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WELCome
Dear Friends, 

Welcome to our third summer season of music from Kansas City Baroque, our city’s premiere 
Early Music ensemble. We’re pleased to be back and we’re even happier that you’re here to 
share in this wonderful music.

Shortly after we wrapped up last summer’s offerings, we commenced planning this season. Lots 
of ideas, lots of discussion but we kept coming back to a theme suggested by Dr. Alison 
DeSimone, a UMKC musicologist and a member of our board. Dr. DeSimone noted that 2019 
marks a century since women in this country forced their way into the voting booth and that, 
serendipitously, we also celebrate the 400th anniversary of Barbara Strozzi, a groundbreaking 
composer/performer of the early 17th century. And so, KC Baroque sounds The Woman’s 
Voice, bringing to light composers and performers slighted in their day and ignored since. She 
had and has something to say and to sing—we ask that you sit up and take note.

Our first concert ranges over the entire 150 years of the Baroque era, highlighting not only 
Strozzi’s music but also works written for the female voice. It includes solos, trios and duos that 
showcase the compositional and performance skills of Strozzi and the virtuosity of the women 
who performed the works of Monteverdi and Handel. This is a concert of fire and ice, sweet 
breezes and deadly gazes, heavenly love and earthly desire. It runs the gamut of emotions, 
taking in the breadth of the human experience. And it is the voice of women that sings and 
speaks so widely and deeply.

Over the course of our summer season, you’ll have the chance to hear some of Kansas City’s 
finest voices. Our “Bella Donna” this evening are Suzanne Anderson, Kayleigh Aytes and 
Lindsey Lang. Supporting them, you’ll hear the core ensemble of KC Baroque, augmented with 
a couple of our regular ringers, William Bauer and Jeff Noonan.

Tonight’s program opens a window to a wider musical experience, an experience that includes 
everyone. Over the course of the summer, Kansas City Baroque will hold that window open for 
you, inviting you to hear the powerful and moving voices of these Women of Note.

Welcome to our new season. We’re glad you’re here with us.

 Trilla
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Program Notes, by Jeff Noonan

Tonight’s program opens KCBaroque’s summer series dedicated to the voices of women. 
Given our current state of affairs—just this week a well-regarded conductor was removed 
from his many posts for wielding his power for sexual favors—we face a cultural frontier 
in which the sexual politics of millennia will be continuously called into question. 
KCBaroque’s series is not an overt political statement, but it is a statement. It won’t undo 
centuries of neglect of women composers and performers in the Western tradition but it 
takes a positive step into the future by demonstrating the relevance of Early Music for our 
time and the significance of the voice of women as patrons, performers and composers 
throughout our history. 

In keeping with our theme of 
women’s voices, our opening piece 
is built on “La Monica,” an Italian 
dance-song that likely dates to the 
early Renaissance or earlier. The 
text of the song reflects a part of the 
lives of women in early modern 
Europe, when many girls were sent 
to the convent as a matter of course. 
“Madre non mi far monaca” 
recounts a young girl’s protestations 
to her mother that she does not want 
to become a nun (monaca.) The story and lyric circulated across Europe from the Middle 
Ages on. The tune appears in numerous manuscripts and prints from the early sixteenth 
century well into the seventeenth. Marini unleashes his virtuosic creativity with flying 
scales tossed between the violins. As the piece draws to an end, however, Marini applies 
the brakes and offers a reflective take on the tune, perhaps pointing up the darker side of 
the Monica story. 

The seventeenth century saw a number of significant developments in musical composition 
and performance. These included a focus on the solo voice accompanied by chordal 
instruments as well as the invention of opera, a creative mash-up of poetry, theatre, dance 
and music. These developments had a monumental impact on the wider musical culture.



4

Program Notes, continued

Highly-trained singers—all male—worked primarily within the church but in the late Renaissance a 
renewed interest in secular music developed, inspired in part by attempts to revive Greek drama. While 
a demand for textual clarity led to simpler textures, an interest in emotional expressivity led to the 
development of virtuosic vocal techniques like shakes, trills, turns, and complex passagi. Unlike 
instrumental music, vocal music, of course, included the additional element of text for composers and 
performers alike to consider. Composers had to find a way to incorporate the new expressive techniques 
without rendering the text incomprehensible and performers would have to determine how and when to 
apply their new skills to the music. At the same time, composers and performers alike faced the 
question of who would sing this music. Women were barred from singing in church and discouraged 
from singing in public, but even the best-trained choir boys could not successfully tackle the new 
virtuosic repertoire. In the final decades of the sixteenth century, a group of virtuoso female musicians 
defied social norms, performing this new music, paving the way for female performers, and creating a 
social phenomenon outdone only in later centuries by opera divas. 

Around 1570, Luzzasco Luzzaschi (1545-1607) became director of Duke Alfonso II’s musica da 
camera which featured private concerts for the Duke and his guests. Under Luzzaschi the focal point of 

these performances became the concerto di donne or 
the “singing ladies of Ferrara,” a trio known for their 
virtuosic singing and beautiful voices. Not only were 
audiences limited to the Duke and fewer than a dozen 
guests, but all music performed in these private 
concerts was kept secret and locked away. As the 
Duke’s personal composer, Luzzaschi directed and 
composed for these concerts, accompanying the ladies 
on the keyboard. Some of the most virtuosic and 

difficult music of the late sixteenth century, Luzzaschi’s compositions for these ladies influenced the 
next generation of composers including Claudio Monteverdi, Carlo Gesualdo, Giulio Caccini and 
others. 

