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David Craighead has long had a high reputation
throughout the United States as a teacher and reci-
talist. Born in Strasburg, Pa., he grew up in Santa
Ana, Calif., and in 1946 graduated from the Curtis

Institute of Music. Shortly afterwards he was ap-
pointed organist of Pasadena Prebyterian Church in
Pasadena, Cal., where his duties included biweekly
broadcast recitals. He also made his first transcon-
tinental recital tour at that time. Since 1955 he
has been professor of organ at the Eastman School of
Music and organist of St. Paul's Episcopal Church in
Rochester, N.Y. He was chairman of the Eastman's
School organ department until 1973 and more recently
has been cochairman of its keyboard department. In
1968, Lebanon Valley College awarded him an honorary
Doctor of Music degree, and in 1975 he received the
Eisenhart Award for teaching excellence at the East-
man School. A featured performer at six national
conventions of the A.G.0., Mr. Craighead is repre-
sented by Murtagh/McFarlane Artists Inc. Management.



PROGRAMME

Prelude and Fugue in C Major, Johann Sebastian Bach
BWV 547 (1685-1750)
Organbook I (1967) William Albright

(b. 1944)
Benediction
Melisma
Fanfare
Recessional
Chorale Fanatasia "Nun freut Dietrich Buxtehude
euch lieben Christen g'mein" (1637-1707)
BuxWV 210

%% INTERMISSTION***

Sonata for Organ, Opus 86 (1960) Vincent Persichetti

(b. 1915)
Andante; Allegro
Larghetto
Vivace
Grande Piece Symphonique, Opus 17 Cesar Franck

(1822-1890)

Andantino serioso; Allegro non troppo
e maestoso

Andante; Allegro; Andante

Allegro non troppo € maestoso;
Beaucoup plus largement
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PRELUDE AND FUGUE IN C MAJOR, BWV 547
Johann Sebastian Bach

The stature of Bach's Prelude and Fugue in C Major, BWV 547, a work of extraor-
dinary maturity and complexity, may be accepted without serious challenge. It
is apparent that the work has, over the years, survived numerous aesthetic and
analytical approaches, and still more varied performance concepts.

The most obvious aspects of this diptych have been frequently discussed: the
close relationship of the prelude to the opening chorus of Cantata 65 (Sie
werden aus Saba)® and in the fugue, the remarkable number of entrances of the
subject and the long-delayed pedal entry. Less well known is the resemblance of
the fughetta on "Allein Gott", BWV 677, to the first exposition of the fugue.

Approaching the work in greater detail, commentators are inclined to stress
either the structural-motivic characteristics, or the symbolical-numerological
elements that may be observed. For example, the 9/8 time signature may be
considered as a Trinitarian symbol, and there are numerous other implications,
including seven thematic elements. :

Regardless of approach, it does seem evident that there is a closer than usual
relationship between the prelude and the fugue. Peter Williams discusses this
relationship in The Organ Music of Bach (Vol. I, p. 159) together with a
detailed analysis. He comments on the "very dramatic harmonies near their
closing tonic pedal points... suggesting as close a relationship between the
movements as can ever be demonstrated in a Bach organ work." He further refers
to the short subjects, harmonic parallels, and finally to "the grand pedal point
of the fugue" which 'answers' the succint close of the prelude... The final
stages of both movements are derived from the basic theme."

ORGANBOOK I (1967)
William Albright

William Albright is one of the most distinguished of the composers who are
exploring new possibilities in sonorities and compositional tethniques for the
organ. Currently on the faculty of the University of Michigan, Dr. Albright has
studied with Ross Lee Finney, George Rochberg, Marilyn Mason, Olivier Messiaen,
and Max Deutsch. He is recipient of numerous commissions and awards, among them
the Queen Marle—Jose Prize (1968) for Organbook I. The composer has written the
following commentary:

"The title, an adaptation of the popular French Baroque term Livre d'Orgue,
implies a collection of relatively short works, each of which deals with a
sonoral aspect of the instrument and a particular type of composition.
'Benediction' employs only the softest sounds of the organ: flutes,
strings, celestes. They are slowly unrolled in expansive harmonies, the
slow motion and dynamics of which allow for an appreciation of the beauties
of sound. 'Melisma' is basically a single line, expanded and exaggerated
beyond recognition. Scalar lines are transformed into handfuls of cluster
glissandi, fast notes suddenly become static chords. 'Fanfare' is a
demonically fast, toccata-like movement using full organ. 'Recessional' is
atmospheric with a distorted perspective: a rich and lush wall of sound
containing tonal 'windows'."




