harmonic 
structure are identical to those of ‘La Jotta’ from the Saldívar 
Codex 4, (c. 1732), by the Madrid guitarist Santiago de Murcia. 
The refrain of this son jarocho is a version of an old Spanish 
children’s tongue-twister called ‘María Chucena’. Perhaps the 
tongue-twister was formerly sung, or that both this and the son 
jarocho are part of a more complex fabric of game, lyrics and 
music, in which the same piece occurs in different forms at 
various times and places throughout the Hispanic world.

The same kind of cross-cultural interaction occurred 
between the Iberian models and the influence of Amerindian 
music. The guaracha is one such hybrid, emerging in 17th-
century Mexico as an up-tempo sung dance with rapid-fire 
ribald, nonsensical and humorous lyrics. The form lives on 
across Latin America from Mexico to Cuba (Celia Cruz was 
an accomplished guarachera). El Arrancazacate (which 
translates as something like ‘The Grass Ripper’) is from Tixtla 
(Guerrero state) where it may be danced with tapping steps 
and waving handkerchiefs, like the Chilean cueca, a reminder 
of the influence the Andes had on this region. 

Los Chiles Verdes is a traditional son jarocho. One of its 
refrains is identical to a copla sung in the city of Mexico at 
the end of the 18th century by a young twenty-four-year-old 
woman, Phelipa de Olaeta, who as a result was accused of 
‘mixed heresy’ and tried by the Inquisition.

The Morisca (or ‘Di, perra mora’), a dance with a strong Arab 
flavour in its characteristic rhythmic design of five beats in a 
bar, is given here in the version attributed to Pedro Guerrero 
and taken from the ‘Medinaceli Songbook’, compiled in the 
second half of the sixteenth century. The Morisca (and the 
Pésame d’ello, Zarabanda and Chacona) is mentioned by 
Miguel de Cervantes in his novella La ilustre Fregona as one 
of the secular dances that were so fashionable in his time that 
they even managed to “squeeze through the door cracks into 
the convents of nuns”. 

The ultimate expression of the Mexican son is the fandango 
(also called the huapango) a celebration in which all those 
present are invited to take an active part in the proceedings by 
dancing, singing and playing their instruments as they gather 
around the raised platform, which serves not only as a dance 
floor, but also as the principal percussion instrument and the 
very hub of the festivities. Fandangos were common on both 
sides of the Atlantic from the end of the 17th century.

By the last quarter of the 17th century, however, the Folía 
became more standardised, the bassline’s rhythm fixed in 
triple time under a new melodic descant. Across 18th-Century 
Europe, the Folía was a favourite base for highly virtuosic 
instrumental variations by important composers like Corelli, 
Alessandro Scarlatti, Vivaldi and Buononcini in Italy, Marais 
and D’Anglebert in France, and J.S. and C.P.E. Bach in Germany. 
Corelli’s La Follia in his Op.5 (1700) collection of solo Sonatas 
for violin and continuo was especially influential in shaping 

Sebastiano del Piombo - Portrait of a Man,  
Said to be Christopher Columbus (1519)
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a wide gamut of variation patterns on this theme. Even in its 
new standardized Baroque version, it remained a staple of 
the Iberian 17th and 18th-century instrumental repertoire. 
Cherubini later paid homage to its Portuguese origin by using  
it as the main theme for the overture of his 1798 opera 
L’hôtellerie portugaise. Romantic piano virtuosos, as late as 
1867 (Liszt’s Rhapsodie espagnole) and 1931 (Rachmaninoff’s 
Variations on a theme by Corelli), used the Folía as a symbol of 
continuity with a grand tradition of almost three centuries of 
brilliant variation writing for the keyboard.

The Diferencias sobre la Folía from Antonio Martín y Coll’s 
manuscript collection Flores de Música (ca. 1690) represents 
the early Baroque development of the Folía and allow more 
clearly contrasting variations which play on the alternation of 
slow and fast couplets and the succession of highly virtuoso 
passages and flowing cantilenas. The choice of instruments 
for these pieces — the bass viol, the treble harp, the guitar 
and the castanets — is in keeping with the characteristic 
Iberian sound of the period, according to prevailing musical 
taste and practice, particularly in forms such as the Folía, the 
Fandango and the Jácaras, which retained strong links with 
their popular origins.

Besides Ortiz, many other Iberian composers of instrumental 
music, writing for the vihuela, the guitar, the harp or the organ, 
made use of these and other ground basses in their works. 
In his 1626 Facultad organica, one of the most influential 
publications of Mannerist keyboard music in the Peninsula, 
organist Francisco Correa de Arauxo (ca. 1576—1654) chose a 
longer bass melody for a stunningly beautiful set of variations, 
Todo el mundo en general.

Yet another Spanish popular dance pattern to be adopted as 
a ground bass for instrumental variations in other European 
countries until the mid-18th century was the Canarios, 
or Canary, apparently born in the Canary Islands. Often 
described at first — with some ambivalence — as being ‘barbaric’ 
and ‘immoral’, these dances were in many cases gradually 
transformed into sophisticated courtly items according to 
the Baroque taste, losing in the process many of their original 
popular characteristics. But even so they remained at the very 
centre of the European instrumental repertoire.

Italian composers of the late Mannerist and early Baroque 
periods thoroughly cultivated popular dances in their solo  
and ensemble instrumental works. Antonio Valente’s  
Gallarda Napolitana is virtually the same as a son jarocho 
entitled El Jarabe Loco, which in turn appears to be related  
to Pan de Jarabe, a son banned in the 17th century by the 
Mexican Inquisition.

In practically all genres of instrumental music in the 16th 
and 17th centuries most sets of variations were composed by 
instrumental virtuosos who wished to demonstrate technical 
mastery of their instruments, which was inseparable from 
their highly developed improvisatory skills. Instrumentalists 
wishing to play these works expected to add ad libitum 
ornaments and diminutions to the printed score. No two 
renditions of a piece as performed by its author or another 
virtuoso would be exactly alike. 

A printed version of a Mannerist or Baroque instrumental 
piece (especially in the case of 16th and early 17th century 
Iberian and Italian music) should be seen as exactly that: 
a version. Rather than a definitive, authoritative text, it’s 
more akin to a live recording of a jazz performance which 
documents the spontaneous improvisatory component that 
might never be repeated. 

In a repertoire based less on purely formal or contrapuntal 
considerations as upon a succession of free virtuosic 
elaborations on a pre-existing bass line, the pursuit of true 
‘authenticity’ must include the rediscovery of this inexhaustible 
element of permanent personal creativity. That is why our 
program is characterized by a constant improvisatory element 
in the approach to the works performed and even includes a 
moment of actual collective improvisations.

