
Fasolo
Magnificat · Salve Regina · Ricercates

Federico Del Sordo organ & harpsichord
In Dulci Jubilo · Alberto Turco conductor



Introduction

1. The controversial question of dating the Annuale
Little is known about the life of Giovanni Battista Fasolo, although recent research 
has dated anew his most important work, the Annuale [Fasolo 1645], which 
until a few years ago was believed to have followed, and thus been influenced 
by Frescobaldi’s Fiori musicali [1635]. Towards the end of the 1990s, Claudio 
Bacciagaluppi [1998-99] suggested that the Fasolo collection, the largest compendium 
of organ music written in the 17th century for liturgical use, was actually compiled 
many years before 1645, when it was published in Venice by Alessandro Vincenti. 
This hypothesis is confirmed by the Avvertimento (Foreword) to Tommaso Anfora 
collected Fasolo’s Mottetti published in 1635, where it was claimed that Fasolo’s 
Annuale was already entirely complete. In drawing attention to this fact, Luigi 
Collarile [2014] has argued that the major span of years that separated Fasolo’s 
compositions from their publication should be attributed to the fact that Alessandro 
Vincenti closed down his printing works during the plague epidemic that scourged 
Venice between 1630 and 1632. Then, when he reopened and reactivated the presses, 
he chose to give precedence to Frescobaldi’s Fiori musicali because the composer’s 
widespread fame was likely to make this publication more profitable, and a thus a 
more promising way to continue the business.

Personally I am inclined to think that the Annuale was actually composed 
considerably earlier than 1635. The titles of the hymns contained in the collection 
[Fasolo 1645, 4-61] refer to the Latin version that preceded the fundamental reform 
of the Breviarium Romanum passed at the behest of Pope Urban VIII in 1632 [Del 
Sordo 2017, 1/2, 309-10]. During the previous years this refined humanist Pope had 
set up a commission consisting of five Jesuits whose task it was to “correct” and 
“improve” the meter of the Latin verses of all the hymns pertaining to the liturgia 
horarum. It was a revision that produced considerably modified texts, to the extent 
that it is possible to recognize the post-correction corpus of hymns from their very 
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1. Ricercata prima 3’12
2. Magnificat Primi Toni 6’36
3. Magnificat Secundi Toni 7’02
4. Ricercata seconda 3’33
5. Magnificat Tertii Toni 7’06
6.  Sopra la Bergamasca.  

Fuga prima 3’10
7. Canzon prima 3’06
8. Ricercata quarta 2’46
9. Canzon seconda 3’04
10. Ricercata settima 2’28
11. Canzon terza 4’03
12. Magnificat Quarti Toni 6’44
13. Canzon quarta 4’01
14.  [Sopra la] Girometta.  

Fuga seconda 2’14
15. Salve Regina 4’35

16. Ricercata sesta 3’19
17. Magnificat Quinti Toni 5’54
18. Magnificat Sexti Toni 7’07
19. Ricercata terza 3’14
20. Magnificat Septimi Toni 6’50
21.  Sopra la Bassa Fiamenga.  

Fuga terza 3’36
22. Canzon quinta 3’41
23. Ricercata quinta 3’41
24. Canzon sesta 3’37
25. Ricercata ottava 3’49
26. Canzon settima 3’16
27. Magnificat Octavi Toni 6’54
28. Canzon ottava 3’03
29.  Sopra Ut, Re, [Mi, Fa, Sol, La].  

Fuga quarta 5’41
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titles (the linguistic changes, which regarded a total of 952 syllables, prevailed 
through to the Second Vatican Council and were only removed with the reform of 
the Breviarium Romanum of 1970). For example, the Fasolo collection features an 
Ad cœnam Agni providi, which in the reformed version was to become Ad regias 
agni dapes. Granted, there is no way of knowing exactly how long it took for the 
Franciscan order to which Fasolo belonged to adopt Pope Urban’s reform, so it may 
well be that in 1635 (the year in which the Annuale is mentioned in Fasolo’s motets 
collected by Anfora) the brothers were still using the pre-Urban version. However, if 
this is not the case, Fasolo’s organ compositions must have ben written prior to 1632, 
which would undermine their perceived relationship with Frescobaldi’s style. 

