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John Danyel (1564-c.1626)

Edward Collard (�. c.1595-1599)

Robert Jones (c.1577-1617)

John Dowland (1563-1626)

John Dowland

Francois Richard (c.1585-1650)
Antoine Boesset (1586-1643)

Antoine Boesset
Pierre Guedron (1564-1620)

Robert Ballard (1575-1650)

Alonso Mudarra (c.1510-1580)
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Indianapolis Foundation, on the occasion of its 100th anniversary, is the presenting sponsor of the IEM 50th Anniversary Season 

Sunday, June 26, 2015 

Emma Kirkby and Jakob Lindberg
Like as the Lute

Like as the lute
Stay cruell time
Eyes look no more

Go from my window
A Ground

Lie down poore heart and die
When love and time and measure makes his ground
Farewell dear love

Captain Digorie Pipers Pavan and Galliard
Forlorn Hope Fancy

!e lowest trees have tops
Burst forth my tears
Sweet stay awhile

 

Ruisseau qui cours apres toy-mesme 
N’esperez plus mes yeux
Que Philis a l’esprit
Si jamais mon ame blessee

Entrée de luth / Branles de village

Dulces exuviae

Emma Kirkby, soprano
Jakob Lindberg, Renaissance lute
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Originally, Emma Kirkby had no 
expectations of becoming a professional 
singer. As a classics student at Oxford and 
then a schoolteacher, she sang for pleasure in 
choirs and small groups, always feeling most 
at home in renaissance and baroque repertoire. 
She joined the Taverner Choir in 1971 and 
in 1973 began her long association with the 
Consort of Musicke. Emma took part in 

the early Decca Florilegium recordings with 
both the Consort of Musicke and the Academy of Ancient Music, at a time when most 
college-trained sopranos were not seeking a sound appropriate for early instruments. 
She therefore had to #nd her own approach, with enormous help from Jessica Cash in 
London, and from the directors, fellow singers, and instrumentalists with whom she has 
worked over the years. 

Emma feels privileged to have been able to build long-term relationships with chamber 
groups and orchestras, in particular London Baroque, the Freiburger Barockorchester, 
L’Orfeo (of Linz), the Orchestra of the Age of Enlightenment, Palladian Ensemble, 
Florilegium, and !eatre of Early Music.

To date, she has made well over a hundred recordings of all kinds, from sequences of 
Hildegarde of Bingen to madrigals of the Italian and English Renaissance, cantatas and 
oratorios of the Baroque, works of Mozart, Haydn, and J. C. Bach. Recordings include: 
Handel – Opera Arias and Overtures 2 for Hyperion; Bach wedding cantatas for Decca; 
Bach Cantatas 82a and 199 for Carus; and four projects for BIS; with London Baroque, 
one of Handel motets and one of Christmas music by Scarlatti, Bach and others; with 
the Royal Academy Baroque Orchestra the #rst recording of the newly-rediscovered 

“Gloria” by Handel; and with the Romantic Chamber group of London, Chanson 
d’amour – songs by the American composer Amy Beach, who died in 1944. Classical 
Kirkby, an anthology devised and performed with Anthony Rooley, also on the BIS label, 
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Guardame las vacas
Fantasia
Fantasia

Dovro dunque morire
O bella piu
La Nanna

8-course lute by Michael Lowe, Wootton-by-Woodstock 1981

Luys de Narvaez (c.1500-1555/60)
Luys Milan (c.1500-c.1561)

Alonso Mudarra

Giulio Caccini (1551-1618)
Anon

Tarquinio Merula (1595-1655)
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was released in 1999; Cantatas by Cataldo Amodei, also for BIS, 2004; with Fretwork, 
consort songs by William Byrd, for Harmonia Mundi USA, 2005; Scarlatti’s Stabat 
Mater with Daniel Taylor, for ATMA, 2006;  Honey from the Hive, songs of John 
Dowland, with Anthony Rooley, for BIS, 2006: and Musique and Sweet Poetrie, also for 
BIS, 2007 – lute songs from Europe with Jakob Lindberg. 

In 1999 Emma was voted Artist of the Year by Classic FM Radio listeners; in November 
2000 she received the Order of the British Empire, and in June 2007 was delighted to be 
included in the Queen’s Birthday Honours List for appointment as a Dame Commander 
of the Order of the British Empire. BBC Music Magazine, in a recent survey of critics to 
#nd “the greatest sopranos,” placed Emma at number 10. In June 2008 Emma received 
an honorary Doctor of Music degree from Oxford University. While such things are 
inevitably parochial, partial, controversial, and outdated as soon as they appear, she is 
pleased at the recognition this implies for an approach to singing that values ensemble, 
clarity and stillness alongside the more usual factors of volume and display. 
 
