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V dobé, kdy na Cesky triin postupné usedli prvni tfi
Habsburkové, vladla britskym ostroviim ,Alzbéta, z milosti
Bozi kralovna Anglie, Francie a Irska, ochrankyné viry”

(Francie byla v oficidlnim titulu jen symbolicky).

Alzbétinska doba (1558—-1603) byva oznacovana jako ,zlaty
vék Anglie” — obdobi relativni stability mezi bouflivymi
Valkami r{izi, ranou reformaci a pozdéjsimi obcanskymi

valkami.

Velky vyznam mély Uspéchy v ovladnuti mofi, o které se
zaslouzili Francis Drake a dalsi, a které byly pocatkem
pozdéjsiho velmocenského postaveni Velké Britanie.
Kralovnina politika také napomohla rozvoji femesel,
obchodu, vzdélanosti a kultury, zejména anglické literatury
a divadla, v ¢ele s Williamem Shakespearem. Byla to doba
bohata na dramatické udalosti, se kterymi se kralovna

utkala, a to navzdory pfevaze muzi vedle sebe i proti sobé.

Dcera Jindficha VIII. a jeho druhé Zeny Anny Boleynové,
posledni panovnice z rodu Tudorovcd, méla povést svéhlavé
a nelstupné vladkyné a jeji schopnost udrzet si autoritu,
kdyz Celila vnéjsim hrozbam a vnitfnimu napéti, z ni ucinila

jednu z nejvyznamnéjsich panovnic evropskych déjin.

Diky kralovninu z&jmu vzkvétalo i vytvarné uméni a hudba.
Na jejim dvore plsobilo pres sedm desitek hudebnikd
a Alzbéta sama byla vasnivou hrackou na loutnu a virginal
(anglickéd obdoba cembala, predchidce klaviru) a také

zpivala.

Fenoménem anglické hudby se v té dobé staly
tzv. consorty, instrumentalni ansambly slozené z nastrojli
stejného druhu, ale rdznych velikosti a ladéni.

At the time when the first three Habsburgs successively
ascended the Czech throne, the British Isles were ruled

by ,Elizabeth, by the grace of God Queen of England,
France and Ireland, Defender of the Faith” (France was only
symbolically present in the official title).

The Elizabethan era (1558—1603) is often referred to as
the ,Golden Age of England”—a period of relative stability
between the turbulent Wars of the Roses, the early
Reformation, and the later civil wars.

Success in controlling seas, achieved by Francis Drake and
others, was of great importance and marked the beginning
of the later status of Great Britain as a superpower.

The Queen'’s policies also helped develop crafts, trade,
education, and culture, especially English literature and
theatre, led by William Shakespeare. It was a time rich

in dramatic events that the queen had to contend with,
despite the preponderance of men both alongside and
against her.

As the daughter of Henry VIl and his second wife, Anne
Boleyn, the last Tudor monarch, she had a reputation as
a headstrong and unyielding ruler. Her ability to maintain
authority in the face of external threats and internal
tensions made her one of the most significant monarchs
in European history.

Thanks to the queen’s interest, the fine arts and music
also flourished. There were over seventy musicians at her
court, and Elizabeth herself was a passionate player of the
lute and virginal (the English equivalent of the harpsichord,
a predecessor of the piano), and she also sang.

A phenomenon in English music at that time were the so-called
consorts, instrumental ensembles composed of instruments of
the same type but of different sizes and tunings.



Zname tak consorty zobcovych fléten od sopranové

az po basovou, consorty pozounové, ale zejména

consorty viol da gamba. Zvuk téchto plivodné italskych,
vétSinové Sestistrunnych smyccovych nastrojli, které se
prevazné drzely mezi nohama, pfipominal lidské hlasy

a v ansamblové souhte evokoval pévecky soubor. V obdobi
pozdni renesance a raného baroka vznikly v Anglii pro
consorty stovky skladeb, nékteré v kombinaci s péveckymi
hlasy ve formé doprovazenych pisni.

V dnesnim programu usly$ime jejich instrumentalni

i vokalné-instrumentalni varianty.

Klicovou soucasti alzbétinského consortového repertoaru
byly tance — nej¢astéji pavana a gagliarda. Anglicti
skladatelé byli v tomto zanru ¢astecné ovlivnéni italskymi
soucasniky — napfiklad ferrarskym mistrem Innocentiem
Albertim (ca 1535-1615). Pfednim autorem tanecniho
repertoaru pro consorty byl Anthony Holborne (1545—
1602). Slozité rytmy i polyfonie jeho tancl vyvoléavaji
otazku, zda psal opravdu pro tane¢ni praxi, nebo

k poslechu. Podle jeho galiardy The teares of the Muses,
inspirované stejnojmennou basni Edmunda Spensera

a zahrnuté do vlbec prvni anglické tisténé sbirky tanc(, se

jmenuje i dnesni program.

