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Italian Harpsichord (Venetian 16th-century)
1. Orlando Gibbons: Prelude (Parthenia, 1612) 1’37”
2. Martin Peerson: The Fall of the Leafe (Fitzwilliam Virginal Book, c.1610-c.1625)  1’55”
3. John Wilbye: The Frogge Galliard (Clement Matchett’s Virginal Book, 1612)  1’58”
4. Anon: The Prince’s Masque, The Shepherd, The Queen’s Masque  
 (Anne Cromwell’s Virginal Book, 1638) 4’04”

Shudi / Broadwood Harpsichord c. 1775
5.  Maurice Greene: Lesson in D major (A Collection of Lessons … 2nd Book, London c.1755) 
 Allmand – Minuet – Courant – Minuet (and 2 Variations)  7’44”
6. James Hook: Lesson XXIII (Guida di Musica Op. 37, London c.1785)
 Lesson II (Five Lessons for the Harpsichord, London c.1767) 4’54” 
7. William Crotch: Andante & Variations (Sonata III in E flat, London c.1794)   3’33”
8. Anon: The Norwich Minuet (London, 1766) 1’16”

St. Michael’s Church, Framlingham, Suffolk – Thamar Organ 1674
9. Robert White: In Nomine (The Mulliner Book, c.1550)  2’25”
10. John Amner: Three verses on “O Lord in Thee is all my trust” (Drexel MS 5612)  4’50”
11. Charles Quarles: A Lesson or Voluntary (London c.1790) 3’55”
  Allegro – Minuet (Slow)
12. William Boyce: Voluntary I (Ten Voluntaries for the Organ or Harpsichord, London c.1785) 3’ 57” 
  Larghetto – Vivace 
13. William Jones: Piece IX (Ten Church Pieces for the Organ, London 1789) 3’56”
  Andante – [Allegro]
14. Charles Burney: Cornet Voluntary (VI Cornet Pieces, London 1751)  2’36”
15. James Hook: Voluntary in C minor (London, c.1815)  5’48”
  Allegro – Moderato (Fuga) 
   TT:    57’58”

Harpsichords tuned and prepared by Trevor Beckerleg. 
Temperaments: mean tone (Italian), unidentified late 18th-century English (Shudi / Broadwood). 

Organ tuned and prepared by John Budgen of Bishop & Son, Ipswich. Temperament employed, unreported. 



Works chosen for this Treasury of English Keyboard Music range from the sixteenth-to the 
early nineteenth-centuries, and the programme reflects the broad range of musical styles 
employed. The harpsichord recordings were made in the Fitzwilliam Museum, Cambridge 
on two historic instruments, whilst the organ (which contains much seventeenth-century 
pipe-work) is that of St. Michael’s Church, Framlingham, Suffolk.

It is fitting that the programme should begin with music by Orlando Gibbons; he achieved 
great celebrity as a keyboard player, and was said to have had ‘the best hand in England’. 
His skills would no doubt have been thoroughly appreciated at the English Court, for in 
1619 Gibbons became one of the ‘musicians for the virginalls to attend in his hignes privie 
chamber’. The Prelude heard here is taken from Parthenia of 1612, the earliest source of 
printed keyboard music in England.

The Fitzwilliam Virginal Book (c.1610 – c.1625), formerly known as ‘Queen Elizabeth’s 
Virginal Book’, is the richest and most extensive surviving source of keyboard music from 
the late Elizabethan and early Jacobean periods. Originally thought to have been copied by 
Francis Tregian the younger whilst imprisoned as a recusant in The Fleet, the manuscript is 
now thought to have been the product of a scriptorium (a scribes’ workshop) connected to 
the English Court.  Amongst several particularly well-known works preserved in the source 
is Martin Peerson’s exquisite depiction of an autumnal scene ‘The Fall of the Leafe’. The 
young Norfolk musician Clement Matchett assembled his own much shorter collection of 
virginals music in 1612. The ‘Frogge’ Galliard by John Wilbye is the composer’s only known 
keyboard work, and is a spirited dance based on a popular melody of the time, also set by 
John Dowland to the words ‘Now, O now I needs must part’.