Despite all the recording activity, Emma still prefers live concerts, especially the pleasure 
of repeating programs with colleagues; every occasion, every venue and every audience 
combine to create something new from this wonderful repertoire. Visit Emma Kirkby at 
www.emmakirkby.com

Jakob Lindberg was born in Djursholm Djursholm in Sweden and developed his #rst 
passionate interest in music through the Beatles. He started to play the guitar and soon 
became interested in the classical repertoire. From the age of fourteen he studied with 

Jörgen Rörby, who also gave him his #rst instruction 
on the lute. After studying music at Stockholm 
University he went to London to continue at the 
Royal College of Music, where he further developed 
his knowledge of the lute repertoire under the 
guidance of Diana Poulton. He decided towards the 
end of his studies to concentrate on renaissance and 
baroque music, and is now one of the most proli#c 
performers in this #eld.

Jakob has made numerous recordings for BIS, many of which are pioneering in that 
they present a wide range of music on CD for the #rst time. He has brought Scottish 
lute music to public attention, demonstrated the beauty of the Italian repertoire for 
chitarrone, and recorded chamber music by Vivaldi, Haydn, and Boccherini on period 
instruments. He is the #rst lutenist to have recorded the complete solo lute music by 
John Dowland and his recording of Bach’s music for solo lute is considered to be one of 
the most important readings of these works. Most recently released are Italian Virtuosi of 
the Chitarrone and Jacobean Lute Music.
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An active continuo player on the theorbo and arch lute, Jakob has worked with 
many well known English ensembles including !e English Concert, Taverner 
Choir, !e Purcell Quartet, Monteverdi Choir, Chiaroscuro, !e Orchestra of the 
Age of Enlightenment and !e Academy of Ancient Music. He is also in demand 
as an accompanist and has given recitals with Emma Kirkby, Ann So#e von Otter, 
Nigel Rogers and Ian Partridge. He assisted Andrew Parrott in the musical direction 
of Purcell’s Dido and Aeneas given by !e Royal Swedish Opera at Drottningholm 
Court !eatre in 1995, and also directed from the chitarrone the much acclaimed 
performances of Jacopo Peri’s Euridice given there in 1997. It is particularly through his 
live solo performances that he has become known as one of the #nest lutenists in the 
world today, with concerts all over the globe from Tokyo and Beijing in the East to San 
Francisco and Mexico City in the West. In addition to his busy life as a performer, Jakob 
Lindberg teaches at the Royal College of Music in London where he succeeded Diana 
Poulton as professor of lute in 1979. Visit Jakob Lindberg at www.musicamano.com

Program Notes

John Dowland (1563-1626), despite being the greatest composer for the lute in England 
and fêted abroad, had no luck in his e&orts to obtain a position at Queen Elizabeth’s 
court and spent much of his thirties and early forties on the Continent. Nevertheless he 
brought out several volumes of music in London; his First Booke of Songes (1597), an 
immediate success, was reprinted four times in the next #fteen years and set the tone for 
such publications over two decades. In tonight’s programme we approach Dowland via 
some of his colleagues.  

!e subtle and inventive John Danyel (1564 –c.1626) published just one book, Songs 
to the lute, viol and voice (1606). He was brother to a famous poet, Samuel, whose 
beautiful lyrics John set with great freedom, in pieces beloved these days by singers 
and players alike. “Like as the lute” was Samuel’s virtuosic sonnet, full of word play 
and in-jokes about the power of music – in this case attributed to the Muse, without 
whom the struggling player/singer can do nothing, until she plays on his heart strings. 
In “Stay, Cruel, Stay,” a stock lover’s plaint is given treatment both poignant and gently 
humorous, brought out in teasing cross-rhythms. By contrast, “Eyes, Look no More” sets 
a deeply despairing text in pavan form, but the stately calm of the dance is undermined 
with Danyel’s typical rhythmic inventiveness, and his harmonic structure turns out to be 
a brilliant, loving reworking of Dowland’s famous pavan, “Flow My Tears”. 

!e lute was held in very high esteem at courts throughout Europe during the sixteenth 
century, and the Tudor court was no exception. Henry VIII and Elizabeth I were both 
taught to play this instrument and by 1593 there were no fewer than #ve lutenists in 
the Queen’s royal service. One of them, John Johnson, died in 1594 and four years later 
Edward Collard (�. c. 1595-1599) took over his position. “Go From My Window” is a
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charming setting of the popular tune and it is followed by an untitled set of variations on 
a ground (a recurring bass ostinato). Collard probably invented the ground himself, and 
whilst always repeating the theme (in one variation half of it appears in the treble), he 
exploits the full range of the lute with some clever passage-work over and around it. 