Zvlastni kuriozitou této doby je tradice In Nomine,

typicka pro jednu skladatelskou generaci. Vychazi z mesni
kompozice Gloria tibi trinitatis Johna Tavernera (ca
1490-1545) z ¢asti Benedictus (,In nomine Domini“/

Ve jménu Pané) — tento napév si zacali kolem poloviny

16. stoleti skladatelé pUljc¢ovat do svych vicehlasych skladeb

a priznavali to v jejich ndzvech In Nomine...

Dnesni program uvadi chronologicky tfi takova zpracovan:
od Christophera Tye (ca 1505—-1573), ktery patfil k prvnim
a nejplodnéjsim skladateldm tohoto subZanru, pres Williama

Byrda (ca 1540-1623) az po Orlanda Gibbonse (1583—-1625).

We know recorder consorts from soprano to bass,
trombone consorts, but especially viol da gamba consorts.
The sound of these originally Italian, mostly six-stringed
instruments, which were mostly held between the legs,
resembled human voices and, in ensemble play, evoked

a singing ensemble. During the late Renaissance and
early Baroque periods, hundreds of compositions were
composed in England for consorts, some in combination
with singing voices in the form of accompanied songs.

In today's program, we will hear their instrumental and
vocal-instrumental variants.

A key part of the Elizabethan consort repertoire consisted
of dances—most commonly the pavane and the galliard.
English composers in this genre were partly influenced
by their Italian contemporaries—for example, the Ferrara
master Innocentio Alberti (ca 1535-1615). The leading
author of the dance repertoire for consorts was Anthony
Holborne (1545-1602). The complex rhythms and
polyphony of his dances raise the question of whether

he truly composed them for practical dancing or rather
for listening. The program today takes its name from his
galliard The Teares of the Muses, inspired by the poem of
the same name by Edmund Spenser and included in the
very first printed English collection of dances.

A peculiar curiosity of this period is the In Nomine
tradition, characteristic of a single generation of
composers. It originates from the mass composition Gloria
tibi Trinitatis by John Taverner (c. 1490-1545), specifically
from the Benedictus section (,In nomine Domini* / ,In the
name of the Lord"). Around the middle of the 16 century,
composers began to borrow this tune for their polyphonic
compositions and acknowledged it in their titles In
Nomine...

Today's program presents three such settings in
chronological order: beginning with Christopher Tye
(c. 1505-1573), one of the earliest and most prolific



Tye dal mnoha svym skladbam In Nomine specificka

jména a charaktery — napriklad ,Crye” se svymi rychlymi
opakovanimi odkazuje na kfik pouli¢nich prodejcli a prenasi
tak plivodné chramovou skladbu do ulic rané novovékého

Londyna.

Zvlastni postavou je italsky skladatel Alfonso Ferrabosco
(ca 1575-1628). Z dobovych pramen( vime, Ze ¢asto
putoval mezi Italii a Londynem, kde pUsobil ve sluzbéch
kralovny Alzbéty. V Itélii pak pro ni zfejmé vyhledaval
hudebni novinky, které dovézel ¢i posilal do Anglie. Na
obou stranach mél soucasné potize — v Italii byl vySetfovan
inkvizic za styky s protestantskymi kruhy a v Londyné byl
obvinén ze zlocinl na jinych cizincich, kvali nimz musel

Anglii opustit.

Nesmime zapomenout ani na Johna Dowlanda (1563—
1626), predniho tvirce anglické renesancni hudby. Se svymi
zaméstnavateli hodné cestoval, poznal Francii, Némecko

a na Cas zakotvil ve sluzbach danského krale, odtud tanec
The King of Denmark’s Galliard. Jeho ¢tyrhlasou piser Now,
O now, | needs must part mozna znéte v Upravé Spiritual
Kvintetu. Zavére¢na canzonetta Joan, quoth John od vibec
prvniho profesora hudby na Oxfordské univerzité Richarda
Nicholsona (1563-1639) odkazuje na tehdy popularni
anglicky roman Joan and John. Obsahuje kontrasty, svétlo

a tmu, ohen a slzy, tak typické pro alzbétinskou dobu.

Lucie Mariourova

composers of this subgenre, followed by William Byrd
(c. 1540-1623), and concluding with Orlando Gibbons
(1583-1625).

Tye gave many of his In Nomine compositions specific
names and characters—for example, ,Crye”, with its rapid
repetitions, refers to the cries of street vendors, thus
transferring an originally temple composition to the streets
of early modern London.

A special figure is the Italian composer Alfonso Ferrabosco
(ca. 1575-1628). From contemporary sources, we know
that he often travelled between Italy and London, where
he worked in the service of Queen Elizabeth. In Italy, he
apparently sought out musical novelties for her, which

he either imported or sent to England. At the same time,
he faced troubles on both sides—he was investigated by
the Inquisition in Italy for his connections with Protestant
circles, and in London, he was accused of crimes against
other foreigners, which ultimately forced him to leave
England.