In a society where women were generally discouraged from singing in public, these singing ladies were 
admired throughout Europe for their beautiful tones and remarkable vocal techniques. The most famous 
of these ladies included Laura Peverara, Anna Guarini (daughter of poet Battista Guarini), Livia 
d’Arco, Lucrezia Bendido, and Tarquinia Molza. Like many famous singers to follow, these women 
were often near the center of court circles and scandals. Along with their beauty of tone, they mastered 
the revolutionary vocal techniques of the time. This virtuosity, combined with poetry of ardent love and 
devotion, sweet and consonant harmonies, and the inaccessibility of both the performances and music 
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Our opening set of vocal works reflects the influence of the concerto di donne on one of the most 
influential female composers of the era. Singer and composer Barbara Strozzi (1619-1677) was the 
adopted (and probably illegitimate) daughter of the Venetian poet Giulio Strozzi. Although her mother 
was a serving lady in Strozzi’s household, her adoptive father afforded his daughter educational 
opportunities far beyond her status and the girl not only studied with Francesco Cavalli but also 
participated in the Academie degli Unisoni in Venice, both composing for and singing at its 
performances. She published eight collections of 
madrigals, motets, arias, ariettas and cantatas for 
solo voice (mostly for soprano) and probably sang 
most of her music herself. Unlike Luzzaschi, 
Strozzi did not write particularly virtuosic music. 
While not as difficult to perform, it contains 
longer, sweeping lines and repetitive ideas with 
slight contrasts. Her music allows a singer 
opportunities to show the unique beauty of her 
tone rather than the ease with which she can 
perform vocal acrobatics. 

Both of Strozzi’s trios on tonight’s concert 
pieces appeared in her first publication of vocal 
works from 1644. “Le Tre Gratie à Venere” 
draws on the mythology of the “three graces,” 
the lesser goddesses who regularly attended 
Venus. In her setting, Strozzi highlights the 
ethereal nature of these goddesses with heart-breaking harmonies (listen for the exquisite 
opening chords) and constantly shifting meters. In the more earth-bound “Libertà,” the three 
singers rejoice in their triumph as they break free from a lover they once could not resist. The 
piece cycles through changing textures from trio to duet to solo sections, eventually returning to 
the opening three-part gesture. 

Strozzi composed large-scale vocal works as well as smaller songs and madrigals. The slight 
sinfonia that separates the two vocal trios serves as the opening of a larger and dramatic cantata. 
Its sinuous lines and crunching dissonances anticipate the drama of the following cantata but 
also highlight Strozzi’s compositional skills. She clearly had a musical facility equal to her male 
contemporaries and this little sinfonia shows her deft manipulation of the most up-to-date 
musical language. 

Program Notes, continued
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The next set pairs Strozzi and Marini—masters of their respective instruments. Marini’s 
“Passacalio” appeared in 1655 in his Sonate da Chiesa e da Camera… a major collection of 
works for bowed strings in a variety of combinations. Here Marini bases his work on the 
passacaglia, a short repeated cadential figure over a falling bass line. Originally played by 
improvising Spanish guitarists as they strolled (“passer”) the streets (“calle”), the figure 
functioned as a vamp between verses of a song. It operated in Italy and France as an 
improvised ritornello, too, but players eventually pried it loose of songs to use as a 
harmonic foundation for improvisation. 

Marini’s trio gives way directly to Strozzi’s “L’Eraclito amoroso” from her Cantate, ariette 
e duetti, published four years before the Marini. Like her contemporaries, Strozzi also drew 
on compositional conventions of the period for her pieces. In this case, she used two 
conventions pioneered by Claudio Monteverdi. Monteverdi’s most famous composition in 
his lifetime was his lament sung by the heroine of his lost opera Arianna. Based on 
Monteverdi’s model, the lament became a standard part of the vocal repertoire and an 
essential feature of baroque opera. At the same time, Monteverdi popularized a melodic 
figure—four falling notes—as the motif for another lament, his ”Lamento della Ninfa.” 

Strozzi employs both of Monteverdi’s models, creating a wrenching scene of overwhelming 
emotions based on the falling lament motif. Like her trios, this aria is sectional, with each 
section reflecting another facet of the emotional center of the text. While brief recitatives tie 
the piece together, Strozzi shifts the character of each iteration of the falling figure with 
subtle changes of meter and tempo. 

The following set also pairs an instrumental with a sung 
piece. In this case, the instrumental is a canzona, an imitative 
composition from the pen of Pietro Paolo Melli (1579 - c.
1623). A native of Reggio nell’Emlia, he spent much of his 
career in Austria at the imperial court. He wrote for the 
archlute, a lute with extended basses, publishing several 
collections of solos and duets. This canzona follows a 
standard format with chordal, homophonic moments set off 
by running contrapuntal scales.

Program Notes, continued

Lady Playing a Lute (c. 1530) 
Bartolomeo Veneto
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Luzzasco Luzzaschi (1545-1607) appeared earlier in these 
notes in relation to the influential bella donna. Recognized 
throughout Italy as a prominent composer and keyboard 
player, he spent the bulk of his career in Ferrara as principal 
organist to the Este court. In addition to his organ duties, he 
composed for court functions, directing and training 
performers for the court orchestra. Around 1570, Luzzaschi 
became director of Duke Alfonso II’s musica da camera 
which featured private concerts for the Duke and his guests. 

Only after the death of Duke Alfonso II in 1597 did some of 
the music for these women finally become widely known, 
published in Luzzaschi’s Madrigali per cantare et sonare a 
uno e doi e tre a Soprani (Rome 1601). This publication 
included “O Primavera,” a setting of text from Giovanni 
Battista Guarini’s Il pastor fido, an immensely influential 
pastoral play popular among the madrigalists and other 
composers well into the eighteenth century. Luzzaschi set much of the text of “O 
Primavera” syllabically, saving dramatic florid scales for the penultimate syllables of 
phrases. In this poem, the speaker celebrates the beauty and youth of Spring while 
simultaneously lamenting the loss of her own youth. 

Like Marini, Marco Uccellini (1603 or 1610 - 1680) 
played an important role in the development of the modern 
violin. A native of northern Italy, Uccellini spent the bulk 
of his career there. Like all composers of the era, he wrote 
both vocal and instrumental music yet little of his vocal 
output survives. The seven printed collections by Uccellini 
that do survive demonstrate his willingness to experiment 
with virtuosic demands and forays into unlikely keys. His 
little “Bergamasca” employs yet another simple chordal 
pattern. Its simplicity allows us to hear the sheer joy of 
making music. 