Adapted from a note by Jordi Savall and Rui Vieira Nery.

From the Codex Trujillo 
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EL CIELITO LINDO
Tradicional huasteca
La segunda copla: verso de Boleras,
Archivo General de la Nación, México, Inquisición, vol. 1377, exp. 7, 1796

Ciento cincuenta pesos
daba una viuda,
pa' que le pongan cuernos, Cielito Lindo,
al señor cura.
Se los pusieron,
y como era viejito, Cielito Lindo,
se le cayeron.

Ciento cincuenta pesos, Cielito Lindo,
daba una viuda,
solo por la sotana, Cielito Lindo,
de cierto cura.
Y el cura le responde
con gran contento,
que no da la sotana
si él no va adentro.

LA PETANERA 
Son tradicional de Tixtla / Traditional from Tixtla (Guerrero)

Ay, soledad,
soledad que así decía
regálame un base de agua
que me muero de sequía.

Dicen que la petenera
es una mujer bonita
que se va a bañar de tarde
y viene a la mañanita

Ay, soledad,
soledad de aquél que fue
a darle agua a su caballo
que se moría de sed.

A orillas de un camposanto
yo vide una calavera
con su cigarro en la boca
cantando la petenera.

Ay, soledad,
Soledad del otro lado,
Vale más torear un toro
Y no un viejo alborotado. 

Oh, solitude,
solitude that said like this,
give me a glass of water,
for my throat is parched.

They say that the petenera
is an honest maid
who goes to wash in the afternoon
and returns at the break of day.

Oh, solitude,
solitude of the one that went
to water his horse 
that was dying of thirst.

In the corner of a graveyard
a skull I did behold
with cigarette in mouth
singing the petenera.

Oh, solitude,
solitude of the world beyond.
It’s better to fight a bull
than a lusty old man.

Ten cuidado cuando vueles
del palo a la guacamaya
para que de mi te acuerdes
por donde quiera que vayas.

Dicen que la petenera
es una mujer bonita
que se va a bañar de tarde
y viene a la mañanita

Ay, soledad,
soledad de aquél que fue
a darle agua a su caballo
que se moría de sed.

Dicen que la petenera
es una mujer honrada
que se va a lavar de tarde
y que viene a la madrugada.

Ay, soledad,
soledad de cerro en cerro,
todos tienen sus amores
y a mí que me muerda un perro.

Dicen que la petenera
es una santa mujer
que se va a lavar de tarde
y viene al amanecer.

Be careful when you fly
from the perch to the macaw
so that you remember me
whenever you may go

They say that the petenera
is a pretty maid
who goes to bathe in the afternoon
and returns in the early morning.

Oh, solitude,
solitude of the one that went
to water his horse 
that was dying of thirst.

They say that the petenera
is an honest maid
who goes to wash in the afternoon
and returns at the break of day.

Oh solitude,
solitude from hill to hill
everyone has a sweetheart
and here am I all alone.

They say that the petenera
is a saintly maid
who goes to wash in the afternoon
but returns at the break of day.

SWEETHEART
Traditional Huasteca
The second verse: coplas huastecas: Boleras,
Archivo General de la Nación, México, Inquisición, vol. 1377, exp. 7, 1796

A widow once offered to pay
a hundred and fifty pesos,
my sweet, to cuckold the priest.
A cuckold's horns
did grace that priest,
my sweet, but, old man that the was,
those horns of his dropped off.

Another widow offered to pay
a hundred and fifty pesos,
for the cassock,
my sweet, of a certain priest.
The priest replied
with merriment,
that he would only surrender his cassock
if he might go inside.
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GUARACHA:  
EL ARRANCAZACATE
Son tradicional de Tixtla

Quereré, quereré
Quereré, quereré, quereré.

Cuatro naranjas corté
y las puse a madurar;
Si tu no las amancuernas,
yo sí las se amancornar.
Déjala que vaya,
que ya volverá;
Si amores la llevan,
celos la traerán.
Quereré, quereré.

GUARACHA:  
EL ARRANCAZACATE
Traditional from Tixtla

Quereré, quereré
Quereré, quereré, quereré.

I cut four oranges
and let them ripen;
if you do not nurse them,
I can do that very well.
Let her go
she will come back;
if she leads love away,
jealousy will come.
Quereré, quereré.

MARÍA CHUCHENA
Tradicional jarocho

Lucero brillante hermoso,

baja del quinto planeta,

que yo pondré en tu peineta

un tulipán oloroso.

María Chuchena se fue a bañar

a orilla del río cerquita al mar,

María Chuchena se estaba bañando

y el pescador la estaba mirando,

y le decía:

María, María,

no techo tu casa, no techo la mía,

no techo la casa de María García.

Ya me voy enhorabuena,

dulce amor de mi consuelo;

si morir es mi condena,

si yo muero en un desvelo,

reencarnaré en azucena

para mecerme en tu pelo.

(Enrique Barona)

María Chuchena, se fue a bañar

a orilla del río cerquita al mar,

María Chuchena se estaba bañando

y el pescador la estaba mirando,

y le decía:

María, María,

no techo tu casa, no techo la ajena,

no techo la casa de María Chuchena.

MARÍA CHUCHENA
Traditional jarocho

Morning star, so bright and lovely,

leave Jupiter and his lofty home,

and as an adornment for your hair

I'll pin a fragrant tulip in your comb.

Maria Chuchena went to bathe

by the banks of the river near the sea,

and as Maria Chuchena was bathing

a fisherman looked on,

and thus spoke he:

Maria, Maria,

I will not thatch your house, nor mine,

I will not thatch Maria Garcia's.

I go now, so I'll say farewell,

sweet love, my consolation.

If I am condemned to die,

if death claims me unaware,

I'll be reborn in the form of a lily

softly cradled in your hair.

(Enrique Barona)

Maria Chuchena went to bathe

by the banks of the river near the sea,

and as Maria Chuchena was bathing

a fisherman looked on,

and thus spoke he:

Maria, Maria,

I will not thatch your house, nor any other,

I will not thatch Maria Chuchena's

JAROCHO: THE BALAJÚ
Traditional jarocho
Lyrics: E. Barona, flamenco song,  
P. Hidalgo

One day I asked the wind
as I sailed upon the sea
what it was to be in love,
and in a gust it answered me:
with every breath you draw it burns, 
and it burns to let it free.

