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Dritter Teil der Klavierübung
1 | Fugue in E-flat Major J. S. Bach 7:53

(BWV 552, 2) (1739) 1685-1750

2 | Choral (Op. 49, No. 3) (1876) Alexandre Guilmant 3:58
1837-1911

3 | Strophe pour l’hymne: Guilmant 1:34
“Sacris solemniis” (Op. 65) (1890)

Les Voix de la douleur chrétienne (“Voices of Christian Sorrow”) (1921)
4 | In Memoriam: Joseph Jongen 4:39

IV. Recordare Jesu Pie 1873-1953
5 | Épitaphe Henri Defossé 2:41

1883-1956
6 | Choral: “Justorum animae Jacques Ibert 8:57

in manu Dei sunt” 1890-1962

7 | Souvenir (1983) John Cage 8:01
1912-1992

8 | Neofantasy (1990) Karl Kohn 13:25
b. 1926

9 | Fanfares (2008) Tom Flaherty 7:18
b. 1950

TOTAL TIME: 58:26
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T he large collections that Johann Sebastian Bach
made in the last two decades of his term at Leipzig
(1730-1750) unquestionably contain much of his

greatest music. Among these collections are the four
publications with the titles Clavierübung (“Keyboard
Practice”), Das wohltemperirte Clavier (“The Well-tempered
Clavier,” second part), The Musical Offering, and the Art of
Fugue. In Bach’s own compositional career, and indeed in
the history of keyboard music, his Clavierübung occupies a
special position, for it includes a large body of works for
harpsichord and organ that Bach himself selected for
publication while he was at Leipzig: 

Part I (1731): Six Partitas 
Part II (1735): Italian Concerto and French Overture 
Part III (1739): Various Preludes on the Catechism 

and Other Hymns for the Organ 
Part IV (1741-42): “Goldberg Variations” 

The Fugue in E-Flat Major was published in the Dritter
Teil der Klavierübung (1739), Bach’s first printed organ
collection, which bore the title “Third part of the Keyboard Practice
consisting in Various preludes on the Catechism and Other Hymns for the
Organ for Music Lovers and especially for Connoisseurs of such Work, to
refresh their Spirits composed by Johann Sebastian Bach . . .” Bach’s title
points directly to a series of twenty-one chorale preludes on Lutheran tunes
that makes up the bulk of the collection. The twenty-one chorale preludes
in this collection fall into two broad categories – the “large” settings for
manual and obligatory pedal and the “small” settings for manual alone.
Surrounding these twenty-one chorale preludes Bach placed free organ
works, not mentioned in the title of the volume. The opening Praeludium
and the closing Fuga, both in E-flat Major and both displaying a rich five-
voice texture, frame the collection. The Prelude has long been regarded as
an extraordinary work even for Bach. The Fugue in E-Flat Major depends

on three differentiated types of material here arranged in a tripartite
structure with magisterial proportions: each of the main sections, A through
C, consists of a fully developed fugue on a distinctive subject in which fugue
subjects may be combined in sections B and C (subjects A and B combined
in the second section and subjects A and C combined in the third and final
section). Finally, Bach included within this print four duets – four two-voice
pieces – preceding the closing fugue. In the Dritter Teil der Klavierübung
Bach provided examples of two-voice, three-voice, four-voice, five-voice,
and six-voice contrapuntal writing within the twenty-seven pieces.

Having studied organ with his father in Boulogne-sur-mer, Alexandre
Guilmant became organist at Saint Nicolas in 1853, at age 16. Guilmant
established his reputation as an organist in Paris in the 1860s. After study
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in 1860 with J.N. Lemmens in Brussels, Guilmant performed in inaugural
concerts on organs built by Aristide Cavaillé-Coll, including that at Notre
Dame in Paris in 1868, and received an appointment as organist at La Trinité
in 1871. He played the three-manual Cavaillé-Coll organ at La Trinité for
thirty years and taught organ at the Conservatoire and also at the Schola
Cantorum, which he helped found in the 1890s. In August of 1878 he played
the inaugural concert on the new four-manual organ built by Cavaillé-Coll

