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Music for Wind Band from Northern Spain 

The Renaissance wind band was employed across Europe to lend 
gravitas and prestige to important events, and in theory, this was 
the purpose of the ministriles employed by the Duke of Lerma to 
play cornetto, trombones, and double reeds in church. But even 
though their sound would leave listeners in awe, their repertoire, 
drawn from greatest hits” from Josquin to Marenzio, did not always 
convey the solemnity of the occasions to which they played. To the 
gentle Spanish Pange Lingua, the ministriles would add love songs 
ranging from melancholic to downright bawdy, as well as rollicking 
dance music and even a battaglia, complete with gunfire and war 
cries. 

Catherine Motuz – Sackbut, Musical 

director Katharina Haun – Cornetto 

Ann Allen – Alto & tenor 

shawm, alto dulcian, 

douçaine Susanna Defendi – 

Sackbut Giovanni Graziadio – Dulcian 

Organisation: Elizabeth Rumsey 

Musical sources: 

• Utrecht, Universiteitsbibliotheek, Hs. 3 L 16 «Lerma 
Codex» (DK1)

• Lerma, Archivo de San Pedro, Ms. Mus. 1 (DK2)
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« Programm »

1. [Cancion a5]  – ? Phillipe Rogier (1560–1596), DK2, fol. 61v–62r
London, British Library Add. MS 31922, fol. 14v–15r

2. Entre vous fille[s] – Clemens non Papa (c1510/15–1555/56),
DK1, fol. 36v–37r

3. Un gai vergier – Thomas Crequillon (c1480/1500–1557),
DK1, fol. 50v–51r
Diminutionen von Giovanni Bassano, 1551/52–1617

4. [Fanfare] – [Pavana] – La galera – La donsa – anonym
Fanfare: Misericordie (Kathedrale von Burgos); DK1, fol. 60v und 63r

8. Tantum Ergo (Pange Lingua) – Johannes Urreda (Wreede)
(tätig 2. Hälfte 15. Jh.), DK2, fol. 22v–23r

9. Pange lingua gloriosi – Francesco Guerrero (1528–1599),
DK2, fol. 23v–24r

10. Pange lingua gloriosi – Francesco Guerrero, DK2, fol. 24v–25r

15. [Madonna mia pietà] – Orlandus Lassus (1532–1594),
DK1, fol. 66v–67r

16. La de las medias – La de las dames – La Francesca – anonym,
DK1, fol. 67v–68r

17. Cum jegunantes – Alonso Lobo (c1555–1617), DK2, fol. 37v–38r

18. Tirsi morir volea – Freno Tirsi il desio – Cosi moriro – Luca
Marenzio (1553/54–1599), DK1, fol. 122v–125r

19. [Cancion] – ? Phillipe Rogier, DK2, fol. 63v–64r

20. Pabana francesca – anonym, DK1, fol. 56v–57r

21. [La Bataille] – Clement Janequin (c1485–1558) / Philippe Verdelot
(1470/80–vor 1552), DK1, fol. 139v-141r

5. Amor deh dimmi come – Giovanni Maria Nanino (1543/44–
1607), DK2, fol. 128v (unvollständig)

6. [Questa si bianca neve] – Giovanni Maria Nanino,
DK2, fol. 127v–128r

7. [Cancion] A5 «De» – ? Phillipe Rogier DK2, fol. 52v–53r

11. Pange lingua gloriosi – Johannes Urreda, DK1, fol. 27v–28r

12. Adieu mes amours – Josquin des Prez (c1450/55–1521),
Harmonice Musices Odhecaton A, Ottaviano Petrucci, Venedig
1501. fol. 16v–17r

13. [Adios mi amor] – Francesco Guerrero, DK2, fol. 83v–83r

14. Vous seulement (Adieu mes amours) – Simon Morea
(tätig 1555–1558), DK1, fol. 117v–118r



6 7

Previously missing first leaf of DK2, now owned by the Hispanic Society of America. 
Photo © Douglas Kirk. 

