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Collections by Richard Lester on Nimbus
Girolamo Frescobaldi. Richard Lester plays a harpsichord by Giovanni Battista
Boni (c.1619), and on the 1588 Antegnati organ of St. Nicola, San Salvatore.  Available on 5
separate CDs

Domenico Scarlatti. The 555 keyboard sonatas catalogued by Ralph Kirkpatrick
Plus 13 additional sonatas from unpublished manuscripts. 41 hours of music, available on
38 CDs in 7 sets or in a 9 CD set of high bit-rate MP3 files

Single CDs by Richard Lester on Nimbus
Scarlatti Favourites, 48 sonatas from the complete series

Carlos Seixas & Padre Antonio Soler, sonatas for harpsichord

Joseph Haydn, 6 keyboard works played on historic fortepianos

Wolfgang Amadeus Mozart, 4 sonatas played on a Johann Schantz fortepiano

Full details from  www.wyastone.co.uk
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THE ORGAN MASS
THE MASS IN HISTORICAL AND LITURGICAL CONTEXT

One of the earliest historical references to Christians coming together for worship, can be traced back
to the first apology of St Justin Martyr, which called upon all people living in cities, or the
countryside, to gather in one place on Sundays to hear the teachings of the prophets and the apostles,
and after prayers, thanksgivings and the kiss of peace, to partake of bread, and wine mixed with water.
The first apology also makes reference to the substance of bread and wine becoming the actual Body
and Blood of Our Lord (First apology 66:1-20 [AD 148]); a theological phenomenon in the Catholic
Church now known as transubstantiation. Through the centuries, the liturgy gradually evolved and
through the pontificate of Pope Gregory I (590-604), plainchant was also collected and codified.
During the 9th century, other influences spread throughout Western Europe, including the
introduction of symbolic ceremonies; the blessing of candles, palms, ashes and many of the rites of
Holy Week. The Middle Ages witnessed the spread of Christianity throughout much of Europe, and
the growth of monasticism shaped the way in which the Mass was celebrated. From the last quarter
of the 15th century, the Mass text printed in the Roman Missal appeared in numerous, but less
orthodox editions, and it was evident that a degree of standardisation was required. Owing to the
diversity of usage that had arisen, and the influence of Protestantism on the Liturgy, the Council of
Trent (1545-1563) decided that further ammendments to the liturgy were necessary, and in 1562 a
commission for this purpose was instigated. When the Council disbanded in 1563, the work of the
commission was entrusted to Pope Pius IV (1559-1565) and then to his successor, Pius V (1566-
1572), who standerdised the Holy Mass by promulgating a new edition of the Roman Missal, Quo
primum rempore, on July 14, 1570. Pope Clement VIII, elected in 1592, set up a committee to amend
the Cæremoniale Episcaporum (a book containing, amongst other effects, the rites of various church
services), resulting in fresh guidelines on liturgucal music, and duly published in the Apostolic letter

“Cum Novissime” on July 14th 1600.

The history of the Organ Mass in which choir and organ alternate (alternatim), dates back to around
the fourteenth century; fragments of which evolved from the earliest known source - the Faenza
Codex of c.1400. In essence, this manuscript contained the very first collections of keyboard music,
including versions of the Kyrie and Gloria, plus the oldest surviving example of an organ mass,
Cunctipotens genitor Deus, which was clearly intended to alternate with voices. By the 1560s, the
genre had become a regular part of the Mass Ordinary. A few composers of the mid to late
Renaissance, including Giammateo Asola, Girolamo Diruta and Adriano Banchieri, refer to the
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manner in which organists improvised around the chant melody. Of the written out Italian variety,
those by Girolamo Cavazzoni, Andrea Gabrieli, Claudio Merulo and Girolamo Frescobaldi were
probably designed for those organists who were not so adept at improvisation; in addition to
preserving for posterity, unique examples of an important genre. The Masses on these recordings
however, predate the guidelines laid down by the Cæremoniale Episcoporum iussu Clementis VIII
PONT: MAX: (Rome 1600) which regulated the use of the organ in the liturgy. Although widely
practised at the time, the genre received adverse criticism by those in ecclesiastical authority, who
considered that the sacred wording of the liturgy should be distinctly audible; in some cases liturgical
text was recited aloud whilst the organ played during the verses. However, detailed references to the
performance of the alternatim Mass prior to 1600 are rare, and the Cæremoniale was designed to
respond to some rather wayward anomalies.

