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Georg Muffat, Toccata VII from Apparatus musico-organisticus

Georg Muffat combined the contrapuntal rigor of the German style with features drawn

from contemporary Italian and French music. French by birth, he cut his musical teeth as

a pupil of Jean-Baptiste Lully before emigrating to German-speaking lands to pursue his

career as an organist and composer. Inspired by Arcangelo Corelli’s innovations on a trip

to Rome in the 1680s, Muffat wrote a number of concerti grossi that reflect the Italian

love of brilliance and contrast, as well as orchestral dance suites in the Lullian style. The

miscellaneous collection of organ pieces that he published in 1690 under the imposing

Latin title Apparatus musico-organisticus consists of a dozen long, multipart toccatas and a



handful of other works in which French and Italian elements sit comfortably side by side.
Muffat dedicated the volume to Austrian emperor Leopold I, who had welcomed him to the
Viennese court in the 1670s. Toccata VII is characteristically eclectic in style, laid out in five
clearly demarcated sections of sundry dispositions. It begins with a majestic introduction,
characterized by the crisp dotted rhythms of the so-called French overture, and culminates
in a monumental quadruple fugue, a dazzling display of the contrapuntist’s art that marks
Muffat as one of J. S. Bach’s most significant precursors.

Marc Antonio Cavazzoni, Plus de regres

Marc Antonio Cavazzoni’s peripatetic career took him from his native Bologna to Urbino,
Rome, Brescia, Chioggia, and Venice, where he apparently ended his life as a chorister at
St. Mark’s Basilica. (His son Girolamo was also a distinguished composer and organist.)
Cavazzoni’s lone collection of organ music, published in 1523, contains arrangements of two
sacred motets and four secular vocal works; among the latter is Plus de regres, an abridged
version of a well-known five-voice chanson by the French master Josquin des Prez titled
Plusieurs regretz. Josquin’s lament—one of many such “regrets” chansons by sixteenth-
century composers —begins, “The many sorrows that exist on earth and the sufferings that
men and women endure are nothing but pleasure compared to those I bear.” Cavazzoni’s
textless keyboard canzone is faithful to its source in its austere lyricism, imitative texture,
and somber harmonies.

Arnolt Schlick, Maria zart

Little is known about the life of the German composer-organist Arnolt Schlick. A few
scattered reports and archival records document his travels hither and yon as a consultant
to organ builders around the turn of the sixteenth century, despite the blindness that
had afflicted him since at least the mid-1480s. These peregrinations bore fruit in 1511 in a
landmark treatise on organ design and playing titled Spiegel der Orgelmacher und Organisten
(Mirror of Organ Makers and Organists). The following year Schlick published an
equally notable companion volume of organ and lute tablatures, written in the notational
shorthand favored by Sweelinck, Buxtehude, and other composers of the North German
organ school. Maria zart is a short, multisectional piece based on a Marian devotional song
that begins: “Gentle Mary, of noble being, a rose without thorns . .. ” (Jacob Obrecht had
recently constructed an hour-long mass on the same melody.) Schlick skillfully decks out
each phrase of the hymn tune in simple, three-part counterpoint.

Margaret Vardell Sandresky, Maria zart: A Triptych

A native of Georgia, Margaret Vardell Sandresky commenced her musical studies under the
tutelage of her father, a composer and organist on the faculty of Salem College in Winston-
Salem, North Carolina. Upon graduating from Salem in 1942, she earned a master’s degree
from the Eastman School of Music and held several short-term teaching positions before
returning to her alma mater in 1946 as professor of composition and theory. Apart from a



year of study with the German organist Helmut Walcha in postwar Frankfurt on a Fulbright
scholarship, Sandresky taught at Salem continuously until her retirement in 1986. Yet she
remained active well past her hundredth birthday, having compiled an extensive catalogue
of music for keyboard, chamber ensembles, orchestra, and voice.

In 2019, Kimberly Marshall invited Sandresky to compose a setting of “Maria zart” to be
premiered on the modern North German Baroque-style organ at Orgryte New Church in
Gothenburg, Sweden. The system of tuning used for the Orgryte organ, known as quarter-
comma meantone temperament, was favored in the sixteenth and seventeenth centuries
for producing euphonious, acoustically pure thirds and triads. As Marshall explains, the
composer “chose to write a Triptych, a musical counterpart to the painted triptychs that
adorn many altars celebrating the Virgin Mary. In each movement, Sandresky treats the
‘Maria zart’ melody in different textures: starting with the harmonized theme in echo, then
as a solo in the tenor voice, and, finally, resounding on full organ in the pedal.” As one of
the few meantone organs in North America, Marquand Chapel’s ornate Krigbaum Organ,
installed in 2007, is particularly appropriate for the works on tonight’s program.

Jan Pieterszoon Sweelinck, Pavana Lachrimae; Mein junges Leben hat ein End

The greatest in a family of Dutch organists, Jan Pieterszoon Sweelinck spent virtually his
entire life in Amsterdam, where from 1580 he served prominently as organist of the Oude
Kerk. He was renowned far and wide for his dazzling improvisations on the harpsichord as
well as the organ. Although Sweelinck wrote hundreds of sacred and secular vocal works
as part of his ecclesiastical duties, he is known today chiefly for a comparatively small
number of fantasias, toccatas, and other keyboard works that combine structural freedom
with a highly disciplined compositional technique. A friend of John Bull and other English
virginalist composers, he cultivated the characteristically English genre of divisions, or sets
of variations, on sacred and secular melodies. Pavana Lachrimae rings the changes on one
of the most famous tunes of the day, John Dowland’s “Flow, My Tears.” Sweelinck repeats
each of the song’s three sections in embellished form, infusing the stately measures of the
pavane with intense feeling. Mein junges Leben hat ein End (My young life has an end) is
cut from the same melancholy cloth: in his six variations on the eponymous German lied,
Sweelinck subjects the dolefully descending melody to increasingly virtuosic contrapuntal

elaboration.