We must not forget John Dowland (1563-1626), a leading
creator of English Renaissance music. He travelled
extensively with his employers, visiting France, Germany,
and for a time serving the King of Denmark, hence the
dance The King of Denmark'’s Galliard. You may know

his four-part song Now, O now, | needs must part in the
arrangement by the Spiritual Kvintet. The final canzonetta
Joan, quoth John by the first ever professor of music at
Oxford University, Richard Nicholson (1563-1639), refers to
the then-popular English novel Joan and John. It contains
the contrasts, light and dark, fire and tears, so typical of
the Elizabethan period. It contains contrasts, light and
dark, fire and tears, so typical of the Elizabethan era.

Lucie Marourova






Anonymous (16% Century)

The Paradise of Dainty Devices, 17 (1576)
Text: Thomas Vaux,

2" Baron Vaux of Harrowden KB (1509-1556)

How can the tree but waste and wither away,
that hath not sometimes comfort of the sun?
How can the flow'r but fade and son decay,
that always is with dark clouds overrun?

Is this a life?

Nay death you may it call,

that feels each pain and knows no joy at all.

What foodless beast can live long in good plight?
Or is it life, where senses there be none?

Or what availeth eyes without their light?

Or else a tongue to him that is alone?

Is this a life? Nay death you may it call,

that feels each pain, and knows no joy at all.

Where to serve ears if that there be no sound?
Or such a head, where no device doth grow?
But all of plaints, since sorrow is the ground,
whereby the heart doth pine in deadly woe.

Is this a life? Nay death you may it call,

that feels each pain, and knows no joy at all.

Anonym (16. stol.)

The Paradise of Dainty Devices, 17 (1576)

Text: Thomas Vaux,

Druhy baron Vaux z Harrowdenu KB (1509-1556)

Jak mdze strom jinak nez chfadnout a tlit,
kdyz nikdy neuciti slunce hrejivy svit?

Jak mdze kvétina nevadnout a nehynout,
kdyz ji temné mraky stéle dusi?

Je tohle Zivot?

Ne — spi$ smrt to je,

kdyz bolest trva jen a radost zadna neni.

Ktera Selma prezije v pIné sile, kdyZz ma hlad?
Je to Zivot, kdyZ jsou smysly k nicemu?

K ¢emu jsou odi, kdyz svétlo chybi?

K ¢emu jazyk tomu, kdo je sam?

Je tohle Zivot? Ne — spi$ smrt to je,

kdyz bolest trva jen a radost Zzadna neni.

K ¢emu jsou usi, kdyz zvuk se neozve?

Nebo mysl, kde zadna myslenka nevzkli¢i?

Jen Zal a smutek zni a srdce tone v tiché agonii.
Je tohle Zivot? Ne — spi$ smrt to je,

kdyz bolest trva jen a radost zadna neni.



Anonymous (16% Century) Anonym (16. stol.)

Canzonetta Canzonetta

Text: John Marston (1576—1634) Text: John Marston (1576-1634)
The dark is my delight, Radost nachazim ve tmé,

so is the nightingale’s; tak jako slavik.

My music’s in the night, Moje hudba zni v noci,

so is the nightingale’s; tak jako slavikova.

My body is but little, Mé télo je drobné,

so is the nightingale’s; tak jako slavikovo.

| love to, love to sleep, Rad spim, daleko od trni,
against the prickle, tak jako slavik.

so, so doth the nightingale

William Byrd (1543-1623) William Byrd (1543-1623)

Madrigal Madrigal

Elegy for Thomas Tallis, +1585 Elegie pro Thomase Tallise, t1585

Ye sacred Muses, race of Jove, O, posvatné Muzy, déti Jupitera,

whom Music’s lore delighteth, pro néz je hudba rozkosi,

come down from crystal heav'ns above sestupte z kfistalové nebes vyse sem na zem,
to earth where sorrow dwelleth, kde sidli Zal.

in mourning weeds with tears in eyes: Odéjte se v smutek, oci pIné slzi:

Tallis is dead and music dies. Tallis mrtev je — a s nim i hudba umira.



