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Bach on the King of Instruments 
 

Stephen Buzard, organist 
 

JOHANN SEBASTIAN BACH  (1685 – 1750) 
 

  
Prelude and Fugue in B minor,  BWV 544 

 
Passiontide Chorales from the Orgelbüchlein 
  

Da Jesus an dem Kreuze stund,  BWV 621 
 Christus, der uns selig macht,  BWV 620 
 Christe, du Lamm Gottes,  BWV 619 
 O Lamm Gottes, unschuldig,  BWV 618 
 Hilf, Gott, daß mir’s gelinge,  BWV 624 
 Wir danken dir, Herr Jesu Christ,  BWV 623 
 O Mensch, bewein dein Sünde groß,  BWV 622 

 
Prelude and Fugue in G Major,  BWV 541 

 
From the Great Eighteen Chorales   

 

 Allein Gott in der Höh sei Ehr  
a 2 Clav. e Pedale, Canto fermo in Soprano, BWV 662 

 Allein Gott in der Höh sei Ehr  
a 2. Clav. e Pedale, Canto fermo in Tenore, BWV 663 

 Trio super Allein Gott in der Höh sei Ehr, BWV 664 

 
Toccata, Adagio, Fugue in C Major, BWV 564 
 
Mr. Buzard has requested that applause be reserved until the end of the performance.  



 
 
 

PROGRAM NOTES 
 

 

Johann Sebastian Bach was a multi-faceted musician writing for a number of contexts both 

sacred and secular, but it was his vocation as a church musician that provided both the 
opportunity and the inspiration for his greatest work. In the 18th-century, a Lutheran music 
director ,or Kantor, would have been expected to provide original compositions for choir, organ, 
and orchestra on a routine basis. Bach was not unusually prolific in writing a cycle of cantatas 
and passions to span the entire the Lutheran lectionary. In an era of nascent music publishing 
and constantly evolving styles and theologies of church music, new composition was necessary. 
Bach may even have been considered quite conservative for his time, recycling the works of older 
composers more than was typical. What set Bach apart was his deep understanding of theology 

and his ability to communicate this through his music. His sacred works overflow with symbolism, 
imagery, and musical puzzles that point to a deeper understanding of the Christian faith. This 
genius is most clearly expressed in Bach’s cycles of chorale preludes: the Orgelbüchlein, the so-
called “Great Eighteen,” and Clavierübung III. 
 
This evening’s program highlights sections from the first two of these cycles, interspersed with 
three of Bach’s most beloved free-works for organ. The Prelude and Fugue in B minor, BWV 544 is 
an unusual prelude and fugue in many ways. Though Bach is always economical, the texture of 
the prelude is very thin at times, often just a duet between two voices. It follows the Italianate 
ritornello form which Bach learned by studying the concertos of Vivaldi; the declamatory opening 
theme returns in various keys and contexts, interspersed with free episodic material. The Fugue’s 
primary material is far more staid and understated, almost boring in its simplicity. It is this 
simplicity, however, that allows Bach to employ the full genius of his contrapuntal craft, expanding 
this stepwise subject to encompass many moods and secondary motives. While there is no explicit 
program to the Prelude and Fugue (or to any of Bach’s free-works), the tragic nature of the piece 
and choice of B minor as key make it an apt overture to the Passiontide chorale set. Bach often 
selected B minor as a key for his Passion-inspired music, most notably Erbarme dich from the St. 
Matthew Passion. It is a key that demands many sharps (in German called Kreuzen, literally 
“crosses”), especially as one wades into the key of the dominant, F-sharp minor. It is also a key 
that sounds unstable and unsettling in the unequal temperaments, or tunings, of Bach’s day. 
 
Contrary to its name Orgelbüchlein, the “Little Organ Book” is anything but little. Had Bach 
completed the original plan, it would be roughly three times the length. And even though each 
chorale setting is just one or two pages in length, there is nothing “little” about their composition 
either. Each is a microcosm containing a world of theological and musical significance, and an 
organist studying them for years can still find something new. 

 
Bach intended the Orgelbuchlein as both a practical work and a piece for study. Spanning the 
liturgical year from Advent through Christmas, Epiphany, Lent, Passiontide, Easter, and Pentecost, 
the cycle encompasses most of the chorales in common usage in Bach’s churches. Its original 
scheme would have set the entire hymnal. The dedication page of the manuscript gives us as clue 
as to Bach’s impetus for the project: 
 
Dem Höchsten Gott allein’ zu Ehren, 
Dem Nechsten, draus sich zu ehlehren. 
In honor of God alone, 
That my fellow man his skill may hone. 
 
 
 



 
 
As a pedagogical tool, the Orgelbüchlein is especially ingenious. The cycle is essentially an 
encyclopedia of compositional techniques including canon, ornamented chorale, free fantasy, trio, 
and many others. Though each chorale can be quite complicated, the small scale makes them 
relatively quick to learn, allowing the student to encounter and conquer each element in a direct 
and intentional way. 
 