for the Salle des Fêtes at the Palais du Trocadéro (Paris). Guilmant went on
to design a number of successful concert series at the Palais du Trocadéro.
A celebrated recitalist, he performed not only in Paris but in many other
countries as well, and he performed in the United States: he played forty
programs at the St. Louis World’s Fair in 1904. As a composer, Guilmant
wrote a staggering amount of music, most of it for organ, including multi-
movement sonatas, stately marches, character pieces, and many works
based on plainchant. The compositions heard in this recording were
published in L’Organiste pratique “The
Practical Organist,” 5e livraison, Op.
49 and in L’Organiste liturgiste “The
Liturgical Organist,” Op. 65, a
collection which includes about sixty
works, most from the 1880s and
1890s, based on plainchant. 

Les Voix de la douleur chrétienne
(“Voices of Christian Sorrow”)
(Volume I, 1921), edited by l’Abbé
Joseph Joubert, was published in
Brussels between 1921 and 1924. The
work was dedicated “to the heroes of
the war,” which had ended in 1918,
and the work was sold to support the
reconstruction of damaged or ruined
churches, such churches providing a
poignant visual reminder of the
ferocity of the Great War. The title
page indicates that the collection was
intended to bring together newly (or
recently) composed works suitable for organ or harmonium. Abbé Joseph
Joubert (1878-1963) held the position of organist at the Cathedral of Luçon:
he pursued studies at the Schola Cantorum in Paris before he was called
back to Luçon in 1904. He published a monumental eight-volume
anthology, Les Maîtres contemporains de l’orgue between 1912 and 1914.
Les Voix de la douleur chrétienne brings together works by 23 composers
and 42 of the 75 individual movements are related to the Great War. The
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anthology was published in six volumes by Ledent-Malay in Brussels (1921-
1924). The composers represented in the anthology are predominantly but
not exclusively French. Among the compositions by French composers, we
find a rather wide range of pieces in a variety of genres. Memorial
compositions are prominent among the offerings. The table of selected
memorial designations indicates that composers were writing in memory of
family members (Albert Alain), of friends, of students, and in at least one

case, of mothers of soldiers who died for France. The titles of memorial
pieces include “Marche funèbre,” “Épitaphe,” “Suite héroïque,” “Carillon
funèbre,” and “Élégie,” and “Fuga tristis.” The funeral march – “Marche
funèbre” – as a category is illustrated by three compositions (Defossé,
Vadon, and Albert Alain). Tolling bells are certainly not difficult to find in
the anthology: there are a number of carillon pieces, a well-established
genre which gained particular poignancy during the Great War.
In his early years Joseph Jongen studied composition and organ at the

Liège Conservatory.  In the early 1890s he served as a church organist in
Liège.  After visits to a number of cities in Germany, Jongen went to Paris
in 1900.  In 1905 he held teaching positions both in Brussels and at the
Liège Conservatoire. Jongen and his family lived in England during the
Great War.  In the 1920s he was appointed to the faculty at the Brussels
Conservatoire and he later became its director.  The earliest works for organ
were composed between 1890 and 1898.  Jongen composed a number of
works for harmonium between 1908 and 1921.  The suite titled “In
Memoriam: Quatre Improvisations,” the last of the works for harmonium to
be published (in 1921, in the first volume of Joubert’s anthology), included
“Requiem aeternam,” “Pie Jesu,” “Quid sum miser,” and “Recordare Jesu
Pie.”  “Recordare Jesu Pie,” a lyrical work in A B A’ form, is marked
“Andantino amabile.”
Compositions by Henri Defossé appear in volumes one and four of