Indeed, Fasolo actually spent several periods in Rome after leaving his birthplace, 
which was probably near Asti, in the north-western region of Piedmont. Between 
1647 and 1649 he was engaged as organist at the church of the Twelve Holy Apostles, 
which is where Frescobaldi was buried. Moreover, he probably also lived for a while 
in Naples, where the above-mentioned volume of his motets was published in 1635, 
followed by two collections of liturgical compositions in 1645 and 1650. . He then 
headed towards Monreale in Sicily, in the retinue of Luigi Guglielmo Moncada, Duke 
of Montalto, Prince of Paternò and Viceroy of Sicily. In fact it was to this noble patron 
that Fasolo dedicated the Annuale. In Monreale he was appointed chapel master of the 
Cathedral, where custom had it that on feast days and Sundays figured music (in other 
words, not cantus firmus) was not the prerogative of the Benedictine monks living in 
the apurtenant monastery because it was entrusted to a musician who was not part of 
the monastic family: in this case, Fasolo, who described himself as Maestro di cappella 
of the Cathedral in both the Arie Op.IX (1659) and in the oratory L’esequie di S. 
Rosalia, his last known work, which is dated 1664 [Bacciagaluppi 2016, vi], and is the 
last trace of the composer’s life to have come down to us.

2. The Magnificats, Salve Regina and other compositions for solo organ
Fasolo’s Magnificats follow the precepts established by the Cæremoniale Episcoporum 

that was drawn up under the supervision of Luigi Torres and promulgated by Pope 
Clement VIII, with the Breve Cum novissime, on 14 July 1600 [cf. Del Sordo 2014, 
317]. Fasolo follows the liturgical canons more closely than Girolamo Cavazzoni 
or Girolamo Frescobaldi. In the two volumes of his Intabolatura [1556] Cavazzoni 
includes four of them (Primi Toni, Quarti Toni, Sexti Toni and Octavi Toni), 
whereas Frescobaldi includes only three (Primi Toni, Secundi Toni and Sexti Toni) 
in Il Secondo Libri di Toccate [1627]. Indeed, Fasolo [1645, 120-155] provides a 
setting consisting of six versets (respectively Magnificat, Versus secundus, Versus 
Tertius, Versus Quartus, Versus Quintus, Gloria Patri) for each of the Magnificats, 
ordered according to the «Octo Ecclesiastici Toni», to which he adds a seventh piece, 
the Pulsetur loco Antiphonæ post Magnificat. The only exception is the Magnificat 
Octavi Toni, which consists of only five versets. In other words, Fasolo keeps strictly 
to the rules of the Cærimoniale Episcoporum, which also tallies with the account 
given by Adriano Banchieri in his Conclusioni nel suono dell’Organo [1609, 29]. 
According to both texts, the first of the twelve versets of the canticle of the Virgin 
Mary (ten proper versets, plus the two of the Gloria Patri) pertained to the choro, 
such that the first part of the doxology (in other words, the Gloria), following a 
regular alternation between choro and organo, would be sung by the vocal ensemble 
and not replaced by the organ. The organ could indeed replace the antiphony, but 
only for repetitions, that is, post Magnificat. For the present recording it was thus 
decided to apply the following alternation setting:

Antifona ad Magnificat, choir | 1. Magnificat, choir | 2. Et exsultavit spiritus 
meus, organ (Magnificat) | 3. Quia respexit humilitatem ancillæ suæ, choir | 4. Quia 
fecit mihi magna, organ (Versus Secundus) | 5. Et misericordia eius, choir | 6. Fecit 
potentiam in brachio suo, organ (Versus Tertius) | 7. Deposuit potentes de sede, choir 
| 8. Esurientes implevit bonis, organ (Versus Quartus) | 9. Suscepit Israel puerum 
suum, choir | 10. Sicut locutus est ad patres nostros, organ (Versus Quintus) | 11. 
Gloria Patri et Filio, choir | Sicut erat in principio […]. Amen, organ (Gloria Patri) | 
Antifona ad Magnificat, organ (Pulsetur loco Antiphonæ post Magnificat).



For the Magnificat Octavi Toni, for which Fasolo produced only four rather than six 
versets, the same setting prevails, with repetition of the first verset in correspondence 
with the fifth, and the second in correspondence with the Sicut erat.