These chorales were not necessarily intended to be presented back-to-back, so I have adjusted 
their order to present a better flow of key relationships and moods. There are seven Passiontide 
chorales, a doctrinally significant number: seven days of creation, seven deadly sins, seven virtues, 
and seven last words from the cross. Da Jesus an dem Kreuze stund is a meditation on the seven 
last words from the cross. The pedal line is marked by a series of syncopations representing Christ 
languishing on the cross. 
 
As Jesus hung on the cross and His body was wounded with such bitter pain, 
Consider in your heart the seven words that He spoke there. 

 
Christus, der uns selig macht is a dramatic depiction of Christ’s arrest and procession to Golgotha. 
It is written as a canon between the soprano and bass lines playing the chorale melody (cantus 
firmus) and close imitation between the alto and tenor. This canonic, imitative treatment may 
symbolize two things: the command to take up the cross and follow Christ or a reference to being 
“led before godless people” in the first stanza. 
 
Christ, who makes us blessed, and who had done no evil, 
For us was taken at midnight like a thief, 
Led before godless people, and falsely accused, 
Jeered, mocked, and spat upon, as the Scripture says. 
 
Christe, du Lamm Gottes is also a canonic chorale, this time at the twelfth. Written in five voices, 
the manuscript specifies the hands to play on separate keyboards, allowing the canon to be more 
clearly heard. As in the previous chorale, the accompanimental material is also closely imitative. 
 
O Christ, Lamb of God, 
You who bear the sin of the world, 
Have mercy on us! 
 
Written in a similar affect to a similar text, O Lamm Gottes, unschuldig is also a canon, this time 
at the fifth between the pedal (in the tenor register) and the alto voice. In this case, the canon 
seems to symbolize Christ’s obedience to God’s will in his Passion. The second voice of the canon 
is almost buried in the texture of the accompanying voices, requiring one to listen very carefully to 
catch it. The accompaniment sets up a pastoral scene which becomes dark and foreboding as the 
chorale is developed. It is one of the longer and more ornate of the Orgelbüchlein settings. 
 
O Lamb of God, slaughtered though innocent on the tree of the cross, 
Always found patient, even when scorned! 
You have borne all sin, for otherwise we would have to despair. 
Have mercy on us, O Jesus! 
 
In Hilf, Gott, dass mir’s gelinge, we hear the pain and suffering of the Passion of full display. 
Specified for two manuals and pedal, the right hand is written in an unusual canon. The voices 
enter a tritone apart (the “devil’s interval”) and alternate between imitation at the fourth and at the 
fifth. This may reflect the chorale text “help me force these syllables into rhyme.” The left hand 
seems to represent flagellation or the eager scurrying of the crowd to get in on the action. The pedal 
is extremely disjointed with many awkward syncopations. Perhaps this represents Christ’s struggle 
in carrying the cross. 
 



 
 
God, my noble Creator, help me to force these 
syllables into rhyme to the praise of your glory! 
So that I may joyfully begin to sing of your Word, 
Lord, stand by me! 
 
Wir danken dir, Herr Jesu Christ takes a decidedly more joyful turn, reminding us that the Passion 
story is ultimately one of the good news of salvation. It is the simplest and most direct of the 
Passiontide chorales, presenting the melody in the soprano with motivic variation beneath. 
 
We thank you, Lord Jesus Christ, that you died for us 
And have made us, through your precious blood 
Just and good in the sight of God. 
 
O Mensch, bewein dein Sünde groß is the longest and most poignant chorale in the Orgelbüchlein. 
It is an ornamented chorale in which the cantus firmus is presented as an embellished solo. The 

most remarkable aspect of this setting the ending which becomes quite chromatic, venturing into 
the shocking key of c-flat major for a brief period. 
 
O man, lament your great sin, 
For the sake of which Christ left his Father’s bosom and came to earth. 
Of a pure, gentle virgin Jesus was born for us; 
He wanted to become the Mediator. 
He gave life to the dead and put aside sickness, 
Until the time arrived that He should be sacrificed for us. 
He bore the heavy burden of our sins stretched out on the cross. 
 
The Prelude and Fugue in G Major, BWV 541 is one of Bach’s most joyful pieces. Like the B minor, 
it was clearly inspired by the music of Vivaldi, particularly the concerto-like flare of the opening 
bars. In true ritornello fashion, much of the drama comes from the dialogue between a single line 
and a response from the full ensemble. The fugue is also quite instrumental in nature. The subject 
is based on repeated notes, a rare feature of organ music that demands facility from both player 
and the particular instrument’s action. Bach’s full technical genius is on display here, particularly 
in the closing stretto, marked by overlapping entrances of the theme and a thickening of the texture. 
 