William Byrd (ca.1540-1623) William Byrd (ca.1540-1623)

Canzonetta Canzonetta

Psalmes, sonets, & songs of sadnes and pietie, n. 24 Psalmes, sonets, & songs of sadness and pietie, No. 24
(Londra, 1588-1607) (Londyn, 1588-1607)

Testo: Ludovico Ariosto (1474—1535) Text: Ludovico Ariosto (1474-1535)

Orlando Furioso, canto |, ottava 42 Zufivy Roland, zpév |, oktava 42

. N Panna ma svij obraz v rizi,
La virginella € simil alla rosa,

. — ) . chranéné v zahradé, kde roste na svém kefi.
ch’in bel giardin sulla nativa spina,
L . Tam kvete v tichém osaméni,
mentre sola &, sicura si riposa.
. . . nedotcena pastyrem ani stadem.
Né gregge, né pastor, se le avvicina:
. . . Zemé kypf Zivotem, svézi voda proudi
L'aura soave e |'alba rugiadosa, P ! P
, e a ranni vanek s rosou vydechuji svou sladkost.
I'acqua, la terra, al suo favor s'inchina:

. . . . Takovou krasou si touzici mladik zdobf srdce.
Giovani vaghi e donn’ inamorate,

. Takovou néhou si zamilovana divka zapléta vlasy.
amano haverne e seni e temple ornate.



Alfonso Ferrabosco (ca. 1575-1628)

The Four Note Pavan
Text: Ben Jonson (1572-1637)

Hear me, O God,
a broken heart
is my best part;
Use still Thy rod,
that | may prove

there-in Thy love.

If Thou had’st not
been stern to me,
but let me free,

| had forgot

my self and Thee.

For sin’s so sweet
as minds ill bent
cannot repent
until they meet

their punishment.

Who more can crave?
That Thou hast done?
Thou gav'st a Son

to free a slave

first made of nought;
With all since bought.

Sin, Death and Hell
His glorius Name
quite overcame,

yet | rebel

and slight the same.

But I'll come in
before my loss
me further toss
as sure to win

Under His Cross.

Alfonso Ferrabosco (ca. 1575-1628)

The Four Note Pavan
Text: Ben Jonson (1572-1637)

Sly§ mé, 6 BoZze — mé
zlomené srdce

je to nejlepsi, co mam.
Stale pouzivej svou hl,
abych mohl poznat tvou
lasku

skrze kéazen.

Kdybys nebyl pfisny ke mné
a nechal mé jit,
Zapomnél bych na sebe —

i na Tebe.

Hrich je tak sladky,
Ze pokfivené mysli
nedokazou litovat,

dokud je nestihne trest.

Co vic by kdo mohl chtit?
Vzdyt ty jsi dal vie.

Dal jsi svého Syna,

aby osvobodil otroka,
stvoreného z niceho,

a veskerenstvo vykoupil.

Hfich, Smrt a Peklo

— jeho slavné jméno je
premohlo.

A presto se vzpouzim

a beru to na lehkou véhu.

Ale vratim se dfiv,

nez mé porazka odvane
jesté dal.

Jsem si jisty vitézstvim

pod jeho Kfizem.



Anonymous (16" Century)
In Nomine
Text: John Marchant (ca. 1561)

O Lord, turn not away thy face from him that lieth
prostrate, lamenting sore his sinful life before thy mercy
gate, which gate thou op’nest wide to those that do
lament their sin; Shut not that gate, against me Lord, but
let me enter in.

And call me not to mine account how | have lived here,
for then | know right well, o Lord, how vile | shall appear.
| need not to confess my life, | am sure thou canst tell
what | have been, and what | am, | know thou know’st it
well.

O Lord, thou know'st what things be past, and’eke the
things that be; Thou know'st what is to come, nothing is
hid from thee. Before the heavens and earth were made,
thou know'st what things were then, as all things else
that have been since among the sons of men.

And can the things that | have done be hidden from thee
then? Nay, nay, thou know’st them all, o Lord, where they

were done, and when. Wherefore with tears | come to thee

to beg and to entreat, e’en as a child that hath done ill,
and feareth to be beat.

So come | to thy mercy gate, where mercy doth abound,
requiring mercy for my sin to heal my deadly wound.

O Lord, | need not to repeat what | do beg or crave;
Thou know'st, o Lord; before | ask the thing that | would
have.

Mercy, good Lord, mercy | ask, this is the total sum;
For mercy, Lord, is all my suit; Lord, let thy mercy come.
(Mercy, good Lord, etc.)

Anonym (16. stol.)
In Nomine
Text: John Marchant (ca. 1561)

O Pane, neodvracej svou tvar od toho, kdo leZi zZlomeny,

a hotce lituje svého hfiSného Zivota pred branou tvé milosti

— branou, kterou oteviras tém, kdo upfimné Cini pokani.
Nezavirej ji prede mnou, Pane — prosim, nech mé vejit.

Nevolej mé k Gctovani za to, jak jsem Zil,
protoZe vim, Pane, jak hanebné bych vypadal.
Nemusim své hfichy vyznéavat nahlas

— ty uz vi§, kym jsem byval a kym jsem.

Vim, Ze ty to dobre vis.

O Pane, ty zna$ minulost, pfitomnost i to, co pfijde;

nic ti neni skryto. Jesté nez byla ucinéna nebesa a zemé,
znal jsi v3e, jakoz i vSechno, co se od té doby mezi lidmi
udalo.