The versets for the Salve Regina may have been written by Fasolo to conclude 
the Compline service, from Pentecost through to the Friday before the first Sunday 
of Advent. The aim would have been to increase the importance of any collective 
celebration of this particular Canonical Hour on certain feast days, or Sundays, given 
that the text could also be added at the end of other services. On certain occasions, 
the Salve Regina, for example, could be sung at the end of the Vespers, and even at 
the end of the Mass. This helps explain why it was included in the Annuale, which 
does not feature the other Marian antiphonæ. It is not clear what the choir/organ 
alternation settings would have been for this part of the Annuale, given that Fasolo 
proposes five of the nine versets of the text of the Salve Regina. In his treatise Matteo 
Coferati [1682, 250-252] divides the Salve Regina into ten versets, though this 
must be the fruit of a printing error, given the ‘O’ at the ninth verset. The Manuale 
Choricarum by Giovanni Agostino Casoni [1649, 15] only features the incipit in the 
ordinary tone and the solemn tone.
For this recording we have used the following setting:
1. Versus Primus, choir | 2. Vita, dulcedo, organ (Salve Regina) | 3. Ad te clamamus, 
choir | 4. Ad te suspiramus, organ (Versus Secundus) | 5. Eia ergo, Advocata nostra, 
choir | 6. Et Jesum, organ (Versus Tertius) | 7. O clemens, choir | 8. O pia, organ 
(Versus Quartus) | 9. O dulcis, choir | Postludium, organ (Versus Quintus).

Fasolo adopted two styles for the ricercates: one that was defined at the time as 
canonicus or ecclesiasticus; and the cubicularis, the term used to refer to a chamber 
style, which was a derivation of the stylus luxurians. Fasolo explains that in this latter 
style the ricercates “break up in the middle with a variety of subjects”; furthermore, 
“in the central part they present subjects that are twice as fast as at the outset”. The 
cubicolaris style prevails with the canzones, with the exception of the Canzon quarta 
in the fourth tone, which opens with a toccata-style introduction. Fasolo handles 

this form of composition in a manner typical of the 1600s: that is, by juxtaposing 
three or more sections that ultimately alternate binary and ternary measures. In three 
canzones (the first, second and fifth) certain sections are repeated. Since this was 
probably a device aimed at allowing the organist to adapt performance times to the 
duration of the service (for example, the Offertory or Communion), the repetitio has 
no structural value as such. For this reason we decided to perform the ritornello only 
in correspondence with the first section of the Canzon quinta. The subjects of the 
four fugues turn up again in the works of many other composers. With the exception 
of the hexachord theme Ut, re, mi fa, sol, la (C, D, E, F ,G, A, evoking the Hymn 
to Saint John and the figure of Guido Aretino), Frescobaldi uses them in his Fiori 
Musicali. The Annuale cites other subjects that were common at the time: themes that 
were repeatedly developed not only by Frescobaldi, but also by Tarquinio Merula 
(Canzon La loda, which we find in the Canzon prima) and Jan Pieterszoon Sweelinck 
(the subject of the Ricercata prima).

Like the canzones, the ricercates were used by Fasolo to extend the role of the 
organ during the Offertorium, for which he also wrote three Gravis modulationes, 
one for each of the three Missæ contained in the Annuale. Like the fugues based on 
folk motifs, we know that these compositions could also be played on other keyboard 
instruments within the overall sphere of the liturgy (an oratory), or during the course 
of other moments in which public audiences listened to music (a sacred cantata, a 
chamber concerto). For this CD, we thus decided to enrich the sound range of the 
compositions by playing four of the eight Ricercates (the fourth, fifth, seventh and 
eighth) the Canzon Quarta and two of the four Fugues (Sopra la Bergamasca and 
Sopra la Bassa Fiamenga) in a version for harpsichord. In actual fact there is ample 
evidence to show that in Venice and the surrounding area the harpsichord and the 
virginal were both used for Holy Week services during the 16th and 17th centuries 
(see Baroncini, 2005). Plucked keyboard instruments of this sort were also widespread 
in Spain, because they provided an acceptable alternative to the organ, which could 
not be played during Lent and Advent services. Thus the harpsichord, along with 
the lute, commonly created an ensemble with the viola da gamba and the violone da 
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Fasolo, Giovanni Battista, 1645, Annuale, che contiene tutto quello che deve far un Organista, 
per risponder al Choro tutto l’anno, cioè tutti gl’Hinni delli Vespri, tutte le Messe, cioè doppia, 
che serve ad ambe le classi, della Domenica, & della Beatissima Vergine Madre di Dio. Sono 
regolate sotto l’ordine de Toni Ecclesiastici; otto Magnificat, li cui Versetti per pigliare tutti li toni 
possono servire à tutte l’occorrenze di risposte, ciascuno hà sua risposta breve per l’Antifona; otto 
Ricercate, otto Canzoni francese; quattro Fughe, la prima sopra la Bergamasca, la seconda sopra 
la Girometta, la terza sopra la Bassa fiamenda [sic], la quarta sopra Ut, Re, Mi, Fa, Sol La; la 
Salve Regina, & il Te Deum laudamus, di Giovanni Battista Fasolo d’Asti, dell’Ordine de’ Minori 
Convent. di San Francesco. Opera Ottava con Privilegio, Alessandro Vincenti, Venice.

brazzo, which mitigated the shrill sound of the brass and cornets used for celebrating 
feast days in other periods of the liturgical year. Thus the pieces that linked one part 
of the service to the next may well have been played by a harpsichordist rather than 
an organist. That said, most of the compositions on this CD are played on the organ.

