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Lord Nelson Mass
In the summer of 1798, Joseph Haydn suffered from extreme exhaustion
after having completed and premiered his great oratorio The Creation.
On his doctor’s orders, he was confined to his room, but confinement for
Haydn meant that he had time to compose the mass that he needed to
write for the name day of the Princess Esterházy, the wife of his patron.
And thus, instead of the three months that it normally took him to write
a mass, he was able to stay home and complete this work, one of his
greatest compositions, in a little over one month. It is remarkable that
a composer in his mid-60s, then considered an advanced age, could
immediately follow a brilliant oratorio with a mass on an equally high level
of inspiration.
Haydn called his mass Missa in Angustiis (Mass in a Time of Anxiety).
In the previous year, Napoleon had defeated the Austrian armies and
threatened Vienna, and then, in the summer of 1798, he had broken
through the allied naval blockade and appeared ready to conquer Egypt.
It was a tense and uncertain time, but in mid-September, about a week
before Haydn’s new mass was to be performed, word reached Vienna
that the British Admiral Horatio Nelson had destroyed Napoleon’s fleet
in a brilliant victory at Aboukir. Exactly how or when Haydn’s Missa in
Angustiis became popularly known as the Lord Nelson Mass is something
that no one even at that time was able to say for certain, but surely the
first listeners would have associated the terrifying trumpets and timpani
of the opening ‘Kyrie’ and the jubilant, dramatic music that followed with
the political turmoil – and now the military victory – that was on everyone’s
minds. Two years later, Haydn performed this work before the conquering
hero himself during his visit to the Esterházy palace at Eisenstadt.
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Composing masses for the name day of the princess was among the few
obligations remaining to the aging Capellmeister in his later years. By this
time, Haydn, who was widely celebrated as the greatest living composer,
was no longer writing symphonies, piano sonatas or trios. Rather, he had
entered a period that represented not only the pinnacle of his achievement
as a composer but also a new direction, a period devoted mainly to a
series of vocal masterworks. The Lord Nelson Mass, written immediately
after his oratorio The Creation, is the third of his six great masses written
during this time.
Its orchestration is unusual and striking. In an effort to save money,
Prince Nicolaus Esterházy had recently dismissed his woodwind players
and horns, and Haydn was able to hire only trumpets and timpani
to supplement his string ensemble. Occasionally, the organ – which
Haydn himself played at the premiere – is given a brief solo passage,
as if to compensate for the missing woodwinds. But out of this limited
orchestration, Haydn created the stark, memorable sound that makes this
mass so distinctive and powerful.
The strong, rhythmic D minor opening of the ‘Kyrie’ establishes the
tense tone of a work written ‘in angustiis,’ in a time of anxiety. In the
‘Benedictus’, we particularly feel this tension, when the trumpets and
timpani repeat a powerful military rhythm, as the chorus intones its text
on one note, an effect that conjures thoughts of the Last Judgment.
However, much of the rest of the work is in a more joyful and brilliant
D Major. Throughout, Haydn creates a fascinating mix of Baroque-style
counterpoint, still older Gregorian chant, and modern virtuosic writing in
the lively string parts. For the opening of the ‘Credo’, the chorus sings a
strict canon with the two voice parts (sung in octaves) imitating each other
at the interval of a fifth; the rigidity of a canon, meaning literally ‘rule’ or
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‘law,’ seems particularly apt for this strong declaration of faith. In the
‘Et resurrexit’, the chorus ‘speaks’ a portion of its lengthy text, declaiming
it on one repeated note. Here Haydn, who set his mass texts from
memory, has apparently inadvertently omitted the words, ‘qui ex Patre
Filioque procedit’ (indicated by an ellipsis of three dots in the text on the
following pages).
Despite the distinctive sonority of this mass, there were attempts made
to ‘normalize’ its orchestration by adding woodwinds and horns. Indeed
Haydn made some suggestions to editors about how they might do
this, but he did not supervise their work. An early edition published by
Breitkopf during Haydn’s lifetime, which was based on a pirated version
that was full of errors, not only added a full complement of winds but
also eliminated the organ solos and simplified the trumpet parts. In that
form, the mass became extremely popular. Although it is still often heard
in this ‘normalized’ version, our performance follows the leaner, original
orchestration of Haydn’s manuscript.
Not long after the premiere of this mass, Haydn simplified – and some say
weakened – several passages in the solo vocal parts, evidently in order
to make them easier to sing for less accomplished soloists. In places, this
involved lowering high notes and thus changing the contours of some of
the melodic lines. This performance uses the original vocal lines.
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Symphony No. 102
Haydn wrote his Symphony No. 102 in 1794, during his second
triumphant visit to London. Many writers have considered this the most
powerful, brilliant and interesting of Haydn’s late symphonies, but it is not
as well-known or frequently performed as some of the other symphonies
that he wrote for London. Perhaps it has suffered from being the only
one of the last five not to have a nickname. (The ‘Military,’ ‘Clock,’ ‘Drum
Roll,’ and ‘London’ symphonies are its companions.) In actual fact, it was
defrauded of the best name of all. The story is told that, at the premiere,
a large and heavy chandelier fell from the ceiling during the finale, but
because the audience had pressed forward to watch Haydn more closely,
the middle of the hall was empty and no one was hurt. However, the
incident was later confused with the premiere of Haydn’s Symphony No.
96, which had taken place four years earlier, and that symphony is now
known as the ‘Miracle,’ while our Symphony No. 102 remains nameless.
The work is dense with musical motives. Haydn scholar H. C. Robbins
Landon has called it ‘Haydn’s loudest and most aggressive Symphony,
at least in the outer movements.’ The first movement opens with a
beautifully expressive slow introduction, which bursts into a brilliant and
boisterous ‘vivace’. The ‘adagio’ that follows is a subtle and extraordinary
movement, with slow, sustained melodic lines over a gently flowing
sextuplet accompaniment, often played by a solo cello. When he later
revised this movement, Haydn added mutes for the trumpets (18thcentury wooden mutes in this performance) and for the timpani. Haydn
seems to have had a particular fondness for this ‘adagio’, for he used it
again as the slow movement of his great Trio in F-sharp minor. Following
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a wonderful foot-stomping, peasant-like ‘menuetto’, the symphony
concludes with one of Haydn’s many ‘joke finales’, which continually
teases us with unexpected returns of the main theme, false beginnings
of the theme, and sudden changes of character. The whole symphony
is a kaleidoscope, which Robbins Landon has likened to the
contemporary description of the composer that describes ‘his
lightning-swift facial changes’.
© Martin Pearlman, 2013