Anne Cromwell’s Virginal Book dates from 1638, and belonged to the first cousin of the 
Protector. The majority of the pieces are anonymous arrangements of songs, dances and 
music for masques, and the anthology as a whole affords a delightful glimpse of domestic 
keyboard music of the day.
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The Lesson in D major by Maurice Greene introduces the contrasting sound of the 
eighteenth-century harpsichord, and a later form of musical expression. Greene was 
one of the most distinguished English musicians of his time – he was organist of St. Paul’s 
Cathedral and the Chapel Royal, Master of the King’s Band of Musick, and Professor 
of Music at Cambridge. The Allmand and Courant of the present suite have an almost 
Handelian buoyancy and spirit, whilst the Minuets are styled with characteristic elegance 
and tunefulness.

James Hook showed an early aptitude for music, playing the harpsichord at four years of age 
and performing concertos in public at six. Born in Norwich, Hook settled in London where 
he became famous as an organist and composer, especially through his association with 
Vauxhall Gardens. He also enjoyed considerable success as a teacher and his two-volume 
Guida di Musica attracted an enthusiastic response. The present Lesson XXIII, from the Op. 
37 set, indicates the charm of both collections. And the same approachable quality is also 
apparent in Lesson II from Hook’s fine set of five works ‘compos’d in an easy familiar style’.

William Crotch seems to have exceeded James Hook’s claims as a child prodigy by 
apparently playing ‘God save Great George our King’ on the organ at the age of two! 
Also born in Norwich, Crotch was later to hold appointments at Cambridge University 
then Oxford; and in 1822 became the first Principal of the Royal Academy of Music. The 
present Andante and Variation may be found in the third of his Three Sonatas for Piano-forte 
or Harpsichord published in about 1794.

As both of the previous composers were born in Norwich it seemed appropriate to 
conclude the harpsichord items with an anonymous ‘Norwich Minuet’ from about 1766. It 
is typical of a number of such dances named after places or individuals in Georgian England, 
and these works were often gathered into annually-published volumes.
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The THAMAR organ was originally built 
for the Chapel of Pembroke College, 
Cambridge, by Thomas Thamar in 1674, 
and is believed to have incorporated 
certain features of an earlier Pembroke 
organ. In 1708 the instrument was given 
to St. Michael’s Church, Framlingham, 
and installed there by Charles Quarles 
(Track 11). It now stands in its original 
position on a gallery at the west end 
of the nave (having since the late 
nineteenth-century been located 
firstly in the north aisle, and then on 
the south side of the chancel). All of 
the Great Organ’s pipe-work (with 
the exception of the Trumpet, which 
is early eighteenth-century) dates 
from the seventeenth-century, and the 
magnificent case, with its sumptuously 
decorated display pipe-work, may be 
even earlier. The instrument is one of 
the great landmarks in the history of 
English organ building.

Thamar Organ, Framlingham
© John Simmons, 1978
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The organ items in this anthology begin with a fine ‘In Nomine’ by Robert Whyte; based 
on the plainsong ‘Gloria tibi Trinitas,’ the work is to be found in The Mulliner Book of about 
1550. John Amner was organist of Ely Cathedral from 1610 until his death in 1641, and his 
finely wrought verses on ‘O Lord in Thee is all my trust’ are the only known variations on 
a metrical psalm tune.

Title-pages of English keyboard music of the seventeenth- and eighteenth-centuries 
frequently bear the legend ‘for organ or harpsichord’ and the title of the next work, ‘A 
Lesson or Voluntary’ may be seen to continue in similar vein. Its composer Charles Quarles 
(d. 1717) was not only active as an organist (of Trinity College, Cambridge, appointed in 
1688) but also as an organ builder in his own right, with staff. Indeed in 1708 he removed 
the very instrument upon which this music is played from Pembroke College, Cambridge, 
to St. Michael’s Church, Framlingham.  The present work is believed to be his only extant 
composition.

William Boyce (1711-1779) occupied a position of eminence amongst eighteenth-century 
English musicians. Composer and Organist to the Chapel Royal and Master of the King’s 
Band of Musick, Boyce was also a scholar and editor. Dr Charles Burney acknowledged the 
‘sterling merit’ of Boyce’s compositions and this quality is certainly evident in the present 
Voluntary I which concludes with a splendid movement for the Trumpet stop.