CHORALE FANTASTA "NUN FREUT EUCH LIEBEN CHRISTEN G'MEIN", BuxWV 210
Dietrich Buxtehude

The chorale fantasia, a free treatment of the chorale melddy, reached its culmi-
nation in North Germany at the time of Buxtehude. Josef Hedar writes: "With
the greatly extended chorale fantasia 'Nun freut euch' of no less than 258 bars,
the North German fantasia form has reached... that stage of development that had
been prepared gradually in former periods. Regarding its length, it has a
counterpart in J. N. Reinken's two fantasias 'Was kann uns kommen an' and 'An
Wasserflissen Babylon'..."

Al though Martin Luther's hymn "Dear Christians, one and all rejoice" remains un-
familiar to many outside certain branches of the Lutheran Church, we may believe
that at the time of Buxtehude the hymn was so familiar that the listener could
easlily recognize the phrases and motifs as they are developed. An abbreviated
outline illustrates the unfolding of this splendid fantasy:

SECTION MEASURE (Beckmann ed.) CHORALE PHRASE

Introduction 1-13 A and B

I. 13-44 A + fragment of A

II. 45-83 B

I11. 83~109 C

Iv. 109-131 C (3/2)

V. - 131-148 D (12/8)

VI. 149-166 D cont. (4/4)

VII. 167-193 E (most chromatic section)

VIII. 193-220 E (first three notes)

IX. 220-238 E (completion)

X. 239~ Coda
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SONATA FOR ORGAN, OPUS 86 (1960)
Vincent Persichetti

Vincent Persichetti, a fire-long resident of Philadelphia, was educated at the
Combs College of Music, the Philadelphia Conservatory, and the Curtis Institute
of Music. For many years he was organist-choirmaster of the Arch Street Pres-
byterian Church. Dr. Persichetti teaches at the Juilliard School and is
Director of Publications for the music publishing firm of Elkan-Vogel.

The Sonata for Organ was commissioned by the St. Louis Chapter of the American
Guild of Organists for its 50th Anniversary celebration in 1960 and was first
performed that year by Dr. Rudolph Kremer. The composer analyzes his Sonata as
follows: —

"The material of\the entire sonata stems from the first measure of the
introductory Andante. These are the important elements: 1. the auxiliary
figure (mordent); 2. the descending seventh (in the pedals); and 3. the
melodic third followed by the melodic sixth (right hand). The first theme
is based upon elements 2 and 3. The second theme is based upon the mordent
element. The elements combine temporarily in a closing theme. The
development section unfolds hidden material for use in later movements.

"The second movement transforms lyric suggestions of the sonata's introduc-
tion (ABAB). The finale is a virtuoso treatment of the three elements of
the first movement. An amiable second theme brings the sonata's first two
measures into thematic blossom.”

GRANDE PIﬁCE SYMPHONIQUE, OPUS 17
Cesar Franck

The Grande Piéce Symphonique (1862) is a relatively early work that forshadows
both Franck's Symphony in d minor and the many organ symphonies of later compo-
sers. Norbert Dufourq calls it "a sort of hyphen in organ music between the
classical sonata and the nascent organ symphony." He further eulogizes "the
beauty of the themes, and the youthfulness that impels the initial figure in the
Allegro, the serenity of the answering figure, the melodic and harmonic richness
of the Andante, and the strength imparted to the finale by the harmonized song
soaring over a powerful counterpoint in the pedals, the joyfulness conferred
thereon by the key of F Sharp Major —— these are only some of the assets of a
score whose liabilities are limited to stretches of too-pianistic writing and
some concessions to the taste of the times." The movements are played without
pause.
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