THE MUSIC
Little is known of Girolamo Cavazzoni (c.1525-1577). He was the son of the composer, Marco
Antonio Cavazzoni: himself listed on the personal payroll of Pope Leo X as playing the gravicemba-
lo; (Jeppersen 1960 1:80) and as far as we know, he probably also worked in Venice as a singer at
San Marco, and in Padua. Girolamo’s birth date can be estimated from the preface to his Intavolatura
libro primo, published in Venice in 1543, which states that he was “not much more than a boy”
(anchor quasi fancuillo). He was one of the first to fully elaborate on the genre of the organ Mass in
Italy. Some twenty years later, Claudio Merulo (1533-1604) published three masses in Messe
d’intavolatura d’organo (Venice 1568): the Missa Apostolorum (Cunctipotens genitor, Mass IV, for
feasts of the Apostles and Saints), Missa de Beata Virgine (Cum Iubilo, Mass IX, for Marian feasts),
and Missa Dominicalis (Orbis factor, Mass XI, for Sundays). These Masses were set by both
composers to alternate with conventional Gregorian chant. However, in 1960, three Masses by
Andrea Gabrieli with the same titles were discovered in one of the Turin tablatures (vol.3 of the
Giordanno collection). Girolamo Cavazzoni’s versions appeared in two prints; Libro Primo, dated
1543, comprising: 4 hymns and 2 Magnificats, and in Libro secondo, three organ Masses, Missa
Apostolorum, Missa Domenicalis, Missa de Beata Virgine, plus 8 hymns and 2 further Magnificats.
The Missa Apostolorum, the first of the three is based on the chants of Mass IV (Cunctipotens
genitor), together with the Credo IV, which Cavazzoni labels Credo Cardinalis. Willi Apel 1 draws
our attention to the fact that whilst other contemporary examples of the Masses include five
movements for the Kyries, Cavazzoni’s direction Iterum repetitur for the first and last Kyries,
indicates an alternating structure O/C/O, C/O/C, O/C/O. The organ movements throughout the Gloria
and Credo are assigned to the even verses. The Sanctus has two versets and the Agnus Dei, one,
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The members of the Schola who took part in this recording are: Pier Marco Viñas Mazzoleni (soloist),
Marco Andreoletti, Ferdinando Asperti, Giuseppe Brisotto, Ezio Buldrin, Roberto Palumbo, Paolo
Premoli, Cristian Zampiga.

DON GILBERTO SESSANTINI
Don Gilberto is a priest in the Diocese of Bergamo. After his theological studies, he graduated in
music with honours from the Pontifical Institute of Sacred Music in Milan earning distinction in
Gregorian chant and sacred music with a thesis on a Codex of the 12th century. He graduated in organ
and organ composition under the guidance of Maestro Mario Valsecchi at the Conservatory Donizetti
in Bergamo. In addition, he completed his theological studies, receiving a Licentiate in Ecclesiastical
Sciences at the Pontifical Oriental Institute in Rome. Since 1993, he has held the position as Titular
organist of the Cathedral in Bergamo and Director of the Diocesan Office of sacred music’ in 1996
together with Mario Velsecchi he reformed the Cappella Musicale del Duomo di Bergamo of which
he directs the Gregorian section. Since 2001, Don Gilberto has directed the Diocesan School of
sacred music: the Accademia Musicale Santa Cecilia di Bergamo. Editorial director of several music
magazines of the Casa Musicale Carrara, he published choral and organ music, plus some recordings
of  organ improvisations on Gregorian themes.

Recorded by Raymond Fenton, Atkyns Sound
Bergamo, Italy 3-5 July 2013

Cover image : Mary Alterpiece, Rogier van der Weyde c.1399-1464

This compilation c 2013 Wyastone Estate Limited © Wyastone Estate Limited
Issued under licence from the copyright owner Privilège Accord
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10 COMMUNION 3.10
Ricercar del sesto tuono        Sperindio Bertolodo  [1, 3, 8]

11 Toccata: Quinta tono        Claudio Merulo  [1 - 8] 6.42
English translation of the Latin text:www.kitbraz.com/tchr/hist/med/mass_ordinary_text.html

RICHARD LESTER
In a distinguished musical career spanning almost five decades, Richard Lester’s musical prowess
has come full circle. A fellow of the London College of Music, he gave organ recitals at many famous
venues early on in his career. He studied harpsichord with George Malcolm and was greatly
influenced by his mentor, Fernando Valenti. Lester made his London debut to critical acclaim in 1972
and two years later was hailed as ‘one of our leading players’ by both the Times and the Daily
Telegraph. Richard Lester was recently awarded a prominent position in the Penguin Guide to the
1000 Finest Classical Recordings following a long association with Nimbus Records. He also
received the ‘outstanding’ accolade in International Record Review in September 2011. His
comprehensive discography includes the complete Scarlatti sonatas, works by Seixas, Soler, Haydn
and Mozart played on original instruments and a five volume set of Frescobaldi’s keyboard music.
His solo concert schedule included broadcasts for BBC Radio and Television, harpsichord recitals at
the Royal Festival Hall South Bank Centre, Wigmore Hall, Bath International Festival, Bruges
Festival, and master classes at Dartington Summer School. For a full biography and discography,
visit www.richardlester.org.uk.