Just as characterful as Danyel’s songs, if less musically high-�own, were those of Robert 
Jones (c. 1577 -1617), who covered every mood and level of lyric. Jones was incensed at 
the criticism he encountered from “musical murmurers,” as he called them in a long and 
rambling preface in 1609, but his #ve volumes, brought out between 1600 and 1610, 
suggest that his targeted market of singers and players were content to support him. We 
have chosen three contrasted titles from the First Book of Ayres of 1600. “Lie Down, Poor 
Heart” is a piece of vintage Elizabethan melancholy, its three stanzas of dark imagery and 
despairing alliteration each ending with the refrain “Lie down and die, and then thou 
shalt do well.”  “When Love on Time and Measure Makes his Ground” might seem to 
start with more positive thoughts -  “love can never die” – but soon returns to the sad 
realisation that love in our world is false and ephemeral. (!e best answer to this would 
have been a Platonic reminder of the world of true realities, beyond ours – but this is not 
to be found in the First Book, though a #ne version, “If in this Flesh,” came out in Jones’s 
Fourth Book, A Musical Dream of 1609.) Finally, a song very typical of Jones is “Farewell 
Dear Love;” a light-hearted mix of hope and despair, it must have been a success, since 
Shakespeare felt free to misquote it, to comic e&ect, in Twelfth Night. 

Dowland dedicated this pavan and galliard pair to Captain Digorie Piper, who was in 
command of a ship named ‘!e Sweepstake’ and authorized to attack Spanish ships. 
However, he gradually developed into a notorious pirate, preying on ships up and down 
the English Channel; he was eventually tried, convicted and bound over to repay his 
victims, dying deeply in debt in 1589. !ese two early pieces by Dowland are followed 
by one of his most extraordinary works, “Forlorne Hope Fancy.” A descending chromatic 
motif permeates this sublime piece, which erupts into a spectacularly virtuosic ending.

Our three Dowland songs cover as many facets of love. “!e Lowest Trees Have Tops” 
seems an elegant piece of philosophical musing, its theme the importance of small 
things, but by the end of the second stanza Dowland, almost with sleight of hand, has 
taken the song to heartbreak. !e amorous shepherd in “Burst Forth My Tears” is more 
demonstrative from the outset; his sheep are called to share his grief – but despite his 
protestations one feels that tomorrow they might see his beloved smile on him again. 
“Sweet, Stay Awhile,” an adaptation of John Donne’s aubade “Break of Day,” was 
published in 1612 and represents the distillation of Dowland’s art. After an angry preface 
about the “young men, Professors of the lute,” who considered him outdated as they 
developed their recitative style in “the Italian manner,” “A Pilgrime’s Solace” unfolds with 
an extraordinary variety of utterance, as free as anything by his rivals; but this song, the 
second in the volume, spins gossamer light phrases, most telling in what they leave out.

Francois Richard (c. 1580 – 1650) came to England in 1625 with Charles I’s queen 
Henrietta Maria and stayed four years. For the rest of his career he held posts at the court
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of Louis XIII, as lutenist, composer and lute teacher to the choirboys of the Royal Chapel. 
His beautiful setting of St. Amant’s elegy for the drowned Silvie, “Ruisseau qui cours après 
toi-même,” must have made an impression in Charles’s court, for an English translation of 
it was published by Henry Lawes in 1669. (Saint-Amant, the soldier poet, came himself to 
England in 1643 as part of an e&ort to support King Charles’s cause, but without success, 
as the queen had to �ee to France in 1644. St Amant’s visit produced only a mock-heroic 
poem, “Albion,” satirizing the country under Parliamentarian control.)  

Antoine Boesset’s (1586 -1643) career featured a cluster of court appointments but also 
steady success for his hundreds of published airs de cour – indeed his songs were still on 
sale #fty years after his death. “N’esperez plus mes yeux” is a hypnotically beautiful lament; 
its haunting refrain inspired others to add elaborate ornaments. “Que Philis a l’esprit léger,” 
by contrast, is light and witty, though not without poignancy; even as the disappointed 
shepherd thanks the gods for his deliverance from �ighty Philis, the listener may be 
disinclined to believe him…

Pierre Guédron (1564 -1620) was a contemporary of Dowland; perhaps they even met in 
the 1580s when Dowland spent some time in Paris. Certainly Guédron was known and 
appreciated in England, where some of his songs were published in translations by Edward 
Filmer – a labour of love since Guédron’s works were often long and discursive, in many 
stanzas. In 1610, John Dowland’s son Robert published an anthology, A Musicall Banquet, 
in which all three of the songs in French were by Guédron. “Si jamais mon âme blessée” is a 
heartfelt declaration of love, with one of Guédron’s typically limpid and haunting melodies, 
reinforced with tender rhetoric.

