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CWRU Music 2025–26 Concert Season
The Case Western Reserve University Department of Music presents a wide range
of concerts, recitals, and special events that showcase the talents of students,
faculty, and guest artists. From classical masterworks to contemporary
compositions, these performances highlight the creativity and excellence within
CWRU’s vibrant music community. Open to the public, the season offers
opportunities for audiences of all ages to experience inspiring live music and
support the next generation of musicians and scholars.

Welcome to Florence Harkness Memorial Chapel, built in 1902 to honor Florence
Harkness Severance, daughter of Stephen V. Harkness and Anna M. Richardson
Harkness, and wife of Louis Henry Severance.

Designed by noted architect Charles F. Schweinfurth—famous for his work on
many of Cleveland’s Euclid Avenue mansions—the chapel is a stunning example of
neo-Gothic architecture. It features soaring arches, intricate woodwork, and
exquisite Tiffany stained-glass windows. Located on the Mather Quad, this
historic and acoustically resonant space provides a warm, intimate setting for
Department of Music performances and special events.

Accessibility
We are committed to providing accessible facilities for all audience members.
Please inform our staff if you require assistance or special accommodations.

Thank you for joining us, and enjoy the concert!

📵  Silence phones & devices • 📸  No flash photos or recording

🚫🍴 No food/beverages • 🚻  Restrooms in foyer

☎️  Emergencies: follow staff/call 216-368-3333

WELCOME

https://case.edu/artsci/music/about/facilities/florence-harkness-memorial-chapel
https://case.edu/artsci/music/about/facilities/florence-harkness-memorial-chapel
https://case.edu/artsci/music/about/facilities/florence-harkness-memorial-chapel
https://case.edu/artsci/music/about/facilities/florence-harkness-memorial-chapel
https://case.edu/admission/campus-life/our-campus/10-mather-quad
https://case.edu/artsci/music/about/facilities/florence-harkness-memorial-chapel
https://case.edu/artsci/music/about/facilities/florence-harkness-memorial-chapel
https://case.edu/artsci/music/about/facilities/florence-harkness-memorial-chapel
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Missa Ego flos campi
     Kyrie
     Gloria

Juan Gutierrez de Padilla (c.1590-1664)

Early Music Singers and Collegium Musicum

Más vale trocar placer
Teresica Hermana
Hermosíssima Maria

Juan del Encina (1468-1529)
Mateo Flecha el Viejo (1481-1553)

Juan Vásquez (c.1500-c.1560)

Collegium Musicum

Magnificat quarti toni
Vere languores nostros

Cristóbal de Morales (c.1500-1553)
Tomás Luis de Victoria (c.1548-1611)

Early Music Singers

Folia
Folias Gallegas
Los que fueren de buen gusto

anon., Moxos Archives
Santiago de Murcia (1673-1739)

Francisco de Vidales (c.1630-1702)
Collegium Musicum

Claros y frescos rios
¿Con qué la lavaré?
Passame por Diós barquero
Dí, perra mora
Oy comamos

Alonso Mudarra (c.1510-1580)
Anonymous, Cancionero de Upsala, 1566

attr. Pedro de Escobar (c.1465-c.1535)
Anonymous, Cancionero de Medinaceli, 16  cth

Juan del Encina

Collegium Musicum

- Pause -

Partida de los metales
Villancico al nacimiento

anon., Moxos Archives
José Cascante (fl. c.1650-1702)

Collegium Musicum

Diós itlaçonantzine
Xicochi, xicochi

attr. Hernando Franco (1532-1585)
attr. Gaspar Fernandes (c.1570-1629)