SCHOLA GREGORIANA DEL DUOMO DI BERGAMO
The Schola Gregoriana dates back to 973 when Bishop Ambrose founded the first school at the
Cathedral of St. Vincent in Bergamo where canons, clerics and others entrusted to them were given
music and singing lessons. This continued until Gregorian monody gave way to polyphony,
illuminated by famous musicians  Giovanni Cavaccio (1581-1598), Andrea Cima (c 1617, Tarquinio
Merula (1638-1640 and Giovanni Battista Brevi (1685-1693) Supressed at the beginning of the 1800s,
the Cappella Musicale del Duomo di Bergamo was reformed in November 1996. The Schola
Gregoriana del Duomo di Bergamo under the direction of Don Gilberto Sessantini, studies and
performs medieval monodic singing both in the solemn liturgy of Bergamo Cathedral, and also in
concert with programmes that help to widen the scope of this genre.
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conforming to traditional Mass structure. Robert Judd in his preface to the Merulo Masses points out
that the Agnus Dei requires modification and quotes Adriano Banchieri (l’Organo suonarino 1605)
who suggests that ‘after the second Agnus Dei has been sung by the choir, a capriccio or Aria alla
Francese [canzona] is played, which may be beautiful, but musical.’ Judd also suggests that a repeat
of the first Agnus Dei would be plausible thus completing the phrase Agnus Dei, qui tollis peccata
mundi; Dona nobis pacem. This is the practice that I have adopted. On this recording, the inclusion
of a ricercar by Marco Antonio Cavazzoni acts as an introit to the Missa Apsotolorum. The free form,
toccata-like style of this work is an interesting example of an evolving genre in the hands of later
Renaissance composers. Stephen Bonta 3 writes that the practice of inserting other movements into
the Mass at strategic points was common practice. His study of contemporary treatises highlights
around seven places in the Mass where instrumental pieces could act either as support for an activity
(e.g. Elevation of the Host, Offertory, Communion etc), or as a substitute for plainchant. These, as I
have endeavoured to indicate in performance, vary between the serious and dignified ricercar, and
the more tuneful, lightly buoyant nature of the canzona. The canzoni alla francese (songs in a French
style) are also included in the masses of Gabrieli and Merulo, as their popularity towards the end of
the sixteenth century was much in evidence. In addition, motets were often transcribed (Intavolatura)
for keyboard and performed with diminutions during the Communion.  However, none of these ideas
was set in stone and undoubtedly varied widely. These appendices are further examples of music
improvised on a daily basis, but it is also probable that a Mass improvised by one particular organist
included written out works by contemporaries. After the Epistle and before the Alleluia of the Missa
Apostolorum, I have included a canzona by Girolamo Cavazzoni based on a popular tune in place of
the Graduale. During the Offertorium of the Mass, when the bread and wine is prepared, I have
inserted a ricercar by Cavazzoni. For the Communion I play an intabulation by Andrea Gabrieli,

‘Anchor che co’l partire’, from a madrigal of Cipriano de Rore, maestro di cappella at San Marco from
1563-4. The concluding voluntary is a Toccata by Andrea Gabrieli in the Vth mode, described as one
of ‘joy and happiness’.

Andrea Gabrieli was appointed organist at St Mark’s, Venice in 1566 following the departure of
Claudio Merulo, to whom he had acted as second organist since 1557. He applies a similar approach
to the Organ Mass genre as Cavazzoni, but his treatment of the organ versets is generally more florid.
All three Masses are based on the same plainchant pattern as Cavazzoni’s, and as Willi Apel 2  points
out; “these works are based on Mass XI with Credo I), Mass IX (without a Credo), and Mass IV
(omitting the Agnus, but using a Credo melody, no longer in the modern Graduale), respectively.”
The Kyries of the Missa de Beata Virgine differ from the normal alternatim practice in print as the
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opening Kyrie only appears once. However, I repeat the opening Kyrie so that the normal alternatim
sequence is retained. There is no alternatim Credo in Missa de Beata Virgine. Gabrieli’s frequent use
of the toccata style is evident in all three Masses with flourishes that resemble the free intonazioni
style. Intonaziones were in essence, a short toccata usually performed at the beginning of the Mass
to introduce the mode of the ensuing Gregorian chant. During the Communion of this Mass, I have
added an intabulation of my own, from Gabrieli’s motet, “Fuit homo missus a Deo” (There was a
man sent from God, whose name was John, John 1, vv 1-14), included in Ecclesiasticarum cantonium
quatuor vocum, liber primus, (Venezia, Angelo Gardano 1576). I have transposed it down a fourth
so that it sits within the keyboard compass more comfortably and is also more relaxing on the ear.
The final voluntary is a Toccata by Claudio Merulo (published in Girolamo Diruta’s Il transilvano
1593), in the third mode that, as some theorists observed, can ‘move to tears.’

As first organist at San Marco in 1557, Claudio Merulo was at the centre of a well established
tradition of liturgical music. His Messe d’intavolatura d’organo, like those of Cavazzoni’s, and
Gabrieli’s, centred on Masses IV, XI and IX, and was printed in 1568 with three separate Credos.
These are based on Credo I, III, and IV of the Graduale Romanum. It is interesting to note here that
alternatim  performance of the Credo was in certain ecclesiastical institutions, forbidden. Stephen
Bonta 4 notes that ‘in laying down regulations for alternatim performance, the Cæremoniale
Episcoporum did not acknowledge such a practice for the Credo.’ Relegation of the Credo to an
appendix, possibly anticipated those regulations. One can sense already in Merulo’s organ Masses a
more sophisticated style of highly artistic creation and an emotion that carries the listener beyond the
Renaissance period.