« About the music  »

On March 23, 1607, four wind players were hired to serve at the church of 
San Pedro, Lerma, in Northern Spain. The church had recently been 
upgraded from a parish to a collegiate church, and the Duke of Lerma, to 
whose court the church was attached, hired the players from Madrid, 
along with six singers, to provide the church a musical establishment 
fitting its newly acquired status. A fifth wind player was soon added, 
giving us the instrumentation we present in this programme. 

An account from León Cathedral in 1548 provides an outline of the duties 
of a church wind band that is likely similar to the duties of the Lerma 
ministriles, and can shed some light on when and what they played: they 
were active in services on 21 major feast days and 31 lesser feast days per 
year, for an average of one holiday per week. Their duties within the 
service included playing on their own and in alternation with the choir; 
unlike in Italy, where there was a strong tradition of instruments playing 
colla parte, there were only a few rare occasions when singing and the 
playing of wind instruments were combined. As to what the band played, 
the 1607 church inventory gives no evidence, but in an update in 1609, 
two books were added, each called “canziones para ministriles,” which 
provided the repertoire for this band and which survive until today.

The first book, called DK1 or the “Lerma Codex,” is now held in Utrecht, 
and is copied in multiple hands, all of which are reliable but which look 
rather unprofessional—likely the hands of the ministriles (i.e., wind 
players) who used them. The second, nicknamed “called Felipe Ruger” in 
the inventory and here called Lerma-DK2, is in a neat, well trained hand 
and likely came from a scriptorium associated with the royal court. As the 
nickname suggests, much of the music therein is by Phillipe Rogier, who 
was Maestro di Cappella to King Phillip II of Spain. As much of Rogier’s 
output was destroyed by fire and earthquake in the eighteenth century, 
Lerma-DK2 has allowed the transmission of a significant  portion of his 
output.
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There are also records of the wind players playing outside the church 
itself, in processions between the altars set up around the town, for 
which chapter records indicate that the winds played both hymns and 
secular repertoire, and even from the high church tower on special 
occasions, for which lively, secular music would have been most 
appropriate. In these contexts, where players needed to be able to play 
more or less continuously, the careful ordering of both manuscripts by 
the number of players and ranges of parts would have made it easy for 
players to pass easily from one piece to the next without swapping 
instruments. The dance music in the Lerma Codex (DK1) would have 
been performed outside the church, likely as incidental music in 
spectacle plays presented in and around Lerma in conjunction with the 
Duke’s court.

The names and instruments of the players in the original 1607 band 
have been preserved in records. The first band was a four-part 
ensemble of low players: Miguel de Calavia, bajón (fagotto), Pedro Deza 
Mazuela, trombone, Felipe Deza Mazuela, Pommer, and Pedro de 
Porras, trombone. In November of that year, they were joined by 
cornettist Andrés de Alamillos, who appears to have been charged with 
providing music for the band to play, as our two sources appeared in 
the church inventories only after his arrival. 

But the professional wind band at the Lerma chapel was a short-lived 
affair: the 1615 inventory makes reference to African slaves that “His 
Excellency had here when they were learning to play their 
instruments”—it would seem that the Duke no longer employed a 
professional wind band and had told these slaves to learn the 
instruments in order to replace them. We have no idea how successful 

Collegiate church of San Pedro (Lerma). Photo © Douglas Kirk. 

Both manuscripts contain music necessary to accompany the 
liturgy: the Lerma Codex (DK1) begins with a single Kyrie, while 
both manuscripts contain untexted gospel motets, Hymns, and 
Fabordones for performing psalms and Magnificats. At least the 
Hymns and Fabordones would have been performed in alternatim, 
i.e., alternating verses, with the choir. There was also room in the 
liturgy for freely chosen, purely instrumental pieces: at the 
entrance of the canons, at pauses in processions, after the reading 
of the Epistle, at the offertory, at the elevation, and as a postlude 
after the Deo Gracias. These were usually instrumental versions of 
vocal pieces: sometimes motets, but just as often they could 
include chansons, madrigals, and villanelle. The secular origins of 
these pieces would have been irrelevant if they fit the instruments 
well and provided the right mood and sonority to suit a particular 
function.
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they were in doing so or how long they served as a wind band. 
The Dominican nuns at the convent of San Blas, next to the ducal 
palace, were also known for their abilities as musicians and 
participated in services at San Pedro and in processions, singing 
and playing both string and wind instruments. Inventory notes 
show that they borrowed and probably copied Lerma-DK2, but any 
evidence of their copy was destroyed in the Napoleonic Wars. 

