


1 Nicolaus a Kempis (fl. 1626–1670) 
BČ, GG, EW, RB, SW

Symphonia 1 a 4  [2:53]

2 William Brade (1560–1630)   
GG, BČ, AC, EW†, RB, SW‡

Der heilig Berg  [1:04]

3 William Brade   
GG, BČ, AC, EW†, RB, SW‡

Peggie Bell   [0:42]

4 William Brade   
GG, BČ, AC, EW, RB, SW‡

Ein Schottisch Tantz 
 

 [1:27]

5 Antonio Bertali (1605–1669) 
BČ, GG, EW, RB, SW

Sonata a 4  [9:16]

6 Heinrich Albert (1604–1651) 
BČ, GG*, RB

Das Leid ist hier  [1:06]

7 Johann Sommer (c.1570–1627) 
GG, BČ, EW†, AC•, RB, SW‡

Paduana ‘Susanne un jour’  [3:34]

8 Thomas Baltzar (c.1631–1663)  
BČ

A Prelude for the Violin  [2:04]

9 Thomas Baltzar   
BČ, SW‡

John come kiss me now 
 

 [4:38]

10 Dietrich Becker (1623–1679) 
GG, EW, SW

Sonata a 2  [8:13]

music in  a  cold clim ate 
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11 Melchior Schildt (c.1592–1667) 
SW‡

Paduana ‘Lagrima’  [4:59]

12 Antony Holborne (c.1545–1602) 
GG, BČ, EW†, AC, WH

Pavan ‘The Image of Melancholly’  [4:31]

Andrew Keeling (b. 1955) 
GG, BČ, EW, AM, SW

Northern Soul

13 Walk 1  [3:13]
14 Walk 2 [2:45]
15 Walk 3 [2:40]
16 Walk 4 [3:37]
17 Johann Sommer 

BČ, AC, EW†, SW
Der 8. Psalm [3:37]

18 Johann Staden (1581–1634) 
GG, BČ, AC•, WH, SW

Sonata 31 a 4 [2:37]

19 Johann Schop (d. 1667) 
GG, SW

Lachrimae Pavaen [4:26]

Total playing time  [67:32]

Gawain Glenton 
cornetto, mute cornetto*

Bojan Čičić 
violin

Anaïs Chen 
violin, viola•

Emily White 
tenor sackbut, violin†

Richard Boothby 
bass viol 

Asako Morikawa
bass viol 

William Hunt 
violone

Silas Wollston 
organ, harpsichord‡

Tracks 3, 13-16 and 18 are premiere recordings



Schop and Schildt were also employed at 
various times by King Christian IV, with Schop 
working in the Danish court alongside the 
Englishman William Brade. Schop and Brade 
both left Copenhagen to escape the plague 
in 1619 before eventually finding their ways 
independently to Hamburg. Brade was an 
acknowledged violin virtuoso, and evidently 
had a keen sense of his own worth. In 1612 
he demanded a huge salary of 1000 thaler 
from his employer Count Ernst III of Holstein-
Schaumburg at Bückeburg. As an expression 
of his displeasure the Count attempted to 
persuade the burghers of Hamburg not 
to employ Brade on the grounds that he 
was a ‘mischievous, wanton fellow’. The 
town authorities disregarded the warning 
and appointed Brade leader of Hamburg’s 
instrumentalists in 1613, a decision doubtless 
influenced by the fact that Brade was a known 
entity in Hamburg thanks to his recent spell as 
a musician there between 1608 and 1610. The 
three short dances recorded here are taken 
from Brade’s collection Newe auserlesene 
Branden, Intraden, Mascheraden, Baletten 
published in Hamburg in 1617. The inclusion in 
a German print of British tunes such as ‘Peggie 
Bell’ and ‘Ein Schottisch Tantz’ hints at the 
market that evidently existed for music from 
across the North Sea.

