
Andrew Fouts - violin
Patricia Halverson - viola da gamba
Scott Pauley - theorbo, baroque guitar

Chatham Baroque
The Art of the Trio
Grounded: Popular tunes, dances, and 
variations of the Renaissance and Baroque

Friday,  November 19,  7:30 PM  Westminster Presbyterian Church

Saturday,  November 20,  8 PM  Calvary Episcopal Church

Sunday,  November 21,  2:30 PM  Calvary Episcopal Church



Romanesca I
Recercada SettimaRecercada Settima	 Diego Ortiz (c. 1510-c. 1570)
	 from Tratado de glossas (Rome, 1553)

Greensleeves to a GroundGreensleeves to a Ground	 John Playford (1623-c. 1686)
	 from The Division Violin (London, 1684)

Romanesca II
Partite variate sopra la folia aria RomanescaPartite variate sopra la folia aria Romanesca	 Alessandro Piccinini 
	 from Intavolatura di liuto, et di chitarrone (Bologna, 1623)	 (1566-1638)

Sonata Op. 4 No. 3Sonata Op. 4 No. 3	 Giovanni Antonio Pandolfi Mealli (fl. 1660-1690)
	 “La Monella Romanesca” from Sonate à violino solo, Op. 4 (Innsbruck, 1660)

Folias
FoliasFolias	 Gaspar Sanz (1640-1710)
	 from Instrucción de música sobre la guitarra española (Zaragoza, 1674)

Les Folies d’EspagneLes Folies d’Espagne	 Marin Marais (1656-1728)
	 from Pièces de violes [2e livre] (Paris, 1701)

La Follia, Sonata in D Minor, Op. 5, No. 12La Follia, Sonata in D Minor, Op. 5, No. 12	 Arcangelo Corelli
	 from Suonate a violino e violone o cimbalo (Rome, 1700)	 (1653-1713)
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Dances and Ayres
PreludioPreludio	 Nicola Matteis (fl. 1670-1713)
	 from Ayres for the Violin, Book II (London, 1679)	

SarabandaSarabanda

CapriccioCapriccio

[Ayre][Ayre] for guitar from The False Consonances of Musick (London, 1682)

[Giga][Giga] for guitar

Giga “Al Genio Turchesco”Giga “Al Genio Turchesco” from Ayres for the Violin, Book II

Ciacona
CiaconaCiacona	 Heinrich Ignaz Franz Biber (1644-1704)
from a manuscript in Archbishop’s Castle Library in Kroměříž, Czech Republic



Program Notes
by Scott Pauley & Patricia Halverson

Some of Chatham Baroque’s favorite pieces from the Renaissance 
and Baroque periods are  built on repetitive patterns. These 

pieces were set again and again by composers representing diverse 
countries, spanning a period of over 200 years. We often call a work 
based on a repetitive pattern a “ground bass.” This includes forms 
like the Romanesca, Folia, or Ciacona—or almost any piece that 
is composed over a reiterative bass line, chord pattern, or melodic 
line. But what exactly are we talking about here? Is the defining 
characteristic the bass line, chord pattern, the melody, or rhythmic 
gesture? The answer, as it turns out, is complicated.

Think for a moment about some popular rock ‘n’ roll tunes you 
might know. Hum to yourself the opening of the quintessential 
1950s rock tune “Louie, Louie” as performed by The Kingsmen 
and countless others. That’s a ground you already know—a song 
built on a repeated chord pattern. Think also about “La Bamba,” 
originally a Mexican folk song (a Jarrocho from Veracruz, to be 
more precise), made popular in 1958 by Ritchie Valens and later 
by Los Lobos. Both songs share very similar, but subtly different 
patterns, the second with a decidedly Latin feel. But the basics are 
the same—in musical terms, a repeating chord pattern based on the 
building blocks of  I-IV-V-I.

The same was true in the 16th, 17th, and 18th centuries. 
Repeating patterns, the same melodic or harmonic building blocks, 
were used to define certain pieces with the same title. But it’s not 
always clear what came first or what was the defining characteristic: 
the tune, the bass, the chords, or the dance and rhythm. In fact, 
many grounds were used as a way to improvise songs over a repeating 
pattern, and instrumentalist composers used grounds as a way to 
write melodic variations.