It is a stroke of luck that both manuscripts survive until today: the 
Lerma Codex (DK1) was noted to be in poor condition, and appears 
to have been retired into a drawer, where it escaped being stolen 
from the church along with the rest of the music library in the 
1890s. It was eventually sold to the University of Utrecht to pay for 
a new roof for the church. Lerma-DK2 also escaped, having been 
kept in the organ case rather than the library, where wear-and-tear 
on the opening of Tantum ergo suggests that after the retirement 
of the wind band, it was still in use by organists for nearly 300 
years, at least for that particular hymn.

Bronze medallion depicting a wind ensemble playing from a choirbook. 
By Juan Marin and Marin and Bautista Vazquez, 1564. Seville Cathedral. 
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Misericord showing a group of Ministriles. Burgos Cathedral. Photo © Douglas Kirk 12
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« About the programme  »

1. [Cancion a5] – ? Phillipe Rogier

The first piece on our programme is an untexted piece, likely by 
Phillipe Rogier, and perhaps a contrafactum of an unknown secular 
song. It opens with the typical dactylic (long-short-short) rhythm of the 
“canzona alla francese,” and reuses this rhythm throughout the piece.

This is followed by two bonafide French chansons, Entre vous filles by 
Clemens non Papa and Un gai vergier (a scribal interpretation of “Un 
gay bergier”) by Thomas Crequillon. In 1586, Francesco Guerrero, chapel 
master in Seville, ordered that his cornetto and shawm players should 
“take great care in the order of the time and place of their glossing, so 
that when one is glossing, the other plays the music unadorned, each 
being careful of the other because when they gloss together it makes 
such absurdities as would stop up the ears.” The practice of “glossing” is 
reflected in improvised ornaments throughout the programme, but we 
put a spotlight on it in Un gai vergier by performing it with ornaments 
for treble instrument (in our case, the cornetto) by Giovanni Bassano 
from 1591.

The short fanfare that follows was transcribed by Douglas Kirk 
from a misericord carved in one of the choir seats in Burgos 
Cathedral, which shows four ministriles and the music they played 
from (see image above). These lead into a set of dances: an 
unnamed pavane, La galera and La donsa, all of which were likely 
used as instrumental interludes in a spectacle play, although 
records also describe dance music being played in the processions 
around town.

2. Entre vous fille[s] – Clemens non Papa
3. Un gai vergier – Thomas Crequillon
4. [Fanfare] – [Pavana] – La galera – La de don J°[Juan] – Anonymus

The next two pieces are untexted versions of madrigals of 
Giovanni Maria Nanino, and are much more modern in style than 
the chansons, with frequent changes of character. Syncopation 
adds liveliness to both pieces while intricate counterpoint and the 
alternation of high and low instruments (particularly in Questa si 
bianca Neve), give them the gravitas they would need for sacred 
occasions. The cancion that follows is similar, this time achieving 
an epic quality in the cascades of notes that lead up to an extended 
cadence.

