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UUUPROGRAM 
Sonata for Violin & continuo in G Minor, HMV364a           G.F. Handel 

Larghetto  -  Allegro  -  Adagio  -  Allego 
 

Two Canzoni for Treble, Bass & continuo           Girolamo Frescobaldi 
 
Sonata in B-flat Major for Cello & continuo, RV 47   Antonio Vivaldi 

Largo  -  Allegro  -  Largo  -  Allegro 
 

Three Pieces from “Pièces de Clavecin Book III”       François Couperin 
La Regente ou la Minerve  (harpsichord solo) 
Le Rossignol-en-amour & Double du Rossignol 
Muséte de Taverni 
 

-   INTERMISSION   - 
 

Sonata in A Major for Violin & Harpsichord, BWV 101  J. S.  Bach 
Adagio  -  Allegro assai  -  Andante un poco  -  Presto 

 
Spiritual Bell for Cello & Harpsichord                          Timothy Broege 

 
Serenade for Violin & Harpsichord                                  Timothy Broege 

Dream Song  -  Courtship Dance  -  Nuptial Canon  -  Star Song 
 

Trio No.39 in G Major, Hob. XV/25                                Joseph Haydn 
Andante   -   Poco adagio cantabile   -   Rondo all'Ongarese 



 

Notes on the Program 
Instrumental music in early 17th century Italy was primarily centered around 
composers Giovanni Gabrieli, Claudio Monteverdi and Girolamo Frescobaldi.  
Large-scale ensemble music and multi-choir sacred works were the specialties of 
Gabrieli.  Monteverdi won renown for opera and sacred motets, and Frescobaldi, 
who focused on keyboard and instrumental music, was the leading exponent of the 
“new style”  (also known as the seconda prattica, as opposed to the prima prattica 
of the renaissance).   
 

The Canzona 
 

The structural and harmonic freedoms that 
had been developed in the Italian madrigal 
of the late 1500's were developed by 
Frescobaldi into new and highly 
expressive music for keyboard 
(harpsichord and organ), and various 
instrumental combinations. 
His canzoni are sectional works created out 
of contrasts of meter, rhythm, harmony and 
figuration.  The canzona in the renaissance 
was usually a strictly contrapuntal work, 
but Frescobaldi introduced the freedom of 
the madrigal into the form.  In his canzoni 
for a treble instrument and a bass 
instrument the solo parts are fully 
composed.  The accompaniment – to be 
realized on a chordal instrument such as 

the harpsichord or lute – is indicated only by a 
bass line (mostly without chord figures).  These are works of delightful invention, 
and were highly influential on subsequent composers such as Froberger and J.S. 
Bach. 
 
 
 
 
 
 

Girolamo Frescobaldi 1583 - 1643 



The Sonata 
 
The instrumental canzona developed 
into the multi-movement sonata as 
the 17th century moved into the 18th, 
known as the High Baroque era.  In 
Italy, again, leading composers such 
as Archangelo Corelli and Antonio 
Vivaldi created hundreds of sonatas 
for  string and wind instruments.  
The typical sonata usually followed 
one of two formal models:  the 
sonata da chiesa (church sonata) was 
usually in four movements (slow-fast-slow-fast); the sonata da camera (chamber 

sonata) was usually in three 
movements (fast-slow-fast).  All 
three of the sonatas on today's 
program are of the sonata da chiesa 
type.  The sonatas of Vivaldi, Handel 
and Bach can be considered some of 
the finest achievements in this form 
and style. 
 
The Vivaldi and Handel sonatas are 

continuo sonatas, meaning they have 
composed solo parts with an accompanying bass line with chord figures (“figured 

bass”).  The Bach sonata is a “trio 
sonata”:  there are three fully composed 
parts, one for violin, one for harpsichord 
right hand, and one for the harpsichord 
left hand.  The degree of contrapuntal 
complexity that this form allows had no 
greater practitioner than Johann 
Sebastian Bach. 
 
 

 
 
 
 

Antonio Vivaldi (1678 - 1741) 

Georg Frideric Handel(1685 – 1759) 

Johann Sebastian Bach (1685 - 1750) 