Romanesca
Our opening two sets are based on the Romanesca, one of the most 
common grounds of the Renaissance and Baroque. The Romanesca 
versions performed here come from Spain, Italy, and England, and 
span a period from 1553 to 1684. It’s possible to hear this pattern 
two ways—as the Romanesca chord pattern with melodic variations 
(see the version by Diego Ortiz), or, much more widely recognized 
today, as the perennially popular English tune “Greensleeves,” as in 
the late 17th-century version found in John Playford’s The Division 

Violin. Hearing the two versions back to back should provide a clear 
realization that these pieces are both very similar—connected to 
each other with the common ground—and also very different from 
one another, each a product of its time and place.

The variations on the Romanesca in our second set are both 
Italian. In these versions, the actual ground bass becomes a bit more 
obscured and harder to hear within the context of more complex 
variations of the piece. The first is a piece for solo theorbo penned by 
Alessandro Piccinini, who explores the possibilities of what was in 
1623 a relatively new plucked instrument. Making use of the extended 
bass strings as well as fast notes that are slurred with the left hand, 
Piccinini’s writing of six variations over the Romanesca ground is 
a clear departure from Renaissance lute style. Taking it a step even 
further is Pandolfi’s violin sonata “La Monella Romanesca,” but 
with a slightly different ground pattern from the others. Pandolfi 
Mealli uses the ground now as only an anchor on which an entire 
violin sonata is built, making full use of the violin’s virtuosic 
capabilities. For much of the sonata, the ground bass moves slowly, 
making it more difficult to hear over the violin’s dazzling divisions. 
This technique of stretching out the ground is in some ways similar 
to the cantus firmus techniques Renaissance composers used to 
bury a well-known tune deep within a polyphony mass or motet. 
It was probably a bit of a musical inside joke to those in the know. 
One thing is for sure: in Pandolfi’s sonata it is now surely impossible 
to hear the tune “Greensleeves” embedded in the piece. But it’s 
fascinating, nonetheless, that these four pieces from diverse times 
and places are all connected with the Romanesca ground.



Folia
Baroque music aficionados are sure to be familiar with Antonio 
Vivaldi’s electrifying setting of variations on the harmonic 
progression known as La Folia for two violins and basso continuo 
published as his Opus 1. Equally familiar might be Arcangelo Corelli’s 
twenty-four masterful variations composed for one violin and basso 
continuo, published in his Opus 5, No. 12. Before these, however, 
there were countless other settings of the folia. Our version of the 
folia includes some of the variations from Corelli’s amazing Op. 5 
piece for violin, preceded by versions of the folia by 17th-century 
Spanish guitarist Gaspar Sanz, as well as some variations for the bass 
viol elegantly set down by French master Marin Marais. All of these 
composers make use of their instrument’s unique capabilities while 
also highlighting their Spanish, French, and Italian compositional 
styles.

A brief look at the history shows that the folia originated from 
folk music traditions and was performed at festivals in Portugal in 
the late 15th century. The name, “La Folia,” which translates to 
“folly or madness” in Italian, refers to the uncontrolled and frenzied 
motions of the body in response to the music. The tune migrated 
first to Spain in the following century and, soon after, across the 
Mediterranean to Italy. Early on, one finds differing versions of 
the the folia chord progression. By the mid-1650s, however, the 
ground bass evolved to the more reserved version found in Vivaldi 
and Corelli’s iterations. It is heard in a cantata by J. S. Bach and 
in a keyboard work by Georg Friedrich Handel. Even in the 19th 
century, Franz Liszt composed his Rhapsody Espagnole for piano 
based on the folia.

You might reasonably ask, what is the appeal of this simple chord 
progression? Journalist Andrea Valentino might very well have 
the answer when he writes, “It has been passed down and used by 
countless musicians in their own way, like a family cookbook where 
everyone adds their own recipe. The point, though, is that the basic 
ingredients are always the same. In this way, La Folia spirals on to 
new things, unforgettable even at the start of its seventh century.”



Ciacona
The ciacona is one of the most widely popular grounds of the 
Baroque. But compared to others, it is more variable depending 
on the time and place it was written. Depending on the country 
of origin, it might be called chacona (Spain and Latin America), 
chaconne (France), chaconny (England) or ciacona (Italy), as well as 
few other variants. The differences are found not only in the national 
spellings, but in the variety of actual bass or chord progressions 
used, as well as the national character of each country’s version of 
the form. 