Program Notes, continued

Luzzasco Luzzaschi, by 



Our next pairing conjoins two wildly popular vocal works by Claudio Monteverdi (1567 - 
1643). Unfortunately, only one appears to be by him. Arguably the most important composer 
of the early Baroque, Monteverdi composed in nearly every genre of the new century but 
remains best known for his forward-looking madrigals and groundbreaking contributions to 
the development of opera. Monteverdi began his career in the service of the Gonzaga family in 

Mantua and also worked for the Este family in 
Ferrara. There he met the poets Tasso and Guarini 
whose work he would use almost exclusively in his 
madrigals. In 1607 he pointed the way for opera with 
L’Orfeo, an early masterpiece of the genre, and his 
L’incoronazione di Poppea in 1643 stands as one of 
the greatest dramatic works of the seventeenth 
century. He was already well known as a composer 
across most of Europe when he became maestro di 
cappella for St. Marco in Venice in 1613, and his 
accomplishments there only accelerated his career and 
increased his fame. Just as influential in his day, his 
nine books of madrigals effectively synthesized the 
new principles of setting poetry first presented in the 
late sixteenth century by Vincenzo Galilei and his 
compatriots, a style Monteverdi referred to as 
seconda pratica or a new style of music. 

“Voglio di vita uscir” is built on yet another compositional riff, the ciaccona bass line. Here 
Monteverdi sets out this two-measure figure to introduce the piece, but quickly subverts it 
with subtle melodic variations and surprising harmonies. These harmonies especially highlight 
the shifting emotions of the protagonist with numerous unexpected dissonances in the voice, 
reflecting the tormented text. Monteverdi abandons the ciaccona completely for the last few 
lines of text closing the piece with an aching recitative, a relatively new compositional tool, as 
the lover descends into the grave, slain by unrequited love. 
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Program Notes, continued

Claudio Monteverdi, by Bernardo Strozzi



The duo “Pur ti miro” concludes Monteverdi’s 1643 opera 
L’incoronazione di Poppea. The opera recounts the murderous path 
taken by Poppea to secure her place on the throne next to Nero. One of 
the darkest operatic displays of raw ambition, Poppea paints her as a 
wily and dangerous woman. At the end, the newly-appointed empress 
sings with her smitten husband, Nero, offering audiences a love song to 
bring this bloody opera to an rather perverse end. The piece draws on the 
falling lament figure employed earlier on the program by Strozzi, 
evoking a tenderness belied by the dramatic setting. Long attributed to 
Monteverdi, the duet is more likely the work of one of his 
contemporaries. Among others, the librettist, composer and operatic 
impresario Benedetto Ferrari (1603/4 – 1681) seems a likely candidate. 

Our closing set first offers another version of the ciaconna 
(surely you can hum along by this point!), this time by 
Tarquino Merula (1595 - 1665), an organist, violinist and 
wildly prolific composer. A native of Cremona, Merula 
produced a significant body of vocal music and his instrumental 
ensemble works have been recognized as important examples 
of the developing sonata. 

The first half of this program cycles back to its start. The trio 
“Come dolce” reunites our Three Graces, bringing the first half 
to a gentle and graceful conclusion. While Monteverdi apparently 
employed the piece in an early lost opera, “Come dolce” survives 
in his ninth and final book of madrigals. Serendipitously, it 
features a text by Giulio Strozzi, father of composer Barbara 
Strozzi. Each of the four verses begins with one voice chasing 
another, giving the piece a circular motion that elicits the wafting 
breezes but also propels the listener to the end of the phrase, 
where all three voices finally come together in sweet and 
consonant harmonies. 

Program notes continue on page 17
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Program Notes, continued

Primavera - Sando Botticelli (c.1482)



Le tre Gratie a Venere—The Three Graces of  Venus 
  (Barbara Strozzi) 

Beautiful Mother of  Love, do you not remember  
That unclothed, your beauty won acclaim on the Trojan shore  
From the shepherd judge. 

Where your nakedness, in the end, pleased the eyes of  the boorish gods.  
Vain woman that you are! 
Why with so many ornaments do you so cover yourself  or dress your Graces  
and your naked Cupids? 

O, toss away again your contraptions and clothes and veils; 
Of  those loving parts nothing, nothing should be hidden. 

You laugh and do not respond; 
Ah, you cover them, yes, you hide them; 
For you tempt more and more those who appreciate your hidden beauty.

  Translations

Liberta: Non ci lusinghi piu  –– 
Liberty:  Do not flatter us more 

  (Barbara Strozzi) 

Do not flatter us more with your sweet hope,  
Charming bondage. 

Liberty, no more chains! 

For she was my love,  
a faithless woman deprived of love. 

O stupid error! 
For brief joy, to court pain. 

And to cherish martyrdom, 
Oh, base desire! Oh, high risk! 

Whoever takes pleasure in this is damned!  

Do not flatter us more with your sweet hope,  
Charming bondage. 

Liberty, no more chains!
10

Barbara Strozzi, by Bernardo Strozzi ca. 1630-1640 
(Bernado was no relation to Barbara)
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O Primavera—Oh, Springtime 
 (Luzzasco Luzzaschi –– Giovanni B. Guarini)  

Oh springtime, youth of the year, 
beautiful mother of flowers, 

of new plants and of new loves, 
you return indeed, but without the lovely days of my hope. 

You are that one, so lovely and beautiful, 
But am I not already he,  

Who, in time past, was so valued in the eyes of others?

L’Eraclito, Amoroso––Listen, you lovers 
  (Barbara Strozzi) 

Listen, you lovers, to the reason - oh God! 
For my weeping: 
In my adored and beautiful idol, 
Who I believed to be faithful, faith is dead. 

I find charm only in weeping, 
I nourish myself by my tears, 
Grief is my delight 
And my moans are my joy. 

Every anguish pleases me, 
Every sadness is my delight, 
My sobs heal me, 
And my sighs console me. 

_______________________________________________

But if he denies faith, 
He who is fickle and treacherous, 
At least faithfully serve me 
Until death, oh my sorrow! 
  
Every tear sooths me, 
All my mourning lasts for ever, 
So much does each ill afflict me 
That it kills and buries me.

Translations, continued



Voglio di vita uscir—I want to leave life! 
  (Claudio Monteverdi –– Ludovico Ariosto) 

I want to leave life! 
I want these bones to crumble to dust 
And these limbs to ashes, 
And my sobs to go among the shadows. 