A reflection about this recording
During our first rehearsal of the two pieces on this recording, the city of
Boston was jolted by the news of the terrorist bombing at the Boston
Marathon. After the wild swing of events during the ensuing days, our
first performance was cancelled, due to a lock-down of the entire city.
To be involved during that time in the music that Haydn called Missa in
Angustiis (translated variously as ‘Mass in difficult, uncertain or anxious
times’) took on unexpected meaning for our musicians, as well as for
our audience. Performing and recording this particular mass – as well as
the jubilant Symphony No. 102 – provided comfort and release to all of
us and made us thankful once again for the greatness and universality of
Haydn’s genius.
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Missa in Angustiis (Lord Nelson Mass)
1. Kyrie
Kyrie eleison.

Kyrie
Lord, have mercy.

Christe eleison.

Christ, have mercy.

Kyrie eleison.

Lord, have mercy.

2. Gloria in excelsis Deo
Gloria in excelsis Deo,

Glory to God in the highest,

Et in terra pax hominibus bonae
voluntatis.

And peace on earth to men of
good will.

Laudamus te, benedicimus te,

We praise You, we bless You,

Adoramus te, glorificamus te.

We worship You, we glorify You.

Gratias agimus tibi propter
magnam gloriam tuam.

We give You thanks for Your
great glory.

Domine Deus, Rex coelestis,  Deus
Pater omnipotens.

Lord God, King of Heaven, God the
Father Almighty.

Domine Fili unigenite,
Jesu Christe.

Lord only-begotten Son,
Jesus Christ.

Domine Deus, Agnus Dei,
Filius Patris.

Lord God, Lamb of God, Son of
the Father.