Jak by tedy mé skutky mohly byt pfed tebou skryté?

Ne, ne — ty je znas viechny, Pane: kde se staly a kdy.
Proto k tobé pFichazim se slzami, prosim a zadonim jako
dité, které udélalo néco zlého a boji se trestu.

Prichazim k brané tvé milosti,

kde hojné prebyva slitovani, a prosim o milost,

ktera uzdravi ranu zplsobenou h¥ichem.

Nemusim opakovat, o co prosim

— ty to vi§, Pane, jesté nez vyslovim, po ¢em touzim.

Slitovani, dobry Pane — slitovani je v3e, o¢ Zzadam.
Milost je ma jedina prosba. Pane, kéz prijde tvé slitovani.



Anonymous (16% Century)
Consort Song 46

Born is the Babe, the only branch of peace,

the sweet Messias, God's most holy Son,

whose death our life, whose wounds our joys increase,
who wrought our weal when all our hope was gone,
whose grief our joy, whose lack reliev'd our loss,

who cur'd our care by suff'ring on the cross.

Born is the Lamb, the sacrifice of joy,

the spotless Person, ransom of our sin,

the sweet Samaritan that cur’d annoy,

the Son in whom the Sire delighteth in,

the hav'n of peace when worldly troubles toss,
who cur'd our care by suff'ring on the cross.

Born id the Shepherd, careful of his sheep,

the light of glory, bright of majesty,

the Father’s power who hath our sins in keep,
the very beam of true divinity,

whom praise we still when worldly troubles toss,

who cur'd our care by suff'ring on the cross.

Anonym (16. stoleti)
Consorta 46

Narodilo se Dité,

pravy vyhonek pokoje,

nézny Mesias, nejsvetejsi Bozi Syn,

jehoZ smrt nam dala Zivot, jehoz rany pfinesly radost,
ktery nas zachranil, kdyz uz nebyla Zadna nadéje,
jehoZ zarmutek se stal nasi Utéchou,

jehoZ nepfitomnost zahojila nasi ztratu,

ktery utisil nasi bolest tim, Ze trpél na kfiZi.

Narodil se Beranek, obét radosti, Cisty a bezihonny,
vykupné za nas htich, dobry Samaritan,

ktery uzdravil nas zal, Syn, v némzZ ma Otec zalibeni,
pristav pokoje, kdyz svétem zmita boure,

ktery utisil nasi bolest tim, Ze trpél na kfiZi.

Narodil se Pastyt, pecujici o své stado,

svétlo slavy, zaf majestatu,

Otcova moc, ktera nese nase hfichy,

pravy paprsek bozského svétla,

jeho? stale chvélime, kdyZ svétem zmita boure,

ktery utisil nasi bolest tim, Ze trpél na kfizi.



John Dowland (1563-1626)

1.

Now, O now, | needs must part,
parting though I absent mourn.
Absence can no joy impart:

joy, once fled cannot returne.

While | live | needs must love,
love lives not when hope is gone.
Now at last despaire doth prove,
love divided loveth none.

Refrain:

Sad despair doth drive me hence,
this despaire unkindnes sends.

If that parting be offence,

it is shee which then offends.

2.

Deare, when | from thee am gone,
gone are all my joyes at once.

| loved thee and thee alone,

in whose love | joyed once.

And although your sight | leave,
sight where in my joyes do lie.

Till that death doth sence bereave,
never shall affection die.

John Dowland (1563-1626)

1.

Ted, ach ted, musim odejit,

i kdyz vzdalen od tebe truchlim.
Vzdalenost zadnou radost nedava

— radost, jakmile odejde, se nevraci.

Dokud Ziji, musim milovat.
Laska umira, kdyz nadéje zmizi.
Ted mi zoufalstvi ukazalo:

odloucena laska neni zadna laska.

Refrén:

Smutné zoufalstvi mé odhani,
a nelaskavost mé vyhani.

Je-li loucenf provinénim,

pak ona je tou, kdo se provinil.

2.

Drah3, kdyZ od tebe odejdu,
viechny mé radosti naraz pominou.
Miloval jsem té — a tebe jen,

v tvé lasce jsem kdysi naSel Stésti.

| kdyZ opoustim tv(j pohled,
pohled, kde sidli ma radost,
dokud mé smrt smysl{i nezbavi,

ma laska nikdy nezhyne.



3. 3.

Deare, if | do not returne, Draha, pokud se nevratim,

love and I shall die together. pak laska i ja zemreme spolecné.

For my absence never mourne, Netruchli kv@li mé nepfitomnosti

whom you might have joyed ever. — mobhla jsi se mnou mit radost navzdy.
Part we must though now | die, Musime se rozloucit, i kdyZ je to jako smrt;
die | do to part with you. umiram ted, jen abych se s tebou rozloucil.
Him despaire doth cause to lie, Zoufalstvi mé srazi k zemi, protoze jsem Zil

who both lived and dieth true. — a umirdam — vérny tobé.