Joubert’s anthology. Defossé, identified by Joubert as a Professor at the Paris
Conservatoire and as an “Organiste à Paris,” composed a number of works
between 1905 and 1936. The first volume of the anthology includes two
pieces by Defossé dedicated to the memory of individuals who died on the
battlefield (“Marche funèbre” and “Épitaphe”). Defossé dedicated the
“Épitaphe” to the memory of Lucien Maillieux, who died “on the field of
honor” (“A la mémoire de Lucien Maillieux, Mort au champ d’honneur”). The
composer calls for the trumpet stop in the expressive division of the organ,
the Récit (Swell), and he includes signs in the score indicating when to open
and close the swell shades.
At the age of twenty Jacques Ibert began studies in harmony and

counterpoint at the Paris Conservatoire. In Gedalge’s counterpoint class
Ibert met both Honegger and Milhaud, two composers who some years later
became associated with the group known as “Les Six.” During the war years
Ibert functioned as a nurse and stretcher-bearer at the battle front, and also
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served as a naval officer stationed at Dunkirk. After the war he won the Prix
de Rome (1919). The first public performances of Ibert’s compositions took
place in the first half of the 1920s (the Lamoureux Orchestra, conducted by
Paul Paray, performed Ibert’s Escales in 1924). The critic René Dumesnil
wrote in 1930 that Ibert was one of the most accomplished musicians of the
“war generation.” At the head of his Choral Ibert included the phrase
“Justorum animae in manu dei sunt” and the source of this quotation as
“Sap. III, 1.” The first verse in Chapter 3 of the Wisdom of Solomon (The
Books of the Apocrypha) begins with the words: “But the souls of the
righteous are in the hand of God.” 
Having graduated from Los Angeles High School in 1928, John Cage

attended Pomona College 1928-30.  Cage returned from a year in Europe to
Los Angeles in 1931 where he remained until he accepted a position at the
Cornish School of the Arts in Seattle, WA (1937).  In 1942 he moved to New
York where he remained until his death in 1992.  
A prominent figure in the avant garde through much of the twentieth

century, John Cage composed a considerable number of keyboard pieces,
including Sonatas and Interludes for prepared piano (1946-48), Suite for Toy
Piano (1948), a Concerto for prepared piano and chamber orchestra (1951),
HPSCHD for harpsichords(s) and tape(s) (1967-69), and Cheap Imitation
(1969), a “metamorphosis” for piano of Erik Satie’s Socrate (1918).  In his
Souvenir, commissioned by the American Guild of Organists and published
in 1983, Cage explores materials that could be described, by almost any
standard, as minimal.  At the broadest level, the structure might be
described as A – A’ – A”. At the same time Cage’s “Souvenir” is full of
contrasts in style, in timbre, and in register.  
John Cage returned to Pomona College in 1988 to take part in a

symposium titled “Music in Post-Modern America” planned as part of the
centennial celebration of the college.  Cage participated in a session titled
“Reactions; A Look Toward the Future.”  One of his compositions, “Music
for 14” (1984-1987), was performed at the Pomona College symposium.   
The composer Karl Kohn has provided the following biographical and

program note:
Karl Kohn, born in Vienna in 1926, was educated in New York

and at Harvard.  He has been a Fulbright Research Scholar in
Helsinki, and has held fellowship grants from the Guggenheim,
Howard, and Mellon Foundations, as well as four fellowship grants
from the National Endowment for the Arts.  He taught several

summers on the faculty of the Berkshire Music Center at Tanglewood.
With his wife, Margaret, he has performed widely, in this country and
abroad, music for two pianos and piano, four hands, with emphasis
on the twentieth-century repertoire.  He taught at Pomona College
from 1950 to 1994, and is Professor of Music and Composer in
Residence, Emeritus.  The principal publishers of his compositions are
Carl Fischer, G. Schirmer (available from Shawnee Press), and Edition
Contemp Art, Vienna.  His music of recent years is available from
Theodore Front Musical Literature, Inc.

In its formal structure this composition harks back to both the
sixteenth-century toccata with its alternating sections in free keyboard



7

and imitative style, as well as the fantasia’s fugal elements. The
harmonic and contrapuntal materials, however, make reference to a
broad span from the Baroque era through the nineteenth into this
century. The title Neofantasy is intended to reflect this referential,
what may be considered post-modern, aspect of the work. 
While the Neofantasy carries out compositional strategies that bring to

mind the grand fantasies of Sweelinck in the early seventeenth century –
involving various explorations of subjects through imitative textures,
augmentation and diminution – the work embodies the spirit of late
nineteenth-century organ works that are even today well known to
organists. Relying on contrapuntal techniques and rich harmonic language,
and on a general dynamic structure that depends on the transformation of
a noble chorale-like theme which finally reaches its apotheosis in the
conclusion of the work, the Neofantasy carries on the spirit and the
principles associated with the Franck Chorals of 1890, now reconfigured in
a post-modern statement whose aesthetic draws, in many ways, on the
lyrical impulse.                              