Early Music Singers

Por celebrar del Infante
Los coflades de la estleya

Juan de Araujo

Early Music Singers and Collegium

PROGRAM



     A large portion of today’s program consists of a variety of villancicos, a secular genre
of Spanish origins that were popular throughout the Renaissance and baroque periods.
In the Renaissance the genre was largely vocal, though it is likely that accompanying
instruments performed the pieces as well. In the seventeenth and eighteenth centuries
the texture of the genre shifted with modern changes in taste and became much more
soloistic, having a small number of voices accompanied by a continuo ensemble
consisting of a variety of instruments; bowed bass, guitar, dulcian (a type of early
bassoon), harps, keyboards, and trombones were often employed within this
accompanimental texture.
     Villancico texts often exhibited a variety of subjects, ranging from poetry concerning
love (Mas vale trocar, Teresica hermana), sorrow (Con qué la lavare), celebration (Oy
comamos), and amorous desire (Di, perra mora – today performed instrumentally). Many
villancicos also adopted religious undertones delivered through a secular lens, often
depicting spiritual devotion through cheeky, boastful dialogues between the different
voices (Hermosíssima Maria, Villancico al nacimiento, Los que fueren de buen gusto).
Additionally, the villancico was quite cosmopolitan; our performance includes examples
from Spain, Portugal, Venice, Mexico, Bolivia, Colombia, and Guatemala, testifying to the
wide reach of Spanish speaking culture throughout the age of colonialism.
     The rhythmic aspects of the genre were equally varied depending on subject matter;
many resembled the slower, more somber rhythmic activity common in many
Renaissance motets, while others displayed a vivacity of rhythmic difficulties, with
constant shifts in metrical hierarchy and rampant syncopation, as well as complex
polyphonic textures. The entire spectrum of the rhythmic qualities of the villancico genre
are reflected in our program today, and we hope the variety will showcase the flexible
nature of the genre.
     Solo accompanied pieces were also a part of the musical cultures of Spain and the
New World. Our program includes one example; Claros y frescos rios is a relatively
simple song for vihuela (a spanish guitar-like instrument that shares the same tuning as
a Renaissance lute) and voice, though the poetry conveyed in its text is simultaneously
humbling, sad, and resolute. There exists a wide variety of songs in this genre
throughout the Spanish-speaking lands of the time, so we thought it prudent to include
one example here.
     Our program also contains a handful of instrumental pieces from colonial Latin
America. Folias Gallegas, likely written in Spain, was found transcribed in guitar tablature
in an eighteenth-century Mexican manuscript discovered in 1947 by the Mexican
Musicologist Gabriel Salvidar y Silva. The version presented today is an arrangement for
two treble instruments and basso continuo. The piece is based on a major-mode
repeating ground bass, upon which a melody is embellished several times.