I have included a ricercar by Sperindio Bertoldo during the Communion of Missa in Dominicis.
Organist at the Basilica Cattedrale di S. Maria Assunta in Padua in 1552, his volume of toccatas,
ricercars and canzonas was published in Venice in 1591, but from their style, were probably written
much earlier. Owing to its keyboard compass, it presents an opportunity to play on the richer timbres
of the organ, one octave lower. Written in the sixth mode, it is described by some writers as ‘serious
and devout.’ Each Mass is in essence an act of devotion; the listener entering the church, to
experience the sanctity of the Mass.

1 & 2. The history of keyboard music before 1700. Willi Apel.
3 & 4. The uses of the Sonata da Chiesa, and Bolognese instrumental music 1660-1710. Stephen Bonta.
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 Organ:  Genitum non factum, consubstantialem Patri;
          per quem omnia facta sunt  [1, 3 - 7]

 Chant:   Qui propter nos homines et propter nostram salutem descendit de cælis,
                           et incarnatus est de Spiritu Sancto ex Maria Virgine, et homo factus est
 Organ Crucifixus etiam pro nobis sub Pontio Pilato, passus et sepultus est  [1, 8]
 Chant:   Et resurrexit tertia die, secundum Scripturas
 Organ    Et ascendit in caelum, sedet ad dexteram Patris  [1 - 8]
 Chant:   Et iterum ventures est cum gloria, iudicare vivos et mortuos:

         cuius regni  non erit finis
 Organ:   Et in Spiritum Sanctum, Dominum et vivificantem: qui ex

         Patre Filioque  procedit  [1 - 6]
 Chant:   Qui cum Patre et Filio simul adoratur et conglorificatur:

         qui locutus est per prophetas
  Organ:   Et unam, sanctam, catholicam et apostolicam ecclesiam  [1 - 5]
 Chant:   Confiteor unum baptisma in remissionem peccatorum
 Organ:   Et expecto resurrectionem mortuorum  [1 - 8]
 Chant:   Et vitam venturi sæculi
 Organ:   Amen  [1 - 8]

7 OFFERTORIUM 5.13
 Ricercare del quarto tuono  [1, 3]

8 SANCTUS 3.43
 Organ:  Sanctus  [1, 8]
 Chant:  Sanctus
 Organ:  Sanctus  [1, 4, 8]
 Chant:  Pleni sunt caeli et terra gloria tua. Hosanna in excelsis. Benedictus…

9 AGNUS DEI 4.31
 Organ:  Agnus Dei  [1, 8]
 Chant:  Agnus Dei qui tollis peccata mundi: miserere nobis
 Organ:  Agnus Dei qui tollis peccata mundi: dona nobis pacem  [1/ 1,12]
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3 GLORIA 12.22
 Chant: Gloria in excelsis Deo
 Organ:  Et in terra pax hominibus bonae voluntatis  [1 - 8]
 Chant:  Laudamus te
 Organ:  Benedicimus te  [1, 4, 5]
 Chant:  Adoramus te
 Organ:  Glorificamus te  [1, 3, 4, 5]
 Chant:  Gratias agimus tibi propter magnam gloriam tuam
  Organ:  Domine Deus, Rex caelestis, Deus Pater omnipotens  [1 - 7]
 Chant:  Domine Filii unigenite, Jesu Christe
 Organ:  Domine Deus, Agnus Dei, Filius Patris  [3]
 Chant:  Qui tollis peccata mundi: miserere nobis
 Organ:  Qui tollis peccata mundi, suscipe deprecationem nostram  [1, 8]
 Chant:  Qui sedes ad dexteram Patris: miserere nobis
 Organ:  Quoniam tu solus Sanctus  [1, 4]
 Chant:  Tu solus Dominus
 Organ:  Tu solus Altissimus  [1, 4, 6]
 Chant:  Cum Sancto Spiritu in gloria Dei Patris
 Organ:  Amen  [1 - 7]

4 Canzon dopo l’Epistola: Canzona: La Zambeccara  [1] 6.46

5 Chant: Alleluia, iubilate Deo omnis terra: servite Domino in laetitia 0.50

6 CREDO 18.13
 Chant:  Credo in unum Deum
 Organ:  Patrem omnipotentem, factorem cæli et terrae, visibilium omnium,

         et invisibilium  [1 - 7]
 Chant:  Et in unum Dominum, Jesum Christum, Filium Dei unigenitum
 Organ:  Et ex Patre natum ante omnia saecula  [1 - 6]
 Chant:  Deum de Deo, Lumen de Lumine, Deum verum de Deo vero
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HISTORICAL PERFORMANCE
One of the most rewarding aspects of performing keyboard music from the Renaissance period is to
recapture the early fingering systems that were in evidence during the sixteenth and early seventeenth
centuries - a fundamental system that to a large extent governs our approach in determining shape,
motion and the arrival of musical phrases, especially in music of that period. An obvious starting
point for researching ancient Italian keyboard technique is Girolamo Diruta’s Il Transilvano, a
comprehensive work in two parts. Primarily written for the beginner, it takes the form of a dialogue
between Diruta and his pupil, Transilvano, and was the first instruction book of its kind to illustrate
the distinction between the technical treatment of the Italian harpsichord and the organ of the 16th
century. First published in 1593, it advises on how to read music; playing and understanding
harmony; transcribing vocal music for organ; organ registration in relation to church modes - plus
rules for singing. Diruta was a pupil of Claudio Merulo, and in the preface to Il Transilvano, he gives
all credit to “the most excellent Signor Claudio, my master and teacher……whose breast is a nest of
courtesy.” Merulo, in reply, confers upon Diruta the highest accolade, saying, “It is to my glory that
he is my pupil, because in this dissertation he has brought honour to both of us.” With such glowing
approval, one can be certain that Merulo fully endorsed his pupil’s recommendations as he continues,

“But finally it will be easy for everyone to put these rules into practice with the knowledge of the
correct fingering to be used………” Other contemporary accounts also held Diruta’s work in high
regard.