The composer Tom Flaherty has provided the following biographical and
program note:

Tom Flaherty is a composer and cellist who works with music for
humans and electronics.  He earned degrees at Brandeis University,
S.U.N.Y. Stony Brook, and the University of Southern California.  In
2015 a recording of his Airdancing for piano, toy piano, and
electronics was nominated for a Grammy.  His composition has been
supported by the National Endowment for the Arts, the National
Endowment for the Humanities, American Music Center, the Pasadena
Arts Council, the Massachusetts Council for the Arts and Humanities,
the Delius Society, the University of Southern California, Meet the
Composer, and Yaddo.  Published by G. Schirmer, Inc. and American
Composers Editions, his compositions have been recorded on the
Albany, Bridge, Capstone, Klavier, Reference, and SEAMUS labels.
He is John P. and Magdalena R. Dexter Professor of Music at Pomona
College. 

He suggested a celebratory piece, like a fanfare, and intended the
piece to follow John Cage’s amiably quirky Souvenir and
to precede Franck’s magisterial Chorale. The term
‘fanfare’ seemed just the thing for the occasion. Direct,
festive, and joyful, the resulting piece presents several
fanfare tunes in succession, and combines them near the
end, in the meantime exploring some of the many sonic
possibilities of the Fisk organ.
Tom Flaherty’s Fanfares was written for William

Peterson who played the premiere on the inaugural series of
concerts on the Fisk organ at San Luis Obispo Performing
Arts Center in 2008. The work focuses on a memorable and
rhythmically animated motive.  The primary thematic unit
moves in different directions as it reappears throughout the
course of the work, the form of which involves contrasting
passages, as well.  While the initial presentation of the
primary theme features Principals 8’ and 4,’ the penultimate
presentation of the theme features the “Trompette” stops of
the Swell and Great divisions heard in dialogue. The final
section of the piece brings the “Fanfares” to a close with the
full resources of the Fisk organ.  

—WILLIAM PETERSON

BRIDGES HALL,  POMONA COLLEGE
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B ridges Hall of Music, one of the oldest buildings on the
Pomona College campus, now houses a splendid Fisk
organ. Pomona College, the founding member of The

Claremont Colleges located at the eastern edge of Los Angeles
County at the foot of the San Gabriel Mountains, first offered
instruction in 1887. The Dedication of the three-manual Fisk
organ, on 12 October 2002, marking the 115th anniversary of
the founding of the College, is the culmination of a planning
effort which has for many years focused on the question of how
best to design a new instrument for an old Hall of Music.
Indeed, Bridges Hall, a gift of the Bridges family, is not simply
a building dating from 1915 but one of the most distinguished
buildings designed by the notable architect Myron Hunt.
The plan for Bridges Hall provided for an organ above the

stage. The instrument — with four manuals and 41 stops — was
built by Moeller and installed in 1915. In anticipation of the
completion of Bridges Hall, the College hired a new faculty
member: Walter E. Hartley, having earned degrees from Yale
and having studied with Charles-Marie Widor in Paris, arrived
in Claremont in 1915 to take up his responsibilities as College
Organist. His dedication concert, played in January 1916, was
the first concert in the inaugural year of a series entitled Artists
Course, a series which continued for many years. The Artists
Course brought distinguished musicians to the campus: among
the concerts arranged for 1917 was one by Joseph Bonnet of
Paris. The organ and its repertoire held a valued place within
the college music program, then, from the time Bridges Hall
was complete in 1915-16.]
The preparation for the installation of Fisk Op. 117 in

Bridges Hall began in the 1980s when a Department of Music
committee, initiating a long-range planning effort, put together
an historical account of the organ for reference in assessing