While many took the chance to travel between 
countries, not all musicians lived a peripatetic 

The seafaring nations of Northern Europe have 
always been connected. This was especially 
true during the heyday of the Hanseatic 
League, that great trading community 
connecting London to Tallinn via Lübeck, 
Hamburg, Bremen and the ports of Holland, 
Denmark and Sweden. It was a network that 
cemented ties by trade in everything from iron, 
wool, books, salt and soldiers to music and 
ideas – all of it dependent on the North and 
Baltic seas. This recording aims to highlight and 
celebrate those links by bringing together the 
work of sixteenth- and seventeenth-century 
composer/musicians who looked beyond 
their own shores and towards a sense of 
shared European culture and understanding. 
Andrew Keeling’s new work Northern Soul 
was commissioned in 2016 by In Echo to 
complement this programme. 

Musicians of differing nationalities made use 
of the Hansa trade routes much as traders 
and merchants did. With letters of introduction 
or recommendation in hand they could leave 
their native country to move from position 
to position, between civic bands and royal 
courts in search of patronage, advancement, 
safe haven and (for some) fame and success. 
One successful traveller was the Lübeck-born 
violin virtuoso Thomas Baltzar, who came to 
London and played to high society amid great 
acclaim. The diarist John Evelyn recalled hearing 
Baltzar perform in 1656, saying that he ‘plaid 

existence. Nicolaus a Kempis appears to have 
spent all his career as a church organist in and 
around his native Brussels. His several books of 
innovative Symphoniae were printed in the major 
mercantile capital and important Hansa town 
of Antwerp, from where they would have been 
widely dispersed. These virtuosic ensemble 
sonatas are written for a variety of instruments 
including strings, trombone, cornetto and 
dulcian. As with much of the instrumental 
repertoire published in this region during the 
seventeenth century, the technical difficulty of 
the music is an indirect testament to the quality 
of the performers active at this time.

Despite the many and various links between 
these musicians, the influence of Italy was 
still strong. The trade routes which facilitated 
the dispersal of printed and manuscript music 
ran north to south as well as east to west, 
meaning that music by composers who never 
ventured north of the Alps could become widely 
performed and imitated. Antonio Bertali never 
worked in northern Europe, but his music 
survives today in libraries in Sweden, Denmark 
and northern Germany, and the spread of his 
music was surely helped by the status afforded 
to him by his prestigious post as 'Supremus 
Musices Praefectus' at the imperial court in 
Vienna. His Sonata a 4 is a substantial piece 
written in several contrasting sections in which 
Bertali offers each individual the chance to shine 
as a soloist. The longest section of the work is 

on that single Instrument a full Consort, so as 
the rest, flung-downe their Instruments, as 
acknowledging a victory’. Another tale relates 
that Baltzar’s audience once supposedly 
insisted on checking to see whether he actually 
had hooves instead of feet, so devilishly 
inspired was his playing.

A generation earlier William Brade and 
John Dowland made their journeys in the 
opposite direction, seeking positions in a 
range of European centres. Both men found 
employment at various times at the Danish 
court of King Christian IV (1588–1648), with 
Dowland becoming one of the highest-
paid members of the royal household. Of 
Dowland’s widely printed and admired 
compositions none was more  popular 
than his melancholy Lachrimae pavan. 
The organist Melchior Schildt and multi-
instrumentalist Johann Schop were among 
several continental musicians who adapted 
Dowland’s Lachrimae for their own instruments 
in their own style (Dowland himself reworked 
his original pavan into the memorable lute 
song Flow my tears). Rather than being simple 
arrangements, such pieces tend to be thorough 
‘reimaginings’: florid new versions which 
exploit the idiomatic qualities of the arranger’s 
own instrument. Schildt’s Paduana ‘Lagrima’ 
exists in a keyboard-specific tabulature 
notation, further highlighting the connection 
between arrangement and instrument.

Notes on the music



Notes on the music

year by Protestant Swedish soldiers en route to 
Warsaw. His melancholy miniature Das Leid ist 
hier (‘Sorrow is here’) was written in 1635 after 
the collapse of a peace treaty between Poland 
and Sweden, leading to renewed conflict and 
suffering across Prussia.

