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PROGRAM NOTES

"Battalla Famossa" is a Spanish version of a genre of pieces
popular in the 16th through the 18th centuries in Europe. The
Spanish organ reached its apogee in the 18th century with a
colorful assortment of reeds and exterior horizontal trumpets
(amounting to half of the stops of some organs.) These instruments
rivaled other European organ schools in their size and resources.
They usually consisted of one manual with divided registers
controlled by half-stops and a rudimentary pedal division.
Certainly the Spanish organ was a magnificent vehicle for conveying
the drum rolls, trumpet calls, and general excitement of battle
portrayed in this anonymous composition.

In "Salamanca" one hears the flavor and style of many
different types of Spanlsh music, from the slmple drum and flute
(gaita) that opens the piece, through a tiento in the middle, to
the ending "Malaguena"-style flourish. The composer, Swiss
organist Guy Bovet, specializes in Iberian organ music and his
improvisational piece is based on a popular Salamancan folk tune.

The Italian, Archangelo Corelli devoted his life to stringed
instruments. At a time when instrumental music was moving beyond
the confines of vocal style, Corelli developed a violin technique
suitable to the emerging "instrumental" style that became popular
in Italy during the 17th century. The "Sonata in C Major" comes
from the first of four sets of trio sonatas written for the church
and chamber and published in Rome between 1683 and 1694. They were
scored for two violins, a bowed instrument (violoncello or
violone), and continuo (organ for the church sonatas and
harpsichord for the chamber trios). The trio sonatas were widely
disseminated and became popular throughout Europe.

J. S. Bach’s "Trio Sonata in C Major" reflects an Italian
influence. Albert Schweitzer states the following in his biography
of Bach, "In conformity with the old tradition of the Bachs, he
(Johann Sebastian) did not extend his journeys beyond the German
frontier. Nonetheless, he was thoroughly acquainted with Italian
and French art. ...In Weimar he occupied himself especially with
the Italians." (J. S. Bach, Vol. I, p. 192) That Bach knew and
admired Corelli’s trio sonatas is evident in his reworking of some
of Corelli’s themes. (i.e. Bach reworked the second movement of the
fourth Church Sonata Op. 3, into the double Fugue in B Minor, BWV
579.) We also see Corelli’s influence in the form and style of
Bach’s six organ trio sonatas. Bach was the first and only
composer to apply the style of the Italian trio sonata to the
organ. He wrote the six organ trio sonatas as studies for his son
Wilhelm Friedemann. They are still considered important
pedagogical works. Most university performance degree programs
require the performance of from one to all six. Although difficult
to play, the beauty of the three voices imitating and intertwining
is delightful reward for the student’s diligence.



César Franck pays homage to Bach in his "Trois Chorals," the
composer’s final opus. "Choral No. 3 in A Minor," opens with a
prelude reminiscent of Bach’s Prelude, BWV 543. The contrasting
middle section is a beautiful Adagio in A major. The mood of the
opening returns in the concluding section, which contains elements
of all that comes before and ends in A major. Albert Schweitzer
explains that "this organ choral is really a toccata, both in the
brilliant virtuosity which dominates the work and in its form,
which freely alternates the brilliant sections with more pensive
ones. It is these latter sections which present the choral melody
in various guises and combinations." (TAO 12/790 p.120). The
choral melody is original in composition.

"Préambule" was composed by Louis Vierne in 1913 to open his
Opus 31, "Vingt-quatre Piéces en style libre." Together, the lives
of César Franck, Louis Vierne, and Maurice Duruflé span 150 years
of the France dynasty of 19th and 20th century organists. All
three consecutively studied and taught at the Paris Conservatory.
Vierne attended four of Franck’s organ classes before Franck’s
death. Maurice Duruflé studied privately with Louis Vierne and was
assisting him when Vierne suffered his lethal stroke while
performing at the organ console at Notre Dame Cathedral. The three
played organs built or re-built by the great French organ builder,
Aristide Cavaillé-Coll (1811-99). Franck, Cavaillé-Coll‘’s
contemporary, played at a new church, Saint-Clotilde, which had an
1859 46 stop Cavaillé-Coll. Vierne presided at Paris’ Notre-Dame
Cathedral where Cavaillé-Coll rebuilt the organ in 1868. Maurice
Duruflé’s church Saint-Etienne-du-Mont originally had a 1636 Pierre
Le Pesheur organ restored by Clicquot, Cavaillé-Coll and Abby.

"The Prelude and Fugue sur le nom d’Alain,” Op. 7 was written
in 1943 in memory of Jehan Alain, Maurice Duruflé’s friend and
fellow student, who was killed on the battlefields of World War II.
Both the prelude and the fuque incorporate the "Alain motive" made
up of the scale tones A D A A F. Also in the prelude one hears
phrases from the organ composition "Litanies" by Jean Alain. The
fugue is a double fugque which begins the first exposition with the
"Alain" motive in eighth notes. The subject of Exposition II is
written in sixteenth notes grouped in patterns of three and when
combined with the subject of Exposition I heightens the rhythmic
intensity of the work.