His first rule for playing is concerned with position; to sit erect and still, at the centre of the keyboard.
The arm should guide the hand which must always remain straight in respect to the arm and level with
the keyboard, so that the hand does not drop below the keys. The fingers should be placed lightly,
evenly, curved, and relaxed on the keys. One further point concerns students’ manner at the keyboard,
advising against unnecessary contortions which make the player look like a ridiculous comedian - a
comment with which Merulo also agreed. Diruta continues by recommending the following rules for
proficiency in the works of all the masters. After position at the keyboard, he concentrates on touch,
indicating that the fingers should press, not strike the keys; adding that, ‘abiding by these rules, a
smooth and sweet sound will be attained.’ This produces a good legato and keeps the note-values
even, especially in running semiquavers.

What sets early fingering apart from our accepted modern system of freely using the thumb and fifth
finger, is the emphasis it places on the middle fingers of each hand. Diruta makes a distinction
between “good” and “bad” fingers. “Good” fingers play the accented or “good” notes and the “bad”
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fingers play the unaccented or “bad” ones: viz, the first and third notes in groups of four continuous
equal length notes would be classed as “good” notes and the second and fourth as “bad.” He numbers
the fingers 1 to 5 starting with the thumb. Generally speaking “good” notes are played with 2 and 4,
and “bad” with 1, 3 and 5. Diruta’s rationale concerns scale passages in which the right hand ascends
nine notes from c with 234343434….(stipulating that the last note [d] should be played with the
fourth finger; and descends, 432323232. The left hand ascends from c, again to d, 432323232… and
descends 232323234, ergo crossing the shorter digit over the longer. Diruta’s reason for disregarding
the fourth finger of the left hand in runs is its apparent weakness as opposed to that of the right.
Difficulties often arise in scale passages when accidentals are encountered, but the basic principle
remains. It has been argued that Diruta’s original fingerings imply that notes are articulated in pairs
and certainly when approaching the peak of a phrase, paired slurs can heighten the intensity of a
climatic moment. But even so, a legato touch is much in evidence and a practice handed down from
his teacher, Merulo. That said, organ touch greatly depends on the acoustic and one should always
gauge the acoustic of the building.

It should also be noted that key depth on harpsichords and organs of this period was quite shallow
and the touch relatively light allowing old fingering methods to be executed more fluently than on
instruments with a deeper and heavier touch.

Il Transilvano also includes useful advice for playing intervals. Octaves are to be played with 5 and
1, a fifth with 4 and 1 or 5 and 2 while the intervals of the sixth, fourth and third are played with the
most ‘convenient fingers.’ Diruta makes no mention of fingering for chords, but a contemporary
theorist and composer, Adriano Banchieri (L’organo suonarino, page 42, 1611 [later print]) clarifies
the point by advising a right hand root position chord, e.g. (f a c) be fingered 2 4 5, a first inversion
chord (a c f) with 2 3 5, and a second inversion chord (c f a) with 2 4 and 5. In the left hand a root
position chord would be fingered, (f a c), 5 4 2 and a first inversion 5 4 and 2. There is no suggestion
for a second inversion chord, but one assumes that it would be 5 3 and 2; identical treatment also
applies to chords with accidentals. Chordal progressions generally received more varying degrees of
detachment; a point highlighted by Diruta’s fingering in a four part Intabulation (a method of
arranging a vocal composition for keyboard) where a perfectly legato touch is difficult to execute.
This of course is in contrast to the more legato passaggi.

The study of early fingering is a vital factor in drawing the performer closer to the music’s demiurgic
roots: a consideration that modern fingering methods tend to disregard.

NI 5909/11                                                                                                                          17

9 AGNUS DEI 3.32
 Organ:  Agnus Dei  [1]
 Chant:  Agnus Dei qui tollis peccata mundi: miserere nobis
 Organ:  Agnus Dei qui tollis peccata mundi: dona nobis pacem  [1, 8]

10 COMMUNION 5.29
 Motet intablature ‘Fuit homo missus a Deo”

(“There was a man sent  from God whose name was John” John 1:6)  [1, 12]

11 Amen: organ  [1 - 8] 0.47

12 Toccata: del III Tono        Claudio Merulo  [1 - 7] 4.37

CD 3 CLAUDIO MERULO: MISSA IN DOMINICIS DIEBUS (1568)

1  Bells  5.53
INTROIT:
Toccata: Primi Toni  [1 - 7]

2 KYRIES 9.04
  Organ:   Kyrie eleison  [1, 8]
  Chant:   Kyrie eleison
  Organ:   Kyrie eleison  [1, 3]
 Chant:   Christe eleison
 Organ:   Christe eleison  [1, 3]
 Chant:   Christe eleison
 Organ:   Kyrie eleison  [1, 3, 8]
 Chant:   Kyrie eleison