Anthony Holborne apparently never left his 
native England, but several of his finely crafted 
ensemble pieces found their way into foreign 
publications. His five-voice Pavan ‘The Image of 
Melancholly’ first appeared in print in London 
in 1599, but was later published in Hamburg 
as part of Christian Hildebrant’s 1607 collection 
Außerlesener Paduanen und Galliarden Erster 
Theil. The contents of this publication excellently 
illustrate the movement of music and musicians 
between Britain and northern Europe, as well 
as the existence of a shared musical culture. It 
contains pavans and galliards by a wide range 
of composers including William Brade, Peter 
Philips, James Harding and Dowland alongside 
works by Johann Sommer, Jacob Praetorius and 
Melchior Borchgrevinck. 

The cornetto player and organist Johann 
Sommer’s Pavan (‘Paduana’) ‘Susanne un 
jour’ is also taken from Hildebrant’s collection, 
and offers another perspective on the varied 
influences and inspirations working upon 
northern composers in the early seventeenth 
century. The inspiration for this pavan was 
Orlande de Lassus’ hugely popular eponymous 

an extended set of ensemble variations over 
the repeating four-note ground bass known as 
a passacaglia. This ground was regularly used 
by seventeenth-century Italian composers as 
a vehicle for vocal laments or love duets, and 
Bertali successfully transfers this intensity of 
emotion to this instrumental version.

Johann Staden was another musician whose 
reputation extended beyond his home in 
southern central Germany. As the leading 
musician in Nuremberg he was regularly asked 
to  assess new music by other composers and 
to inspect new organs, work which brought him 
into direct contact with Heinrich Schütz, Samuel 
Scheidt and Michael Praetorius. His Sonata 31 
a 4 is taken from his posthumously published 
collection Operum musicorum posthumorum 
(Nuremberg, 1643).

While trade and commerce shaped the 
relationships between Hansa towns, internal 
problems within the league became increasingly 
difficult to manage after the Protestant 
Reformation, and war was never far away. 
1618 saw the outbreak of the Thirty Years War, 
arguably the greatest catastrophe to affect 
central and northern Europe prior to the World 
Wars of the twentieth century. Heinrich Albert 
was in the midst of it. Having worked for his 
older cousin Heinrich Schütz in Dresden he 
later moved to Königsberg (modern Kaliningrad) 
and was taken prisoner and held captive for a 

towns such as Celle and Lübeck. His Sonata 
a 2 was originally scored for violin and viola 
da gamba, and was published in Hamburg in 
1674. By this time the Hanseatic League had 
almost ceased to exist. Only a handful of towns 
had attended the last formal meeting in 1669, 
and just three (Hamburg, Lübeck and Bremen) 
remained as members until the League’s 
eventual demise in 1682.

Andrew Keeling’s Northern Soul, scored for 
cornetto, violin, sackbut, viola da gamba and 
chamber organ, was written between February 
and May 2016. In the composer’s words, it

was inspired by two sources: David Fideler’s book 
Restoring the Soul of the World, which I was reading 
at the time; and a BBC News article titled 'The Slow 
Death of Purposeless Walking', mainly because 
much of the piece was developed during my Lake 
District walks. The piece is divided into a series of 
four ‘walks’ – fast/slow/fast/slow – and the pitch 
material is based on three main ideas: a twenty-
five-note melody (from my opera, Get Weaving); a 
folksong fragment heard in a dream; and four chords 
– and their variants – which sometimes accompany 
the folksong. Northern Soul was commissioned by 
and is dedicated to Gawain Glenton and In Echo.

***

When planning this project, the issue of what 
sort of organ to use as an accompanying 
instrument was at the forefront of my mind. 
I was determined from the outset to avoid 

chanson. Sommer retains only the melody of 
the original, dividing it into the metrical sections 
required of a successful pavan. He then 
completely recomposes all the lower voices, 
arriving at an original work that is part homage 
and part pure invention.

