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Program 

Praeludium in C Major, BuxWV 137 Dietrich Buxtehude 

(1637-1707) 

 

 

Wachet auf, ruft uns die Stimme, BWV 645 Johann Sebastian Bach 

(1685-1750) 

 

 

“Nun danket alle Gott” from Choral-Improvisationen, Op. 65 Sigfrid Karg-Elert 

(1877-1933) 

 

 

“Jig for the Feet (Totentanz)” from Organbook III William Albright 

(1944-1998) 

 

 

 Suite Médiévale en Forme de Messe Basse 

I. Prélude (Entrée) 

II. Tiento (Offertoire) 

III. Improvisation (Élévation) 

IV. Méditation (Communion) 

V. Acclamations  

(Sur le texte des Acclamations Carolingiennes) 

 Jean Langlais 

(1907-1991) 

    

+++++ 

This recital is presented in partial fulfillment of the requirements for the 

Bachelor of Music Education degree. 

Michelle Klima is from the studio of Dr. Laura Ellis. 



Sigfrid Karg-Elert was a lesser-known German composer of the early twentieth century. He 
taught composition and theory at the Leipzig Conservatory and was both a composer and 
performer in Europe and North America. He has numerous compositions for piano, organ, and 
harmonium, and his post-Romantic style is classified as diverse, with influences from both 
German Baroque and French Romantic music. Karg-Elert’s Choral-Improvisationen is a 
collection of German chorale paraphrases, of which the Nun danket alle Gott is by far the most 
famous. This collection was the first organ work he composed. The nature of a chorale 
paraphrase means that the chorale tune is difficult to be heard completely because of extra 
notes added to form a new melodic line. The chorale tune is heard in the soprano voice among 
large, colorful chords and chromatic passages. 
 
William Albright had a well-developed musical background. He had piano training at an early 
age, and studied composition and organ at the Julliard School, the Eastman School of Music, 
and the University of Michigan. He received a Fulbright Scholarship in 1968 to study with Olivier 
Messiaen at the Paris Conservatoire, and this contributed to his compositional style. He had an 
extensive performance schedule on both organ and piano, and often performed his and other 
contemporary composers’ compositions on concerts. He had a strong interest in the combination 
of styles, and a particular interest in ragtime composers such as Scott Joplin. The “Tarantella 
macabra” movement of his Organ Symphony, arguably his magnum opus, is thought to serve as 
a model for his “Jig for the Feet (Totentanz).” This pedal solo features powerful, technical 
passages, chords and glissandos, and showcases the pedal technique of the performer as the 
feet very literally “dance” the Jig. 
 
Jean Langlais was blind from a young age (due to glaucoma) and studied at the National 
Institute for Blind Children in Paris. While there, he studied organ and that allowed him to 
progress his study to the Paris Conservatoire. In 1945, Langlais succeeded Charles Tournemire 
and took his post at the Basilica of Saint-Clotilde in Paris, which had a long lineage of prominent 
organists. 
 
Langlais loved the music of the Church and wrote many chant-based organ works. His Suite 
Médiévale is a Messe Basse, which serves as the accompaniment for a Catholic Low Mass (a 
Mass that is entirely spoken and not sung). The organization of pieces was constructed from 
Charles Tournemire’s l’Orgue Mystique. The first movement is solemn and accompanies the 
procession of the clergy and servers into the church, introducing the Asperges me chant (usually 
in the soprano) in parallel fourths and fifths, resembling organum. The second movement is 
entitled Tiento, which is the Spanish name for a ricercar, an earlier form of a fugue. This 
movement features the chant Kyrie fons bonitatis in the pedal line and is played during the 
Offertory. The third movement, Élévation, is in an improvisatory style with the chant Adoro te 
devote on a solo flute line, accompanied with complex harmonies and swirling melodic 
passages. The fourth movement is a Méditation played during communion, and brilliantly 
intertwines two chant melodies, Ubi caritas and Jesu dulcis memoria in many voices of the 
organ, among a recurring sixteenth-note theme. The fifth and final movement, Acclamations, 
dramatically features an Ambrosian chant in the pedal which declares Christus vincit, Christus 
regnat, Christus imperat (Christ conquers, Christ reigns, Christ commands)! 
 

Dietrich Buxtehude was a North German Baroque composer, known as the most famous 
precursor to J.S. Bach. He succeeded Franz Tunder at the Lübeck Marienkirche, through an 
agreement to marry Tunder’s daughter, Anna Magarethe (such arrangements were common of 
the time). Buxtehude organized one of the first church concert series, called Abendmusik, 
bringing musicians in for concerts and performing his own works for the public. He served as 
inspiration to many composers of the era, such as Bach, Handel, and Telemann. 
 
Buxtehude’s Praeludia were multi-functional pieces. They often served as voluntaries preceding 
a church service. Though there is a use in the religious context, they are performance-based 
works for the organist. They often have a pedagogical purpose as well, helping the organist 
develop contrasting styles and technique. There are many contrasting sections of rhythmic 
rigidity and rubato-like improvisation. This improvisational technique was used both as 
performance practice and practical purposes, because of the time it took for pipes to speak with 
enough speed. These Praeludia were greatly influenced by rhetoric, or the act of speaking. 
Rhetoric consists of a process of developing a good speech and articulating ideas in a fluid way. 
Each contrasting section of Buxtehude’s Praeludia corresponds with a different section of 
established rhetoric practices, from the attention-grabbing inventio to the delivery and 
elaboration of ideas of the elocutio and pronuntiatio. Buxtehude had diverse registrational 
options on the organ at the Lübeck Marienkirche, and this allowed for many possibilities of color 
change throughout his pieces. His Praeludium in C has many sections. It starts with an 
improvisatory pedal solo, followed by alternations of fugal and free sections. The Praeludium 
continues with a chaconne, a repetitive harmonic motive over an ostinato bass line which is most 
often found in the pedal, and concludes with a flourishing and powerful improvisatory section. 
 
Johann Sebastian Bach is one of the most prominent composers of all time, and is known as the 
greatest organ composer of all time. Bach was multi-talented from a young age, playing organ, 
harpsichord, violin, and viola. He became well-versed in Baroque counterpoint and wrote over 
one thousand pieces, almost three hundred for the organ. Buxtehude was one of Bach’s biggest 
influences. In 1705, Bach travelled about 250 miles to Lübeck to meet and perhaps study with 
Buxtehude. Bach, in turn, influenced a vast amount of composers, including Mozart, Beethoven, 
Schumann, and Mendelssohn.  
 
The Schübler Chorales, named for the publisher and engraver Johann Georg Schübler, were 
some of the scant amount of works published during Bach’s lifetime and were composed during 
his Leipzig period (1723-1750). They are transcriptions of six chorale preludes of contrasting 
styles and textures from his cantatas. His Wachet auf, ruft uns die Stimme has a trio texture, with 
three contrasting voices (two independent parts and a basso continuo) in the right hand, left 
hand, and pedal. This piece features the chorale tune on a reed with an obbligato melody line 
distributed throughout the piece. The chorale tune is played once through completely, its 
phrases detached from one another and interspersed among the obbligato line. 
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