ROSAS-MEDIEVAL ORGAN IMPROVISATION AND MARIAN SONGS

‘I do nd much enjoy the sound d the organ,” confessed hishopBaldric of Dol at the beginning of the
12th century. Apparently he foresaw that his contemporaries might find this rather alarming, because
lessthan awhad e sentencelater he alded the following thought: ‘ But it heatens me to consider that
the diverse pipes, of varying length and weight, soundtogether in amelody as aresult of the ar inside
them; in the same way people think the same thoughts, inspired by the Holy Ghost they form in this
way aunity.” In ather words: the reverend Baldric enjoyed the organ after all —albeit in atheologicd
sense. With this gatement he unwittingly informed us that his ears weren’'t musicdly very
experienced.

Actually, amedieval organ daesn’t require dl that much talent of itsli steners: the simil arities and the
diff erences with aher instruments make it accesgble to almost everybody. Just as other instruments, it
has asingle tone wlor, a wnsiderable mntrast from later organ types. The diff erences, that it is played
with wide keys and that people ae needed to pump air from the bell ows into the organ, make the
organ music just that much more interesting: amedieval organ concert has as much to dfer the g/e &
the ea. The stubban ideathat medieval organs must have sounced terribly loud (and that Baldric
couldn't stand the instrument because of an extremely refined sense of heaing) appeasto be mostly a
misunderstanding. Reconstructions of medieval organs throughou Europe demonstrate that, onthe
contrary, the soundis rather elegant and refined.

The organ feaured onthis CD is one of these instruments. Winold van der Putten built it in 1999 @ing
two dd texts as urcematerial: Defistulis Organis (literally ‘ About organ pipes), by an anonymous
author from Bern from the 10th century; and the tredise Diversarum Artium Schedule (‘ Catal og of the
various arts'), written by the Benedictine monk Theophilus at the end d the 11th century. An

ill umination from the Rutland Psalter, dated around 1260ywas ancther important source.

Combination d the material from these sources led to conclusions abou the manufadure of the pipes,
the bell ows, the shape of the keys, the gppeaance andthe interior of the organ (the so-cdl ed
windchest, which dredsthe windto only those pipes belonging to akey which is being played).

The spedal sound d this organ, which can be described as mild and a bit throaty, is the result of a
quite extraordinary way of pipemaking. The shape of all the pipes andthe locaion d the dl the
mouths are based onasingle basic conica shape. The result isthat the large pipes are relatively
narrow, so that they have a ¢ea sound,whil e the small er ones are comparatively wider, so that their
overtones are lessapparent. The pipes are made, asisthe rest of the organ, o plane treewood. The
whoale organ is painted in the mlors shown in theill ustration in the Rutland Psalter, with paint based
onlinsed dl asinstructed by Theophilus.

For ead key there aetwo pipes, eat with its own pitch; the two are afifth apart. The two pitches
however blendin such away asto produce asingle sound.

There aefour large bell ows, constructed after the example of an dd bladksmith’s bellowsin the 300
yea old ‘Smederi in Hellendoan. Two bell ows treaders are needed. Measurements indicate that the
organ sounds best when the treaders redi ze awind resaure in the organ of approximately 110mm,
which is quite high, andin the 20th century has often been seen as atypicd sign of 19th-century
decalence

Which brings us bad to bishopBaldric. For those who, dherwise than medieval theologians or 20th-
century pedants, dare to allow their eas ‘ enjoyment in the sound d the organ’, this CD offersan
almost mysticd journey through time — nat in the last placebecause ancient music played onthis
organ sounds wonderfully modern.

Hans Fidom



Themusic

Until recently the ‘medieval organ’ existed in ou imagination orly as a picture. There's avery
important reason that the manner in which these ealy organs were played was aridde: thereislittl e or
nothing left of medieval musicd notation that seems to refer to *organ music’. Now that the first
succesgul playable reconstruction o a medieval organ has been made, we can try to rediscover the
misgng linksin the ealiest organ tradition. The improvisations played onthis CD are afirst stepin
thisdiredion.

It is griking that the ealiest sources from which it appeas that the midde ages had arich argan
tradition are met in the north of The Netherlands and Germany. The small but important organ
tablatures from Winsum (1431 and Oldenburg (1448 contain a number of ornamented versions of
proprium melodies, the regular sedions of the mass Kyrie, Credo, Agnus Dei. In the tablatures from
Oldenburg there ae coudets omitted from the Gloria, the Credo, and in anumber of sequences. This
may mean that the natated verses were improvised by the organist and that the missng verses were
sung by the chair. The Kyriein ou performancefoll ows this gructure.

The organ fragments in these sources payphoric arangements in which the original Gregorian
melody is head in the tenor, andin the upper voice arhythmic counterpaint: astyle charaderistic for
the ealy 15th century, which was 4ill i ndebted to the ‘simple’ late 14th-century ars nova. The organ
parts are in fad notated improvisations.

In the Oldenburg tablature andin the Prasambulain the tablature of Adam lleborgh (1448 wefinda
number of rhythmicaly freepieces cdled ‘redeuntes’, which can be viewed as ‘ documents' of such
improvisations, and which were passbly used as intonation before an antiphon @ responsory sung by
the dchair. In this recording we have foll owed the principle of the redeurtes, an improvisation above
boudon a drone, as the oldest tangible example of freeimprovisation.