Un gai vergier (sic) von Thomas Crequillon im Lerma Codex, fol. 50v-51r.
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5. Amor deh dimmi come – Giovanni Maria Nanino
6. [Questa si bianca neve] – Giovanni Maria Nanino
7. [Cancion] A5 «De» – ? Phillipe Rogier

Pange Lingua is a hymn written by Thomas Aquinas (1225–1274), 
which was sung to two tunes in the fifteenth and sixteenth 
centuries, one Roman and the other Spanish, accompanying the 
parts of the liturgy centered around the host. We present four 
settings of the Spanish tune (Tantum ergo is the fifth verse of 
the hymn), including the polyphonic versions of Johannes 
Urrede from c.1470 that became part of the standard repertoire 
in Spain. In the more intricate versions by Francesco Guerrero, 
the tune is passed between the cantus to tenor. In the final 
version, the fifth voice is scrawled into DK1 in a different hand, 
and may have been added by one of the wind players.

8. Tantum Ergo (Pange Lingua) – Johannes Urreda (Wreede)
9. Pange lingua gloriosi – Francesco Guerrero
10. Pange lingua gloriosi – Francesco Guerrero
11. Pange lingua gloriosi – Johannes Urreda

Josquin is represented in the Lerma Codex, but only in six-part 
pieces. Records show that a sixth player (another cornettist) was 
added to the wind band briefly in 1608 for a state visit. But we are 
five, so we celebrate this Josquin year with two pieces, one from 
each source, based on his Adieu mes amours, along with his 
original as published in Harmonice Musices Odhecaton in 1501. 
Guerrero’s setting called Adios mi amor in Falla 975 (another 
ministriles manuscript), uses the opening motive, but then 
introduces original material that takes the piece in new directions.  

Adios mi amor von Francesco Guerrero in Ms DK2, fol. 83v-84r.

The five voice Vous seulement/Adieu mes amours of Simon Morea 
(i.e., Franco-Flemish Composer Simon Moreau) uses the opening 
motive of Adieu mes amours throughout the piece as a cantus 
firmus that repeats at two pitch levels.

12.Adieu mes amours – Josquin des Prez
13. [Adios mi amor] – Francesco Guerrero
14. Vous seulement/Adieu mes amours – Simon Morea[u]

Catherine Motuz, author of this text and director of the 
programme, write about No. 15: «While humming my way (as 
one does when making a programme) through a set of 
untexted pieces in the Lerma Codex (DK1) labelled “choro de 
ministriles”, noticed that no. 4 was an untexted version of 
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my favourite villanella of Orlando Lassus, Madonna, mia pietà
—a concordance not noted in any catalogues to date.

Darauf folgt weitere Tanzmusik aus demselben Manuskript.

15. [Madonna mia pietà] – Orlandus Lassus
16. La de las medias – La de las dames – La Francesca – anonym

The next set freely combines sacred and secular pieces, tied 
together by each being in the Phrygian mode. This mode, with a 
final of E, was thought to have a harsh quality, suitable both for the 
Ash Wednesday liturgy to which this piece by Alonso Lobo 
(unique to Lerma-DK2) belongs, as well as to the lovers’ strife in 
Marenzio’s setting of Tirsi morir volea. To anyone who knows the 
poetry of the latter, it may initially be a surprise to hear it in 
church, but just as giving sacred texts to popular secular pieces was 
a common practice—Bovicelli’s 1594 divisions repurposing 
Palestrina’s Io son ferito and Rore’s Ancor che col partire with the 
texts Ave verum corpus and Angelus ad Pastores ait come to mind
—so a completely untexted version could easily serve a sacred 
function. The cancion that follows shows its composer (probably 
Rogier again) to be an innovator: it establishes the mode on E with 
a very unusual opening on B-natural in three voices and continues 
with excursions to distant cadences before returning to E only at 
the very end.

17. Cum jegunantes – Alonso Lobo
18. Tirsi morir volea – Freno Tirsi il desio – Cosi moriro

– Luca Marenzio
19. [Cancion] – ? Phillipe Rogier

Right: Francisco Gómez de Sandoval, Duke of Lerma. Peter Paul Rubens, 1603, 
Museo Nacional del Prado, Madrid.
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After a brief pavane in the French style, we finish with a 
version of Jannequin’s La Bataille (or La Guerre) preserved in 
the Lerma Codex (DK1). This piece, famous for its imitations of 
the sounds of battle, from the cries of soldiers to the firing of 
artillery, was originally written in four voices, but the 
shortened Lerma version includes the fifth voice added later by 
Philippe Verdelot.