Der 8. Psalm is a short sequence made up of a 
chorale and two florid variations, and is based 
on a melody which was associated in Germany 
with performances of the eighth psalm ‘O 
höchster Gott’ (‘O Lord, our Lord, how excellent 
is thy name in all the earth’). Rather than giving 
the psalm melody to the highest voice, Sommer 
embeds it within the texture as a cantus firmus. 
Sommer includes no text, and we present his 
setting in this recording as a concert piece. 
It is nevertheless equally likely that Sommer 
envisaged it as being suitable for use in church 
or domestic devotion, a function Johann Crüger 
made clear when publishing his own setting 
of the tune in Psalmodia Sacra (Berlin, 1658). 
Sommer included the piece in his punningly 
entitled 1623 collection Fröhliche Sommerzeit, 
published in the pivotal Hansestadt of Bremen 
just as the city was manoeuvring to maintain its 
neutrality in the increasingly dangerous context 
of the Thirty Years War.

Hamburg-born organist and violin player Dietrich 
Becker became an important musician in 
his home town but he too travelled, finding 
employment in Sweden as well as German 
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Gawain Glenton is a specialist cornetto 
player whose work as a soloist and an 
ensemble musician takes him all over the 
world. He performs and records with many 
leading international groups and directors, 
such as Il Giardino Armonico, Concerto 
Palatino, L’ Arpeggiata, Les Talens Lyriques, 
Concerto Italiano, I Fagiolini and The Taverner 
Consort. Gawain is a member of The English 
Cornett & Sackbut Ensemble, with whom he 
has recorded several acclaimed CDs. These 
include The Spy’s Choirbook with Alamire 
(winner of the 2015 Gramophone Award for 
Early Music), The Taverner Consort's recording 
of Taverner's Western Wind Mass (winner 
of the 2016 Gramophone Award for Early 
Music), and Monteverdi: The Other Vespers 
with I Fagiolini (2017). Now based in the UK, 
Gawain spent several years in Basel studying 
with Bruce Dickey at the Schola Cantorum 
Basiliensis. As a result of these years abroad, 
Gawain is closely involved with many ‘next 
generation’ ensembles, such as Ensemble 
Leones, and the Basel-based I Fedeli.

Notes on the music

ubiquitous motor to supply the air. It uses instead 
a pair of manually operated bellows, meaning that 
for all rehearsals and recording sessions we worked 
with a dedicated team of volunteer ‘bellowers’ 
(technical term: calcants) who were very much 
part of our ensemble. They even helped us achieve 
diminuendo effects in Northern Soul. Their work 
was crucial, despite it being (mostly) inaudible. Our 
thanks go to them.

© 2018 Gawain Glenton 

This project has been a real team effort. We would 
like to express our sincere thanks to the 150 people 
who supported our public crowdfunding campaign. 
Particular thanks go to Katharine Hawnt and Dr 
Uri Smilansky, without whose assistance this disc 
wouldn’t have got off the ground. In addition we 
are grateful for the support of our Patrons: Jennifer 
Standage, Elizabeth Opsahl, Allan and Joan Jarvis, 
Shelagh Thomson, Robert Glenton, Carole White 
and Anne Pugh. Others who have helped in various 
important ways include Yvonne Eddy, Alison Heather 
and Dr Oliver Rosteck for supplying his edition of 
Johann Sommer’s music. Finally, our thanks go to 
George Richford and the ever-helpful vergers of 
Romsey Abbey.

Biographies

Formed in 2016 by cornetto player Gawain 
Glenton, In Echo is a diverse ensemble that 
aims to explore the rich musical repertoire of 
sixteenth- and seventeenth-century Europe. In 
Echo is made up of versatile musicians who are 
leaders in the field of historical performance and 
acknowledged soloists in their own right. As 
well as playing early music, the ensemble also 
commissions and performs new music for old 
instruments, finding points of connection with our 
shared European past. The first such commission 
is Andrew Keeling’s Northern Soul, with more 
pieces in the pipeline for 2018 and beyond.