Ally-ally-o, my love, ally-ally-o,
ally-ally-o, he said to me,
your pretty little mouth is red
and your voice like watermelon sweet.
Ally-ally-o, my love, ally-ally-o,
ally-ally-o, he said to me,
If you’ll give me water from your mouth,
I’ll quench your thirst with mine.

The evening that I met her
I was jealous of the river.
I dared to call its bluff,
and cast away my love
upon the current to float.

Ally-ally-o, my love, ally-ally-o,
ally-ally-o, sailing in a little boat.
The Balajú is over;
now for the Seguidilla!

JAROCHO: EL BALAJÚ 
Tradicional jarocho
Letra: E. Barona, cante 
flamenco, P. Hidalgo

Un día le pregunté al viento
andando por alta mar
que es el enamoramiento
y me dijo al resoplar:
cuando te queme el aliento
y también el respirar.
(Enrique Barona)

Ariles mi bien ariles
ariles que así decía,
tu boquita es colorada
tu voz como sandía.
Ariles mi bien ariles
ariles que así decía,
Dame agua con tu boquita
que yo te doy con la mía.

La tarde que te encontré
yo tuve celos del río,
entonces lo desafié
tirando el cariño mío,
y en la corriente se fue.
(Cante flamenco)

Ariles, mi bien, ariles, 
ariles de la barquilla,
se termina El Balajú
y empieza la Seguidilla.
(Patricio Hidalgo)
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GREEN CHILLIES
Patricio Hidalgo and traditional jarocho
Verse from Pan de jarabe,
Archivo General de la Nación,  
México, Inquisición, vol. 1297,  
exp. 3, 1784

Buy my chillies, Habanero,
they are sure to tickle your tongue;
and if you have no money,
I'll freely give you one,
but taste before you buy.
(Patricio Hidalgo)

Now, my precious Indian girl,
we shall not be condemned;
the flames of hell no longer burn
and all the devils are dead,
(Traditional jarocho)

Life is so much spicier
when the tortilla is laced with chilli.
The passions are ignited
by its fiery-hot seed
and the sweetness at its core.
(Patricio Hidalgo)

This time, my precious Indian girl,
your destiny is spent;
all your green chillies now are gone,
and your road is at en end.
(Patricio Hidalgo)

LOS CHILES VERDES
Patricio Hidalgo y tradicional jarocho
Verso del Pan de jarabe,
Archivo General de la Nación, 
México, Inquisición, vol. 1297,  
exp. 3, 1784

Cómpreme chile habanero
que deleite el paladar;
y si no tine dinero
se lo voy a regalar,
pero pruébalo primero.
(Patricio Hidalgo)

Ahora sí, china del alma,
ya no nos condenaremos,
los infiernos se apagaron
y los diablos se murieron.
(Tradicional jarocho)

La vida tiene sazón
si hay un chile en la tortilla.
Se despierta la pasión
con el fuego en la semilla
y dulce en el corazón.
(Patricio Hidalgo)

Ahora sí, china del alma,
ya se te acabó el destino;
ya no están los chiles verdes,
ya se rte acabó el camino.
(Patricio Hidalgo)

EL FANDANGUITO
Traditional jarocho
Lyrics by Patricio Hidalgo &  
Enrique Barona

Tra-la-la, tra-la-li!
Fandanguito, back from the sea;
you didn't go and fight in the war,
and now again you've come ashore
at last to find a home.
(Patricio Hidalgo)

Now row down the river,
for if you do not row
you'll earn no boat.
Now row and row upon the water,
for if you do not row
you'll never have a boat of your own.

With unbridled passion
the fandanguito is sung,
with the heart clenched tight
and rasping in the throat.
The very earth's calm
is shaken by the plight.
I am torn by a sigh
and riven with pleasure...
When I sing the fandanguito
my dreams take flight.
(Enrique Barona)

With a hey and a ho,
with a hey and a ho, once more.
Oh, stormy sea
and my little sailing boat,
tell me, my darling,
where will you take me?
Are we bound for Spain
or some other land,
or will we sail out
to the wide open sea?

EL FANDANGUITO
Tradicional jarocho
Letra de Patricio Hidalgo y 
Enrique Barona

¡Ay! trairarai trarairará.
Fandanguito que del mar
saliste sin hacer guerra,
para que luego en la tierra
encontraras un hogar.
(Patricio Hidalgo)

Y a remar en el río,
que aquel que no rema
no gana navío.
A remar, a remar en el agua,
que aquel que no rema
no gana piragua.

El Fandanguito se canta
con desbocada pasión,
arrugado el corazón
y anulada la garganta.
Hasta la calma se espanta
en la tierra del empeño,
y de un suspiro me adueño
y lo gozo con encono...
Cuando El Fandanguito entono
siempre se me escapa un sueño.
(Enrique Barona)

Y a la ela
Y a la ela y más a la ela,
golpe de mar
barquito de vela,
dime mi bien
para donde me llevas,
si para España 
o para otras tierras,
o a navegar
al mar para afuera...

AT LAST THEY ARE 
UNITED
Lyrics by Enrique Barona, 
inspired in a traditional verse 
from the jarocho ‘Jarabe Loco’

At last they are united,
the old and the new world,
and now they only stand divided
by a sea as deep as it is old.

AHORA SI YA ESTÁN 
UNIDOS
Letra de Enrique Barona, 
basado en un verso tradicional 
del Jarabe Loco jarocho

Ahora si ya están unidos
el nuevo y el viejo mundo
y sólo están divididos
por un viejo mar profundo
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PROGRAM

FOLÍAS Y ROMANESCAS:  
THE GOLDEN AGE OF THE VIOL

7.30pm, Thursday 22 February 2018
Elisabeth Murdoch Hall, Melbourne Recital Centre

Free pre-concert talk with Dr David Irving at 6.45pm, Elisabeth Murdoch Hall 

André Danican Philidor the Elder (France, c.1652—1730)
Pavane pour la petitte guerre — Gaillarde — Muzette —  
Branle et Gaillarde en faubourdon — Bourrée d’Avignonez

John Dowland (England, 1563—1626)
Lachrimae Pavan 
The Earle of Essex, His Galliard

Tobias Hume (Scotland, 1579—1645)
Musicall Humors: A Souldiers March — Harke, harke — Good againe —  
A Souldiers Resolution

Gaspar Sanz (Spain, 1640—1710)
Clarines y Trompetas

Joan Cabanilles (Spain, 1644—1712)
Corrente italiana

Anonymous (England, 17th century)
Greensleeves to a Ground

Pedro de San Lorenzo (Spain, fl. 1650)
Folía (Obra de Primero Tono, No.10)

