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Buxtehude, Praeludium in D Major, BuxWV 139 Connor Larsen 

Danish composer Dieterich Buxtehude was considered the greatest organist of his day. He greatly 
influenced the next generation of Baroque composers, including Handel, Telemann, and Bach, who all 
traveled to hear him play. At the core of his organ works are the nineteen praeludia. Alternating 
between free styles and formal counterpoint, these differ from the later prelude-and-fugue form in that 
they are written in a single, contiguous flow. BuxWV 139 opens with elaborations on the D major triad, 
then proceeds through fugue, adagio, toccata, and another adagio before ending in a final virtuosic 
toccata.  
 

Buxtehude, Fuga in C Major (Gigue Fugue), BuxWV 174 Kathleen Rosenvall 
One of Buxtehude’s most popular performance pieces, the Gigue Fugue is a short, joyful work for 
manual only, excepting the last few measures, where an ascending pedal line builds a dramatic climax.  
 

Bach, Prelude & Fugue in G Major, BWV 557 Lynette Golze 
Though scholars dispute whether Bach or a pupil wrote them, the Eight Little Preludes and Fugues 
enjoy lasting popularity among students of the master. Each miniature imitates a different Baroque 
style; the G Major Prelude and Fugue (557) suggests the stylus phantasticus of Buxtehude. The prelude, 
written as a toccata, features an extended pedal solo. The fugue, written on a syncopated subject, begins 
simply but builds to a dramatic conclusion. 
 

Bach, Concerto in G Major, BWV 592 Miranda Wilcox 
In 1713, Prince Johann Ernst—violinist, composer, and nephew of Duke Wilhelm Ernst, Bach’s 
employer at Weimar—returned from the Netherlands bearing a sheaf of concertos. Written by Vivaldi 
in the new Italian style, they inspired him to try his own hand at the form. The resulting violin concerto 
so piqued Bach’s interest that he transcribed and elaborated on it twice, first for organ and then for 
harpsichord. Movement 1, Allegro assai, is a conversation between and a playful variety of solo voices 
and a chordal tutti. Movement 2, Grave, employs the stately dotted rhythms of the court, while the 
third movement, Presto, delivers a lively and buoyant finale. 

 
Bach, Gigue Fugue in G Major, BWV 577 Landon Finch 

Bach’s Gigue Fugue, dating to 1705 or 1706, is an early work patterned after Buxtehude’s. Tightly 
constructed and rhythmically driven, its nimble fingers and fast footwork never fail to please. 

 
Bach, Prelude & Fugue in E Minor, BWV 533 Sharon Davey 

A youthful Bach took his first position as organist at the New Church (now Bach Church) in Arnstadt, 
serving from 1703 to 1708. The “Cathedral” prelude and fugue was among his first works composed 
here and presents an early example of the discrete prelude and fugue form, as distinct from 
Buxtehude’s praeludium. The work was a favorite of Mendelssohn, who performed it in St. Paul’s 
Cathedral, London, and though the nickname probably derives from this performance, it is easy to 
envision vaulted spaces in the magisterial figures of both prelude and fugue.  



 
Bach, Prelude in F Minor, BWV 534 Lori Serr 

The prelude of BWV 534 (Prelude and Fugue in F Minor) features cascading parallel sixths above an 
embellished tonic pedal point. This figuration then makes its way to the dominant before arriving at a 
grand, cadenza-like conclusion. Most scholars agree it was written by a young Johann Sebastian during 
his first appointment at Weimar (1703); however, its geometry lends credence to the theory that it was 
the work of Bach’s son Wilhelm Friedemann. 
 

Bach, Wenn wir in höchsten Nöten sein, BWV 641 Becky Azera 
"Wenn wir in höchsten Nöten sein" is a contemplative prelude on a hymn that pleads for forgiveness: 
“When in the hour of utmost need, / We know not where to look for aid . . .  / Then this our comfort is 
alone, / That we may meet before Thy throne, / And cry, O faithful God, to Thee, / For rescue from 
our misery.” Anchored by a steady harmonic rhythm, the meandering ornamentation suggests the 
restlessness of earnest prayer. Bach composed BWV 641 in his youth but later returned and expanded it 
into BWV 668. This latter work, the “deathbed chorale,” one of the Leipzig Chorale preludes, was the 
last of his compositions to be included in the Art of the Fugue, published posthumously. 
 

Bach, Toccata, Adagio & Fugue in C Major, BWV 564 David Chamberlin 
In 1708, Bach returned to Weimar to serve as Konzertmeister in the duke’s court, where he would remain 
until 1717. These were golden years;—he played on a variety of organs throughout the region, 
commanded the resources of a full orchestra, and produced a large compositional output including the 
Well-tempered Clavier, the Brandenburg Concertos, and much of the Orgelbüchlein.  
 
BWV 564 dates to this period. The toccata opens with a flourish, then proceeds to an extended pedal 
solo, the longest in the literature, based on a theme by Buxtehude. Vivaldi’s influence is felt in the 
concerto-like progression from these solo forms into the tutti of the development. The Italianate is also 
felt in the inclusion of a second movement, Adagio-Grave, where ornamented melodies unfold above a 
basso continuo, as tension builds through a series of Neapolitan sixths. A single, sustained note leads 
into the tension of the Grave, which is soon relieved by the gigue-like 6|8 of the fugue. An enduring 
favorite, the work has been transcribed twice: by Busoni in 1900 for piano, and by Stokowski in 1927 for 
symphony orchestra. 
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