Organ:   Kyrie eleison  [1]
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Chant:  Adoramus te
 Organ:  Glorificamus te  [8, 4]
 Chant:  Gratias agimus tibi propter magnam gloriam tuam
 Organ:  Domine Deus, Rex caelestis, Deus Pater omnipotens  [1 - 7]
 Chant:  Domine Filii unigenite, Jesu Christe
 Organ:  Domine Deus, Agnus Dei, Fillius Patris  [3, 8]
 Chant:  Qui tollis peccata mundi: miserere nobis
  Organ:  Qui tollis peccata mundi, suscipe deprecationem nostram  [8]
 Chant:  Qui sedes ad dexteram Patris: miserere nobis
 Organ:  Quoniam tu solus Sanctus  [1, 12]
 Chant:  Tu solus Dominus
 Organ:  Tu solus Altissimus  [1, 3 - 5]
 Chant:  Cum Sancto Spiritu in gloria Dei Patris
 Organ:  Amen  [1 - 8]

5 Canzon dopo l’Epistola: Canzona (detta Qui la Dira)  [8/8, (8vb) /8] 3.55

6 Chant:  Alleluia, diffusa est gratia in labiis tuis: 0.55
          propterea benedixit te Deus in aeternum

7 OFFERTORIUM 3.56
 Toccata del X tono  [1, 8]

8 SANCTUS 3.55
 Organ:  Sanctus  [1, 3,  8]
 Chant:  Sanctus
 Organ:  Sanctus  [1, 3 - 6]
 Chant:  Pleni sunt caeli et terra gloria tua. Hosanna in excelsis. Benedictus
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A further consideration in the performance of most of the organ music from this period is the need to
convey from the written page, a spontaneous and expressive interpretation aided by creative
embellishment; a practice referred to by many Renaissance composers, including Diruta. Although
primarily of vocal origin, diminutions as they were known filtered into wind, string, brass and
keyboard works - as can be seen in an example of a ricercare by Jacob Buus, illustrated by
Christopher Stembridge (Cambridge Companion to the Organ). A further innovation included
rhythmic enlivenment of a plain line of equal length notes by applying dotted rhythms; a practice
referred to by Antonio Brunelli (Versii eserciti 1613) and Giulio Caccini in (Nuove Musiche 1602).
However, much was left to the buon senso of the performer.

ORGAN REGISTRATION
Several Renaissance writers commented on organ registration, not only in relation to liturgical
context, but also its bearing on the expressive nature of modes. Two prominent contributors were the
builder and player, Costanzo Antegnati (1549-1624) and Girolamo Diruta (c1544-1610). Antegnati
in L’arte organica 1608, favoured registrations based on the liturgical nature of a work, and
Girolamo Diruta’s (Il Transilvano 1598) suggestions were conceived in terms of the character of the
church modes. A detailed discussion on modes will appear in the booklet notes to volume 2.

The typical Italian organ of the 16th century was a one manual instrument with a dozen or so stops
and little more than a four octave keyboard compass with an octave or so of pedal pull-downs. The
manual compass either descended to C (often a C/E short octave), two octaves below middle C, or
the F below that. As little organ music exceeded that lower range, greater possibilities were presented
with regard to transposition. The 8’ principale and other ranks could then be played an octave below
their normal range, adding greater depth and colour to the texture, whilst the higher ranks
(Trigesimaterza and Trigesimasesta) retained the necessary brilliance at the treble end.  In this respect,
the scoring of the Amen and the Crucifixus of the Credo in Cavazzoni’s Mass presents opportunities
for expressive text colour. Text expression at this time was paramount and the organ versets as well
as the chant presented an opportunity to convey the message with greater meaning through artistic
registration and expression.

To assist in the understanding of organ registration the following stops and their nomenclature will
serve as a guide in the notes concerning Antegnati’s and Diruta’s suggestions.
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Registrations below are based on a C instrument with an 8’ principale. On some larger organs, the
principale is of 16’ pitch, the ottava will then be at 8’ pitch and the Quintadecima at 4’ and so on. If
the instrument is an F compass, the principale is of 24’ pitch and the 8’ sounding principale would
be labelled 12’ and the ottava 6’.

Interesting registrations are advised by Antegnati and Diruta which include:-

Costanzo Antegnati
Full ripieno: 1, 2, 3, 4, 5, 6, 7, 8, 9, although the Trigisimaterza 33rd and Trigisimasesta 36th are
probably best reserved for an organ with a 16’ principale as their tessitura is high pitched. Note also
that flutes were not used in the full ripieno as they did not blend with the principale chorus. Mezzo
ripieno: 1, 2, 10, 7 and 8, or on smaller instruments, 1, 2, 10, 6, 7. Note that Antegnati bends the rule
by allowing the addition of a 4’ flute. Further registrations are; 1, 2 and 10: 1 and 10 for motets: 2
and 10 (especially for canzoni alla francese with diminutions, or with the tremolo if diminutions were
not used): 1 and 11, (good for diminutions): 1, 2, and 11. The principale alone; or with the tremolo
is suitable for slow pieces: also the principale with the voce umana. The voce umana (or fiffaro) was
a second rank of principale pipes purposely tuned slightly sharp so that it beat with the principale and
produced an undulating effect. Antegnati advises against using this combination and the principale
with tremolo in pieces with diminutions; although I personally find it expressive in slow pieces.