Three Dances from Intabolatura nova

Venetiana gagliarda

Le forze d’Hercole

Passamezzo antico

Antonio Gardano was among the most successful in a crowded field of music publishers
in mid-sixteenth-century Venice. Born Antoine Gardane in France, he mixed and matched
the French and Italian forms of his name; the 1551 anthology titled Intabolatura nova di varie
sorte de balli (New Tablature of Various Kinds of Dances), in which the three anonymous



pieces on our program appeared, identifies its publisher as Antonio Gardane. This hybrid
nomenclature mirrors the cosmopolitan character of the lively triple-time galliard, the
more sedate and courtly pavane, and the duple-meter passamezzo, dances that were
popular throughout Europe. The title of the pavane — “Le forze d'Hercole,” or “The Labors
of Hercules” — alludes to a contest of strength and agility traditionally held in Venice during
Carnival season; frequently depicted in artworks, it often took the form of creating a human
pyramid.

Dieterich Buxtehude, Passacaglia in D Minor; Magnificat Primi Toni

The foremost North German composer of his day, Buxtehude served for four decades as
organist of St. Mary’s Church in Liibeck, a prestigious post analogous to the one Bach
would occupy in mid-eighteenth-century Leipzig. (As a journeyman organist in Arnstadt,
Bach made a storied pilgrimage on foot to Liibeck in 1705 that cemented his high regard
for the elder musician.) Buxtehude’s remit, like Bach’s, extended far beyond the church
walls: as Liibeck’s de facto municipal music director, he introduced the city’s culturally
aspiring burghers to quasi-operatic dramatic works on sacred themes, which he presented
at St. Mary’s on five Sunday evenings of the year in a popular concert series billed as
Abendmusiken. Also like Bach, he was a virtuoso keyboard player and composed a wide
range of music in secular genres.

Kerala Snyder, a leading authority on Buxtehude, notes that the unusually large pedal
division of the St. Mary’s organ included a full range of principal, mixture, and reed stops.
As a result, Buxtehude’s pedal parts often participate actively in the contrapuntal fabric,
rather than simply providing harmonic support. The contrast is illustrated by the two
works that close tonight’s program. In the majestic Passacaglia in D Minor, the pedalboard
does little more than repeat the foundational seven-note ostinato theme; the main action
takes place in the manuals, in a series of bravura variations laid out in four sections that
trace a harmonic arc beginning and ending in D minor. The Magnificat Primi Toni, on
the other hand, features a far more intricate interplay of the organist’s hands and feet.
Although the contrapuntal edifice is built on the first of the eight melodic formulas, or
tones, used in chanting the psalms, Buxtehude buries the plainsong melody so deeply
that it’s virtually inaudible. With its fantasia-like structure and virtuosic figurations, the
Magnificat exemplifies the so-called fantastic style, which a seventeenth-century scholar
described as “the most free and unfettered method of composition, bound to nothing,
neither to words, nor to a harmonic subject.”

Notes © by Harry Haskell

Harry Haskell is a regular program annotator for New York’s Carnegie Hall and
Metropolitan Opera Orchestra and the Pierre Boulez Saal in Berlin. He is the author of

The Early Music Revival: A History, winner of the Prix des Muses in musicology awarded by
the Fondation Singer-Polignac, and host of the podcast In Her Own Right, which explores
the public and private lives of the Wright brothers’ sister Katharine.



Kimberly Marshall is known worldwide for her compelling presentations of organ music.
She currently holds the Patricia and Leonard Goldman Endowed Professorship in Organ
at Arizona State University. From 2019-2022 she held the Hedda Andersson Visiting
Professorship at the Malmo6 Academy of Music. Her distinguished achievement in organ
performance and scholarship was recognized by the Royal College of Organists in 2022 with
their highest award. She is an accomplished teacher, giving master classes internationally
and teaching an annual summer organ academy in Santa Fe, New Mexico.

Marshall has performed and presented her research at 12 national conventions of the
American Guild of Organists. She gave the final recital on the two large organs at Stanford’s
Memorial Church for the San Francisco Convention in July 2024. In 2023 she gave recitals
for the Oaxaca International Organ Festival, a teaching residency at Yale University, and
performances at the Orgelpark in Amsterdam, St. Paul’s Cathedral, London, and on the
new symphonic organ at Goteborg Concert Hall (Sweden). In 2024, she was invited for a
residency at the Tokyo University of Fine Arts, a concert tour on the east coast of Italy, and
as a member of the jury for the Canadian International Organ Competition in Montréal,
performing a concert at the Chapelle du Grande Séminaire. She began 2025 with a recital
on the prestigious concert series at St. Thomas, Fifth Avenue, New York, later performing
in Buenos Aires, Belgium, and Sweden.

Performer, scholar, and educator, Kimberly Marshall is a committed advocate of the
organ. She works to promote the instrument in both local and global communities. An
authority on the organ’s rich history over the past 2,000 years, she is devoted to continuing
this tradition of artistic ingenuity into the next millennium.

See http://www.kimberlymarshall.com/
or visit https://www.facebook.com/KimberlyMarshall.organist.
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