The chacona, for one, is thought to have been introduced first 
to Spain via Latin America in the 16th century. It quickly became 
popular throughout Europe, taking on its different forms. Its 
variety spans from a joyous vocal version by Juan Arañes (“Un sarao 
de la chacona”) to J. S. Bach’s epic masterpiece, the final movement 
of the Partita No. 2 in D Minor for solo violin. Other famous 
versions include Monteverdi’s “Zefiro Torna” and Arcangelo 
Corelli’s Chaconne, the trio sonata, Op. 2, No. 12 for two violins 
and continuo. The ciacona is also a dance type, with many surviving 
choreographies, particularly in the operas and ballets of France.

The ciacona we play here is attributed to the Austrian violinist 
Heinrich Biber, though some scholars believe this attribution is 
doubtful. The piece does not appear in any of Biber’s published 
works for the violin, and its only source is from a manuscript in 
Kroměříž, Czech Republic, at the Archbishop’s Castle Library. 
Like several famous paintings thought for centuries to be the work 
of Rembrandt, but now proven by scholars to be not Rembrandt, it 
leaves us scratching our heads and wondering, “If not Rembrandt, 
then who?”

The quality of melodic variations in this piece is staggering—
not only in number, but in the imaginative melodic variations and 
virtuosic use of the violin. Each of the four-bar phrases of the 
ground is repeated dozens of times in the bass line—at least, that’s 
how it’s written in the score. The challenge of the continuo team is 
to match the variety of the violin variations with different ways of 
playing the same four bars.

Like the not Rembrandt paintings, we wonder the same thing 
with this ciacona: “If not Biber, then who?” Whoever it was, we’d 
love to meet for coffee.





About Chatham Baroque

Chatham Baroque presents captivating, historically informed 
period music performances and educational programs. Our 

goal is to preserve critical musical traditions, illuminate historical 
contexts, expand the scope of early music, and build a vibrant and 
diverse community of artists and music enthusiasts by exploring the 
passions and mysteries of the genre with our Pittsburgh audiences 
and beyond.

Andrew Fouts - violin
Andrew Fouts joined Chatham Baroque in 
2008. In performance with the ensemble he 
has been noted for his “mellifluous sound 
and sensitive style” (Washington Post) and 
as “an extraordinary violinist” who exhibits 
“phenomenal control” (Bloomington 
Herald-Times), while the Lincoln Journal-
Star wrote that his “talent challenges the 
top soloists of today’s classical stage.” 
In 2008 Andrew won first prize at the 
American Bach Soloists’ International 
Baroque Violin Competition. In addition 
to Chatham Baroque, he regularly appears with The Four Nations 
Ensemble, Apollo’s Fire, and Ars Lyrica. Since 2010 Andrew has 
served as concertmaster with the Washington Bach Consort, in 
performance with which the Washington Post has written “Fouts, 
the group’s new concertmaster, was exemplary on the highest part, 
playing with clean intonation and radiant tone.” He has taught at 
the Madison Early Music Festival and the Oficina de Música de 
Curitiba, Brazil, and can be heard on recordings with Chatham 
Baroque, American Bach Soloists, Philharmonia Baroque, Apollo’s 
Fire, Musik Ekklesia, and Alarm Will Sound. His principal teachers 
include Charles Castleman at the Eastman School of Music and 
Stanley Ritchie at Indiana University Jacobs School of Music.



Patricia Halverson - viola da gamba

Patricia Halverson holds a doctoral 
degree in Early Music Performance 
Practice from Stanford University. 
After completing graduate degrees, she 
studied in The Hague, Netherlands. A 
native of Duluth, Minnesota, Patty is a 
founding member of Chatham Baroque. 
Recent collaborations outside of Chatham 
Baroque include concerts with Ensemble 
VIII, The Rose Ensemble, Empire 
Viols, Mountainside Baroque, J.S. Bach’s 
Brandenburg Sixth Concerto with the 
Pittsburgh Symphony Orchestra, and Bach Passion performances 
with the Buffalo Philharmonic and the Pittsburgh Symphony 
Orchestra. Patty has served on the faculty of the Viola da Gamba 
Society of America’s annual summer conclave and teaches gamba 
privately in Pittsburgh.



