PROGRAM NOTES

Fantasla chromatica.--Jan Pieterszoon Sweelinck (1562-1621), a contemporary of Shakespeare, can
chronologically and musically be placed at the borderline between the Renaissance and Baroque eras.
Although evidence suggests that he never went far afield from his native Amsterdam, Sweelinck's
influence was strongest not in Holland, but in Northern and Central Germany where most of his pupils
were active. Musicologist Gustave Reese states: "In Sweelinck we find the diversity of English variation
technique and the brilliance of Italian toccata style combining with the ingenuity of Netherlandish
polyphony to establish the beginnings of the great schools of 17th-century organ music." His keyboard
works can be divided into three large groups: works for organ or harpsichord (fantasias and toccatas),
organ works (chorale preludes and chorale variations), and harpsichord works (variations on secular
tunes and dances). His organ chorales were composed to serve as models for his students since
Sweelinck himself had no need for them in the services of his own Calvinist church.

Sweelinck's Fantasia chromatica is one of his best known works and capably demonstrates the
brilliance and invention of his imitative writing. Based on the descending chromatic line heard at the
beginning, the piece develops and explores the potential of the theme through the contrapuntal
techniques of both augmentation and diminution, and further adomns the ever-present theme with
virtuosic passagework propelling the piece forward with energy and intensity.

Concerto del Signor Vivaldi (formerly attributed to Signor Meck).--Until the latter part of the 18th
century, formal advanced training in music was rare. Once the rudiments of composition and the
chosen vocal or instrumental performance had been mastered, the student was forced to plan his own
path independently, and generally speaking, there were two options open to him. The first was to make
a pilgrimage to hear the great masters in their own cities, courts, or churches. (The term "pilgrimage”
has a certain grim reality as used here, for journeys in those days were long and hard.) The second,
somewhat easier method was to copy out the works of the great masters; to learn first by straight
copying, then by transcribing--rewriting instrumental and orchestral works for keyboard, for example.
This second learning tool was the impetus behind Johann Gottfried Walther's (1684-1748) transcribing
for the organ several Concerti grossi, written originally for string orchestra.

A contemporary of Bach, it is quite possible that Walther and Bach worked together on the study of
Italian concerto-writing. Walther was a distant cousin of Bach, and Walther's first music teacher had
been Johann Bernhard Bach, a first cousin of Johann Sebastian Bach. In 1708 J. S. Bach went to
Weimar where he functioned in the dual capacity as Court Organist and Chamber Musician to Duke
Johann-Ernst. Walther had come to Weimar in 1707 and with these gifted composers in the small town
of about 5,000 inhabitants, it is likely that they spent considerable time together. Since Italian music was
in vogue at Court during this period (its lightness of texture found ideal expression in orchestral music,
especially concerts for the violin), it would be understandable that Bach and Walther might compare
notes on their transcription techniques.

The Concerto del Signor Vivaldi in B Minor is one of the transcriptions Walther did during this
period. The alternation of tutti and soli sections, basic to the Concerto grosso, is carefully maintained in
the two Allegro movements in which the organ has to function not only as the string orchestra in the tutti
sections but also to represent the two solo violins in the soli sections. The Adagio presents an elaborate
singing line with simple accompaniment.

Walther's collection of concerto arrangements may be regarded as a treasury of preserved
examples of many types of concertos which would otherwise be forgotten--a distinctive contribution to
organ literature, and a fascinating documentation of the concerto and the concerto principle in the early
18th century.
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Das alte Jahr vergangen Ist.--Although his early organ chorales exemplify a remarkable diversity of
styles, during the years in Weimar (1708-17) Bach wrote some of his most beautiful pieces in this genre.
He resolved to provide all the hymns in common use in the church year with organ chorales. Of the 164
organ chorales planned and for which he had indicated titles and left space in his manuscript book, only
45 were actually written. These small-scale works are unsurpassed in what they offer both musically and
pedagogically and are considered to be at the core of every organist's repertory. They are unequalled in

their beauty and spiritual concentration. This work embodies the supplicating quality of this hymn for
the new year.

The old year has passed;

we thank you, Lord Jesus Christ,

that you have protected us so mercifully
in such great danger this year.

Help us leave off sinning

and begin to grow faithful.

Do not think on the sins of the old year;
grant us a year rich in grace.

Trio Sonata Il in D Minor .--During the second half of the eighteenth century when musical tastes were
changing from the complex intricacies of Baroque music to the simpler galant style of the Classic
Period, Johann Sebastian Bach's "genius" was considered old fashioned. Sebastian's youngest son,
Johann Christian--the English Bach--merely echoed the sentiments of polite musical society when he
referred to his father as "the old wig.” In this heavy fog of distaste for serious musical intricacies, the
Trio Sonatas for Organ shone out as one of the first rallying lights for flitting contemporary taste.