For that foot that bejewels the tender plants always runs from me! 
It is not caught in the snares, alas! of the young child of Venus. 
I want hell to see my grief 
And for the harshness of my ordeal, the furies to weep 
And the damned to relent for my torment. 

The tomb opens: I announce my death. 
Shed a tear and at last give me 
A single sign of your belated mercy 
And if my love offends you, forgive me. 

Pur ti miro 
 (Claudio Monteverdi –– G.F. Busenello) 

I adore you,  
I embrace you,  
I desire you,  
I enchain you,  
no more grieving,  
no more sorrow,  
O my dearest,  
O my beloved.  
I am yours,  
O my love,  
tell me so,  
you are mine,  
mine alone,  
O my love.  
Feel my heart,  
see my love, see.

Come Dolce—How Sweet 
  (Claudio Monteverdi –– G. Strozzi) 

How sweet the gentle breeze today 
Charm breathes, breathes and  
How lasciviously it kisses, 
Kisses my cheeks and breast. 

It’s Cupids making this breeze 
As they spread their wings to heaven. 
When they come, when they come 
To tear the veil of night. 

The forest laughs, the meadow glows 
The fountain jokes, the sea celebrates 
At the breath, at the breath 
Of the fresh breeze as it blows. 

Enter our breasts 
Oh beautiful breeze, when you come 
With delight, with delight 
That inspires such joy. 

Translations continue on page 16
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Translations, continued



THE PROGraM 

  
Sonata Sopra “la Monica,”                                                    Biagio Marini   
(Sonate, symphonie ... e retornelli, op. 8, 1629)                                (1594 - 1663) 

•  •  •  •  •

Le tre grazie a Venere, for 3 Sopranos                             Barbara Strozzi  
(Il Primo de Madrigali, 1644)                                                            (1619 - 1677) 

Serenata con violini (Sinfonia)  
(Arie a voce sola, op.8, 1664) 

Libertà: Non ci lusinghi più 
(Il Primo de Madrigali, 1644) 

•  •  •  •  •

Passacalio                                                                               Biagio Marini 
(Sonate da Chiesa e da Camera..., op. 22, 1655) 

L’Eraclito amoroso                                                             Barbara Strozzi    
(Cantate, ariette e duetti, op.2, 1651) 

Suzanne Anderson, soprano 

•  •  •  •  •

Canzon prima detta l’Astarosta                                    Pietro Paolo Melli   
(Intavolatura di Liuto Attiorbato, Libro Secondo, 1616)              (1579 - c.1623) 

O primavera                                                                 Luzzasco Luzzaschi   
(Madrigali … per cantare …  e tre soprani, 1601)                        (1545 - 1607) 

Lindsey Lang, soprano 

•  •  •  •  •

Sopra la Bergamasca                                                          Marco Uccellini  
(Sonate, arie et correnti, op. 3, 1642)                                 (c.1603 or 1610 - 1680) 

continued
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Voglio di Vita Uscir                                                     Claudio Monteverdi 
          Kayleigh Aytes, soprano                    (1567 - 1643) 
Pur ti miro  
(L’incoronazione di Poppea, 1642 – 43) 

•  •  •  •  •

Chiaccona                                                                         Tarquino Merula   
(1595 - 1665) 

Come dolce hoggi l’auretta                                           Claudio Monteverdi 
 (Madrigali e canzonette, 1651)  

  ~ ~ ~   INTErMissiON  ~ ~ ~ 

Anonynous: Master of  the Female Half-Lengths
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What Passion Cannot Music Raise and Quell              George Frideric Handel  
(Ode for Saint Cecilia’s Day, HWV 76, 1739)                                               (1685-1759) 

Lindsey Lang with Trilla Ray-Carter 

•  •  •  •  • 

Passacaille                                                                         George Frideric Handel 
(Trio Sonata in G Major, op. 5/4, HWV 399)  

•  •  •  •  •

Lascia ch’io pianga                                                          George Frideric Handel 
 (Rinaldo, HWV 7°, 1711) 

Kayleigh Aytes 
  

•  •  •  •  • 

Gloria in Excelsis Deo, HWV deest:                                George Frideric Handel 
 I. Gloria in Excelsis Deo   (Glory to God in the highest)  
 V. Qui tollis peccata mundi   (Who take away the sin of the world)  
 VI. Quoniam tu solus sanctus   (For you alone are holy) 

Suzanne Anderson 

•  •  •  •  •

Zefiro torna                                                                             Claudio Monteverdi 
(Scherzi musicali..., 1632) 

_________________________________________ 

Please join us for a reception in the Garden Room on the lower level 
following the performance. 

Performers 
Suzanne Anderson, Kayleigh Aytes, and  Lindsey Lang - Sopranos 

William Bauer and Monty Carter - Baroque Violin 
Nell French - Baroque Viola,  Trilla Ray-Carter - Baroque Cello,  

Rebecca Bell - Harpsichord and Organ, 
Jeffrey Noonan - Archlute, Renaissance Guitar and Theorbo



16

An Ode for St. Cecilia’s Day 
  (G. F. Handel –– Newburgh Hamilton) 

What passion cannot music raise and quell! 
When Jubal struck the chorded shell, 
His list'ning brethren stood around, 
And wond'ring, on their faces fell, 
To worship that celestial sound. 
Less than a god they thought there  
    could not dwell 
Within the hollow of that shell, 
That spoke so sweetly and so well. 
What passion cannot music raise and quell!

Translations, continued

Zefiro torna—Zephyr returns 
 (Claudio Monteverdi—Ottavio Rinuccini) 

Zephyr returns and with sweet accents 
Makes the air pleasant and moves the waves, 
And, murmuring in the green boughs, 
Makes the field of flowers dance to the sweet sound. 

With garlanded tresses, Phyllis and Clori 
Sing notes of love, sweet and joyous, 
And from the mountains and the valleys, high and deep, 
The singing caverns re-echo their harmonies. 

Rising more fair in the heavens, the dawn, and the sun, 
Spread more light of gold; purer silver 
Adorns Thetis’s fair cerulean cloak. 