3. Qui tollis peccata mundi
Qui tollis peccata mundi
Miserere nobis.

You who take away the sin of
the world,
Have mercy on us.
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Qui tollis peccata mundi,

You who take away the sin of
the world,

Suscipe deprecationem nostram.

Hear our prayer.

Qui sedes ad dexteram
Patris, miserere nobis.

You who sit at the right hand of the
Father, have mercy on us.

4. Quoniam tu solus sanctus
Quoniam tu solus sanctus

For You alone are holy,

Tu solus Dominus,

You alone are Lord,

Tu solus altissimus,
Jesu Christe.

You alone are the Most High,
Jesus Christ.

Cum Sancto Spiritu in gloria
Dei Patris, Amen.

With the Holy Spirit in the glory of
God the Father, Amen.

5. Credo in unum Deum
Credo in unum Deum,
Patrem omnipotentem,

I believe in one God, the Father,
the Almighty,

Factorem coeli et terrae,

Maker of heaven and earth,

Visibilium omnium et invisibilium.

Of all that is, seen and unseen.

Et in unum Dominum Jesum
Christum,

And in one Lord Jesus Christ,

Filium Dei unigenitum, et ex patre
natum ante omnia saecula, Deum
de Deo, lumen de lumine, Deum
verum de Deo vero. Genitum non
factum, consubstantialem Patri; per
quem omnia facta sunt.

The only Son of God, eternally
begotten of the Father, God from
God, light from light, true God from
true God, begotten, not made, of
one being with the Father; through
Him all things were made.

Qui propter nos homines et
propter nostram salutem
descendit de coelis.

For us and for our salvation He
came down from heaven.

6. Et incarnatus est de
Spiritu Sancto
Et incarnatus est de Spiritu
Sancto, ex Maria virgine; et
homo factus est.

He became incarnate from the
Virgin Mary by the power of the
Holy Spirit, and was made man.

Crucifixus etiam pro nobis
sub Pontio Pilato, passus et
sepultus est.

For our sake He was crucified
under Pontius Pilate; He suffered
death and was buried.

7. Et resurrexit
Et resurrexit tertia die secundum
Scripturas,

He rose again on the third day in
accordance with the Scriptures;

Et ascendit in coelum, sedet ad
dexteram Patris,

He ascended into heaven, and
is seated at the right hand of the
Father;

Et iterum venturus est cum gloria,
judicare vivos et mortuos, cujus
regni non erit finis.

He will come again in glory to judge
the living and the dead, and His
kingdom will have no end.

Et in Spiritum Sanctum Dominum,
et vivificantem…

And I believe in the Holy Spirit, the
Lord, the giver of Life…

Qui cum Patre et Filio simul
adoratur, et conglorificatur, qui
locutus est per Prophetas.

With the Father and the Son He is
worshipped and glorified. He has
spoken through the prophets.
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Et unam sanctam catholicam et
apolstolicam Ecclesiam.

I believe in one holy catholic and
apostolic Church;

Confiteor unum baptisma in
remissionem peccatorum,

I acknowledge one baptism for the
forgiveness of sins;

Et expect resurectionem
mortuorum, et vitam venturi saeculi.
Amen.

I look for the resurrection of the dead,
and the life of the world to come.
Amen.

8. Sanctus
Sanctus, Sanctus, Sanctus,
Dominus Deus Sabaoth.

Holy, holy, holy, Lord God
of Hosts.

Pleni sunt coeli et terra gloria tua.

Heaven and earth are full of your glory,

Osanna in excelsis.

Hosanna in the highest.

9. Benedictus
Benedictus qui venit in
nomine Domini.

Blessed is He who comes in the
name of the Lord,

Osanna in excelsis.

Hosannah in the highest.

10. Agnus Dei
Agnus Dei qui tollis peccata mundi,
miserere nobis.

Lamb of God, who takes away the
sin of the world, have mercy on us.

Agnus Dei qui tollis peccata mundi,
miserere nobis.

Lamb of God, who takes away the
sin of the world, have mercy on us.

Agnus Dei qui tollis peccata mundi,
dona nobis pacem.

Lamb of God, who takes away the
sin of the world, grant us peace.

11. Donna nobis pacem
Donna nobis pacem.

Grant us peace.