Richard Nicholson (1563-1639)
Canzonetta

Joan, quoth John, when will this be?
Tell me when wilt thou marry me?

My cow and eke my calf and rent,

my land and all my tenement.

Say, Joan, say, Joan, what wilt thou do?

| cannot come every day to woo.

John, quoth Joan, is there such haste?
Look ere you leap, lest you make waste.
If haste you have with me to wed,

more belongs to a bride’s bed.

Wherefore, wherefore thus must you do:

Day and night, come every hour to woo.

John if you will needs me have,

this is that which | do crave:

To let me have my will in all,

and then with thee I'll never brawl.
Say, John, say, John, shall this be so?

Then you need not come every hour to woo.

Richard Nicholson (1563-1639)
Canzonetta

Joan, Fekni mi — kdy to bude?
Kdy si mé konec¢né vezmes?
Moje krava, tele, nadjem i plida,
ddim a vsechno, co mam, je tvé.
Rekni, Joan, co udélas?

NemdZu té chodit prosit kazdy den.

Johne, pro¢ ten spéch?

Kam tak kvapis?

Rozhlédni se, nez skodis,

at nelitujes.

Jestli chces$ svatbu hned a ted, véz,
Ze manzelstvi nenf jen postel.
Proc, pro¢ mé tak uhanis?

Ve dne v noci, kazdou hodinu mé prosis?

Johne, jestli mé opravdu chces,
mam jen jednu podminku:

Nech mé, at méam ve viem vzdy svou vdlli,
a pak se s tebou nikdy nebudu hadat.
Rekni, Johne, bude to tak?

Pak uz mé nemusi$ prosit kazdou hodinu.






Z Katalanska pochéazejici hudebnik se vénuje hudebnim
skvostlim evropského stfedovéku a renesance jiz vice jak
50 let. Je nelnavnym badatelem a pedagogem, ale prede-
viim interpretem, hrdaem na violu da gamba a dirigentem.
Jeho hlavnim ansamblem, ktery zaloZil se svou zesnulou
Zenou, zpévackou Montserrat Figueras, v roce 1974 je
Hesperion XXI. Dal3imi jeho projekty jsou Capella Reial de
Catalunya zalozena v roce 1987 a Le Concert des Nations
z roku 1989. Tato vynikajici seskupenf jsou jeho médii pro
prenos staleti starych emoci a krasy, ktery sdili a sleduji
miliony posluchacl po celém svété.

Jordi Savall je interpretem, ktery ro¢né odehraje kolem 140
koncertl po celém svété. Do podvédomi Siroké verejnosti
se zapsal soundtrackem k filmu Alaina Corneaua Tous les
Matins du Monde, za ktery ziskal filmovou cenu César. Na
konté ma tézko predstavitelnych 230 nahravek staré hudby
od stfedovéku po baroko. Hudbu svych souborli vydava na
vlastnim labelu Alia Vox, ktery zaloZil se svou manzelkou

v roce 1998.

Geograficky jeho hlavni zajem spocivé v hudbé Mediteranu,
zejména Spanélska. Vyhledava ¢asto spolupréaci s muzikan-
ty, ktefi se vénuji vychodnéjSim oblastem Stfedozemniho
more a reprezentuji arabskou hudbu, hudbu Izraele, Turec-
ka, Recka, Arménie a dalSich oblasti s prastarymi kulturami
a hudebni tradici. Hleda to, co maji tyto kultury spolec¢né,
hudbu nabizi jako prostfednika a vychodisko na cesté

k vzéjemnému porozumeén{ a miru.

Jordiho Savalla provazi cetna ocenéni jeho prace a mnoho
Cestnych doktoratli vyznacnych univerzit starého kontinen-
tu. Svij nejdilezitéjsi titul vsak ziskal v roce 2008, kdy jej
Evropské unie jmenovala ambasadorem pro interkulturnf
dialog a kdy byl spolecné s Montserrat Figueras v programu
Unesco Ambasadofi dobré vile jmenovan Umélcem pro mir.

The musician, originally from Catalonia, has been dedica-
ted to the musical gems of the European Middle Ages and
Renaissance for over 50 years. He is a tireless researcher
and teacher, but above all, an interpreter, viola da gamba
player and conductor.

His main ensemble, which he founded with his late wife,
singer Montserrat Figueras, in 1974, is Hespérion XXI.

His other projects are the Capella Reial de Catalunya,
founded in 1987, and Le Concert des Nations from 1989.
These exquisite groupings are his medium for transmitting
centuries-old emotions and beauty, shared and watched
by millions of listeners around the world.