Robert Ballard (c. 1575-after 1650) was maître de luth of the regent Maria de’ Medici and 
responsible for the tuition of King Louis XIII. He left us with two collections of lute solos 
published in 1611 and 1614 in which the music is mostly drawn from ballets de cour. An 
“Entrée de luth” leads here to some rustic branles de village over a drone accompaniment.

Alonso Mudarra (c. 1510-1580) spent his youth in the household of Spanish dukes, and 
may have accompanied King Charles V to Italy. !ereafter he entered the priesthood and 
became a canon and then major-domo at Seville, concerned especially with music. He also 
found time to compose, play and publish a wide variety of works for vihuela and for voices, 
solo and in consort.  His setting of lines from Vergil’s Aeneid, “Dulces exuviae,” transforms 
the Latin hexameters of Dido’s dying words into a strophic threnody of simple power.

In sixteenth century Spain an instrument evolved that was tuned like the lute and occupied 
a similar position in courtly musical life there: the �at- backed vihuela. !ree of the most 
proli#c vihuelistas are represented here: Luis de Narvaez (�. 1530-1550), Luis Milan (c. 
1500-after 1561), and Mudarra. !ey all published books that were pedagogical works as 
well as containing some very #ne music indeed. Luis de Narvaez was in the service of King 
Philip II. His “Guardame las vacas” is a set of four variations on a tune over the romanesca 
ostinato. !e Fantasia by Milan alternates slow chordal sections (consonancias) with rapid 
scale passages (redobles). Finally, Mudarra’s Fantasia imitates the style of King Ferdinand’s 



34 THE 2016 INDIANAPOLIS EARLY MUSIC FESTIVAL  

harpist Ludovico. At one point there are false relations between treble and bass and the 
composer explains that if this passage is played well, these will not o&end the ear.

Giulio Caccini (1551 -1618), a virtuoso singer from Rome, spent most of his career at the 
court of the Medici in Florence, where he featured in all the major musical celebrations. 
He was also deeply in�uenced by, and in turn a prominent contributor to the Camerata 
of Giovanni dei Bardi, a gathering of artists, writers, musicians and philosophers. In their 
e&orts to recreate the power and eloquence of ancient Greek musical drama, the Camerata 
brought about the change of musical utterance known as secunda prattica, which in its 
declamatory freedom paved the way for the #rst operas; Caccini’s own Euridice was one 
of the earliest. He was also an e&ective teacher whose book of 1601, le Nuove Musiche, 
and its sequel in 1614, o&ered aspiring singers hints about expressive singing that have 
been studied and used by singers from the mid-20th century until the present day. Two 
of his songs were published in England, in the Musicall Banquet of 1610. One of those, 
“Dovrò dunque morire,” sets a fairly predictable melancholy lover’s lyric (“must I then 
die before I can see you and tell you I am dying?” etc.) with plenty of e&ects. !ere are 
di&ering phrase lengths, from short exclamations to long-drawn sighings; and then short 
melismatic phrases alternating with long held notes, inviting some of the e&ects laid out 
in his book, whether particular shapings of single notes or added melodic #gures. !ere 
are many ways and much freedom here for a singer to try for Caccini’s ideal – that of 
moving the soul while delighting the senses.

!e anonymous “O bella più” was the last song in Robert Dowland’s anthology 
and perhaps was conceived as a sort of encore, since it is a catchy love song, full of 
blandishments and sweet e&ects.  

In deep contrast to this, tonight’s programme ends with the extraordinary “Canzonetta 
spirituale sopra La Nanna” by Tarquinio Merula (1594 -1665), who worked in various 
places, including Poland, but spent most of his time in Cremona or nearby cities in 
Northern Italy.  His music is always characterful and interesting, and he seems to have had 
a particular penchant for ostinato bass lines, against which his invention spins ever more 
exotic and daring dissonances in the upper parts. However, in “La Nanna” he chose the 
barest bass possible, just the two notes of a semitone, for this was to be the rocking of the 
manger crib in Bethlehem, where the Virgin sings to her Child an extraordinary lullaby – 
loving and tender, yet full of anguish and foreboding. 

               —Emma Kirkby and Jakob Lindberg
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