–Danur Kvilhaug

     Upon their discovery of the Americas, the Spanish promptly began to send colonizing
forces to lay claim to the territories. Alongside more violent efforts, the invading
Catholics prioritized a mission of Christianization among the indigenous people of so-
called New Spain. As the European transplant population grew in the Americas
throughout the 16th century, so did their cities, and over time they established
cathedrals, whose choirbooks preserve music brought over from the Old World, as well
as that composed in the New. Spanish composers are well-represented in this repertoire.
Cristóbal de Morales (c.1500-1553) was the first major composer of Spanish polyphony.
His music was likely among the first brought to New Spain, and appears in cathedral
choirbooks from Mexico to Bolivia. The Magnificat quarti tonii comes from one of
Morales’ biggest projects: a collection of sixteen Magnificat settings, two for each of the
eight psalm tones. The paraphrased psalm tone sounds throughout the polyphony,
moving from voice to voice, most obviously in the imitative motifs opening each
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segment. The music of Tomás Luis de Victoria (c.1548-1611) appears alongside
Morales in the Latin-American cathedral repertoire. His motet Vere languores nostros
meditates on Christ and the Cross that bore him as he bore his suffering, an image
central to the Catholic faith.
     In the centuries after the Spanish conquest of Mexico, European transplants
composed Catholic music in the style of the Old World as well. Latin-American liturgical
music tended to be stylistically conservative; Renaissance-style polyphony flourished
into the 18th century. From 1629 until his death in 1664 Juan Gutiérrez de Padilla
(c.1590-1664) was choir master in Puebla, Mexico, one of the most important
cathedrals in New Spain. Like much of his sacred music, Padilla set his Missa Ego flos
campi for double choir, accompanied by instruments. Syncopated rhythms pervade the
piece, reflecting trends in New-World secular music, which emulated popular styles,
rather than the Italian monody so popular in Europe.
     Any discussion of New Spain should also consider the impact of colonization on the
indigenous people of the Americas. The primary goal of the Franciscan and Jesuit
missions was to assimilate the Nahua people into European culture, suppressing
“pagan” practices and converting them to Catholicism. Music and dance had been
central to pre-colonization religious practice, and musicians held in high esteem. So the
missionaries formed a partnership with the Nahua through music and liturgy: Nahua
musicians maintained their high status within the culture in exchange for creating a
sound-world familiar to the Spanish transplants. Music was a prime tool for
evangelism, and missionaries encouraged the writing of Christian hymns in Nahuatl
and the singing of new Christian lyrics to pre-existing Nahua tunes. Dios itlaçonantzine
is one of two Nahuatl hymns found in the Valdes codex. The manuscript attributes
these to Hernando Franco (1532-1585), who was choir master in Mexico City from
1575-85, but it is also possible that they were composed by a Nahua convert who
adopted his sponsor’s name when baptized. Xicochi, xicochi, by Padilla’s predecessor,
Gaspar Fernandes (c.1570-1629), could be a choral setting of a Nahua tune with a new
Christian text.

–Naomi McMahon

     Juan de Araujo’s (1646-1712) Los coflades de la estleya (The Brotherhood of the
Star) occupies a space where devotion, festivity, and power converge. Composed for
the Cathedral of La Plata (today Sucre, Bolivia), this Christmas villancico pulses with
exuberance, syncopated rhythms, onomatopoeic refrains, and a physical joy that
seems to overflow the cathedral walls.
     Yet the very language that animates it—the playful dialect of the negrillo—was
written by white or Creole authors ventriloquizing the voices of enslaved Africans.
Beneath the laughter and rhythmic vitality lies the colonial gaze: the joy of the “other”
domesticated for sacred spectacle—white choirs performing Blackness for white
congregations, masking silence with sound.
     But music rarely obeys its original hierarchies. In Los coflades, rhythm becomes
resistance. The chant “Gulumbé, gulumbé, gulumbá” vibrates like a heartbeat that
refuses erasure. Even within parody, the energy of this sound world gestures toward a
presence that cannot be contained by notation or caricature. Performing this work
today requires more than historical reconstruction. It calls for an act of contrapuntal
listening: hearing the piece both as an artifact of domination and as a trace of survival.
Rather than re-enacting colonial mimicry, performers and listeners can let its tensions
sound openly: joy shadowed by violence, rhythm by restraint, devotion by irony. To
hear Los coflades in this way is to move beyond innocence, to reclaim it not as exotic
early music, but as testimony. Each drum-like syllable invites us to confront history and
to imagine performance as a form of justice: the past sung, finally, with awareness.
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     Por celebrar del Infante unites two distant worlds: the intellect of Sor Juana Inés de
la Cruz (1648-1695) in colonial Mexico and the musical imagination of Araujo in
Bolivia. Sor Juana’s poem transforms the Nativity into a cosmic drama. The four
elements—earth, air, fire, and water—rush to serve the newborn Christ, each
embodying both natural force and emotional devotion.
 In the Baroque imagination, the elements formed the scaffolding of creation, linking
matter and spirit. Yet in Sor Juana’s hands, they also become metaphors for desire: the
warmth of fire as love, the fluidity of water as compassion, the breath of air as voice,
the firmness of earth as faith. Beneath theological decorum lies a coded expression of
longing (intellectual, spiritual, and sensual) through which the poet situates herself
within divine creation. Araujo’s setting heightens these tensions. Alternating between
luminous counterpoint and rhythmic propulsion, the music enacts the dance of the
elements around the fragile infant. Shifting meters and radiant tonalities create a
sense of both wonder and instability, echoing the poem’s oscillation between restraint
and ecstasy.
     Heard through a post-colonial lens, this exchange between Sor Juana and Araujo
embodies the contradictions of the colonial world: a Mexican nun’s voice refracted
through a Spanish composer for Bolivian clergy, performed by Indigenous and mestizo
singers. Yet within these hierarchies, the elements become something more: agents of
presence, grounding divine mystery in the body and the earth.
     Hidden deep within the Jesuit archive of Concepción in Chiquitos, Bolivia, lies a
charming suite known as the Partidas de los Metales. Each short movement bears the
name of a metal. Though its composer remains anonymous, the work reflects the
remarkable vitality of mission music in Chiquitos, where Jesuit-trained Indigenous
musicians forged a distinctive Baroque idiom blending European forms with local
imagination.
     The suite unfolds as a miniature cosmology of matter, in which each metal
embodies both musical and moral character. Plata (silver), placed first, sparkles with
rhythmic brilliance and a touch of arrogance. Its swagger seems to echo the silver of
Potosí, whose riches defined colonial Bolivia’s wealth. Peltre (pewter) is humble and
domestic. Rustic rhythms and earthy harmonies evoke the utilitarian metal of plates
and cups, ordinary yet indispensable. Hierro (Iron) shifts the tone entirely: angular and
assertive, it suggests iron’s strength and endurance. Its crisp articulations and martial
contours evoke the discipline of architecture and labor. Bronce (bronze), marked
tempo di marcia, continues this heroic profile with a nod to antiquity. The steady pulse
recalls processions and festive entries in the mission plaza. Finally, Oro (Gold) restores
refinement. Shaped like a minuet, it glows with courtly grace, the polished sound of
prestige and perfection. Yet in its Bolivian context, this golden dance reflects the
entanglement of wealth, faith, and art that defined the Jesuit missions: where sacred
purpose met worldly splendor in sound.