Jordi Savall is a performer who gives around 140 concerts
worldwide each year. He became widely known through
the soundtrack for Alain Corneau’s film Tous les Matins du
Monde, for which he was awarded the César film prize. He
has an almost unimaginable catalogue of 230 recordings
of early music, spanning from the Middle Ages to the
Baroque. He releases the music of his ensembles through
his own label, Alia Vox, which he founded with his wife in
1998.

Geographically, his main interest lies in the music of the
Mediterranean, especially Spain. He often seeks collabo-
ration with musicians who focus on the eastern regions

of the Mediterranean and represent Arabic music, as well
as the music of Israel, Turkey, Greece, Armenia, and other
areas with ancient cultures and musical traditions. He
seeks what these cultures have in common, offering music
as a mediator and a starting point on the path toward
mutual understanding and peace.

Jordi Savall has received numerous awards for his work
and many honorary doctorates from prominent universi-
ties on the Old Continent. However, he received his most
important title in 2008, when the European Union appoin-
ted him Ambassador for Intercultural Dialogue and when,
together with Montserrat Figueras, he was named Artist
for Peace in the UNESCO Goodwill Ambassadors program.



Kontratenorista Daniel Foulqué pochazi z Katalanska

a tamtéz se vénoval studiu zpévu, housli a klaviru. Jako
zpévak absolvoval fadu koncertd po celé Evropé spole¢né se
Sirem Nevillem Marrinerem. Profiloval a vzdélaval se u Mireie
Pint6 a Lamberta Climenta. Radu lekci a dobrych rad obdrzel
také od Carlose Meny, Roberta Balconiho a dalSich. Jako
solista vystupoval v Purcellové Dido a Aeneas, v Selva morale
e spirituale od Monteverdiho, v Bachové Magnificatu nebo

v Mozartovu Requiem. Z eskych dirigentl spolupracoval

s Vaclavem Luksem, pod kterym zpival roli Herkula

v Bachoveé kantaté BWV 213 na zahajovacim koncertu
festivalu Bachcelona. Svou stopu Daniel Foulqué zanechal

v mnoha souborech jako Collegium Vocale Gent, Daedakus,
Vos Omnes nebo v komornim sboru Palau de la Musica a je
zakladajicim ¢lenem sboru Cereols.

Elionor Martinez Lara studovala u profesorky Marii Dolors
Aldea na Conservatori Superior de MUsica del Liceu, kde
ziskala bakalarsky titul. Poté pokracovala v magisterském
studiu na Hochschule fiir Musik v Basileji u profesora
Marcela Booneho. Za absolventsky koncert ziskala ocenéni
Best Master Recital. V roce 2016 ji Nadace Bach Zum
Mitsingen v Barceloné udélila stipendium Salvat Beca Bach.
V roce 2019 se zlcastnila soutéze Josep Palet Competition
a ziskala Ctyfi zvlastni ceny.

Jako solistka tGcinkovala mimo jiné v Handelové Mesiasi,
Bachové Magnificat, Vivaldiho Glorii, Mozartové Velké msi
¢ moll a v Requiem a také v Brahmsovu Ein deutsches
Requiem. Ztvarnila role v opernich inscenacich, jako jsou
Purcellova Dido a Aeneas, Il Convito Domenica Cimarosy,
Mozartova Cosi fan tutte a Rossiniho La Cenerentola.

Countertenor Daniel Foulgué comes from Catalonia and
studied singing, violin, and piano there. As a singer, he
performed in numerous concerts across Europe alongside
Sir Neville Marriner. He shaped his artistic profile and
received training under Mireia Pint6é and Lambert Climent.
He also received numerous lessons and valuable guidance
from Carlos Mena, Roberto Balconi, and others. As

a soloist, he has performed in Purcell’s Dido and Aeneas,
Monteverdi’s Selva morale e spirituale, Bach’s Magnificat,
and Mozart's Requiem. Among Czech conductors, he
collaborated with Vaclav Luks, under whose direction he
sang the role of Hercules in Bach's secular cantata BWV
213 (LaBt uns sorgen, lat uns wachen) at the opening
concert of the Bachcelona Festival. Daniel Foulqué has left
his mark in numerous ensembles such as Collegium Vocale
Gent, Daedalus, O Vos Omnes, and the chamber choir of
the Palau de la MUsica. He is also a founding member of
the choir Cor Cererols

Elionor Martinez Lara studied under Professor Maria
Dolors Aldea at the Conservatori Superior de Musica del
Liceu, where she earned her bachelor’s degree. She went
on to pursue her master’s studies at the Hochschule fur
Musik in Basel under Professor Marcel Boone. For her
graduation recital, she was awarded the distinction of Best
Master Recital. In 2016, she was awarded the Salvat Beca
Bach scholarship by the Bach Zum Mitsingen Foundation
in Barcelona. In 2019, she took part in the Josep Palet
Competition where she received four special prizes.