During the eighteenth-century several members of the clergy composed and published 
music for the organ. William Felton, Canon of Hereford Cathedral, was a prolific composer 
of organ concerti, and William Jones, who held livings respectively in Northamptonshire, 
Kent and Suffolk, contributed some fine voluntaries. Of these, ‘Organ Piece IX’ begins with a 
gentle andante - here played on a stopped diapason - whilst the second movement features 
the Framlingham organ’s ‘cromorne’ stop.
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keyboard has, in addition to the dogleg, a lute register which plucks the same strings, but in 
a position nearer the nut, offering a contrasting nasal tone colour.   All the registers are now 
fitted with leather plectra, although it is likely that the harpsichord was originally part fitted 
with quill.   There is also a ‘harp’ or ‘buff ’ stop which may be applied to either set of eight foot 
strings and is now operated by a pedal.

A notable feature of the instrument is its machine stop.  The registers may all be moved by 
hand stops, but when the machine stop in the key cheek to the left is engaged, a pedal is 
brought into action.  In its raised position the pedal gives a contrast between the full three 
choirs on the lower keyboard and the dogleg on the upper, enabling the player to move to 
a softer registration for repeats.  When depressed, it offers the independent and contrasting 
voices of the lute on the upper keyboard and the more distant eight foot on the lower.  The 
mechanism of the machine stop is housed in a box fitted at the back of the instrument to 
the left of the player.

The harpsichord also has a Venetian swell.  This device covers the entire soundboard area 
of the instrument with hinged slats which can be opened and closed by a pedal operated  
mechanism, affording crescendo and diminuendo effects.   If not required it may be raised 
with the lid.  Burkat Shudi took out a patent on the swell in 1769, perhaps in the hope that it 
would enable the instrument to rival the expressive resources of the piano.     

The harpsichord  is very magnificently cased and banded in mahogany with a satinwood key 
surround. Mary Potts acquired the instrument through the generosity of her teacher Arnold 
Dolmetsch in 1929, and kindly loaned it for this recording in 1978. Following Mrs Potts’ death 
in 1982, the harpsichord was purchased by Gerald Gifford and has since featured prominently 
in his recordings and also in his recital activities at the Fitzwilliam Museum as Honorary 
Keeper of Music.
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Although Charles Burney is remembered nowadays principally as a musical historian and 
traveller, part of his professional life was spent as an organist, firstly in London and then King’s 
Lynn. His VI Cornet Pieces … Proper for young Organists and Practitioners on the Harpsichord 
appeared in 1751, and exploit a characteristic sound of the English classical organ. (The 
Cornet stop being a combination of five flue ranks, resulting in a synthetic reed-like tone.)

James Hook dedicated his magnificent Voluntary in C minor to Samuel Wesley, one of the 
greatest English organists of his day. The grand gestures of the opening movement reflect the 
unmistakable influence of Baroque music, though the execution of the succeeding fugue, both 
in detail and effect, testifies to the expression of a more contemporary era. The piece as a 
whole represents an unusually grandiloquent musical gesture for the genial, tuneful composer 
of  ‘The Lass of Richmond Hill’!

© Gerald Gifford 2012

Gerald Gifford
Gerald Gifford pursues an international career as an organ and harpsichord recitalist, with 
numerous commercial recordings to his credit. He is also active as a musicologist and writer. 
Gerald began his career as Assistant Organist of Ely Cathedral, and was subsequently a member 
of the Professorial staff of the Royal College of Music in London for thirty years, and Fellow and 
Director of Studies in Music at Wolfson College, Cambridge, for part of that time. He is Honorary 
Keeper of Music at The Fitzwilliam Museum, Cambridge, and a Visiting Lecturer in Performance 
Practice in the Music Faculty of Cambridge University. Further information may be found at  
www.geraldgifford.com 

Another of Gerald Gifford’s recordings is of the Six Organ Concertos (Op. 10) of John 
Stanley (1712-1786). In it he plays the organ of Hexham Abbey, Northumberland and directs 
the Northern Sinfonia Orchestra. CRD 3365CD.