Only I, in a desolate and lonely forest, 
The ardor of two fair eyes and my torment, 
As determines my destiny, now weep, now sing.

Lascia ch’io pianga 
G.F. Handel –– Ottavio Rinuccini 

Lascia ch'io pianga 
Mia cruda sorte, 
E che sospiri 
La libertà. 

E che sospiri 
E che sospiri 
La libertà. 

Il duolo infranga 
Queste ritorte, 
De' miei martiri 
Sol per pietà. 
De' miei martiri. 

Let me weep 
My cruel fate, 
And that I 
should have freedom. 

And that I 
should have freedom. 

The duel infringes 
within these twisted 
places, 
in my sufferings 
I pray for mercy.

Claudio Monteverdi by Domenico Fetti
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The second half of tonight’s program focuses on the solo female voice and persona through the music of 
George Frideric Handel (1685-1759.) Alongside his contemporary J.S. Bach, Handel has defined Baroque 
music for modern players and listeners. Bach’s music—cerebral, transcendent, and theologically-driven—
marks one side of the modern Baroque while Handel’s music—visceral, dramatic, and eminently 
commercial—marks the other. A virtual unknown (certainly when compared to Handel) in his day, Bach 
lived in a circumscribed world centered on old-fashioned music and theology practiced in regional 
churches by North German Lutherans. Handel, on the other hand, lived across the continent creating 
cutting-edge commercial music for the glitziest theaters, greatest divas, and most chic audiences.

While the stories of Handel’s sometimes tempestuous 
relationships with his leading ladies suggests that he was very 
much a part of his time and place, tonight’s offerings suggest 
that Handel knew the female voice and wrote lovingly for it. 
Each of his works on this program offers a glimpse of one facet 
of the female persona and role in the late-seventeenth and early 
eighteenth centuries. 

Our Handel set opens with an excerpt from Handel’s Ode for 
Saint Cecilia’s Day. While no clear evidence suggests that the 
martyr Cecilia was a musician, she has stood next to King 
David in iconography and theological writing as the two 
proponents of music in the Christian world. 

         Where David is often depicted as abandoning his music, “turning 
joy into mourning,” Cecilia more often appears embracing music, reversing David’s rejection. As early as 
the sixteenth century, continental communities celebrated Cecilia and music with public ceremonies 
around her saint’s day in November. This practice found its way to England only in the late seventeenth 
century when cathedrals held special services to highlight the importance of cathedral music in English 
culture. These services were often followed by a performance in a secular setting of a poem or ode written 
to celebrate music. In 1739, Handel drew on this tradition and set an earlier ode by Dryden. 

The exquisite setting that opens our second half draws on a mythology of music that dates back to 
Orpheus and beyond. Music is an elemental force that keeps the cosmos and all its moving parts 
synchronized in heavenly harmony. So too, music brings communities and individuals together. Music 
has the power to inspire or debase its hearers. The text of Handel’s setting marvels at this power— 
“What passion cannot music raise and quell!” At the same time Handel puts this text in the voice of a 
female saint—a saint who offers humanity solace and inspiration through music.

George Frideric Handel, attr. to B. Denner

Program Notes, continued
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Handel covers the gamut of music and its power in this setting. The solo cello mimics the sound of 
Jubal’s conch-shell trumpet, low into the depths while the soprano solo reflects the wonder of 
Jubal’s listeners who ponder the heavenly power of music. The cello ranges musically—at one 
moment offering a singing voice, the next outlining a rising harmony. The violins sound a heavenly 
rain, a soothing musical balm falling on our amazed ears. And Cecilia speaks for us, singing our 
wonder at the power of these sounds. In this movement, Handel depicts the power of music—a 
power based on beauty, grace and harmony—as an elemental female force, the saint who intercedes 
for us and also brings us joy and peace with music. 

Our second representation of the female voice in Handel’s music is the famous aria “Lascia ch'io 

pianga.” Handel, an inveterate borrower, used this evocative melody in several different settings, the 
last in his 1711 masterpiece Rinaldo. When discussed these days, Handel’s biography generally 
focuses on his origins and training in Germany and his spectacular successes in London. But 

between 1706 and 1710, he worked in Italy, absorbing the flavor of that country’s music and 
composing for noble patrons. This Italian sojourn allowed Handel to not only absorb the musical 
style of Italy, but also hone his language skills. Rinaldo, the first of his operas to be performed in 

London, should be heard and appreciated in light of Handel’s Italian apprenticeship. 

The opera draws on Tasso’s famous poem, Gerusalemme liberata, an account of the crusades. The 
libretto, clearly written to highlight dramatic special effects, features spells and magic as well as 

soldiers and sword play. Almirena, daughter of the general leading the crusade and Rinaldo’s 
betrothed, sings this aria following her kidnapping. Faced with a declaration of love by her abductor, 
the Moorish king, Almirena bemoans her loss of freedom, singing a sorrow that she wishes were 

strong enough to break her chains. Handel’s melody, full of sighs, catches the emotion of the 
moment. At the same time, the second section of the aria hints at a steely will in Almirena, who 
bemoans her captivity but senses in her sorrow a power that can break her bonds. 

An important change took place over the course of the seventeenth century as women took their 
place on the stage, playing and singing roles that had once been consigned to young boys or cross-

dressing comics. While the roles regularly reinforced the standard tropes of a male-dominated world, 
some of these female characters broke free of these representational constraints. Almirena remains a 
set-upon woman, subject to the affections and furies of the men around her yet Handel’s aria gives 

her a voice that confirms that she is aware of these cultural bonds yet has the inner strength to 
persevere.

Program Notes, continued
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The sole instrumental on our Handel half reflects changes in compositional processes over the course of the 
seventeenth century. Sectionalized sonatas (like the Marini sonata that opened the concert) became a series 
of free-standing movements, often based on dances. Handel’s Trio Sonata in G Major, Op. 5/4 , in which 
this “Passacaille” appears is an ideal model of these changes. At the same time, the set musical forms—like 
the passacaglia by Marini from the first half—were shaped and codified by the harmonic language of the 
later baroque. 