As a soloist, she performed, among others, in

Handel’s Messiah, Bach’s Magnificat, Vivaldi's Gloria,
Mozart's Great Mass in C minor and Requiem, as well as
Brahms' Ein deutsches Requiem. She has performed roles
in opera productions such as Purcell’s Dido and Aeneas,
Domenico Cimarosa'’s |l Convito, Mozart’s Cosi fan tutte,
and Rossini's La Cenerentola.
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naset pocity, emoce a myslenky predkd, které i dnes dokazi
uchvatit soucasného posluchace. S repertoarem, ktery
zahrnuje obdobi mezi 10. a 18. stoletim, se to souboru
Hespérion XXI velmi Gspésné dafi. Jeho zamérem je neu-
stéle hledat spojeni mezi Vychodem a Zédpadem, usilovat

o0 hudebni integraci a znovuobjeveni kulturniho dédictvi,
zejména potom v oblasti Stfedomofi.

Soubor zaloZili v roce 1974 Jordi Savall a Montserrat Figu-
eras spolu s Lorenzem Alpertem a Hopkinsonem Smithem
v Basileji pod nazvem Hesperion XX. Tehdy byla myslenka
na objevovani skladatel(l starSich nez 19. stoleti v podstaté
prikopnicka, a to vCetné zaméru uzivat dobovych nastroj.

Jméno Hespérion znamena obyvatel Hesperie, coz ve

starovéké Fectiné oznacovalo dva nejzapadnéjsi poloostro-
vy v Evropé: Ibersky a Apeninsky. Bylo to také jméno dané
planeté Venusi, kterd se objevovala na zapadé. Na prelomu
21. stoleti se Hesperion XX pfejmenoval na Hespérion XXI.

Hesperion XXI primarné nabizi percepci hudby mezi stfedo-
vékem a barokem. Dava si za védecky Ukol vyhledavat a ob-
jevovat stara nepublikované ¢i neprovozovana dila a zaro-
ven zprostfedkovava posluchac¢lim hudbu téch nejvyssich
estetickych, duchovnich a prozitkovych kritérif.

Kazdy hudebnik na poli staré hudby méa zavazek k plvod-
nimu duchu kazdého dila. Musi se naucit spojit se s nim —
studiem skladatele, dobovych nastroj(, dila samotného

i okolnosti, které ho obklopuji. Ale jako femesInik v hudeb-
nim umeéni je také povinen rozhodovat o prehravané skladbé.
Schopnost propojit minulost se soucasnosti, propojit kulturu
s jejim Sifenim, to v3e zavisi na jeho dovednosti, kreativité

a schopnosti prenaset emoce. Diky vynikajici praci mno-

ha hudebnikd a spolupracovnikd, hraje Hespérion XXI po
desetileti klicovou roli pfi obnové a pfehodnoceni hudebniho
dédictvi a setkava se s velkym ohlasem po celém svéteé.

The most important value of early music lies in its ability
to convey the feelings, emotions, and thoughts of our
ancestors—expressions that still captivate modern
listeners today. With a repertoire spanning from the 10
to the 18t century, the ensemble Hespérion XXI succeeds
brilliantly in this endeavour. It aims to continually seek
connections between East and West, striving for musical
integration and the rediscovery of cultural heritage—
particularly in the Mediterranean region.

This unique ensemble was founded in 1974 by Jordi
Savall and Montserrat Figueras, together with Lorenzo
Alpert and Hopkinson Smith in Basel under the name
Hesperion XX. At that time, the idea of discovering
composers older than the 19" century was essentially
groundbreaking, including the intention to use period
instruments.

The name Hesperion means inhabitant of Hesperia,

which in ancient Greek referred to the two westernmost
peninsulas in Europe: the Iberian and the Apennine. It was
also the name given to the planet Venus, which appeared
in the west. At the turn of the 215 century, Hespérion XX
was renamed Hespérion XXI.

Today, Hespérion XXl is an ensemble that primarily offers
a perception of music between the Middle Ages and the
Baroque.

He sets himself the scientific task of searching for and
discovering old unpublished or unperformed works, while
at the same time providing listeners with music of the
highest aesthetic, spiritual, and experiential criteria.

Every musician in the field of early music bears

a responsibility to the original spirit of each work. They
must learn to connect with it—through studying the
composer, period instruments, the work itself, and the
circumstances that surround it. But as a craftsman in
the art of music, he is also obliged to make decisions
about the piece being performed. The ability to connect
the past with the present, to link culture with its
dissemination—all of this depends on his skill, creativity,



and capacity to convey emotion. Thanks to the outstanding
work of numerous musicians and collaborators who have

performed with the ensemble over the years, Hespérion E
XXl has played a key role for decades in the revival and

Cvikov ()
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re-evaluation of musical heritage, and continues to receive

widespread acclaim across the globe.
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