20. Pabana francesca – anonym
21. [La Bataille] – Clement Janequin / Philippe 

Verdelot

The bajón is the dulcian, and is the newest instrument of the wind 
band, invented in Italy in the first years of the sixteenth century 
and enjoying particular popularity in Spain. It is played with a 
double reed and, although it comes in different sizes including alto 
and tenor, the bass is where it found its greatest utility, being able 
to play with great agility into the deepest ranges of the human 
voice. Bajones of different sizes were made at the royal court by 
Bartolomé de Selma (trombonist and father of bajón virtuoso 
Bartolomeo de Selma y Salaverde) and send to Lerma, where they 
would be played both by the ministriles and by the nuns in the 
convent of San Blas. One of Bartolomé de Selma’s daughters was 
such a nun, and was an accomplished player on the bajoncillo, or 
small (i.e., alto or tenor) dulcian.

The trombone is the instrument of which the design has probably 
changed the least since its invention in the middle of the fifteenth 
century. The original version had sharper angles on the 
mouthpiece and a smaller bell with a more subtle flare, allowing it 
a wide range of colours, from a diffuse sound that blends well with 
voices, to a bright and brassy sound that balances the penetrating 
double reeds.

The pommer and shawm are the alto and treble of the same family 
and are the oldest instruments represented, brought from Islamic 
countries to Europe between the 9th and 12th centuries. Around 
1350 they were compared to trumpets by Konrad von Megenburg, 

« Zu den Instrumenten »

Wind band in a procession, Painting by Antoine Sallaert,1615-1616.
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and they remained popular in wind bands into the seventeenth 
century. They are played with a double reed and have a conical 
bore. The cylindrical-bore version of the shawm is called a 
douçaine and was much quieter and with a more limited range 
than its conical cousin.

Detail from The Engagement of St. Ursula and Prince Etherius. Master of Saint Auta, c. 
1520. Museu Nacional de Arte Antigua, Lisbon.

The cornetto is made by carving two pieces of wood and then 
gluing them together and wrapping them in parchment or leather 
to give it the appearance of the animal-horn instrument from 
which it descended. It is played with a small cup mouthpiece, in a 
similar way to the trumpet, but early treatises warn not to 
articulate (or by extension, to blow) in the manner of the trumpet, 
but rather to imitate the human voice as closely as possible. The 
cornetto was known as an instrument for playing with virtuosity, 
and remained a member of town wind bands into the nineteenth 
century.

Catherine Motuz pursues an active career as a performer, 
teacher and researcher. She was co-director of the Montreal 
ensemble La Rose des Vents, and is a founding member of I 
Fedeli. As a soloist she has performed at the Midsommer 
Barock Festival in Copenhagen as well as in Austria and 
Switzerland with the countertenor Alex Potter. She has taught 
at McGill University, the Université de Montréal, and the Royal 
Conservatoire in The Hague. Since 2018 she has been teaching 
historical trombone at the Schola Cantorum Basiliensis. For her 
Ph.D. in musicology at the School of Music (McGill University), 
her research focuses on historical improvisation and ideas 
about musical expression in the 16th century. Catherine Motuz 
is originally from Ottawa, Canada, and studied historical 
trombone with Charles Toet at the Schola Cantorum Basiliensis 
from 2004 to 2007. Foto © Bill Blackstone

« Musiker*innen »
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Katharina Haun comes from Austria and studied cornetto and 
recorder at the Schola Cantorum Basiliensis. As an instrumentalist, 
choir director, pedagogue, and musicologist, she is active 
worldwide and has made it her goal to combine all of these fields. 
She can be heard regularly on stage with ensembles such as 
Leones or La Cetra, as well as for her own projects. Since 2019 she 
has conducted the choir of the Basler Knabenkantorei and is 
furthering her research in the music of the Renaissance and 
particularly that of the Habsburgs. As a lecturer, these topics have 
led her to participate in many conferences and publications, for 
example in “De Musica Disseranda 2017”. She is also regularly 
invited as a lecturer at workshops, most recently in April for the 
Renaissance Music Week in Sondershausen  Foto © Beauty Prtraits  Studio