Scott Pauley - theorbo & baroque guitar

Scott Pauley holds a doctoral degree in 
Early Music Performance Practice from 
Stanford University. Before settling in 
Pittsburgh in 1996 to join Chatham 
Baroque, he lived in London for five 
years, where he studied with Nigel North 
at the Guildhall School of Music and 
Drama. There he performed with various 
early music ensembles, including the 
Brandenburg Consort, The Sixteen, and 
Florilegium. He won prizes at the 1996 
Early Music Festival Van Vlaanderen in 
Brugge and at the 1994 Van Wassenaer Competition in Amsterdam. 
In North America Scott has performed with Tempesta di Mare, 
Musica Angelica, Opera Lafayette, The Folger Consort, The Four 
Nations Ensemble, The Toronto Consort, and Hesperus, and has 
soloed with the Atlanta Symphony Orchestra. He has performed 
in numerous Baroque opera productions as a continuo player, both 
in the USA and abroad. He performed in Carnegie Hall in New 
York and at the Library of Congress in Washington, DC, with the 
acclaimed British ensemble, The English Concert. In 2016 Scott 
traveled to Argentina for the Festival Internacional de Música 
Barroca “Camino de las Estancias,” in Córdoba.



Note on typography: Note on typography: The main fonts used in this program are from the 
17th century “Fell Types,” digitally reproduced by Igino Marini. If you’d 
like to learn more about their history, visit www.iginomarini.com



Virtuoso:  $250 – $749
Anonymous
Penny Anderson in honor of 

Jack & Gloria Anderson

Linda Argote & Dennis Epple
Jan Ban
Paul E. Block
Laurie & Frank Bruns
Keith Cameron
Susan Campbell
James P. Cassaro
Meg & George Cheever

Clifford Chen & Robin Ziegler
Kate & Michael Colligan 

in memory of Sara L. Colligan

Margaret DeArdo
Cathy & Ken Glick 

in memory of Bob Norman

Drs. Paul & Gloria Halverson
Bernadette G. Harris 

& Timons Esaias
Jean Herrity
Arthur Hixon

Supporters from 7.1.20 – 11.10.21

Patron:  $1,500 +
Anonymous
Russ & Kathy Ayres
Rev. Robert M. Baur 

& Barbara N. Baur Charitable Fund
Bill & Gail Bevan
Jeff Brodsky & Nancy Knowles
Sue M. Challinor, MD
Eichleay Foundation
Robert & Selina Johnson
Janet Kafka
Sue & Peter Koehler

Jeff & Diana Morrow
Janice L. Myers-Newbury
Pamela Parker in honor of Dr. Patricia 

Fitzsimmons and in memory of 

Myron Keith Parker

Stephen & Marylyn Pauley
Bill Semins
Anna Singer
Richard & Lauren Stern
Mary Tabasko
Cate & Jerry Vockley

Concertmaster:  $750 – $1,499
Margaret M. Barth
Stephen & Jean Carr
David & Linda Csont
Susan Hansen
Mary Lib Myers
Stephen Newmyer

Cathy Qureshi 
in memory of Rifat Qureshi

Ryan Ricarte
Richard & Lauren Stern
Ann Valdes

We are deeply grateful to the many individuals and organizations whose 
generous gifts make our performances, education and outreach programs, 
tours, and recordings possible. If you notice that a mistake has been made,  
please let us know. Thank you!



Philo Holcomb
Jeanine Mazak-Kahne 

& Shannon Kahne
Harry & Amy Klodowski
Ted Kyle & Sara Ruhle Kyle 
David & Joan Lacomis
Kathryn Logan
Norman May & Cathy Coudriet
William McAllister & Janet Sarbaugh
Margaret McDonald
Sean McDonald
Dr. Michael Natelson 

& Trudie Goldmann 
Linda Natho 

& Elizabeth Russell
Diane & David Owen

Scott Pauley & Pascale Beaudin
Cary & Richard Reed
Rebecca Rollett
Dr. James R. Sahovey 
Urban Schuster
Elizabeth Seiders 

& Lyndall Huggler
Carolyn Steglich
Elena Swan
Joel Swanson
Mary Tabasko
Rhonda Taliaferro
John Battaglia & M. Ellen Tarpey
James & Julie Wallace
Marja Wilson