The improvisations all have the foll owing structure.

Opening

Often beginning with a second kelow the final, foll owed by a prelude in which the modusis explored.
Modus means here bath the @lor of the ectesiastica tone and the groups of notes (cdled ‘cdls)
which are constantly heard, with slight variations, in the melody.

Continuation in alonger phrase
Sometimes this phrase is derived from a Gregorian melody, sometimes the form is freebut containing
ingredients derived from various melodies. Thisisthe re of the improvisation.

Continuation in rhythm

Here gopeasthefirst (short-long) or the secondrhythmic modus (long-short). In this rhythmic version
some of the melodic cdls from the longer phrases houd still be heard. Examples of the music for this
applicaion d rhythm can be foundin the conduwctus and clausulaeof the Notre Dame-schod. Thisis
music that was heard in and aroundthe church duing the liturgy and duing processons and feast
days, and which was thus probably performed instrumentall y.

Postlude
The postlude recdl s the introduction and ends with a second kelow the final to emphasize the end o
the piece

The bourdons or drones, which soundfrom the large pipes at the sides of the keyboard, are head
prominently in all the improvisations and as acammpani ment to the vocd compasiti ons.

The melodies we use ae shaped within the bounds of the ectesiasticd tones. On this CD we used the
dorian (the most accessble, swed; often used for Marian songs), the phrygian (with the pure secondf-
e, whichis considered a symbad of Christ’s crosg, and the lydian modus (possbly derived from
North-African music, with the charaderistic augmented fourth between the first and the fourth steps;
often used in dance-like music).



It isimportant to know that ascde & such was not amusicd ingredient in the midde ayes— so there
are no long scdi ¢ passages.

The rhythmicdly free gproad to the improvisationsis conceived as a development from chant. The
11th-century organum manuscript St.-Martial de Limoges provides contemporary starting points for
ornamentation and melodic shape.

Nonwestern music of our own time can also give us an ideaof how medieval organ improvisations
sounckd. There seamsto be arelationship between traditional classcd Armenian music andthe
ealiest European pdyphory: the Armenian shvi (recorder) ‘forces’ the reed instrument (dudik)
playing the dronein itsimprovisations to slide to an cther tone. We can find the sameidiom in the
11th-century organa (payphoric song) of the manuscript St.-Martial de Limoges.

It isa dalenge demanding some cnsiderable imagination to lay arelationship when improvising on
this medieval organ between western and norwestern music. We'll never know for certain haw this
music sounced. We might find the medhanicd noise made between the key and the pipe disturbing;
but we could also hea it as percusson, like that sometimes heard with exciting ud music in North
Africa In the same way, the sound d the treading of the bellows sems equally natural.

Jankees Bragksma

The organ builder

Winold van der Putten learned argan bulding with the brothers Reil of Heade. He now leals his own
organ bulding firmin Finsterwolde (The Netherlands).

Heis gedalized in the medieval organ, bu isalso interested in later styles. Departing from hisideas
abou historic continuo-playing, he builds, for example, box agans, in most cases for music schods
and profesgonal musicians. Among his works, the restaurations of several positi ve organs, among
them an Italian instrument (Napali 1760 and agansin the region aroundFinsterwolde, are important,
asisthe onstruction d anew large 17th century-style organ (with meantone temperament and
subsemitones) for Bremen-Walle.

Whether buil ding a portative or a blockwerk organ, abox agan o a church argan, Van der Puttenis
inspired always by historicad sources, be it regarding the achitedure, the iconography or the literature
of the respedive period. Most of the organs he built can be head onCD.

Themusicians

Marian van der Heide studied voice d the Conservatory of Groningen. After earning her diploma she
continued her studies with the Canadian soprano Ann Monoyios, awell-known ealy music spedalist.
Sheisamember of Super Librum and d La Poetica, the Ensemble Josquin Desprez, and the
Collegium Musicum Groningen. Sheisregularly head as loist onradio andtelevision.

Both ealy and modern music fascinate her. Together with a pianist, a dancer and an artist she aeaed
aperformance aound’ Apparition' (1979 by George Crumb.

Marian van der Heide teades voice and vocd ensembles at the Municipal Music Schod at Groningen.

Jankees Bragksma studied recorder at the mnservatories of Groningen and Amsterdam with Jeanette
vanWingerden, Kees Boeke and Baldrick Deaenberg. With a stipend from the dty of Groningen he
studied medieval music & the Schola Cantorum Basili ensisin Basel.

Bragksmaisnot only arecorder player but a'so plays four medieval organs built by Winold van der
Putten: threeportatives and the larger instrument heard onthis recording. The four organs belong to
the alledion d Super Librum, the ensemble for medieval music that Bragksmabegan in 1985.The
study of ancient improvisation pradicesisthe main accent of Super Librum.

Super Librum appeas at most European ealy music festivals. Thisis the seventh CD van the
ensembl e has made.

Jankees Bradksma is a guest teader at various conservatories in The Netherlands and Germany.



