
 
 

Welcome to our short concert – the first since March 2020! 
 

There will be no interval. 
 

You are invited to take your drinks straight to your seat  
- the bar will not be open after the concert. 

 

Covid levels are still very high in the community (some of our players 
have recently been afflicted and may not be able to appear) so we 
kindly request you to respect others who may be vulnerable and to 
wear a mask wherever possible - especially whilst circulating - and 
maintain a reasonable distance. 



Programme 
 
Henry Purcell – Chacony  
 
Matthew Locke - Music from The Tempest 
1. Introduction  2. Galliard  3. Gavot   4. Curtain Tune from 
second music   5. Sarabrand   6. Lilk  
 
Henry Purcell – Fantasia in Three parts upon a ground  
 
Jean-Baptiste Lully – Suite from Le Bourgeois Gentilhomme  
1. Overture   2. Canarie    3. Doucement    4. Marche pour la 
Cérémonie des Turcs   5. Pme. Air des Espagnoles                         
6. Ritournelle Italienne    7. L’Entree des Scaramouches, trivelins 
et arlequin représentement une nuit   8. Chaconne 
 
Louis Grabu – Concert of Venus, from Albion and Albanius  
 
Henry Purcell - Suite from The Fairy Queen  
1. First Music: Prelude   2. Hornpipe   3. Rondeau                                    
4.   Act II Prelude   5.  Act III Overture: Symphony while the 
swanes come forward    6. Dance for the Fairies                                                             
7.  Chaconne (Dance for the Chinese man and women) 
 
 
Charles II arrived in London at the age of 30 on 29th May 1660 and was 
crowned the following year, his reign lasting until 1685. He had spent 
some of the earlier time of his 14 years of exile as a guest of his cousin 
Louis XIV and had come to enjoy the rich artistic life of the French 
court.  
 
Theatres in England had been closed for 18 years since the Civil War to 
prevent unrest (along with other popular past-times such as bear-
baiting and morris dancing), much of the extensive royal art collections 
had been sold to fund the war and Puritan influences pervaded the 
land. Cromwell, though, did seem to appreciate the arts, at least 



privately and certain performances were staged at Hampton Court, 
probably mainly for political purposes.  
 
Masques, comprising recitations of allegorical verse with musical 
interludes, dance and feasting, had been a popular courtly form in 
Elizabethan times but opera, through-sung narrative set to music for 
dramatic purpose, though well-established on the continent, had yet 
to reach our shores. Under influence from the poet and playwright, 
William Davenant, Cromwell licensed for public performance in 1656 
what some call ‘the first English opera’, The Siege of Rhodes, a text by 
Davenant set to music by Matthew Locke, Henry Lawes and others. 
This music theatre was allowable under the pretext that it was not 
straight theatre but was ‘recitative music’ – music itself not having 
been legally banned. The music to this production has not survived. 
 
Charles must have missed the opulent lifestyle he had experienced in 
exile and saw the importance of building a royal court to match the 
splendour of those in Europe, in order to reinforce his power and 
authority. He quickly started to amass an important picture collection, 
filled his royal apartments with the finest decorative arts and gave 
lavish entertainments at the royal palaces. ‘The Merrie Monarch’, 
though a lover of wine, women (12 acknowledged illegitimate children 
from seven mistresses) and all other good things, was also highly 
cultured, intellectually curious and promoted the arts and sciences 
equally. It was a time of rapid discovery and innovation and of great 
lives such as Newton, Wren, Hooke, Boyle, Harvey and the diarist, 
Pepys.  
 
The Restoration of the monarchy led to societal change with a 
loosening of Puritan strictures. Theatres re-opened and introduced 
bawdy comedies and actually required women on stage for the first 
time, representing themselves rather than being played by men. The 
arts generally forged ahead. English music which had previously been 
basically renaissance in character would now catch up with continental 
developments and many foreign musicians were attracted to London. 
Spoken text and music would begin to achieve equal importance and 
conjoin in new formats. 
 



Henry Purcell (1658 - 95) was the son of a musician, also called Henry,  
at the court of Charles II who took part in the coronation. The young 
Henry sang in the reconstituted Chapel Royal around the age of 9 or 
10 where he was also taught several instruments. When his voice 
broke he became assistant keeper of the royal instruments. As court 
composer from 1670 onwards, he wrote music for the royal band of 
Twenty Four Violins (which Charles II had modelled on Louis XIV’s ‘Les 
Vingt-quatre Violons du Roi’) and later became organist at 
Westminster Abbey. He wrote much celebratory vocal music for royal 
events as well as private chamber music. His many stage works 
included several large-scale semi-operas, the best known, The Fairy 
Queen of 1692. Following the great success of Dioclesian and King 
Arthur, Purcell furnished an adaptation of Shakespeare’s A 
Midsummer Night’s Dream with allegorical masques in each act and 
music between the acts and as the audience took their seats. The 
whole performance took over four hours.  
 