French Influences 
 

While the innovations in Italian 
music were driven by keyboard 
and vocal idioms, in France the 
primary innovative force was 
solo lute music.  From the mid-
16th through the mid-17th 
centuries French 
lutenist/composers such as the 
Gautiers (father and son, 
“Vieux” Gautier and Denis 
Gautier) used the old 
renaissance dance forms, such 
as allemandes, courantes, sarabandes, gigues and chaconnes, to create a new style 
based on the chordal nature of the lute.  Broken chords, simple counterpoint and 
folk-like tunes and improvisatory preludes were important components of the new 
French chamber music style.  The clavecin (harpsichord) supplanted the lute in the 
17th century as the preferred instrument for many of the composers of the day.   
Jacques Champion de Chambonnieres may be considered the “father” of French 
baroque harpsichord music.  Among his students were Louis Couperin, an excellent 
composer in his own right, and Louis's nephew Francois, known as “Le Grand”.  
Francois published his harpsichord music in four volumes over the course of his 
lifetime, along with music for voices, viols, and organ.  His style is one of elegance 
and melodic purity.  The pieces on today's program come from the Third Book of 
Harpsichord Pieces (Le Troisième Livre 1722).  The title, The Regent, or Minerva, is 
enigmatic, as are many of Couperin's titles referring to persons of the French court.  
The author Phillipe Beaussant has put forth the opinion that the title refers to Philippe 
of Orleans, who did in fact hold the title of Regent and was known as a great music-
lover.  The piece is cast as an allemande with supple melodic lines and a light and 
airy texture.  The reference to the goddess Minerva may refer to the tranquil and 
judicious pace of the music. 
 
The Nightingale in Love is marked by the composer to be played “lentement, et très 
tendrement (slowly and tenderly)”.  It is one of Couperin's most famous pieces and 
has been adapted for today's program to cast the violin as the “nightingale”, with 
keyboard and cello serving as humble servants in the background. 
 
The Muséte from Taverny  is one of a few pieces in the four volumes that include an 
extra line, to be played,, perhaps, by a second harpsichord, or a flute or violin.  The 

Francois Couperin (1668 - 1733) 



muséte is the French bagpipe, and this boisterous piece of country music imitates the 
drone of the bagpipe with melodic lines dancing above. 
 

The Usurpation 
 

The harpsichord flourished as the preferred keyboard instrument for chamber music 
and public performance from roughly 1550 to 1750.   In the latter years of the 18th 
century its role was gradually usurped by the “new kid on the block”, the fortepiano.  
The harpsichord plucks its strings with stiff plectra or quills, usually made from 
crow or raven's claw.  The fortepiano, however, strikes the strings with felt covered 
hammers.  The harpsichord action allowed some expressive control over the sound 
– keys could be depressed more slowly or more quickly – but the fortepiano allowed 
a larger range of sound, hence the name “fortepiano” (loud and soft).   
 

Haydn's piano trios date from the time when both 
harpsichords and fortepianos were used 
interchangeably.  For the G Major Trio on today's 
program the late 18th century style harpsichord is an 
excellent fit.  The trio's opening folk-like theme 
with variations, eloquent slow movement and 
boisterous “Gypsy music” finale have made it one 
of Haydn's most popular works. 
 
 Although harpsichords remained in use, mainly in 
the German-speaking countries, through the first 
half of the 19th century, by the time of Wagner and 
Tschaikovsky the instrument had mostly 
disappeared.  It remained for the 20th century to 
rediscover the instrument.  In England Arnold 

Dolmetsch began researching and making 
harpsichords that followed the designs of museum 

instruments.  Pioneering virtuosos of the harpsichord, such as Wanda Landowska in 
Europe and Ralph Kirkpatrick in the United States began concertizing and recording 
on the harpsichord.  Composers such as Manuel De Falla and Francis Poulenc 
composed harpsichord concertos.  And, most important, during the second half of 
the century many talented harpsichord makers emerged on both sides of the Atlantic.  
In America such makers as William Dowd, Frank Hubbard, John Challis, Rutkowski 
& Robinette, Carl Fudge and Willard Martin were producing excellent instruments 
based on French, German and Italian models from both the 17th and 18th centuries. 
 

Joseph Haydn (1732 – 1809) 



An Old Voice Becomes New 
 

For composers the harpsichord offered a refreshingly 
different kind of keyboard sonority, one that was not 
weighed down by the trappings of romantic piano music 
style.  Elliott Carter's Quartet for Flute, Oboe, Cello and 
Harpsichord, from the early 1950's was an “ear opener” 
for composers and audiences alike.  Commissioned by 
the harpsichordist Sylvia Marlowe, the quartet created a 
sound world far removed from the baroque styles of the 
18th century, and showed the harpsichord in a new light.   
 
Most composers of the baroque era were skilled 
harpsichordists as well, and in that same tradition 
harpsichordist Timothy Broege has been composing for 

the instrument throughout his career.  Spiritual Bell, composed in 1969 and revised 
in 2004, has a solo part that can be played on cello, bassoon, euphonium or tuba, and 
a keyboard part that is suitable for harpsichord, organ or piano. The work is based 
on melodic material from the spiritual “There is a Balm in Gilead”. 
 
The Serenade for Violin & Harpsichord was composed in 1993 as a wedding gift for 
Stefanie and Paul Klecka, friends of the composer who reside in Germany.  Paul is 
a gifted harpsichordist who has performed and recorded many of Broege's pieces. 
 

Program Notes Credits -- Timothy Broege 

 

 

 

 

 

 

 

 

 

Timothy Broege 