Interval: 20-minutes

Jean-Henri d'Anglebert (France, 1629—1691) 
Prélude

Francesco Corbetta (Italy, 1615—1681)
Fantasie de Chaconne

Marin Marais (France, 1656—1728) 
Prélude — Menuets I & II — Muzettes I & II — La Sautillante

Robert de Visée (France, c.1655 — c.1732)
Pasacaille

Anonymous, Codex Trujillo (Lima, Peru, 1780)
Tonada El Huicho de Chachapoyas
Tonada El Chimo
Variations and improvisations on Cachua Serranita

JORDI SAVALL (CATALUNYA)

direction 
treble viol (Italian Anonymous, ca. 1500) 
bass viol (Pelegrino Zanetti, Venice 1553)

HESPÈRION XXI (CATALUNYA)

Xavier Díaz-Latorre 
guitar, theorbo
Andrew Lawrence-King 
Spanish Baroque harp 
Italian Baroque triple harp (arpa doppia)
Xavier Puertas 
violone
David Mayoral 
percussion

Hespèrion XXI’s international tour is presented with the 

support of the Departament de Cultura of the Generalitat de 

Catalunya and the Institut Ramon Llull

See page 20 for a glossary of terms and  
instruments.
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Tonight’s concert takes in a broad swathe of the globe from 
France to South America, a voyage of discovery united by 
music (often dances) and instruments which transcended 
national and class boundaries: peasant dances transformed 
into entertainment for kings, baroque harps being played in 
Peru. Braided through tonight’s music is the hypnotic thread 
of the Folía bassline, and its relative the romanesca, whose 
irresistible appeal took it from Renaissance Portugal to Mexico. 

LE ROI DANSE
One of the main pastimes of the baroque for all facets of 
society was dancing. The aristocracy had the means to 
employ composers and musicians, and no-one had a more 
lavish array of musical resources than the kings of France.

André Danican Philidor l'aîné (the elder) was a member 
of a musical dynasty that served the French court in the 
17th and 18th centuries. The name ‘Philidor’ was bestowed 
upon the family by Louis XIII because (André’s grandfather) 
Michel Danican’s oboe playing reminded the King of the 
famous Italian oboist Filidori. André too was an oboist, but 
also a composer and violinist, with the important role of 
Garde de la Bibliothéque de la Musique du Roi, in charge 
of the royal music library and its small army of copyists. 
Philidor worked for Louis XIV, an avid dancer and patron 
of the arts, who commissioned Europe’s greatest architects, 
gardeners, composers, painters, writers and sculptors to 
burnish his image as Le Roi Soleil and adorn his opulent 
palace at Versailles. 

The suite which opens this concert touches on many of the 
popular courtly dances of Philidor’s time. It is introduced 
by a pavane, a slow processional dance, here with a 
militaristic colour. The galliard, a complicated and athletic 
dance combining leaps and hops, was a favourite of Queen 
Elizabeth I, who even in her 50s danced six or seven galliards 
as her morning exercise. The muzette (or musette) evokes 
the rustic sound of shepherds’ bagpipes complete with 
drone. The branle (which Shakespeare called a ‘French 
brawl’) is a swaying dance performed by a linked chain or 
circle of dancers, while ‘fauxbourdon’ is a harmonic texture 
that suggests the drone (‘burden’) of bagpipes. As its name 
suggests the bourée d’Avignonez originated in the Auvergne 
region, where it is a sabot (i.e. clog) dance, before being 
refined for courtly use. Something of its vigorous character 
remains and can be heard Philidor’s example — which you 
could conceivably dance to — and in versions by Bach and 
Handel never intended for dancing.

ABOUT 
the MUSIC

SEMPER DOWLAND SEMPER DOLENS
Is John Dowland the saddest man who ever put pen to 
manuscript? So many of his songs are laments based on 
themes of love sought and yet lost, and perhaps his greatest 
collection of works is Seven Teares, a set of ‘Seven Passionate 
Pavans, with divers other Pavans, Galiards, and Almands, 
set forth for the Lute, Viols, or Violons, in five parts.’ The 
Lachrimae Pavan that opens this set, ‘Lachrimae Antiquae’ 
(‘the old tears’), opens with the now recognisable four-note 
descending motive which permeates the entire set. The Pavans 
are all set in three sections, more often than not each section 
opening in a minor key before finishing in a major key. This 
happy-sad combination (to put it simply) is characteristic of 
Dowland’s great skill in playing with the complex emotions he 
sought to evoke, just as his affected sorrow (‘Ever Dowland, 
Ever Doleful’ is the Latin tag given to one piece) was leavened 
with dry wit. Dowland’s Galliards are part of his desire to mix 
‘new songs with olde’ and ‘grave with light’. Perhaps the best 
known is the Earl of Essex Galliard, later set by Dowland as a 
song ‘Can shee excuse my Wrongs’. 

While the late-Elizabethan era was a golden age artistically 
and politically, a preoccupation with lamentation is notable 
through much of the poetry of the period and much of its 
music is correspondingly mournful. Dowland refers often in 
his writings to his ‘unhappiest Fortunes’ even though, at the 
time, he was celebrated as a lutenist and composer throughout 
Europe. He was earning a salary at the court of Christian IV of 
Denmark that was higher than just about any else in any court, 
anywhere in the world.

Tobias Hume was a professional soldier in the service of 
Elizabeth I (and also a mercenary for the Swedish crown). Jordi 
Savall discovered his published volumes of Humors in the 
Reading Room of the British Museum; they were some of the 
earliest works (1605) to bring forward the viol over the lute, 
which had previously been the dominant instrument of the 
time. The military theme is clear with the percussion effect of 
striking the strings with the wooden part of the bow, one of the 
earliest appearances of this effect.

Cornelis Saftleven - The Duet (1635)
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SONGS FROM SPAIN AND ELSEWHERE
Guitar virtuoso Gaspar Sanz (1640—1710) was Professor of 
Music at the University of Salamanca and the author of three 
books of guitar instruction. The pieces in his Instrucción de 
Música sobre la Guitarra Española (1674—1697) document 
Spanish popular music of the late-17th century and remain 
an important part of the classical guitar repertoire to this day. 
Sanz studied the guitar in Italy, spending time in Rome, Venice 
and Naples (the latter then occupied by Spain), which perhaps 
informs his suite-like Clarines y Trompetas con canciones muy 
curiosas españolas, y de estranjeras naciones (Clarinos and 
Trumpets with very curious Spanish songs, and those of other 
nations). The collection of fanfares and songs includes one for 
the Cavaliers of Naples and a dance for La Miñona de Cataluña 
- the young lady of Catalonia.