To this end we have chosen two wonderful instruments: The Magnificats, the 
Salve Regina, the Ricercate prima, seconda, terza and sesta, and the Fughe sopra 
Girometta and Ut re mi fa sol la (the composition that concludes the second CD) 
were recorded on the Antegnati organ (c. 1589) in Verona Cathedral; whereas for the 
Canzoni (except for the Canzon Quarta) we chose the organ at Trevi in Umbria, built 
in 1509 by Paolo Pietro da Montefalco. This latter instrument underwent various 
modifications over the centuries, the most important of which was the enlargement 
effected in the 18th century by the famous Fedeli family of organ builders. Despite the 
alterations, however, the original nucleus of the pipes remained intact, such that when 
the instrument was restored during the 20th century the sound equipment was found 
to be pretty much as it was when it was first installed. Today it is recognized as being 
one of the earliest organs in the world. 

The theological theme chosen by Father Alberto Turco as a guide to the choice 
of antiphons for the Magnificats is the sacrifice of the martyrs. To develop this 
highly topical subject in a linear fashion without excessive constraints suggested 
the inclusion of certain antiphons that the Breviarium romanum does not actually 
envisage for the Magnificat (in this recording, as with the Magnificat Sexti Toni and 
the Magnificat Octavi Toni), but for the Psalms (Magnificat Primi Toni, Secundi Toni, 
Tertii Toni, Quarti Toni, Septimi Toni) and the Benedictus (Magnificat Quinti Toni). 
Father Alberto Turco has chosen the melodies from antiphons for religious services in 
relation to the symbolic, modal and performance parameters of the period. 
© Federico Del Sordo
Translated by Kate Singleton



Alberto Turco has directed the Cappella Musicale of 
Verona Cathedral and the Istituto Diocesano di Musica 
Sacra in Verona since 1965. He has taught music at the 
Seminario diocesano in Verona, Gregorian chant at the 
Pontificio Istituto di Musica Sacra in Milan, and liturgical 
musicology at the Studio Teologico San Zeno in Verona. 
As an editor he specializes in Gregorian palaeography 
and liturgical editions of Ambrosian chant, publishing 

the l’Antiphonale Missarum Simplex (2001), the Antiphonale Missarum of the schola 
(2005) and the new edition of Psallite Domino, in Gregorian chant, with the simpler 
melodies for the liturgy in Latin. At present the analysis and rhythmical interpretation 
of Gregorian melody is the focus of his scholarly activities. Forthcoming releases 
include a recording of the entire Kyriale Romanum and the Liber Gradualis, iuxta 
ordinem Cantus Missæ, with magis critica restoration of the melodies.

Federico Del Sordo teaches at the Santa Cecilia 
Conservatoire and at the Pontificio Istituto di 
Musica Sacra, both of them in Rome. He has 
played in concerts throughout Europe, North 
America and Mexico. With the violinist Valerio 
Losito, for Brilliant Classics he has recorded a 
collection of Sonatas by Carlo Tessarini, a CD of 
works by Francesco Maria Veracini, as well as 
the two Sonaten by J.S. Bach for violin and basso 
continuo, and the complete Frankfurt Sonaten of 

1714 by Georg Philipp Telemann. Moreover, for the same label he has also recorded 
the three Messe d’intavolatura d’organo by Claudio Merulo (1568) and the three 
Messe by Giovanni Salvatore (1641).

In Dulci Jubilo is a women’s choir that 
for the past thirty years has focused 
on the interpretation of Gregorian 
and Ambrosian chant and other early 
monadic music, providing listeners 
with new insights and understanding 
of the cultural and spiritual heritage 
of such compositions. The schola has 
performed widely throughout Italy and in 
European cities such as Biasca, Budapest, 
Hildesheim, Vaç, Watou and Moscow, 

earning widespread acclaim for its scrupulous interpretations.
Members: Letizia Butterin (soloist), Laura Besutti, Paola Cardace, Piera 

Garbellotto, Maria Claudia Gelmini, Emanuela Guizzon, Francesca Lateana, 
Andrejka Srdoč.

In memory of my beloved organ master Wijnand van de Pol

Thanks a lot to the Curia of the Duomo of Verona, to the Mayor of Trevi in 
Umbria, Bernardino Sperandio and to Prof. Richard Westall