25

Ann Allen was born in England. She studied music in 
Manchester and London, as well as baroque oboe and shawm at 
the Schola Cantorum Basiliensis. With her medieval ensemble 
Mediva, she was chosen as a finalist at the EMN Young Artists 
Competition (England) and the Antwerp Young Artists 
Presentation (Belgium). In 2005 Ann Allen launched the Nox 
Illuminata festival - an early music crossover festival in which 
new and old music are combined with dance, theater and 
visual art. The festival took place in Basel for several years and 
was a guest at the Festspielhaus St. Pölten and Burghof Lörrach. 
Ann Allen is very interested in the visualization of music, and 
specializes in staging atmospheric concerts. In addition to this, 
she worked as an opera director and staged, among others, Dido 
and Aeneas and King Arthur (Purcell), The Dragon of Wantley 
(Lampe), Bastien and Bastienne (Mozart), and La Voix Humaine 
(Poulenc).
      Photo © Daria Kolacka
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Susanna Defendi began her musical career in Bergamo, Italy, 
where she graduated in 2010 with a concert diploma on modern 
trombone. She soon developed a strong interest in early music 
and began studying the sackbut with Charles Toet at the Schola 
Cantorum Basiliensis. After completing her master's degree, she 
attended master classes with leading instrumentalists on the 
scene, including Bruce Dickey, Ian Harrison, David Yacus and 
Wim Becu. She has given concerts with ensembles such as 
Concerto Scirocco, Ensemble InAlto, Cantar Lontano, La 
Pifarescha, and the choir and orchestra Cappella Musicale di San 
Petronio (Bologna), and is co-founder of the Ensemble Utfasol. 
 Foto © Martin Chiang

Giovanni Battista Graziadio started teaching himself the recorder 
at the age of seven. He completed his recorder studies at the 
Conservatory of Music in San Giacomantonio in Cosenza with the 
highest distinction, and later went on to study early bassoon 
instruments with Maurizio Barigione, Giorgio Mandolesi and 
Alberto Grazzi, and attend academic courses, seminars and master 
classes. At the Schola Cantorum Basiliensis he completed a 
master's degree in historical bassoon with Donna Agrell, both in 
performance practice and in pedagogy. He is a founding member 
of various ensembles: Abchordis (five voices and instruments), The 
Italian Consort (specialising in Renaissance music) and La Petite 
Écurie (oboe band for baroque and classical repertoire for double 
reed ensembles). Giovanni Graziadio has performed in the most 
prestigious European concert halls, both as a soloist and as an 
ensemble member. Foto © Martin Chiang
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Columne of Martin Kirnbauer

A few years ago in the NZZ, in an article discussing a new edition 
of Jerome's translation of the Bible, I came across the beautiful 
headline: "Until Luther, God spoke Latin." One could take the idea 
and expand on it; that he “after Luther” sang not only in German, 
but also in French and many other languages, as the ReRenaissance 
concert on October 31 will show and bring to life. 

Indeed, one of the most far-reaching and radical changes in 
music brought about by the Reformation was associated with the 
language change. In Basel, for example, the starting point was the 
congregation singing Psalms, which was first practiced in church 
services on Easter Sunday 1526. Here not only was the role of the 
clergy changed, where they lost their exclusive position (and 
following them the organists who became literally unemployed). At 
the heart of the service was now the sermon, which was framed by 
hymns and psalms sung by the congregation - what we today 
would call a "participatory model". For this purpose new repertoire 
was needed. Some was newly created, and some was adapted to the 
new purpose by rewriting and reinterpreting already-existing 
songs. In Basel, the first settings came from Strasbourg; later from 
the so-called Geneva Psalter, the music of which was sung over 
centuries and across continents. 