–Liz Loayza Herrera
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Collegium Musicum

Early Music Singers

Soprano

Marie Dykstra

Betsy Kaufman

Alicia Mathew

Naomi McMahon

Mary Anne Schmidt

Gail West

Alto

Emily Fallick

Erin Hohler

Charlotte Newman

Jeanne Regan

Syna Kikanamada

Tenor

Gabriel Lawrence

Camilo Lozano

Eryn Manela

Andrew Novak

Tim Regan

Bass

Bruce Fallick

Benjamin Koeppen

Keith Norman

Bob Seaman

Mike Wilson

Sophia Duray 

Suzanna Feldkamp 

Mary Galvin

Andrew Hatfield

Danur Kvilhaug

Gabriel Lawrence

Liz Loayza Herrera

Camilo Lozano

Naomi McMahon

Jonathan Milord

Owen Seech-Hrvatin

Voice

Voice

Voice

Violin

Plucked Strings

Voice

Violin

Voice

Voice

Viol

Percussion

ENSEMBLE PERSONNEL



6:00 PM • Wednesday, November 5, 2025
Chamber Music in the Galleries

Cleveland Museum of Art

7:30 PM • Friday, November 21, 2025
Baroque Chamber & Dance Ensembles
Florence Harkness Memorial Chapel

4:00 PM • Sunday, November 30, 2025
Trobár Muckabout: 15  c. English Danceth

Haydn Hall, The Haven (Room 100)
Dancers and Instrumentalists Welcome

Contact elena@trobarmedieval.org for More Info and to RSVP

UPCOMING EVENTS

@cwrumusic

CONNECT

Scan the QR Code Below to Join our Mailing List

Department of Music
case.edu/artsci/music

@cwruhpp

GIVING
Make an Impact Through Giving

Scan the QR CODE below to explore how your support can enrich the
Department of Music and inspire future musicians!