The ensemble has already given recitals at 
Dartington International Summer School and 
at York Early Music Christmas Festival. In 2018 
In Echo will perform in Regensburg, as well as 
making several appearances in the UK. Music in a 
Cold Climate is In Echo’s debut recording.

the compromise of working with a small 
box organ. Ingenious and practical though 
such instruments are, they are problematic 
from the perspective of Historically 
Informed Performance (what we used to call 
‘authenticity’) due to the lack of historical 
evidence for such instruments. In addition the 
necessary stopped registers (in which each 
pipe is literally halved in length in order to save 
space) inevitably create a weaker and less 
focussed sound, and I was aware that a piece 
such as Andrew Keeling’s Northern Soul could 
only be successfully recorded using an organ 
with a strong voice of its own.

I was therefore thrilled to be able to record 
Music in a Cold Climate in the stunning 
surroundings of Romsey Abbey, using the 
recently built English renaissance organ made 
by Goetze & Gwynne that was resident there at 
that time. Pitched at A=465 Hz and with open 
metal principals, it offered the ideal fundament to 
our ensemble and possessed the clarity, depth 
and strength of tone to be an equal soloist in 
Andrew Keeling’s piece. The instrument is so 
historical in nature it even lacks the normally 
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Giovanni Stefano Carbonelli: Sonate da Camera Nos 1–6  
Bojan Čičić, The Illyria Consort 
DCD34194 

In certain respects, Giovanni Stefano Carbonelli does not quite fit the 
eighteenth-century mould. For a neo-Corellian, he is unusually fond of 
complexity, both technical and compositional, and also unusually open to 
other contemporary influences, such as those of Handel and Vivaldi. But the 
quality of his music speaks for itself – virtuosic and joyously melodic, these 
six ‘chamber sonatas’ had a huge impact on Delphian producer Paul Baxter. 
Carbonelli’s difficulty has ensured that his work is seldom played, but early-
music rising star Bojan Čičić makes sure we have no sense of that as he and 
his Illyria Consort colleagues champion these groundbreaking compositions 
with exuberant confidence.

‘a superb and passionate performance … what more can a recording offer?’ 
— BBC Music Magazine, September 2017, Chamber Choice, FIVE STARS

Remember me my deir: Jacobean songs of love and loss 
Fires of Love 
DCD34129 

Delphian troubadours Fires of Love follow in the footsteps of King James VI 
on a varied journey through song and instrumental music, deftly weaving 
their way through Scotland’s rich tapestry of historic manuscripts to 
unveil attractive unsophisticated melodies, often heavily imbued with the 
French style, before travelling south to London, where James and his 
musicians would have been taken aback by the highly active theatre scene. 
Shakespeare’s texts give rise to compelling settings, from the plaintive ‘And 
will he not come again’, poignantly rendered here by Frances Cooper, to the 
risqué joviality of ‘St Valentine’s Day’. As the Scots courtier-musicians nimbly 
traded French influence for London’s ‘Englished’ Italian style, one wonders: 
did they regretfully look homewards? ‘Remember me, my deir …’

‘gentle, intimate and never less than beguiling’ 
— Sunday Times, December 2013

Also available on Delphian

Loquebantur: Music from the Baldwin Partbooks 
The Marian Consort, Rose Consort of Viols 
DCD34160

John Baldwin was a lay clerk at St George’s Chapel, Windsor in 1575 and became 
a Gentleman of the Chapel Royal in 1598. The so-called ‘Baldwin partbooks’, held at 
Christ Church, Oxford, were his creation – a very personal collection, representing his 
individual tastes and interests from a wealth of English and Continental polyphony 
and consort music. As in their previous collaboration, an exploration of the similarly 
conceived partbooks of Robert Dow, the Rose Consort of Viols and The Marian 
Consort have kept faith with Baldwin’s own intentions, bringing to light some of 
the rarer gems preserved by this great advocate and music-lover and providing the 
listener with ‘such sweete musicke: as dothe much delite yeelde’.