The ReRenaissance concert on October 31, 2021 offers visitors 
the unique opportunity to sing along with the psalms in a ‘re-
enactment’. (Never fear, there is a rehearsal first …)

« Why I’ll be there ...  »

From Geneva to Basel:
Singalong concert for Reformation 
Day

« Chantez gayement »

SUN 31. Oktober 2021 

Parody, contrafact, imitation, transformation - in the Renaissance, 
originality was not seen as an absolute quality of an artist, but 
rather as an attempt to imitate and reuse traditional models. The 
same material can undergo a series of metamorphoses. In October, 
ReRenaissance, sometimes with the quartet of soloists and 
sometimes together with the workshop choir, presents a selection 
of psalms from the Geneva Psalter, which move from one 
composer to another, from one poet to the next, to the point where 
the Early Music is shaped by the workshop participants 
themselves.

Jean-Christophe Groffe – Bass; Musical director 

Doron Schleifer – Alto 

David Munderloh, Matthieu Romanens – Tenor 

Olivier Wyrwas – Regal

Co-director: Tabea Schwartz

IFor informations about the singalong workshop on the 30./31. October, 
see the website www.rerenaissance.ch.
Registration open until 1. October.
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« Coming up » 

Sun. 28 November 2021 
Un niño nos es naçido 
Villancicos for Advent 

María Cristina Kiehr – Voice | Giovanna Baviera – Voice, Viola da 
gamba | Elam Rotem – Voice, Harpsichord | Félix Verry – 

Renaissance violin, Percussion | Maria Ferré – Lute, Renaissance 
guitar, Vihuela 

Ivo Haun – Voice, Lute; Musical director | Co-director: Marc Lewon 

1.–24. December 2021 
ReRenaissance-Adventskalender 
Each day reveals a new musical surprise: 

A series of 24 short videos to enliven your Advent season: music to 
sing with, and other highlights from past concerts, combined with 
12 videoclips from the Josquin-year. 

Reopening Gaffurius’ Libroni 30 Januar 2022 
Motet cycles of the Milan Chapel choir 

Excerpt from the title page of Samuel Mareschal’s version of the Geneva Psalter, printed 
by Ludwig König, 2nd edition, Basel 1606 (Universitätsbibliothek Basel, FNP IX 45:1-2) 

Canti B 27 Februar 2022 
Continuing the secret revolution 

La Margarita 27. März 2022
Dances for a queen 
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Collection in cash at the exit (suggested donation CHF 
25) or by Einzahlung to the Postfinance account:

ReRenaissance 
Andreas Heusler-Str. 28, 4052 Basel 
IBAN CH41 0900 0000 1539 1212 1 
BIC: POFICHBEXXX 

ReRenaissance is recognised as a non-profit organisation. Donations 
are tax-deductible. 

Our series is financed though the collection and private 
donations, and by private and public foundations. 

Dear audience, to continue our concerts we are dependent on your 
support – be it through donations, help with the organisation, word-
of-mouth publicity, or spreading the word on social media. 

We are grateful for any financial assistance. Mor 

information at: hello@rerenaissance.ch | +41 79 744 85 48 

rerenaissance.ch 
Interviews, columns, and more 

Payrexx 
Donations by credit card, Twint or Paypal 

youtube.com/c/ReRenaissance 

Subscribe to the Newsletter 

facebook.com/basel.rerenaissance 

mailto:hello@rerenaissance.ch
https://www.rerenaissance.ch/
https://www.rerenaissance.ch/spenden-donate
http://www.youtube.com/c/ReRenaissance
https://www.rerenaissance.ch/contact-subscribe-info
https://www.facebook.com/basel.rerenaissance


Wir danken herzlich 
unseren privaten Gönnern, 
Kooperationspartnern und Stiftungen:

Mit Unterstützung des Bundesamts für Kultur und des Kantons Basel-Stadt

Irma Merk-Stiftung

https://www.hmb.ch/
https://bsbaukultur.ch/