Although the Trio Sonatas are as carefully worked out in every respect as Johann Sebastian's more
weighty compositions, their melodiousness and the spirited polyphonic playfulness of their three
separate voices recommend them immediately to even casual listening. As is the case with the

"Orgelbiichlein, Bach may have composed the Sonatas as exercising material for his beloved eldest son,
Wilhelm Friedemann. If 1727, the date approximated for their composition, is correct, Friedemann would
have been playing these Trios at seventeen. The Trio Sonatas, with their transparent texture and
uncluttered architecture, sound deceptively simple, but in reality the pieces represent a supreme test of a
player's ability to do three different and difficult operations at once and equally well. The pieces are
constructed after Italian patterns: two rapid movements separated by a middle slow one, most of the
movements being composed in aria (ABA) form.

By far the most thoughtful in mood of the trio sonatas is No. 3 in D Minor. This Sonata opens with
a long Andante rather than with the characteristic fast movement, full of unrest and hidden brilliance.
According to tradition this was the earliest composed of all the movements of the Trio Sonatas and was
originally worked out as a possibility for one of the Preludes in the first book of the Well-Tempered
Clavier. The pedal part here and in the following Adagio is increasingly exacting. The Adagio is in the
pastoral vein and is built around one of Bach's most dulcet melodies. Later he reset the music for flute,
violin, and clavier, and included it in a concerto for these instruments; Mozart also arranged this
movement for string trio, as well as the Largo and Allegro from Sonata No. 2. The only rapid movement
in this Sonata, the concluding Vivace, bears a thematic resemblance to the middle Adagio of Sonata No.
1, and is chiefly characterized by a gigue-like rhythm adorned with triplets.
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Sonata V1 in D Minor.-During Mendelssohn's eighth visit to London (July-August, 1844) he was asked
by the English editors, Coventry and Hollier, to compose some “voluntaries” for organ. He accepted the
commission and, upon his retum to Germany, set to work. On August 29, 1844, Mendelssohn wrote to
his English editors and said that he had been working hard and that the organ pieces were nearly
finished. He added, however, ‘I should like to call them Six Sonatas for organ instead of Voluntaries"
and asked if this would be agreeable. Coventry and Hollier readily agreed.

The Sbah Sonata is a set of variations on the chorale Vater unser im Himmelreich (Our Father
Which Art in Heaven) associated with Martin Luther's versified form of the Lord's Prayer. Three
variations, of contrasting tempi and registration, follow the chorale statement. Then comes a fiery
section with the chorale in the pedal. A fugue follows; its theme derived from the chorale. The Sonata

ends in the major key, with a serene and beautiful epilogue, the theme forecast in the final cadence of
the fugue.

Some researchers believe that the four variations on the chorale in the first movement were based

on an improvisation of a performance for monks. A letter by Mendelssohn written on August 23, 1831, is
their basis for this supposition:

"This afternoon | went to play for the monks, and they gave me an excellent theme:
the Credo. The improvisation was so successful that | regret not having written it down.
While preserving only the general spirit of the improvisation, | was nonetheless able
to write one passage which | do not wish to forget. The countersubjects became more
and more numerous in opposition to the cantus firmus; first it was with dotted notes,
then triplets and finally sixteenth notes over which the Credo continually re-emerged.
Then there were arpeggios over the entire organ while the pedal took the theme in
augmentation. The whole community of monks came to bid me farewell, and we parted
in the most cordial manner.”

Meln Jesu, der du mich .--With the exception of four pieces written in the 1850s, the Eleven Chorale-

' Preludes represent Brahms' only substantial contribution to the organ literature. Together with the organ
sonatas of Mendelssohn and the three Organ Chorales of César Franck, they constitute some of the
most significant writing for the instrument during the century-and-a-half since the death of J. S. Bach.
Throughout the whole of his life, Brahms was an intense student of the works of Bach, and this
contributed largely to his supreme mastery of polyphonic texture and of variation technique. Taking this
together with his profound love of the scriptures, it is not surprising that Brahms turned to the 16th-
century Lutheran hymns beloved by Bach as a medium for his own musical creation as he was dying of
cancer. From a technical standpoint aimost no work of Brahms reveals so tellingly the results of his
studies of the baroque masters as do these organ chorales from his final opus.

My Jesus leadeth me

Immortal joy to see

In life eternal.

See how His chosen one
Sings praise of God's own Son
With love sternal.