Sanz’s contemporary Joan (or Juan) Cabanilles (1644—1712) 
was and ordained priest and organist at the Cathedral of 
Valencia. His keyboard music bridges the Renaissance and 
Baroque styles, and ranges from florid toccatas to diferencias 
(variations) on the ubiquitous Folía. This Corrente italiana 
exemplifies the quicker Italian style of the courtly ‘running’ 
dance with three beats to a bar, although Cabanilles begins his 
with a majestic introduction.

The anonymous set of divisions or variations on the 
Elizabethan folksong Greensleeves (c.1600) is set to recurring 
(or ostinato) bassline, also known as a ground bass. The 
bassline and chord progression heard here is a the passamezzo 
antico, a variant of the romanesca that is musical thread 
that unites much of tonight’s music. There’s a markedly 
improvisatory and playful character to a variety of instruments 
‘jamming’ on this well-known tune over the ground bass.

We return to the Folía proper with an example of the chord 
progression ‘on the first tone’ (i.e. the church mode which starts 
on the first note of the scale, or Ionian mode) by the Iberian 
monk Pedro de San Lorenzo whose work survives in various 
manuscript collections, but who remains otherwise a mystery.

AT THE COURT OF THE SUN KING
All dance suites begin with a prelude, and in this case, 
harpsichordist d’Anglebert (1629—1691) has created a timeless, 
fantasia-style work of sublime simplicity, a meandering in the 
key of C.  Similarly, it was traditional to end a suite or indeed an 
opera with a chaconne, which like this Fantasie de Chaconne 
by Corbetta, is a set of variants on a ground bass, usually with 
three beats in a bar. The chaconne (and its close relative, the 
passacaglia) is thought to have been brought back from the 
New World in the late 1500s. Once considered lascivious, the 
chaconne’s sexy image was overhauled until it became the 
epitome of baroque grandeur from across Europe, especially in 
France. Italian guitar virtuoso Francesco Corbetta (1615—1681) 
divided the last 20 years of his life between the courts of 
Charles II in London and the court of Louis XIV, the Sun  
King himself. 

Louis XIV engaged a huge range of distinguished musicians to 
his court. Some, such as the guitarist (and perhaps Corbetta’s 
former student) Robert de Visée (c.1655—1732) were employed 
as the King’s personal plucker to serenade him to sleep at night 
after a busy day of courtly activities. From 1680—1760, French 
music was dominated largely by the viol family at first, with 
the violin family gradually encroaching on and dominating 
the scene. Significant amounts of solo music for viol and viol 
consort were composed during this period one major figure 
being Marin Marais (1656—1728). Marais’s attention to detail 
saw him lay down precise indications for bowings, ornaments, 
and fingerings. A virtuoso performer, he held the position of 
ordinaire de la musique du Roy at the French court for 30 years, 
succeeded eventually by his son. For a number of years before 
this he was engaged as a viol player at the Opéra, alongside 

Hyacinthe Rigaud - Louis XIV of France (1701)
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another giant of French baroque performance Jean-Féry Rébel. 
Marais’s teacher M. de Sainte-Colombe was immortalized by 
Alain Corneau’s 1991 bio-pic Tous les matins du monde, a film 
distinguished by its tragedy and warmth, but most of all by the 
exquisite soundtrack, performed by Jordi Savall. A man about 
whom little is known, but who undoubtedly was a truly great 
musician, it’s said that Marin Marais learned from his master 
by listening outside his door, and under his garden cabin. As 
told in the film, M. de Sainte-Colombe tells the young would-be 
apprentice: ‘You didn’t play badly. Your posture is good. You play 
with feeling. Your bow is deft. Your ornaments are clever and 
often charming. But, I heard no music.’

The Codex Trujillo (or Codex Martínez Compañón) is a 
manuscript consisting of 1,411 watercolour illustrations and 
20 musical examples documenting life in Colonial Peru at the 
end of the 18th Century. Compiled by Baltasar Jaime Martínez 
Compañón, the Bishop of Trujillo, in northwestern Peru, the 
exquisite watercolours capture the natural and human worlds 
in charming detail: rituals, costumes and objects, animals, plants 
and scenes of daily life. Several paintings depict music-making 
with guitars, harps and violins. Among the musical examples is 
the only documented song in the extinct Mochica language of 
the Chimú culture, Tonada El Chimo. The upbeat sung-dance 
Tonada El Huicho de Chachapoyas gives us a glimpse into the 
pastimes of the residents of Trujillo, and a set of variations on 
a cachua, a round dance (from the Quechua word ‘qhachwa’), 
blends an indigenous dance that is still performed in Peru today 
with the sonorities of Renaissance Europe — a dialogue between 
the new world and the old.

Adapted from a note by Marshall McGuire. Additional material by  
Robert Murray.

From the Codex Trujillo 

From the Codex Trujillo 
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Arpa llanera — a small harp of 32 or 33 strings native to the Llanos 
region spanning parts of Colombia and Venezuela. Probably 
introduced by Spanish missionaries and conquistadores, this 
harp remains close to its Renaissance models, though its rhythmic 
vitality is purely Latin American.

Basso continuo — the realisation of the bassline of baroque music, 
and also the group that performs it. The continuo provides the 
harmonic foundation of the music. Often composers provided a 
single bass line, with number indicating (‘figures’) how the harmony 
was to be filled out. A small group of instruments — harpsichord, 
double bass, cello, theorbo, bassoon — would play this line, with the 
keyboard player often extemporising the harmonic parts.

GLOSSARY of 
TERMS and 
INSTRUMENTS

Harps, Baroque — The beginning of the 17th century saw the 
introduction of the Italian ‘triple harp’ which used three rows of 
strings in parallel. The two outer rows were diatonic strings. The 
inner row (which the player had to pluck by reaching through the 
outer rows) contained the chromatic notes. The Spanish chromatic 
baroque harp has only two rows of strings, one diatonic and one 
chromatic. The rows of strings cross each other approximately 
at a third of the string length below the neck, enabling the right 
hand to reach the diatonic strings easily in the top third of the 
instrument, close to the harp's neck — while the left hand plays the 
bass string lower down, approximately in the middle of the string 
length. This makes for an interesting contrast in sound — the high 
notes in the right hand bright and clear, the bass booming but less 
focused and incisive. 

Jarana huasteca — a small guitar-like instrument with five courses 
of strings, similar in range to the mandolin. It provides  
the rhythmic accompaniment in a trio huasteco.