Girolamo Diruta
Many of Diruta’s suggestions are similar to Antegnati’s and include:- 1, 2, 10, or even with 3 (mode
I, serious and pleasing): 1 with tremolo (mode II, melancholy): 2, 3 and 5 (mode VII, gay and
delicate): 10; 2 and 10; 2 and 3 (mode VIII, charming and delightful): 1, 3 and 5 (mode IX, happy
gentle and sonorous): 10; 10 with 3; 10, 3 and 5 (mode XI, sweet and lively). Note that in all these
suggestions,  Diruta avoids the quint ranks. Diruta’s advice also seems more colourful for the happier
modes V, VII, VIII, IX, XI and XII. I have taken the liberty occasionally of using these brighter

1.  Principale 8
2.  Ottava 4’
3.  Quintadecima (XV)  2’
4.  Decimanona (XIX) 1 1/3
5.  Vigesimaseconda (XXII) 1’
6.  Vigesimasesta (XXVI) 2/3

7.  Vigesimanona (XXIX) 1/2
8.  Trigisimaterza (XXXIII) 1/3
9.  Trigesimasesta (XXXVI) 1/4
10.  Flauto in ottava 4’
11.  Flauto in duodecima (XII) 2 2/3
12.  Voce Umana or fiffaro
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10 AGNUS DEI 2.41
 Organ:  Agnus Dei  [1]

Chant:  Agnus Dei qui tollis peccata mundi: miserere nobis
 Organ:  Agnus Dei qui tollis peccata mundi: dona nobis pacem  [1, 12]

11 COMMUNION  5.54
with Anchor che co’l partire.      Andrea Gabrieli  [1,/1, 13]

12 Toccata: Quinta Tono         Andrea Gabrieli  [1 - 7] 1.39

CD 2 ANDREA GABRIELI: MISSA DE BEATA VIRGINE (c1560)

1  Bells  2.03
 Intonazione: Primi Toni  [1 - 7]
2 Antiphon: Gaudeamus omnes in Domino . . . . . 5.12

3 KYRIE 11.33
 Organ:   Kyrie eleison  [1, 8]
 Chant:   Kyrie eleison
 Organ:   Kyrie eleison  [1, 3, 8]

Chant:   Christe eleison
Organ:   Christe eleison  [1]

 Chant:   Christe eleison
 Organ:   Kyrie eleison  [1, 3]
 Chant:   Kyrie eleison
 Organ: Kyrie eleison  [1, 4]

4 GLORIA 16.41
 Chant: Gloria in excelsis Deo
 Organ:  Et in terra pax hominibus bonae voluntatis  [1 - 7]

Chant:  Laudamus te
 Organ:  Benedicimus te  [1, 4]
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 Organ:  Genitum non factum, consubstantialem Patri;
         per quem omnia facta sunt  [1, 5, 6]

Chant:   Qui propter nos homines et propter nostram salutem
         descendit de cælis,et incarnatus est de Spiritu Sancto ex
          Maria Virgine, et homo factus est.

 Organ: Crucifixus etiam pro nobis sub Pontio Pilato,
          passus et sepultus est.  [1, 8]

 Chant:   Et resurrexit tertia die, secundum Scripturas
 Organ:   Et ascendit in cælum, sedet ad dexteram Patris  [1, 3, 4, 6, 8]
 Chant:   Et iterum venturus est cum gloria, iudicare vivos et mortuos:

           cuius regni non erit finis.
 Organ:   Et in Spiritum Sanctum, Dominum et vivificantem:

          qui ex Patre Filioque procedit  [3, 8]
 Chant:   Qui cum Patre et Filio simul adoratur et conglorificatur:

          qui locutus est per prophetas
 Organ:   Et unam, sanctam, catholicam et apostolicam ecclesiam  [1 - 5]
 Chant:   Confiteor unum baptisma in remissionem peccatorum.
 Organ:   Et expecto resurrectionem mortuorum  [1, 3 - 7]
 Chant:   Et vitam venturi sæculi
 Organ:   Amen  [1 - 8]

8 OFFERTORIUM 5.18
 Recercar Terzo (organ)   [1, 3]

9 SANCTUS 2.46
 Organ:  Sanctus  [1, 8]
 Chant:  Sanctus
 Organ:  Sanctus  [1, 3, 8]

Chant:  Benedictus qui venit in nominee Domini. Hosanna in excelsis
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combinations for some of the more sprightly canzonas.

Diruta admits that there are no set rules as no two organs are alike, but advises that sad pieces should
not be registered with bright combinations and vice versa. He concurs with Antegnati on elevation
pieces and also suggests the flauto in ottava played an octave lower.

Both Diruta and Banchieri recommend changing stops during a piece where the mood and texture
change, especially for ricercars, canzoni, or toccatas.

Pedals on Italian organs were used sparingly and confined mainly to cadence points to add depth to
the texture.