8

THE HILL MEMORIAL ORGAN            C .  B.  FISK • OP.  117

Named in honor of Carrie Schitker Hill, given in memory by the Hill family.
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budgetary needs associated with the
maintenance of the instrument. The most
extensive change took place in 1939 when
Moeller incorporated about a dozen ranks
from the old organ into a new design for a
four-manual instrument with over 50 stops,
made possible by a gift offered for this
purpose by the Bridges family. This organ
was planned by a team from the
Department of Music including Joseph
Clokey, then College Organist, and William
Blanchard, working with the vice-president
of the Moeller firm. When Clokey left the
college in 1939 to accept a position in Ohio,
Blanchard was appointed College Organist
and he played a dedicatory recital in 1939.
Additional work was carried out in the
1960s and in the 1970s when Moeller built
a new console (in consultation with
Blanchard) and Manuel Rosales initiated a
tonal renovation of the instrument (in
consultation with David McVey). Faced with
the prospect of allocating a considerable
amount of money for the purpose of
maintaining the organ in playable
condition, the committee in the 1980s
reviewed a range of strategic planning
options relating to the instrument in
Bridges Hall. Acknowledging that the organ
had provided many decades of service to
the community, the Department of Music recommended that the College
replace the existing organ with a new instrument.
Several years later the Department of Music learned that members of the

Hill family of Upland, California, had generously offered to provide Pomona
College with a new organ for Bridges Hall. John Hill and Eugene Hill, alumni
of Pomona College, gave the new organ in honor of their mother, Carrie
Schnitker Hill. After reviewing proposals from three outstanding organ

builders, Pomona signed a contract with
C.B. Fisk in 1996. The College formed a
committee to plan the renovation of Bridges
Hall, recognizing that all appropriate work
on the Hall should be completed prior to
installation of the new organ. The
committee included members of the
Department of Music along with
representatives from Campus Planning, an
architectural firm, and a contracting firm.
Throughout the planning stage, this
committee maintained regular
communication with the Fisk shop in
Massachusetts and with Dana Kirkegaard,
acoustical consultant, in Illinois. The same
committee monitored the renovation carried
out while the Hall was closed from 2000
through 2001. Installation and voicing of
the Fisk instrument took place between May
of 2001 and April of 2002. We are all
grateful for the expertise, experience,
dedication, and good will brought to the
last phase of this project by the Fisk team
working in Bridges Hall.
The new Fisk organ will be heard in

Convocations, in organ recitals, and in
concerts presented by ensembles within the
Department. Organ students will have
access not only to the Fisk organ but also to
instruments by Flentrop and Von Beckerath

housed in Thatcher Music Building which has, since 1970, been the home of
the Department. The Fisk organ is the most recent addition to the
Department’s notable collection of instruments, which also includes pianos,
harpsichords, a fortepiano, a clavichord, and a gamelan made in Bali. The
music program itself, building on the many strengths developed over the
past ten decades, today includes nine full-time faculty members and almost
thirty part-time faculty members. A sizeable proportion of the College’s 1360
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students works within the music program each
year: between 500 and 600 students are
registered for courses, for lessons, or in the
eight standing ensembles offered by the
Department in a typical semester.
The inauguration of the Fisk organ within

the renovated hall represents a milestone in the
history of a College, which has for 115 years
worked conscientiously to build an educational
environment worthy of the high aspirations of
its earliest advocates. The success of the
current project was made possible by the
Trustees of Pomona College, and by the
unfailing support of President Peter W. Stanley.
One of the oldest and most distinguished
buildings on the campus, Bridges Hall, is again
ready to provide great music — and great organ
music — to all those who come through its
ornate doors. In a book written almost sixty
years ago, Frank Brackett tried to describe the
importance and aura of Bridges Hall:
“Something came into the life of the College

with this building, something not there before,
something that grows in beauty and multiplies
with each generation . . . Those who have
entered into its atmosphere and absorbed its
inspiration can never forget the stirring
impressions received.”
In celebrating the completion of the

splendid Fisk organ in 2002 we are offering a
tribute to the power and beauty of music. The
extraordinary Hall that the College built for the
community in 1915, with its magnificent new
organ by C.B. Fisk will, we trust, continue to
inspire and challenge new generations
throughout the twenty-first century.