Jarana jarocha — a small five-course guitar-shaped instrument 
from the Veracruz region related closely to the baroque guitar. 
It comes in five sizes with the second smallest (or mosquito) 
being roughly the size of a concert ukulele. Its sound is almost 
percussive, imitating the tap-dancing of the zapateado. Ensamble 
Tembembe uses the tercera (3a) size, a baritone jarana. 

Leona — a large guitar-like instrument from the son jarocho 
ensemble. Like other Latin American guitars, its body is carved 
from a single piece of cedar, with a separate soundboard and 
fingerboard attached.

Maracas — pairs of rattles, probably of Amerindian origin.  
The Guaraní people of South America use them for divination.

Marimbol — a tuned percussion instrument similar to — 
though larger than — the African mbira or thumb piano. Metal 
plates of various sizes (and pitches) are affixed to a resonating 
box and played with the fingers. The marimbol is often a bass 
instrument in son jarocha.

Guitar, Baroque — the viola-sized Baroque guitar is 
distinguished from its modern Classical counterpart by its 
lighter, more percussive sound and having five courses of 
strings instead of six. The guitar was — and remains — closely 
associated with Spain, but it was also popular in Italy and 
France, where virtuoso composer-performers like Visée and 
Corbetta flourished. The Renaissance and Baroque guitars 
taken to the New World spawned a diverse family of Latin 
American guitar relatives.

Huapanguera 
— a large 
flat-backed 
guitar-like 
instrument with 
five strings and 
deep, resonant 
sound. Part of 
the trio huasteco 
ensemble with 
the jarana jaroca 
and violin.

Guitarra de son (or requinto jarocho) — a small four- or five-course 
guitar-like instrument played with a cow-horn plectrum (or pick), 
it usually provides melody and improvised counterpoint to the 
ensemble. 
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Ostinato — a repeated rhythmic or melodic motif, such as bassline 
(also known as a ‘ground bass’). Ostinati are as old as music itself — 
one of the earliest notated examples is found in the round ‘Sumer 
Is Icumen In’ from the mid-13th century. In the baroque, ostinato 
basslines were used in dance-related forms such as passacaglias 
and chaconnes, and vocal music. Dido’s famous lament from 
Purcell’s Dido and Aeneas is set against an inexorably descending 
ostinato bassline.

Pandero — a flat circular hand drum, sometimes with jingles, 
similar to a tambourine.

Theorbo — a bass lute with an extended neck that forms the 
basis of a continuo group.

Mosquito — the second-smallest jarana, a guitar about the size 
of a ukulele (see jarana jarocha).

Quijada de caballo — a percussion instrument made of the 
lower jaw of a horse or mule, struck causing the teeth to rattle 
with a loud buzzing sound, or stick drawn along the teeth to 
make a rasp much like a guïro.

Viola da gamba — while similar in size to a cello, and indeed 
played between the legs (in Italian ‘gamba’), the viol is related 
more closely to the lute-like vihuela, possessing up to seven 
strings and tuned like a lute (rather than four like the cello, 
which is part of the violin family). It was popular in the 16th 
and 17th centuries, and affluent homes may have owned 
a chest of viols of various sizes. Composers like Telemann 
and Bach continued to write for viola da gamba into the 18th 
Century, but by then it was already falling out of fashion.

Son — (literally, ‘sound’) Mexican folk music. Son jarocho is the 
style of the Veracruz region along the Gulf of Mexico, son huasteco 
(or huapango) is from the La Huasteca region in the north-west, 
with other son endemic to the Pacific-coast states of Guerrero, 
Oaxaca, Michoacán and Jalisco. Fundamental to son are strings and 
guitars, many of which are little changed since Spanish baroque 
instruments were introduced during the colonial period.

Vihuela — a 15th and 16th Century guitar-like instrument from the 
Iberian Peninsula. It has five-or six courses of double-strings. The 
vihuela is the ancestor of the viola da gamba, which is essentially a 
vihuela played with a bow. The shape of the vihuela lives on in the 
folk guitars of Latin America, modelled on instruments brought 
from Spain and Portugal during the conquest of the New World.

Violone — a large, contrabass viola da gamba (or sometimes violin, 
like a modern double bass), part of the continuo group. 
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A PLACE OF 
UNPARALLELED  
MUSICAL VIBRANCY
Almost every day, people of 
all ages & from all walks of 
life gather at Melbourne 
Recital Centre to be moved 
by music. Leadership Circles 
& Music Circle Annual 
Patrons Program 
supporters play a vital role 
in ensuring the breadth, 
diversity & scale of the 
Centre’s musical offering.

LOCAL HEROES  
LEADERSHIP CIRCLE
Inaugural Local Heroes 
Benefactor
The Klein Family 
Foundation
Majlis Pty
Maria Sola

MUSIC CIRCLE  
PATRONS PROGRAM
Magnum Opus Circle 
($20,000+)
Melbourne Recital Centre 
Board of Directors
 Kathryn Fagg
 Peter & Cally Bartlett 
 Stephen Carpenter &  
 Leigh Ellwood
 Joseph Corponi
 The Hon Mary Delahunty
 Paul Donnelly &  
  Brigitte Treutenaere
 Margaret Farren-Price &  
  Prof Ronald 
Farren-Price AM
 Eda Ritchie AM

Composers Circle 
($4000+)
Anonymous (1)
John & Lorraine Bates
Robert & Jan Green
Jenny & Peter Hordern
Diana Lempriere
Message Consultants   
 Australia 
James Ostroburski &  
 Leo Ostroburski
Drs Victor & Karen Wayne 

Musicians Circle ($2500+)
Liz & Charles Baré
Ann Lahore
Joyce Marks &  
 Danielle Davis
Shelley & Euan Murdoch
Greg Noonan
Sirius Foundation
Mary Vallentine AO

Prelude Circle ($1000+)
Adrienne Basser
Helen Brack
Bill & Sandra Burdett
Maggie Cash
John Castles AM &  
 Thelma Castles OAM
Julie Ann Cox AM &  
 Laurie Cox AO
Kathy & George Deutsch
Mary Draper
Lord Francis Ebury &  
 Lady Suzanne Ebury
Maggie Edmond
Susan Fallaw
The Leo & Mina Fink Fund
Angela Glover
Ann Gordon
Jan Grant
Nance Grant AM MBE &  
 Ian Harris
Sue Hamilton &  
 Stuart Hamilton AO
Henkell Family Fund 
In memory of Beryl Hooley
Stuart Jennings