THE SHUDI/BROADWOOD HARPSICHORD is a particularly fine example of a late 
eighteenth-century English harpsichord and was the largest model made by the London 
firm of Shudi & Broadwood, who included among their clients: Handel, Frederick the 
Great, the Empress Maria Theresa and Joseph Haydn.  It has two keyboards with a 
compass of five and a half octaves C - F and is a little over 9 feet in length.  On the lower 
keyboard there are two eight foot registers, (that nearest the player having ‘dogleg’ jacks 
which also rest on the upper keyboard) and a four foot or octave register.   The upper 
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Shudi/Broadwood Harpsichord. © The Fitzwilliam Museum, Cambridge 2007
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Details of the Instruments

The ITALIAN HARPSICHORD was presented to the Fitzwilliam Museum in Cambridge, 
in 1933 by Mrs E Bullogh, the daughter of the celebrated actor Eleanora Duse.  It is 
unsigned, but the extremely pointed tail and deeply incurring bentside, the finely detailed 
mouldings and elaborate parchment and veneer rose, suggest that it was made in Venice 
in the sixteenth-century.  It has an outer case decorated in the eighteenth-century with 
flowers finely painted on a gold ground, all of a graceful splendour fit to accompany Duse’s 
own appearances.  That she used it as stage property seems likely and she may have played 
upon it since it had been fitted with leather plectra and rather heavily restrung.

The harpsichord has passed through several major restorations and transformations, but 
the soundboard and interior construction have remained untouched.  It had originally 
three sets of strings and registers, probably unisons, and a compass of 45 notes, with the 
usual short octave arrangement of the bass whereby the lowest chromatic note was Bb; 
E sounded C, F# sounded D, and G# sounded E, thus providing all the naturals from C to 
A.   The compass was later extended to 47 notes in two registers, providing C and D in 
the treble, and since the third register remained with 45 notes it was probably used as 
a transposing register a tone higher in pitch.  The old key frame was extended and new 
keys were fitted at this time.   Later, perhaps in the eighteenth-century when Italian pitch 
was more standardised, the harpsichord was converted to a 2 x 8’ instrument with a 
new bridge, and the third register went out of use, being veneered over and glued to the 
wrestplank.  In the 1975 restoration this register was resuscitated to offer an alternative 
plucking position but the 2 x 8’ disposition of the strings was retained since it proved 
impossible to ascertain the original layout of the bridges and function of the third register.  
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Italian Harpsichord 16th century.
© The Fitzwilliam Museum, Cambridge 1978



Produced by Simon Lawman    Balance Engineer: Bob Auger
Recorded in Gallery III of The Fitzwilliam Museum, Cambridge and St. Michael’s Church, Framlingham, Suffolk

by kind permission of the Syndics of the Fitzwilliam Museum and the Rector of Framlingham.
Booklet cover: The Shudi Family (detail) by Marcus Tuscher (c. 1742), courtesy of The National Portrait Gallery, London.

© 2012 CRD Records Ltd.        P 1978 CRD Records Ltd.       Made in England 
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Gerald Gifford harpsichords & organ

Italian Harpsichord (Venetian 16th-century)

1. Orlando Gibbons: Prelude (Parthenia, 1612) 1’37”
2. Martin Peerson: The Fall of the Leafe (Fitzwilliam Virginal Book, c.1610-c.1625)  1’55”
3. John Wilbye: The Frogge Galliard (Clement Matchett’s Virginal Book, 1612)  1’58”
4. Anon: The Prince’s Masque, The Shepherd, The Queen’s Masque  
 (Anne Cromwell’s Virginal Book, 1638) 4’04”

Shudi / Broadwood Harpsichord c. 1775

5.  Maurice Greene: Lesson in D major (A Collection of Lessons … 2nd Book, London c.1755) 
 Allmand – Minuet – Courant – Minuet (and 2 Variations)  7’44”
6. James Hook: Lesson XXIII (Guida di Musica Op. 37, London c.1785)
 Lesson II (Five Lessons for the Harpsichord, London c.1767) 4’54” 
7. William Crotch: Andante & Variations (Sonata III in E flat, London c.1794)   3’33”
8. Anon: The Norwich Minuet (London, 1766) 1’16”

St. Michael’s Church, Framlingham, Suffolk – Thamar Organ 1674

9. Robert White: In Nomine (The Mulliner Book, c.1550)  2’25”
10. John Amner: Three verses on “O Lord in Thee is all my trust” (Drexel MS 5612)  4’50”
11. Charles Quarles: A Lesson or Voluntary (London c.1790) 3’55”
12. William Boyce: Voluntary I (Ten Voluntaries for the Organ or Harpsichord, London c.1785) 3’ 57” 
13. William Jones: Piece IX (Ten Church Pieces for the Organ, London 1789) 3’56”
14. Charles Burney: Cornet Voluntary (VI Cornet Pieces, London 1751)  2’36”
15. James Hook: Voluntary in C minor (London, c.1815)  5’48”

   TT:    57’58”