Martin Pearlman with producer Thomas C. Moore. Photograph © Julian Bullitt
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Boston Baroque
Boston Baroque is the first permanent Baroque orchestra established
in North America, and is widely regarded as ‘one of the world’s premier
period instrument bands’ (Fanfare). Founded in 1973 by Music Director
Martin Pearlman, the Boston Baroque orchestra is made up of some
of the finest period instrument players in the USA; they are frequently
joined by the ensemble’s professional chorus and by instrumental and
vocal soloists from around the world. The ensemble presents an annual
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subscription series at New England Conservatory’s Jordan Hall in Boston
and Harvard University’s Sanders Theatre in Cambridge plus additional
concerts at other venues.
Boston Baroque’s many career milestones include the American premiere
of Rameau’s Zoroastre; a Mozart opera series including Marriage of
Figaro, Così fan tutte, and the American period instrument premieres of
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Mozart’s Don Giovanni and The Magic Flute, as well as the Beethoven
symphonies. In 1998–99, the ensemble gave the modern premiere of
The Philosopher’s Stone, a singspiel newly discovered to include music
by Mozart which shed fresh light on his canon. In recent years, Boston
Baroque has presented a cycle of Monteverdi’s surviving operas. This
cycle includes new performing editions of L’incoronazione di Poppea
and Il ritorno d’Ulisse by Martin Pearlman.
In addition to this, Boston Baroque has received international praise for
its series of Handel operas including Agrippina, Alcina, Xerxes, Giulio
Cesare, Semele, and Amadigi di Gaula. Boston Baroque’s account of
Rameau’s opera Les Indes galantes was also received with considerable
critical acclaim.
Boston Baroque has performed at major American music centers, such as
Los Angeles’ Disney Hall, New York’s Carnegie Hall and the Cathedral of
St. John the Divine, and festivals at Ravinia and Tanglewood. Additionally,
the ensemble was the first period instrument ensemble to be invited to
participate at the Casals Festival in Puerto Rico.
The ensemble made its European debut in 2003, performing Handel’s
Messiah in Krakow and Warsaw, Poland. In reviews of the Monteverdi
Vespers at the Cathedral of St. John the Divine in 2010, the New York
Times called the performance ‘vital and ebullient’ and Opera News said
that it was ‘an experience not soon to be forgotten.’
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Boston Baroque reaches an international audience with its critically
acclaimed recordings:

‘each one is an incomparable gem.’ Fanfare
Its recordings are heard by millions on classical radio stations in
North America and Europe. Three Boston Baroque recordings have
been finalists for Grammy Awards: Handel’s Messiah (1992);
Monteverdi’s Vespers of 1610 (1998); and Bach’s Mass in B Minor (2000).
This is the ensemble’s second recording on Linn, having released
The Creation in 2012.

Boston Baroque gratefully acknowledges the following contributors,
whose generous support helped to make this recording possible:
The Calderwood Charitable Foundation:
Norma Jean Calderwood Recording Series
Mortimer Charitable Lead Trust
Special thanks to Joseph Chilorio and Bob Kennedy, Mechanics Hall;
Wes Dooley and Paul Pegas, AEA; Mike Pappas, Pappas Consulting;
Gus Skinas, Super Audio Center; Dennis Gaines, Independent Audio;
Dominique Brulhart, Merging Technologies.
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Orchestra
Violin 1: Christina Day Martinson,
Lena Wong, Danielle Maddon,
Guiomar Turgeon, Katherine
Winterstein, Amy Sims
Violin 2: Julie Leven,
Julia McKenzie, Jane Starkman,
Laura Gulley, Etsuko Ishizuka
Viola: Laura Jeppesen, Barbara
Wright, Susan Seeber, Anne Black
Violoncello: Sarah Freiberg,
Adrienne Hartzell, Colleen McGarySmith, Cora Swenson
Bass: Reginald Lamb,
Heather Miller-Lardin

Flute: Christopher Krueger,
Wendy Rolfe
Oboe: Marc Schachman,
Lani Spahr
Bassoon: Andrew Schwartz,
Marilyn Boenau
Horn: Richard Menaul,
Robert Marlatt
Trumpet: Jesse Levine,
Robinson Pyle, Paul Perfetti
Timpani: John Grimes
The orchestra performs on
period instruments.