‘spartan but severely beautiful … The acoustic of Merton College chapel 
provides ideal focus and warmth’  
— The Observer, November 2015

Francisco Guerau: Marionas 
Gordon Ferries baroque guitar 
DCD34046

Following his much lauded disc of music by Spanish composer Gaspar Sanz, 
Gordon Ferries weaves his way through the seductive labyrinth of Francisco 
Guerau’s ‘harmonic poem’ – sensual ballads, sublime passacalles and the 
virtuosic dance music of baroque Spain’s fiery underbelly. Ferries’ playing 
brings this beguiling world to life with elegance and passionate vitality. 

‘dispatched with artistry and supreme stylishness’ 
— International Record Review, February 2008 



Serenissima: Music from Renaissance Europe on Venetian viols  
Rose Consort of Viols 
DCD34149 

A disc of journeying and exploration, paying homage to the pan-European 
tendencies of a period in which composers, instruments and manuscripts 
crossed geographical borders; in which a song by one composer might become 
the subject of ingenious contrapuntal treatments by another and of Mass 
settings by a third; and in which new dance genres evolved alongside the 
widespread adaptation of vocal music for performance by instrumental consorts. 
The Rose Consort of Viols, already acclaimed for their recordings of later English 
repertoire, have been inspired by viol-maker Richard Jones’s reconstructions of 
a Venetian instrument by Francesco Linarol – the earliest viol surviving from the 
sixteenth century – and they trace a path from the viol’s northern Italian origins to 
England, where it found a particularly welcome home at the turn of the 1600s.

‘well-nigh flawless … Restrained, refined readings, informed by a deep 
understanding of the viol and its repertoire’ 
— BBC Music Magazine, December 2004, Chamber Choice, FIVE STARS

Mynstrelles with Straunge Sounds: the earliest consort music for viols 
Clare Wilkinson, Rose Consort of Viols 
DCD34169 

A rapid transformation in musical tastes occurred in the years around 1500, with 
the widespread distribution of part-music in the new medium of print – it was 
in this context that the consort of viols emerged. For their third recording on 
Delphian, the Rose Consort of Viols use a set of instruments modelled on those 
depicted in a Bolognese altarpiece dating from 1497. Peerless early-music mezzo 
Clare Wilkinson joins the consort in a sophisticated interweaving of voices that 
casts revealing light on the earliest music for this innovative ensemble.

‘Wilkinson delivers the sung numbers with deliciously understated 
refinement; the viols play with alluring sophistication’ 
— Sunday Times, August 2015

Also available on Delphian

Angio Michele Bartolotti (c.1615–1682): Di Chitarra Spagnola 
Gordon Ferries baroque guitar 
DCD34066

Italian by birth, Bartolotti was employed as a musician at the enlightened court 
of Queen Christina of Sweden and in the opulent splendour of the Sun King’s 
Versailles. His elegant suites fuse contemplation and virtuosity, distilling the 
melancholic beauty of the French Baroque. Largely neglected in modern times, this 
cosmopolitan composer’s music nonetheless occupies a seminal place in the early 
guitar repertory, and Gordon Ferries is an ideal exponent.

‘[Ferries’] playing is relaxed but with a strong sense of rhythm. The contrapuntal 
passages are nicely balanced with the strumming and there is some appropriately 
elaborate ornamentation and neat little riffs in all the right places … [The three 
theorbo pieces] are rather different in style from Bartolotti’s guitar music, with clear 
and widely separated treble and bass lines which are difficult to balance evenly. 
Ferries brings them off with consummate ease and adds some really impressive 
ornamentation to the melodic lines’  
— Lute News, January 2011

Chansons à plaisir: music from the time of Adrian Le Roy 
Fires of Love 
DCD34063

Amid religious strife and social turmoil, the sixteenth century also saw France 
emerge as a humanist culture with a unique musical voice. This world of contrasts 
provided the perfect setting for Adrian Le Roy to flourish as a composer, performer 
and publisher. Scottish ensemble Fires of Love vividly recreate the many facets of his 
musical world, from vivacious dances to songs of utmost sorrow.

‘songs and instrumental dances performed with a refined temperament well suited 
to the languid style of the period’ 
— The Scotsman, March 2008

‘Lovely music, lovely singing’  
— Early Music Review, April 2008
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