THE ORGANS IN THE BASILICA DI SAN MARCO
Documents from 1316 regarding the organs in the Basilica di San Marco makes mention of a Mistro
Zucchetto, organist and organ builder. By the end of 14th century, there were two organs: the main
instrument  (by Jacobello, 1374) and a second organ by an anonymous Franciscan monk, in 1388. In
1489, Fra Urbano built an organ which was innaugurated on August 20th  1490 and repaired in 1558
by Vincenzo Colombo under the guidance of Merulo and Padovano. The main organ possessed a
principale of 24’ rising to a 29th and was placed in the North gallery. A second, smaller  organ was
placed in the opposite gallery and was either a 12’ or 8’ instrument. The registration used for each of
the versets is included in the track list and the specification of the Accademia Musicali Santa Cecilia
organ is below.
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SPECIFICATION OF THE GIOVANNI PRADELLA RENAISSANCE STYLE
ORGAN (2012) IN THE ACCADEMIA MUSICALI SANTA CECILIA, BERGAMO

Divided D sharp/E flat, G sharp/A flat
Keyboard: C/E short octave to C four octaves
Pedal: C/E short octave to F. One octave and a fourth
Pitch: A = 446, tuned in quarter comma meantone

CD 1 GIROLAMO CAVAZZONI: MISSA APOSTOLORUM (1543)
[Registration]

1 Bells   3.47
 Introit:  Ricercare, Marc Antonio Cavazzoni  [1- 8]
2 Antiphon:  Mihi autem nimis honorati sunt amici tui, Deus 3.29

3 KYRIES 7.58
 Organ:   Kyrie eleison  [1, 8]

Chant:   Kyrie eleison
 Organ:  Kyrie eleison  [1, 3, 8]
        Chant:   Christe eleison

Organ:  Christe eleison  [1]
Chant:   Christe eleison

 Organ:  Kyrie eleison  [1, 4]
 Chant:   Kyrie eleison
 Organ:  Kyrie eleison  [1, 13]

1.  Principale  8’
2.  Principale II 8’ (from middle d up)
3.  Ottava 4’
4.  Quintadecima XV
5.  Decimanona XIX
6.  Vigesimseconda XXII
7.  Vigesimasesta XXVI

8.  Flauto in VIII
9.  Cornetto (soprano. III ranks)
10.  Regal (Bass)
11.  Regal (soprano)
12.  Fiffaro (from middle d up)
13.  Tremolo
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4 GLORIA 9.19
 Chant: Gloria in excelsis Deo
 Organ:  Et in terra pax hominibus bonae voluntatis  [1 - 8]
 Chant:  Laudamus te
 Organ:  Benedicimus te  [1, 3, 5]
 Chant:  Adoramus te
  Organ:  Glorificamus te  [3, 7]
  Chant:  Gratias agimus tibi propter magnam gloriam tuam
 Organ:  Domine Deus, Rex caelestis, Deus Pater omnipotens  [1, 3 - 6]
 Chant:  Domine Filii unigenite, Jesu Christe
 Organ:  Domine Deus, Agnus Dei, Filius Patris  [1, 8]

Chant:  Qui tollis peccata mundi: miserere nobis
 Organ:  Qui tollis peccata mundi, suscipe deprecationem nostram  [8, 13]
 Chant:  Qui sedes ad dexteram Patris: miserere nobis
 Organ:  Quoniam tu solus Sanctus  [1, 3]
 Chant:  Tu solus Dominus
 Organ:  Tu solus Altissimus  [3, 6, 7]
 Chant:  Cum Sancto Spiritu in gloria Dei patris

Organ:  Amen  [1 - 7]

5 Canzon dopo l’Epistola: sopra I le bel e bon  [1, 5] 2.04

6 Chant:  Alleluia, Gaudete iusti in Domino, rectos decet collaudatio 0.55

7 CREDO 11.30
 Chant:  Credo in unum Deum
 Organ:  Patrem omnipotentem, factorem cæli et terrae,

         visibilium omnium, et invisibilium  [1 - 6]
 Chant:  Et in unum Dominum, Jesum Christum, Filium Dei unigenitum
 Organ:  Et ex Patre natum ante omnia saecula  [1, 3, 4]
 Chant:  Deum de Deo, Lumen de Lumine, Deum verum de Deo vero
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Disc 1
1-10 Girolamo Cavazzoni : MISSA APOSTOLORUM (1543)    49.52
11  Andrea Gabrieli. Anchor che co’l partire   5.54
12  Andrea Gabrieli. Toccata, Quinta Tono   1.39

Disc 2
1-11 Andrea Gabrieli : MISSA DE BEATA VIRGINE (c1560)   58.05
12  Claudio Merulo. Toccata, del III Tono  4.37

Disc 3
1-9 Claudio Merulo : MISSA IN DOMINICIS DIEBUS (1568)   66.40
10  Sperindio Bertolodo. Communion, Ricercar del sesto tuono   3.10
11  Claudio Merulo. Toccata, Quinta Tono   6.42
                                                           Total playing time 3 hours 17 minutes

Richard Lester, organ

Cavazzoni • Gabrieli • Merulo
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Schola Gregoriana del Duomo di Bergamo
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