The semi-opera, with its somewhat awkward mix of separate speech, 
song and dance set against elaborate stage effects and 
transformations, was to be overtaken by the more immediately 
coherent, exciting and emotionally involving Italian style opera. 
 
Matthew Locke (1621-77) was a chorister in Exeter at the start of the 
civil war and at the Restoration contributed music for the coronation. 
He was appointed to three positions close to the court, eventually 
becoming Master of the King’s Musick for a short time and leader of 
the Twenty-four violins. During the civil war he had written a great deal 
of older-style consort music and later a number of anthems in the 
French grand motet style to please Charles II, also several works for 
the stage, including contributing to that early ‘opera’, The Siege of 
Rhodes in 1656 and a broad adaptation of Shakespeare’s The Tempest 
in 1667 from which we play some numbers tonight. Draghi and Pelham 
Humphrey also contributed music, to what could be described as the 
first ‘semi-opera’. Purcell was one of Locke’s pupils and it was Purcell 
who inherited his position of Composer-in-Ordinary for the Violins on 
his death. 
 



We include in tonight’s concert something familiar to Charles from his 
French sojourn: the music of Lully. So impressed was the King that he 
tried unsuccessfully to entice Lully to England. Even without his 
presence, the power of his music strongly infected English musical 
sensibilities and Charles’s tastes were a powerful catalyst.  
 
Jean-Baptiste Lully (1632 - 87), an Italian by birth, was intimate at 
court and negotiated himself a virtual monopoly on musical stage 
entertainment, stifling all competition in Paris. With huge royal 
resources at his disposal he raised the spectacle of his stage 
productions to truly impressive and elaborate levels. The vast operas, 
ballets and all forms between were part of the machinery of the 
government, often put on for political purposes to dazzle the other 
European powers. The arts and sciences were held in high regard as 
demonstrations of French supremacy, supported in the late 17th 
century with the creation of the seven French Academies. So it became 
a natural requirement for a French national style of music to be self-
evidently superior to those of other nations and Charles II was keen to 
replicate this impressive show for his Restoration. 
 
Le Bourgeoise Gentilhomme, produced in 1670, is a ‘comédie-ballet’ – 
a play intermingled with music, dance and singing – by Molière, a close 
colleague with whom, Lully frequently collborated. It satirizes the 
attempted climb up the greasy pole by the aspiring middle-classes who 
try become aristocrats by aping their tastes and behaviours (though 
the title is an oxymoron – a ‘gentleman’ is already nobly-born and 
therefore cannot be a member of the ‘bourgeoisie’). It all degenerates 
into general mayhem and a ridiculous Turkish ceremony (satirizing a 
scandalous faux pas by the Turkish ambassador who dared to suggest 
the superiority of the Ottoman court over that of Louis XIV, the Sun 
King). 
 
Lully’s music provided many colourful episodes and dances, the 
composer himself, an excellent dancer, dancing in the Turkish march 
as the mufti. 
 
 



Louis Grabu (1635 – 94) a Catalan born violinist and composer was 
trained in Paris, most likely under Lully and thoroughly absorbed that 
style. In 1666, just a year after arriving in England, which may well have 
been by invitation from Charles II, Grabu became Master of the King’s 
Musick’. There was some jealousy expressed by hopeful English 
musicians such as John Bannister. In 1674, however, he was forced out 
of his court position, like many others, because of his Catholicism, 
under the Test Act which prohibited Catholics from court 
appointments. He tried unsuccessfully to set up a Royal Academy of 
Music to replicate the eponymous French model and failing to pick up 
enough work was forced to return for employment to France. He was 
eventually recalled to London to provide some French élan, bringing 
all-sung Lullian style opera to the London stage, likely at the behest of 
Charles II who was adorning his court with more of the attributes of 
his glorious French cousin Louis XIV.  
 