Credit often goes to Arcangelo Corelli for this development. And while the story is more complex, its basic 
theme seems right—building on the work of his predecessors (like Marini and Uccelini among many 
others), Corelli formalized the division of the standard sonata into four contrasting movements with 
predictable harmonic and melodic patterns. To us these patterns and structures seem obvious and basic; to 
his contemporaries, Corelli’s approach to the sonata seemed a revelation, if not a revolution. And all 
composers of the late seventeenth century drew on Corelli’s innovations, creating sonatas for amateurs and 
professionals alike, in an effort to emulate his international success. 

The early-seventeenth-century use of dance forms or harmonic progressions as compositional foundations 
carried into the later baroque and Handel’s “Passacaille” reflects that compositional convention, too. Like 
many of the works from the first half, this piece cycles through a chord pattern as the violins present and 
enhance with runs and ornaments a simple melody. In this case, we hear also the influence of the musical 
tastes of the French court. While the piece has moments of Italian flamboyance, it also moves with grace 
and elegance, traits associated with Louis XIV’s influential court. Like most of these repetitious forms, 
Handel’s piece veers midway into a bathetic minor of crunching dissonances before recovering its cheery 
major key to bounce to a satisfying end. 

Our last Handelian take on the female voice puts her in the heavens, singing angelic praises. Rediscovered 
only in 2000, Handel’s Gloria in excelsis Deo sat unknown on the library shelves of the Royal Academy of 

Music since the 1830s. Although the manuscript is not in Handel’s hand, its direct lineage back to the 
composer seems pretty clear. It also has strong connections to Handel’s time in Italy, when his musical ideas 
for Rinaldo took shape. The Gloria survived as part of a bound manuscript set of Handel arias owned 

originally by the singer William Savage, a professional colleague and friend of the composer. Scholars 
surmise that Handel composed the piece for a private performance at the home of Francesco Maria Ruspoli, 
a Roman noble and Handel’s patron for a portion of his Italian years. The orchestration—solo soprano, two 

violins and continuo—match several other sacred works definitely composed for Ruspoli’s household. We 
hear hints of Handel’s mature style in his Gloria, but rather than sounding as conventional Handelian 
figures, the motives and compositional tricks sound fresh, the musical experiments of a young composer 

still finding his voice. Musicologist Michael Talbot, observed in 2001 that “the quality of the work is so high 
that it will surely join the ranks of Handel's most loved music. For sopranos it will become essential 
repertoire."

Program Notes, continued
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Our excerpt begins with an exuberant 
outburst from the paired violins, only to 
have the fiddles topped by a soaring 

soprano on the text “Gloria in excelsis.” 
The violins and the voice trade the 
limelight with dazzling passage work 

over or under long extended notes. All 
the while the accompanying continuo 
chugs inexorably along, driving and 

carrying the interwoven treble parts 
along in this energetic prelude to the body of the work. The plaintive “Qui tollis peccata mundi” shifts into 

the darker key of C minor and features a number of expressive harmonic clashes between the pleading 
voice and the subtle accompaniment. The declarative “Quoniam tu solus sanctus” returns with a fanfare 
from the violins but explodes with virtuosic fire by the soprano soloist and violins on a series of extended 

“Amens.” 

We close our program tonight with a return to the virtuosic musical romps of the early seventeenth 
century. Composed for a pair of tenors, “Zefiro torna” has become a favorite of sopranos, a chance to 

show off their musical chops and emotional pathos. It appears in Monteverdi’s ninth book and utilizes, 
once again, the ciaconna bass pattern. The text announces the return of spring’s warm breezes winds, 
depicted in the florid lines of the vocalists who echo and play off of one another. Once again, recitative 

interrupts the ciaccona pattern when the poet dramatically announces that he has been left alone and 
bereft, “abandoned by forests and sunshine.” 

Lindsey Lang and Trilla Ray-Carter have recomposed Monteverdi for tonight’s performance, turning a 

duo into an exciting ensemble piece led by our own Three Graces. Their arrangement broadens 
Monterverdi’s original setting, opening it to more voices entwining each other. All of this reinforces the 
theme of this summer’s series. Two of the region’s most talented musicians—never mind that they are 

women—have taken an iconic work by a monumental (male) composer and expanded it to include more 
voices. This opening up, this broadening reflects the point of this summer’s KCBaroque series as we bring 
the voices of women—performers, patrons, composers—to you. Come back in July for another concert 

that opens the stage and our ears to Women of Note. 

George Frideric Handel

Program Notes, continued



ARTIST BIOS 

 SUZANNE ANDERSON, Soprano  
Praised for her “ecstatic virtuosity” (Huffington Post) and for providing “notable grace” (Los Angeles 
Times), Suzanne is most musically at home in modern and earlier styles of music. As a soloist and 
professional ensemble singer, she has sung with many groups including the Los Angeles Master Chorale, 
Millennium Consort Singers, Choir of Trinity Wall Street, Opera Festival of New Jersey, Antioch 
Chamber Ensemble, Voices of Ascension, San Francisco Choral Artists, Santa Fe Desert Chorale, CORO 
Vocal Artists, Sacra/Profana and Bach Collegium San Diego.  

She has also sung numerous works for chorus and orchestra under the batons of noted conductors, 
including Kurt Masur, Gustavo Dudamel, Herbert Blomstedt, Wolfgang Sawallisch, Esa-Pekka Salonen, 
Michael Tilson Thomas, Helmut Rilling and Charles Dutoit. 

As a soloist specializing in early music, she has performed with Tesserae, Les Surprises Baroques, 
Ensemble Vocatrix and in multiple productions of Hildegard von Bingen’s dramatic masterpiece Ordo 
Virtutum. She has been a soloist for performances of Monteverdi's Vespers of 1610, including a 
performance sung one on a part under the direction of Stephen Stubbs. The winner of an Early Music 
America Workshop Scholarship to study at the Accademia d’Amore (Baroque Opera), she has also 
travelled to Hungary to perform a series of recitals with harpsichordist Alexandra Vilmanyí featuring 
works from Barbara Strozzi’s Opus 6 and 7. 