Dr Garry Joslin &  
 Prof Dimity Reed AM
George & Grace Kass
Snowe Li
Maria Mercurio
Baillieu Myer AC &  
 Sarah Myer
Stephen Newton AO
Dr Paul Nisselle AM
Elizabeth O’Keeffe
Helen Perlen
Dr Robert Piaggio
Kerryn Pratchett
Sandra Robertson &  
 Philip Cachia
Dr Peter Rogers &  
 Cathy Rogers
Peter Rose &  
 Christopher Menz
In Memory of  
 Pauline Speedy
Rob & Philippa Springall
Barbara & Duncan 
Sutherland
Pamela Swansson
Sally Webster
Janet Whiting AM &  
 Phil Lukies

Supporters ($500+)
Anonymous (1)
Jenny Anderson
Peter J Armstrong
Min Li Chong
Prof John Daley &  
 Rebecca Coates
Sylvia Geddes
Penelope Hughes
Angela & Richard Kirsner
Barbara Kolliner &  
 Peter Kolliner OAM
Dr Anne Lierse
Jane Morris
Dr Diane Tibbits

ACCESS TO 
THRILLING MUSIC 
FOR EVERYONE 
SHARE THE MUSIC
The emotional power & 
enrichment benefits of 
music are gifts to be shared 
with everyone, irrespective 
of their location, 
background or socio-
economic status. With the 
help of Share the Music 
patrons, the Centre reaches 
out to 2,000+ people each 
year to share the joys of live 
performance.

SHARE THE MUSIC
($10,000+)
Krystyna Campbell-Pretty
John & Susan Davies

($4000+)
Helen & Michael Gannon
Linda Herd

($2500+)
Anne Burgi & Kerin Carr

($1000+)
Keith & Debby Badger
Kaye & David Birks
Maria Hansen
In memory of Beryl Hooley
Prof John Langford AM &  
 The Late Christina   
 McCallum
Ann Miller 
Greg Shalit & Miriam Faine
Prof Richard Smallwood AO  
 & Carol Smallwood

($500+)
Anonymous (4)
Caroline & Robert Clemente
Vivien & Jacob Fajgenbaum
Shulan Guo & Morris Waters
Dr Robert Hetzel
Dr Kingsley Gee

Wendy Kozica, Alan Kozica  
 & David OÇallaghan
Dr Marion Lustig
Maria McCarthy
Dennis & Fairlie Nassau
Andrew & Georgina Porter
Barry & Barbara Shying
Rosemary Walls

A PLATFORM FOR 
THE VERY BEST
Melbourne Recital Centre 
aspires to be a beacon to 
the very best artist from 
Australia & around the 
world. Donations to our 
Leadership Circles & Legal 
Friends syndicate allow the 
Centre to attract the best of 
the best artists from all 
over the globe, culminating 
in our Signature Events & 
Great Performers Series.

GREAT PERFORMERS 
LEADERSHIP CIRCLE
Anonymous (1)
Brian & Esther Benjamin
Paulette & Warwick Bisley
The John & Jennifer   
 Brukner Foundation
George & Laila Embelton
Geoff & Jan Phillips
Maria Sola

SIGNATURE EVENTS 
LEADERSHIP CIRCLE
Inaugural Signature  
Events Benefactors
Yvonne von Hartel AM  
 & Robert Peck AM of  
 peckvonhartel architects

LEGAL FRIENDS
Legal Friends Inaugural 
Patrons

The Hon Justice Michelle   
 Gordon & The Hon   
 Kenneth M Hayne AC QC

($4000+)
Naomi Golvan &  
 George Golvan QC
The Hon Justice Michelle   
 Gordon & The Hon   
 Kenneth M Hayne AC QC
Peter & Ruth McMullin
Peter B Murdoch QC &  
 Helen Murdoch
Maya Rozner & Alex King

($2500+)
Anonymous (1)
Meredith Schilling
Peter J Stirling &  
 Kimberley Kane

($1000+)
Anonymous (3)
Marcia & John K Arthur
James Barber
Peter Bartlett
Annette Blonski &  
 Martin Bartfeld QC 
David Byrne
The Hon Alex Chernov AC QC  
 & Mrs Elizabeth Chernov
Leslie G Clements
Christine Clough
The Hon Julie Dodds-Streeton
Colin Golvan QC &  
 Dr Deborah Golvan
Timothy Goodwin
The Hon Hartley Hansen QC  
 & Rosalind Hansen
Robert Heathcote &  
 Meredith King
The Hon Peter Heerey AM QC  
 & Sally Heerey
Judge Sara Hinchey &  
 Tom Pikusa
John Howie AM &  
 Dr Linsey Howie
Pandora Kay & John Larkins

Anthony J &  
 Philippa M Kelly
Maryanne B Loughnan QC
Banjo McLachlan &  
 Paul Mahony
Elizabeth O’Keeffe
Ralph & Ruth Renard
Michael Shand QC
Tom Smyth
The Hon Judge Josh Wilson  
 & Dr Silvana Wilson

($500+)
Ingrid Braun
Elizabeth Boros
Katherine Brazenor
The Hon Stephen Charles &  
 Jennifer Charles
Georgie Coleman
The Hon David L Harper AM
The Hon Chris Maxwell AC
The Hon Justice O’Callaghan
Michael & Penny Rush

NURTURING  
YOUNG ARTISTS 
From master classes to 
competitions, commissions 
to workshops & a unique 
fellowship program for 
gifted students, the Centre’s 
artist development 
initiatives educate & 
challenge young musicians. 
Patrons of our Leaderships 
Circles & Elisabeth 
Murdoch Creative 
Development Fund enable 
unique opportunities for 
the next generation of 
performers to learn from 
the best in the world, 
collaborate with local & 
national ensembles & 
perform in the Centre’s 
world class spaces.

ARTIST DEVELOPMENT 
LEADERSHIP CIRCLE
Inaugural Artist   
Development & Music   
Education Benefactor
The Late Betty Amsden AO
Anonymous (1)
Peter Jopling AM QC
Mrs Margaret S Ross AM  
 & Dr Ian C Ross

CHILDREN & FAMILIES 
LEADERSHIP CIRCLE
The Late Betty Amsden AO

MASTER CLASS 
LEADERSHIPS CIRCLE
Ensemble Giovane

ELISABETH MURDOCH 
CREATIVE DEVELOPMENT 
FUND
($20,000+)
Annamila Pty Ltd
The John & Jennifer   
 Brukner Foundation
Krystyna Campbell-Pretty
Yvonne von Hartel AM &   
 Robert Peck AM of   
 peckvonhartel architects
Anne Kantor AO &  
 Dr Milan Kantor OAM

($10,000+)
The Pratt Foundation
Angelina & Graeme Wise

($4000+)
Julian Burnside QC AO &   
 Kate Durham
John Calvert-Jones AM & 
Janet Calvert-Jones AO
Andrew & Theresa Dyer
Kathryn Fagg*
Jo Fisher*
Lyndsey & Peter Hawkins
Katrina & Simon  