The new work, with which the King seems to have been closely 
involved, was Dryden’s Albion and Albanus, originally intended as a 
prologue to King Arthur but expanded to make a piece in its own right. 
Grabu resorted to using some of Lully’s music in this work to please 
the King and the whole work was an allegorical tribute to the monarch.  
Sadly, the sudden death of the Charles II in 1685 curtailed preparations 
for the evidently expensive and lavish production, though a part had 
been performed in private for the King. The opera was eventually 
performed publicly but its cost crippled the theatre company and little 
more was heard of Grabu’s activities thereafter, as Purcell’s more 
modern style became the fashion. The opera has survived, the first 
through-sung, full-scale English opera. 
 
We conclude our concert by returning to Purcell. 
 
Though hugely progressive and important in our nation’s 
development, Charles’s was of course not an entirely happy and 
peaceful reign; wars were still being fought, there was political turmoil 
and two massive plague epidemics of 1665 were closely followed by 
the Great Fire of London.    
 
So, turbulent times not entirely unlike today’s……. 



Catherine Martin - Violinist read music at St Anne’s College, Oxford, 
completing her postgraduate studies with David Takeno at the 
Guildhall School of Music and Drama in London, on the Advanced Solo 
Studies course. 
 

During this time, she became interested in 
historical performance, playing the 
baroque violin alongside her modern violin 
studies. Catherine spent 12 years as a 
member of The English Concert under the 
direction of Trevor Pinnock, before leaving 
in 2005 to take up the post of leader of the 
Gabrieli Consort and Players. In 2010 
Catherine was also appointed 
concertmaster of Die Kölner Akademie in 
Germany. She has been the leader of the 
orchestra of the Early Opera Company 
since its inception in 1994. 

 
Catherine was invited by the Bournemouth Symphony Orchestra in 
2012 to coach the players on baroque and classical repertoire. She also 
runs weekend workshops and concert performances with many 
amateur baroque orchestras and modern chamber orchestras who 
wish to know more about the field of historical performance. 
Catherine has a particular interest in Norwegian folk music, playing the 
hardanger fiddle. 
 
In 2003 Catherine joined the Salomon String Quartet as second violin 
to Simon Standage, with whom she also plays trio sonatas in Collegium 
Musicum 90. Catherine appears on many recordings; for Deutsche 
Grammophon and Winged Lion with The Gabrieli Consort and Players, 
EMI with Ensemble Galant, and Chandos with I Fagiolini. She teaches 
historical violin at the Royal College of Music in London. 
 
Linden Baroque Orchestra  started life some time around 1984 with a 
group of early music enthusiasts in the front room of a house in Linden 
Gardens, Chiswick. Unusually - and uniquely anywhere at that time – 
it brings together the talents of young professionals, teachers, 



amateurs and postgraduate students and many members have moved 
on to have prominent careers in the early music field. Some original 
members still play. The founding musical director was the well-known 
baroque oboeist, Paul Goodwin. Now pursuing a busy international 
conducting career, Paul is Honorary President and Steven Devine, 
following Walter Reiter, is now our Director Emeritus. The orchestra 
has played at venues from Norfolk to Rome (where it gave the first 
performances there of Purcell’s King Arthur) and more recently in 
Berlin. 
 

The instruments are either 18th century originals or modern copies - 
some made by the players themselves and we play at “baroque pitch” 
of 415Hz. Together with the Linden Baroque Choir we gave first 
modern performances of music by Jean Gilles and J F Fasch. Our first 
CD, issued in 2001 on the Meridian label of music by Fasch, was well 
received and was played on Radio 3 and Classic FM. Linden Baroque is 
a registered Charity (No 1014921) and, apart from receiving a National 
Lottery grant in 1999, is entirely self-supporting. 
 
Violin 1: Catherine Martin (director), Gillian Taylor, Barbara Grant, 
Ian Cutts, Linda McDonald, Alan Selwyn                                                                                                                              
Violin 2: Michael Jenner, Carolyn Liefkes, Anthony Constantine, 
Jocelyn Slocombe                                                                                                                    
Viola:  Roger Mears, John Sutherland, Deborah Miles-Johnson, 
Wendy Talbot                                                                                              
Cello: Mary Walton, Helen Brauer   Harpsichord: Norman MacSween    
Oboe: Lysander Tennant, Simon Galton       Bassoon:  Mathew Dart 
Flute: Richard Austen, Nikki Wilkinson                                             
Recorder: Simon Galton, Richard Austen    

Next concert June 26th St Stephens                                                              
A summer theme with soprano Philippa Hyde                                

directed by Theresa Caudle 

To add your name to our Linden Baroque emailing-list, please 
complete the form inside this programme and leave it on the table on 
your way out. And bookmark our website! 
 

www.lindenbaroque.org 