—WILLIAM PETERSON

GREAT • Manual I 
Prestant 16'
Octave 8'
Violoncelle 8'
Spillpfeife 8'
Flûte harmonique 8'
Octave 4'
Open Flute 4'
Quinte 2 2/3'
Superoctave 2'
Terz 1 3/5'
Progressive Mixture 
Full Mixture VI 
Trompette 8'
Trommeten 8'
Clairon 4'

POSITIVE • Manual II 
Principal 8'
Gedackt 8'
Quintadehn 8'
Octave 4'
Rohrflöte 4'
Nasard 2 2/3'
Doublette 2'
Quarte de Nasard 2'
Tierce 1 3/5'
Scharff IV 
Dulcian 16'
Trechterregal 8'
Cromorne 8'

COUPLERS
Positive to Great 
Swell to Great
Swell to Positive 
Machine on Great 
Octaves graves 
Great to Pedal 
Positive to Pedal 
Swell to Pedal
Swell Super to Pedal
Great and Positive Tremulant
Swell Tremulant

SWELL • Manual III, enclosed
Bourdon 16'
Diapason 8'
Viole de gambe 8'
Voix céleste 8'
Flûte traversière 8'
Prestant 4'
Flûte octaviante 4'
Quinte 2 2/3'
Octavin 2'
Plein jeu IV 
Bombarde 16'
Trompette 8'
Hautbois 8'
Voix humaine 8'

PEDAL • 32 notes
Bourdon 32' 
Contrebasse 16' 
Prestant 16' Great
Bourdon 16' Swell
Octave 8'
Flûte 8' Contrebasse
Violoncelle 8' Great
Spillpfeife 8' Great
Octave 4'
Mixture IV
Contra Posaune 32' 
Posaune 16' (32') 
Trompette 8' Great
Trommeten 8' Great
Clairon 4' Great

THE HILL MEMORIAL ORGAN  
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Flexible Wind
Balanced Swell Pedal

Key action: Direct mechanical (tracker)
Kowalyshyn Servo-pneumatic Lever
Stop action: Electric Solenoid
Combination Action: A modern solid state
action with multiple levels of memory.

A single cabinet of mahogany, designed 
to harmonize with and adorn the 
interior of Bridges Hall of Music, 
taking inspiration from the existing 
woodwork and including carvings by 
Morgan Faulds Pike.

Front pipes of polished tin.
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W illiam Peterson is the Harry S. and Madge Rice Thatcher
Professor of Music and College Organist, Emeritus, at Pomona
College. He received the M.A. and Ph.D. degrees from the

University of California, Berkeley. Earlier he received the B.A. and B.M. degrees
from Oberlin College and Conservatory. At Oberlin Conservatory he was a
student of David Boe (organ) and Fenner Douglass (harpsichord). In Claremont
since 1979 he has offered frequent recitals on the College’s Beckerath (1970),
Moeller (1915/1939) and Fisk (2002) organs. He has presented concerts at
various locations in the United States, performing a number of all-Bach
recitals throughout his career, including complete performances of
Bach’s Dritter Teil der Klavierübung. He has also presented a number of
concerts focused on French music, including “French Organ Music, 1870-
1920,” and “French Organ Music from the Time of World War I.” As a scholar
he has worked extensively on French organ music of the nineteenth and early
twentieth centuries. He is co-editor with Lawrence Archbold of French Organ
Music from the Revolution to Franck and Widor (University of Rochester Press,
1995). His article, “Storm Fantasies for the Nineteenth-Century Organ in
France,” appeared in Keyboard Perspectives (2009). A translation of this article
was published, in 2010, in the Belgian periodical Orgelkunst. With his brother,
the political scientist James Peterson, he has given eight papers in recent years
on Czech music and politics in the period 1848-1924. In 2014 they presented
a paper titled “Czech Musical Memorials to the World War I Dead, 1918-1924”
at a conference in San Antonio, Texas. Research projects have been supported
by a Fulbright research grant (1985-86, in Belgium), by the Mellon
Foundation, and by the Pomona College Research Committee. William
Peterson gratefully acknowledges the award of a Sontag Fellowship for
2017/18, from the Dean of Pomona College.
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