KAYLEIGH AYTES, Soprano 
Kayleigh is recognized for enchanting audiences with her stage presence, graceful voice, and elegant 
musicianship. Her recent engagements include collaborations with the Te Deum Chamber Choir and as 
guest soloist with the Kansas City Baroque Consortium. She is a featured artist in Trinity Lutheran’s 
Bach Cantata Series as performs regularly with the Spire Chamber Ensemble. She has also performed 
with the Simon Carrington Chamber Singers, and the Kansas City Collegium Vocale under Dr. Ryan 
Board. Kayleigh was a young artist with the NAPA Music Festival in Napa Valley, California and was 
chosen to perform for the Grand Opening of the Kauffman Center for the Performing Arts. 

Operatic performing credits include Yvette in La Rondine with the Kansas City Puccini Festival, Musetta 
for Symphony of the Mountain’s concert version of La Bohème, Fanny Mill in La Cambiale di 
Matrimonio with Knoxville Opera’s Rossini Festival, and Johanna in the University of Tennessee’s 
production of Sweeney Todd. With Knoxville Opera she portrayed Amy in Little Women, and covered 
Papagena and the Königin der Nacht in Die Zauberflöte.   
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LINDSEY LANG, Soprano 

Lindsey is noted for her bold interpretations of early music with a tone of “pure, radiant sunshine.” 
She has performed as a soloist frequently with modern and period orchestras nationwide and has 
appeared in main-stage early music events in Bloomington, Berkeley, New York, New Brunswick, and 
Quito, Ecuador. Lindsey performs regularly with the Kansas City Chorale, Prometheus, and Spire. 
Lindsey has appeared on two Grammy-winning albums with the KC Chorale, and is a featured soloist 
on the 2013 winner “Life And Breath.”   

Lindsey earned her Master’s degree in Choral Conducting from the University of Missouri in 2008 
and then studied for two years at the Early Music Institute at Indiana University.  Lindsey currently 
resides in Kansas City, Missouri with her fellow singer husband, Frank,  where she serves as the 
music director at Asbury United Methodist Church and maintains an active performing career.  

JEFFREY NOONAN, Theorbo, Archlute, Renaissance Guitar 

Jeffrey has played lute, theorbo and early guitars for nearly forty years across the Midwest. Based in St. 
Louis, he has performed regionally with Such Sweete Melodie, Shakespear’s Bande, Early Music St. 
Louis, Passione ed Armonia, Kansas City Baroque Consortium, Bourbon Baroque, the Madison Early 
Music Festival, Ars Antigua and Musik Ekklesia. Jeff is a founding member of the duo Musicke’s Corde 
and the trio La Petite Brise. As accompanist and continuo player, Jeff’s repertoire ranges from sixteenth-
century chanson with solo voice to Handel’s Messiah with the St. Louis Symphony. The author of 
several books about the early guitar, he has also published an edition of 18th-century violin sonatas. Jeff 
has received funding from the National Endowment for the Humanities, the Newberry Library’s Cullen 
Fellowship and a St. Louis Regional Arts Commission’s Artist Fellowship in recognition of his 
accomplishments in scholarship, pedagogy and performance. 

Jeff holds degrees from the University of Notre Dame (A.B.), the Hartt School of Music (B.Mus.) and 
Washington University in St. Louis (M.Mus., Ph.D.) He taught as adjunct faculty at St. Mary’s College, 
Indiana/Purdue Universities in Fort Wayne, Andrews University and Washington University in St. Louis. 
Jeff served on the faculty of Southeast Missouri State University for sixteen years, teaching upper-level 
music literature and history courses and directing the classical guitar program. He retired from Southeast 
as a Professor of Music in 2015.
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WILLIAM BAUER, Baroque Violin 
William specializes in early bowed strings instruments including the Renaissance violin, the Baroque 
violin and the exotic viola d’amore. He has numerous national and international performance credits as 
well many recording appearances. Bill’s recent performances include work as a featured soloist with 
Boston Baroque, Chicago's Ars Antigua, and Atlanta's New Trinity Baroque. In addition to his regular 
appearances with KCBC, Bill has maintained an important position as an Early Music teacher and 
performer across the region, directing ensembles in St. Louis and Louisville and offering early string 
lessons, classes and workshops from Texas to Wisconsin. Highlights of recent seasons included solo 
appearances in Budapest, Hungary; Berchtesgadden, Germany; Zagreb, Split and Dubrovnik Croatia; and 
the Belgrade Early Music Festival (Serbia). Bill’s most recent solo recording is Vivaldi's Concerto in D 
Minor for viola d’amore with the Washington Bach Sinfonia for the Dorian label. Many of his recordings 
may be heard as MP3s at arsantiguapresents.com. 

REBECCA BELL, Harpsichord and Organ 
Rebecca studied at the Royal College of Music in London, where she won the prize for clavichord 
playing while studying with Ruth Dyson and Robert Woolley.  A former Rotary Foundation Scholar, 
she has performed in Spain, Italy, Austria, Germany, the Netherlands, Belgium, and Canada, in addition 
to Britain and the USA, and has made several recordings of solo and chamber music. Rebecca plays 
regularly with the Kansas City Chamber Orchestra, and has also performed with the Kansas City 
Symphony, Gerald Trimble’s Celtic and World Music Sessions, and other ensembles. She is the organist 
at Saint Mary Magdalene Episcopal Church, and plays in English Country Dance bands in Kansas City 
and Lawrence. 

MONTY CARTER, Baroque Violin 
With KC Baroque since its inception, Monty Carter plays a Jacob Weiss violin (Austria, circa 1740). He 
serves as Concertmaster of the Heritage Philharmonic of Jackson County, Principal Violist and Program 
Annotator for the Saint Joseph Symphony, and freelance musician throughout the area. A studio instructor, 
ensemble clinician and composer, Monty has taught Applied String studies and String Methods courses at 
colleges and universities in Kansas and Missouri. His master’s degree in music performance is from 
Louisiana State University, with a bachelor degree from UMKC Conservatory. Along with his wife, Trilla 
Ray-Carter, Monty provides performance and instruction services through Carray Music. 