Chorus
Soprano: Gail Abbey,
Roberta Anderson, Emily Bieber,
Sabrina Learman, Teresa Wakim,
Brenna Wells

Tenor: Jonas Budris, Murray Kidd,
Henry Lussier, David McSweeney,
Edward Whalen

Alto: Marylène Altieri, Carrie
Cheron, Katharine Emory,
Katherine Growdon, Thea Lobo

Bass: Brett Johnson, Peter Gibson,
Benjamin Henry-Moreland,
Ulysses Thomas, Dana Whiteside
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Martin Pearlman
Martin Pearlman is among America’s leading interpreters of Baroque and
Classical music on both period and modern instruments. Hailed for his
‘fresh, buoyant interpretations,’ and his ‘vivid realizations teeming with
life,’ Pearlman has been acclaimed for four decades in orchestral, choral,
and operatic repertoire from Monteverdi to Beethoven.
Pearlman is the founder, music director, and conductor of both the
orchestra and chorus which make up Boston Baroque. Highlights of his
work in opera include the complete Monteverdi opera cycle, with his
own new performing editions of L’incoronazione di Poppea and Il ritorno
d’Ulisse; operas of Rameau (Zoroastre, Les Indes galantes) and of Gluck
(Iphigénie en Tauride, Alceste, Orfeo); a series of Handel operas (Alcina,
Agrippina, and Giulio Cesare, among others); and a series of Mozart
operas (The Abduction from the Seraglio, The Magic Flute, Marriage of
Figaro, Così fan tutte, The Impresario, Don Giovanni, and others).
His recording of Iphigénie en Tauride has won particular attention:

‘Pearlman gave the work an exquisite impetus, his sense of shape
and timing superb… An excellent addition to Pearlman’s roster
of consistently fresh, illuminating interpretations of baroque and
classical masterpieces’
Opera News
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His Bach Orchestral Suites were praised as:

‘The recording is as fine as the performances, which is to
say, remarkable.’
Amazon
Further critical acclaim includes:

‘Martin Pearlman produces sonorous and spirited results imbued
with the soul of the composer.’
Fanfare
Martin Pearlman’s Kennedy Center debut with the Washington Opera in
Handel’s Semele was hailed as:

‘beautifully calculated pacing’
Washington Post

‘wonderfully expressive…crisp and clearly stamped with his
personal vision.’
Washington Times
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Other guest conducting highlights include the Monteverdi Vespers with
the National Arts Centre Orchestra of Ottawa, and performances with the
Utah Opera, Opera Columbus, Boston Lyric Opera, Minnesota Orchestra,
San Antonio Symphony and the New World Symphony.
Pearlman is the only conductor from the period instrument field to have
performed live on the internationally televised Grammy Awards show.
He serves as Professor of Music at the Boston University School of Music.
Pearlman is also a composer. Recent works include The Creation
According to Orpheus for piano, harp and percussion with string
orchestra, commissioned music for three plays of Samuel Beckett
premiered at New York’s 92nd Street Y, and a work based on
Finnegans Wake. Critic Anthony Tommasini said:

‘If fans of Boston Baroque wonder why Pearlman’s conducting
is so insightful, it’s because he knows, as only a composer can,
how music goes.’
Boston Globe
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Mary Wilson
A regular interpreter of Baroque repertoire, Mary Wilson has appeared
with Boston Baroque, Philharmonia Baroque, Musica Angelica, American
Bach Soloists, Grand Rapids Bach Festival, Bach Society of St. Louis,
Baltimore Handel Choir, Florida Bach Festival, Brooklyn Academy
of Music, the Casals Festival, and the Carmel Bach Festival. On the
concert stage, she has most recently appeared with the Los Angeles
Philharmonic, Philadelphia Orchestra, Cleveland Orchestra, St. Louis
Symphony Orchestra, Cincinnati Symphony Orchestra, St. Paul Chamber
Orchestra, Los Angeles Master Chorale, Detroit Symphony, Delaware
Symphony Orchestra, San Antonio Symphony, Jacksonville Symphony,
Virginia Symphony, Buffalo Philharmonic, Jacksonville Symphony,
Dayton Philharmonic, VocalEssence, and at the Hollywood Bowl.
In addition to Martin Pearlman, she has worked with numerous
conductors including Nicholas McGegan, Bernard Labadie, Martin
Haselböck, JoAnn Falletta, Michael Stern, Anton Armstrong, Philip
Brunelle and Leonard Slatkin. With the IRIS Chamber Orchestra, she
sang the world premiere of the song cycle Songs Old and New written
especially for her by Ned Rorem. She was named an Emerging Artist
by Symphony Magazine in 2004 in the publication’s first ever presentation
of promising classical soloists on the rise.
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Abigail Fischer
Equally expert at music from the Baroque era to contemporary work,
mezzo-soprano Abigail Fischer has performed with ensembles from
Boston Baroque, the LA Philharmonic to the Boston Pops, performing
works from Handel and Rossini to world premieres of John Zorn,
Nico Muhly, Missy Mazzoli, Bernard Rands, Elliott Carter, and the
Bang on a Can artists.
Fischer recently starred in the multi-media opera premiere at the Kitchen
in Missy Mazzoli’s Song from the Uproar, written for her and the NOW
Ensemble, for which the studio recording was released in November 2012
(New Amsterdam Records). Recent highlights include Fischer’s LA Phil
debut in Peter Eötvös’ Angels in America, Handel’s Messiah with Virginia
Symphony, and the title role in Rape of Lucretia with Opera Memphis.
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Keith Jameson
Tenor Keith Jameson regularly appears on the major opera stages
throughout the United States. He continues his long relationship with
Boston Baroque and conductor Martin Pearlman, and can be heard in
their recording of Haydn’s The Creation (Linn). He has been heard at
the Metropolitan Opera, Lyric Opera of Chicago, Los Angeles Opera,
New York City Opera, Madison Opera, Atlanta Opera, Arizona Opera,
Fort Worth Opera, Dallas Opera and Santa Fe Opera.
He made his UK debut at the English National Opera as Nanki-Poo in
The Mikado. Jameson has enjoyed a long relationship with New York City
Opera including: the title role of Candide, Oronte in Handel’s Alcina,
Nanki-Poo in Artur Sullivan’s The Mikado, Pang in Puccini’s Turandot,
Attalo in Rossini’s Ermione, Tobias in Sondheim’s Sweeney Todd and
Ugone in Handel’s Flavio. In concert, he has performed Messiah for the
Phoenix Symphony, and in Bach’s B minor Mass with the Berkshire Bach
Society. Jameson sang in the world premiere of Shiflett’s Dora as Sigmund
Freud and in the world premiere of Martin’s Beast and Superbeast, both
with American Chamber Opera Company in NYC.
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Kevin Deas
Kevin Deas is perhaps most acclaimed for his signature portrayal of
the title role in Porgy and Bess, having performed it with the New York
Philharmonic, Philadelphia Orchestra, Vancouver Symphony, National
Symphony, the Moscow International Performing Arts Center, the
St. Paul Chamber Orchestra, the symphonies of San Francisco, Atlanta,
San Diego, Milwaukee, Utah, Houston, Minnesota, Baltimore and
Montreal, and at the Ravinia and Saratoga festivals.
His concert experience includes several performances with Boston
Baroque, Beethoven’s Missa Solemnis at the Berkshire Choral Festival,
Beethoven’s Ninth Symphony with the National Arts Centre Orchestra,
and Handel’s Messiah with the Kansas City Symphony, National
Philharmonic and Seattle Symphony. In addition, he recently sang in
Bach’s St. Matthew Passion with the National Symphony of Mexico.
Deas’ list of recordings includes Haydn’s The Creation (Linn) with
Boston Baroque, Wagner’s Die Meistersinger (Decca) with the Chicago
Symphony under the late Sir Georg Solti and Varèse’s Ecuatorial with
the ASKO Ensemble under the baton of Riccardo Chailly. Other
releases include Bach’s B minor Mass and Handel’s Acis and Galatea
(Vox Classics), as well as Dave Brubeck’s To Hope! with the Cathedral
Choral Society (Telarc).
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