 Holmes à Court
Dr Alastair Jackson
Sylvia & Michael Kantor 
Christine Sather*
The Sentinel Foundation
Susan Thacore
Dr Cherilyn Tillman &  
 Tam Vu
Lyn Williams AM
YMF Australia
Igor Zambelli

($2500+)
Susan Alberti AC &  
 Colin North OAM
John & Mary Barlow
Arnold & Mary Bram
Jacinta Carboon*
Dr Shirley Chu &  
 Wanghua William Chu
Christine & Michael Clough
Joyce Marks &  
 Danielle Davis*

($1000+)
Anonymous (2)
ARM Architecture
Peter J Armstrong*
Bailey-Lord Family*
Adrienne Basser
Carolyn & Tony Baum
Mary Beth Bauer*
Fiona Bennett*
Jane Bloomfield
Helen Brack
Norah Breekveldt*
Zoe Brinsden*
Barbara Burge
John Castles AM &  
 Thelma Castles OAM
W K Clark & B Heilemann*
The Hon Mary Delahunty 
Paul Donnelly &  
 Brigitte Treutenaere
Dr Jane Gilmour OAM &   
 Terry Brain*
Andrea Goldsmith
Colin Golvan QC &  
 Dr Deborah Golvan
Naomi Golvan &  
 George Golvan QC
Peter Grayson
Robert & Jan Green
Heathcote Wines*
Prof Andrea Hull AO*
Dr Garry Joslin &  
 Prof Dimity Reed AM
Liane Kemp*
Sally MacIndoe
Annette Maluish
Justice Jane Matthews AO
Norene Leslie McCormac*
Message Consultants   
 Australia
Dr Richard Mills AM
Rosemary O’Connor*
Tim Orton & Barbara Dennis
James Ostroburski &  
 Leo Ostroburski
Prof David Penington AC &  
 Dr Sonay Penington
Howard Penny
Geoff & Jan Phillips
Shelley Rowlands
Laura Thomas*
The Ullmer Family   
 Foundation
Mary Vallentine AO

($500+)
Dr Russell Basser
Brian & Esther Benjamin
Marc Besen AC &  
 Eva Besen AO
Ann Bryce
Sir Rodrick Carnegie AC & 
Eve McGlashan
Adrian Collette AM &  
 Rachel Slattery
Jim Cousins AO &  
 Libby Cousins
Julie Anne Cox &  
Laurie Cox AO

George & Laila Embelton
Joshua Evans°
Margaret Farren-Price &   
 Prof Ronald Farren-Price  
 AM
Nance Grant AM MBE &  
 Ian Harris
The Hon Justice Michelle 
Gordon & The Hon Kenneth 
M Hayne AC QC
Jean Hadges
Dr Robert Hetzel
David & Rosemary   
 Houseman
John Howie AM &  
 Dr Linsey Howie
Penny Hutchinson
Peter Jopling AM QC &  
 Dr Sam Mandeng
Stirling Larkin, Australian 
Standfirst°
Snowe Li°
Simon & Jodie Madden
Susan & Peter Mahler 
Peter & Ruth McMullin
Peter B Murdoch QC &   
 Helen Murdoch
Shelley & Euan Murdoch
Christine Rodan &  
 Erskine Rodan OAM
Campbell Rose &  
 Georgette Toohey
Mrs Margaret S Ross AM &   
 Dr Ian C Ross
Kim & Graham Sherry OAM
Prof Richard Smallwood AO  
 & Mrs Carol Smallwood
Peter J Stirling &  
 Kimberley Kane
Lady Marigold Southey AC
Felicity Teague

REACHING BEYOND  
THE CENTRE
Working to realise the 
limitless potential for 
musicians to move, inspire 
& educate all Victorians, 
even those who for many 
reasons find it difficult to 
attend Melbourne Recital 
Centre, is an increasingly 
important part of our 
strategy. Gifts to the Mary 
Vallentine Limitless Stage 
Fund are enabling us to 
expand our regional & 
educational outreach 
through top-quality live & 
recorded digital platforms, 
ultimately ensuring the 
Centre’s music can be 
streamed, heard by all.

MARY VALLENTINE 
LIMITLESS STAGE FUND
($20,000+)
Naomi Milgrom AO
Kim Williams AM

($10,000+)
The Late Betty Amsden AO
Lady Marigold Southey AC

($4000+)
Kathryn Greiner AO
Peter & Ruth McMullin

($2500+)
Lady Primrose Potter AC

($1000+)
Jenny & Peter Hordern
The Ullmer Family 
Foundation
Janet Whiting AM &  
 Phil Lukies
Igor Zambelli

($500+)
Susan M Renouf

List of patrons at  
14 February 2018.

INSPIRED GIVING
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THANK YOU

Melbourne Recital Centre acknowledges the generous support of its business partners, philanthropic supporters and patrons.

Founding Benefactors
The Kantor Family  Helen Macpherson Smith Trust 
The Calvert-Jones Family  Robert Salzer Foundation 
Lyn Williams am The Hugh Williamson Foundation

Presenting Partner Learning Partner

Founding Patron
The Late Dame Elisabeth Murdoch ac dbe

ENCORE BEQUEST PROGRAM
Providing sustained support for all aspects of the Centre’s artistic program through its Public Fund. 

Anonymous (3)
The Late Betty Amsden ao
Jenny Anderson 
Barbara Blackman
Jennifer Brukner

Ken Bullen
Jim Cousins ao & Libby Cousins
Dr Garry Joslin
Janette McLellan
Elizabeth O’Keeffe

Prof Dimity Reed am
The Estate of Beverley Shelton & Martin 
Schönthal
Mary Vallentine ao

Principal Government Partner

Supporting Partners

Program Partners

Foundations

Business Partners

Board Members
Kathryn Fagg, Chair 
Peter Bartlett 
Stephen Carpenter 

Joseph Corponi 
The Hon Mary Delahunty  
Paul Donnelly

Margaret Farren-Price 
Eda Ritchie am
Margaret Taylor

THE PEGGY & LESLIE 
CRANBOURNE FOUNDATION

ETHEL HERMAN
CHARITABLE TRUST

THE JACK & HEDY  
BRENT FOUNDATION

International Airline Partner
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MELBOURNERECITAL.COM.AU
BOX OFFICE 03 9699 3333

Cnr Southbank 
Blvd & Sturt St
Southbank
VICTORIA

Principal Government Partner

#melbrecital