Tutti:  $100 – $249
Olde World Violins
WQED Multimedia
Anonymous
Jean & Michael Alexander
Scott Bell & Larry Allen
Sara & Rudolph Almasy
Roxana Barad
Sam & Sarah Bellin 

in memory of Dr. Robert Norman

Nicholas Bocher & Susan Kalcik
Susan Bonello
Sean & Robyn Brady in memory of 

Bernadine Berardinelli

Raquel & Richard Cerilli
Karen & John Cooper
Thomas Cummings & Mary Lang
Juliann Dahlberg 

in honor of Patty Halverson

Catherine Davidson
Stephen Engstrom
Pegeen Eslami
Margaret Jameson Forbes
Andrew Fouts
Richard & Jeannie Fouts 

in honor of Andrew Fouts

Kimberly Francis

Kate Freed & Jack Brice
Alice Fuchs
Donna Goyak & Mike Verbic
Patricia Halverson & Gregory Cooper 

in memory of Antje Price

David Helwig
Dennis Hennessey
Ellen S. Johnson
Mr. & Mrs. Daniel G. Kamin
Berta & Wishwa Kapoor
Richard & Jan Kleiser
Margaret Krasik
Jane MacLeod
Ellen Maye
Kenneth & Pam McCrory
Sam & Scilene Mraz
S.A. Neff in memory of Sue A. Neff

Deborah Nichols
Dolores & Terry Nypaver
Donald Pattison
Thomas Powell
Laura Quinn
Nancy Reese
David Riehl
Margaret R. Ritchey
Karen Scansaroli



Paul & Carolynn Schrading 
in memory of Bob Norman

John Lovelace & Joanna Schultz
Lindsay H. Scott
Howard Seltman 

& Kathy McIntyre-Seltman
Jacob M. Simon
Rosa Snyder-Boyd & Ken Ofslager

Ted Sohier & J. Gurney Bolster
Jolie & Douglas Spindler
Julie Ann Sullivan
Judge David B. Torrey
Lucile Gray Weingartner
Dana West
Frederick & Margaret Whelan
SueAnne White

Coro:  $1 – $99
Network for Good
Anonymous
Ties & Jorunn Allersma
Barbara Alsip
Matt & Jane Baumer
John Birks
Gavin Black
John & Cindy Black
Mischa Bouvier
Barbara Bower
Gillian Cannell
James Carr
Richard Cerilli
Leslie Clark
Lin & Anne Cook
Shelley Crannell
Sarah Dillon
Bob Dilts
James & Celeste D’itri
Annette Duensing
Jim Duggan
Dana Estep
Charles Falk
Kimberly Falk
Patty Fennelly
Oliver & Rebecca Finney
Walter W. Forsiak
Stuart & Joan Gaul
Justin Greenfield
Jonathan Harris
Marlene Haus
Carol Heppner

Martha Curtis & Walter Jackson
Dale Johnston & Elsa Pauley
Michael Kamin
Claire Keyes
Hanna Kim
Benjamin Krepp
Cheryl Kubelick
Linda McDougald
Algirdas & Diane Miskinis
Christine Mondor
Elaine Fahrnkopf Nicholas
David Pankratz
Karen & Kevin Parsons
Francis A. Pizzi
Jon Reynolds
Joy Richardson
Beatrice Salazar
Steven Schlick & Sharon Steele
Manou Schreiner
Judith Schryer
Morton & Rita Seltman 

in honor of Emily Norman Davidson 

& Emily Segal

Nancy Simmons
Robert Taylor
Robert Thompson
Jane Troy
Jan Wendt in memory of Lila Cornell

Carol Weston
Bill & Glenda Williams
Leslie Wright
Roger Zahab

Special thanks to Rosemary Coffey



Chatham Baroque	
616 N Highland Ave	 4 12 .687.1788
Pittsburgh, PA 15206	 www.chathambaroque.org

Chatham Baroque Board of Directors

The 2021/2022 Season is made possible in part by:

Paul Block, Treasurer

Sue M. Challinor, M.D.
David Csont, Vice President 

Andrew Fouts
Kenneth Glick, M.D., Secretary

Patricia Halverson, D.M.A.
Michael Lin
Kathryn Logan
Scott Pauley, D.M.A.

Thomas Powell
Ryan Ricarte   
Joanna Schultz
William Semins, President

Anna Singer
Richard Stern
Mary Tabasko
Rhonda Taliaferro
Ann Valdes

Staff
Donna Goyak 

Executive Director

Benaiah Sombke 
Marketing Manager

Foundation, Corporate,
& Government Support

Anonymous
Allegheny Regional Asset District
Pennsylvania Council on the Arts

Heinz Endowments
The Benter Foundation

The Fine Foundation
Laurel Foundation

BNY Mellon
Google

K&L Gates LLC
Calvary Episcopal Church