NELL FRENCH, Baroque Viola 
Nell has been performing with KC Baroque since 2010. As a period violist, she has participated in the Bach 
Cantata Vespers Series, Jewell Early Music Summer Festival, the Kansas City Bachathon. Ensemble Musical 
Offering (Milwaukee), and Collegeum Vocale (St Louis). As a modern violist, she is cofounder and violist 
with the string trio Fontana, Heritage Philharmonic, the Mountain Duo, and is an extra with the KC 
Symphony. She has taught applied music at Missouri Western and at KCK Community College, and 
currently maintains a private viola studio. Nell is a graduate of the Interlochen Arts Academy and University 
of Colorado at Boulder.
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TRILLA RAY-CARTER, Baroque Cello 

Trilla is the founder and director of the Kansas City Baroque Consortium, and co-founder of the Jewell 
Early Music Summer Festival. Locally, she has served as principal cellist of the Liberty Symphony, the 
Lawrence Chamber Orchestra, the Philharmonia of Greater Kansas City, and has held teaching positions 
at Cottey College, KCK Community College and William Jewell College. Trilla has performed and 
taught throughout Europe including Italy, the former Yugoslavia, and Germany, and before returning to 
the Midwest, she worked in Los Angeles as a studio musician. She holds a Bachelor of Music degree 
from Lawrence University, Appleton Wisconsin, and graduate studies in performance at California State 
University and the UMKC Conservatory of Music. In 2007 and 2008 she participated in the International 
Baroque Institute at the Longy School of Music in Cambridge, MA, where she worked with leading 
baroque specialists Phoebe Carrai, Elizabeth Blumentstock, Jed Wentz and Gonzalo Ruiz. Trilla was 
chosen to participate in Artist Inc. KC, an artist entreprenuership training program for which she earned 
a $1000 Peer Recognition Award for her project development and design which led to the estabishment 
of KC Baroque as a non-profit performing arts organization and the launch of this annual summer 
concert series.

OuR SinceRe GraTiTuDE TO 

St. Paul’s Episcopal Church 
Rev. Dr. R. Stan Runnels, Rector; Sam Anderson, Music Director;  

Nicole Lux, Parish Administrator; Jose Arce, Sexton. 

Village Arts Alliance of Village Presbyterian Church 
William Breytspraak - Director of  Music Ministry; 

Matthew Shepard - Assistant Music Director; Carol Dale - Music Coordinator 

And a special thanks to our Volunteers and Board Members  
who work tirelessly behind the scenes: 

Lisa and Herb Young, George Moss, Dianne Daugherty, Lacie Eades, Ann Martin, Ann 
Friedman, Linton Bayless, Carl Cook, Alison DeSimone, Eric Williams, . 

And to: 
Eric Williams Photography, Ron Ray Video and Photography,  

Rob Patterson - Recording KC,  Jeff  and Sarah Hon for use of  the beautiful portative organ.
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Support for this performance and our educational outreach is provided in part by the  
Missouri Arts Council, Village Church Arts Alliance, the Martha Lee Cain Tranby Music Enrichment Fund,  

and Early Music America.

Kansas City Baroque COnsortiuM

Board of Directors 

President: Eric T. Williams 
Treasurer: Ann Friedman, PhD       Secretary: Alison DeSimone, PhD 

Members-at-Large: Ann Martin. PhD, Linton Bayless, MD,   
Ensemble Representative: Carl Cook 

Artistic & Executive Director: Trilla Ray-Carter

Martha Lee Cain Tranby Music Enrichment Fund

Mark Ball, in Memorium 

In early February we lost our dear friend, Mark Ball. Mark was an enthusiast, an 
encourager, and an enabler –– in the best sense of  the word!  He met your dreams 

not with “you can do it”, but with “let’s do it!”.  His years as music director of  Village 
Presbyterian Church fueled a blossoming of  great music and great performances in 

Kansas City. He established the Village Church Arts Alliance (of  which KC Baroque 
is a member) to support small performing arts groups, and we were grateful for his 

guidance, and his service on our board. A wonderful musician with a huge heart, and 
a beautiful mind, he was a true gift to this community.  

_________________________________ 

Donations in memory of  Mark Ball support our performances, activities  
and outreach projects in the community.  

	 	 	 	 	 	  –– Trilla Ray-Carter
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The Summer Season continues! 
________________________________________________ 

Concert II: Power, Rhetoric and Royalty  

Music for Queen Anne of Great Britain & Queen Christina of Sweden  
July 26 - 7:30 PM, Village Presbyterian, 6641 Mission Road, Prairie Village, KS 

Music and the arts played a very important role in the life of Queen Anne, and also in the life of 
Queen Christina of Sweden. Queen Anne’s remarkable support of the arts provides a window that 
reveals more about this often misunderstood Monarch. Queen Christina of Sweden  – or "King" 
Christina, as she preferred to be called – did not fit into the expected role of "queen," and fought the 
efforts of her cabinet to push her into marriage. She converted to Catholicism, abdicated the throne, 
and moved to Rome. With the assistance of the Pope, she surrouned herself with the company of the 
leading artists, composers and philosophers of the day. The program explores the music 
commissioned by these two iconic rulers, and will feature Jay Carter-countertenor, Kayleigh Aytes- 
soprano, and Josh Markley-Baritone. 

Concert III: Timeless Voices 

Women Composers, Baroque & Contemporary 
August 23 - 7:30 PM, St Paul’s Episcopal, 40th & Main, KCMO 

In this final concert of the season we'll hear the voice of female composers whose music has been 
overlooked, undervalued, and in some cases silenced. The opportunities for women in the 17th 
century were most often limited to traditional roles of family life or the convent. Outside the 
convent, a few fortunate women received support from fathers or other supportive male figures that 
helped elevate their voice and their music. Contemporary musicology has only just begun to lift the 
veil of obscurity under which works of these female composers has rested for 400 years. Strozzi 
specialist, soproano Victoria Botero will join us on this program that will feature music of Barbara 
Strozzi, Francesca Caccini, Isabella Leonarda, and Élizabeth-Claude Jacquet de la Guerre will be 
featured along with the latest addition to our New Works for Old Instruments Commissioning 
Program:, the premiere of "By the Day" by KU’s professor of composition, Ingrid Stölzel!
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