Bach began composing the “Great Eighteen” chorale preludes in Weimar around the time when he 
wrote the Orgelbüchlein, finishing and refining them years later in Leipzig (hence their other 
moniker “The Leipzig Chorales”). They are of much larger scale than the Orgelbüchlein chorales. 
Whereas in the Orgelbüchlein Bach seems to distill the chorale prelude into its most efficient times, 
praising Father, Son, and Holy Spirit. The first chorale is an ornamented chorale like O Mensch, 
bewein, but with a much less sorrowful mood. It opens murkily with just a single voice emerging 
from silence, possibly a representation of creation. The second setting is a step lower, representing 

God coming down to earth in the form of the Son. Written for two manuals and form, in the “Great 
Eighteen” he takes it to its limit of expression and scope. Allein Gott in der Hoh sei Ehr is the German Gloria 
and a tune often included in modern hymnals. Bach sets it three pedal, the chorale melody is embellished 

in the tenor voice on a solo stop. As in the G Major Prelude, much of the effect comes from a 
dialogue between the soloist and the ensemble. In this instance, one can hear these moments 
sounding like the tenor voice instructing the other voices, as they often spin out in imitation of 
what was just said. Another clue that this chorale represents the earthly ministry of Christ comes 
toward the end when the solo voice is suddenly abandoned, cut off by a dramatic adagio in the 
Passion-inflected key of B minor. The third Allein Gott setting is in trio sonata form, quoting the 
melody only in small motivic spurts until the concluding pages. The three-voice texture hints at 
the third person of the Trinity. The spinning motive at the start represents the rushing wind 
accompanying the Holy Spirit at Pentecost. Bach employs a technique called  
 
 



“invertible counterpoint” for much of this chorale prelude, allowing the two upper voices to be 
flipped when material is repeated halfway through. 
 
Bach likely wrote the Toccata, Adagio, and Fugue when he was in his late teens or early twenties, 
and it was likely motivated by a desire to show off his prowess at the organ. Extended pedal 
cadenzas were a common device of the North German organ school, but Bach’s example in the 
Toccata is by far the longest, flashiest, and most difficult of the genre. The Adagio is unique among 
Bach’s output for the organ. It opens with what is essentially a through-composed basso continuo 
solo; in other words, one could easily imagine it transcribed for flute or violin and cello, with a 
harpsichord filling out the harmonies. This devolves into an intensely dense chromatic section 
reminiscent of the toccatas of Frescobaldi. This transition leads us back into C major for the fugue. 
Although this fugue does not contain the level of craft found in the B minor or G major fugues, 
Bach more than makes up for its simplicity with drama and excitement. 
 
           - Stephen Buzard 
_______________________________________________________________________________________________ 

  
Specifications of the Visser-Rowland Organ 

 
HAUPTWERK     POSITIV 

 
16’  Quintaton     8’  Gedeckt   
  8’  Prinzipal      4’  Flöte 
  8’  Rohrflöte      2’  Prinzipal 
  4’  Oktav      1 1/3’ Larigot 
  4’  Nachthorn     III Kleinmixtur (1’) 
  2’  Waldflöte      8’  Krummhorn 
 II   Sesquialtera (2 2/3 + 1 3/5’)             Tremulant 
IV  Mixtur (1 1/3’) 
  8’ Trompette (en chamade) 
      Tremulant 

 
SCHWELLWERK     PEDAL 
 
  8’  Gedeckt      16’  Prinzipal 
  8’  Salizional      16’  Subbass 
  8’  Celeste         8’  Oktav 
  4’  Prinzipal        8’  Gedeckt 
  4’  Blockflöte         4’  Choralbass 
  2 2/3’ Nasat      16’  Fagott 
  2’  Octav        8’  Trompette 
 IV Scharff  (1’)       4’  Schalmey 
16’  Dulzian 

            8’  Trompette   III manuals, 42 ranks, 33 stops  (1989)  Houston, TX.  
           Tremulant 

 
 
WELCOME TO WESTMINSTER CHURCH.  We are honored to be hosts of the opening event of the 
Peoria Bach Festival again this year.  If there is anything you need, or questions, please see a Deacon 
or Usher.  You are welcome to return to Westminster whenever you wish, and with whatever burden 
or joy you might have.  The doors to this parish are open to all … all the time … no exceptions! 

 



 

 
 
 
about the artist … 
 

Stephen Buzard is the Director of Music at St. James Cathedral in Chicago where he 

conducts the Cathedral Choir and plays the organ for worship services and recitals. In 
2017, Mr. Buzard founded the St. James Cathedral Choir School, a chorister program for 
boys and girls in 3rd through 8th grade.  
 
Mr. Buzard came to St. James from Saint Thomas Church Fifth Avenue in New York City 
where he served as Assistant Organist until the untimely passing of their Director of 
Music John Scott in August 2015. Following this tragedy, Mr. Buzard became the Acting 
Organist and Director of Music, directing the prestigious choir of men and boys in their 
rigorous routine of daily services.  
 
Mr. Buzard holds degrees in organ performance from Westminster Choir College and the 
Yale Institute of Sacred Music where his teachers included Ken Cowan, Thomas Murray, 
Jeffrey Brillhart, and Bruce Neswick. Between degree programs, Mr. Buzard spent a year 
in England as Senior Organ Scholar of Wells Cathedral where he accompanied and 
conducted in daily services and assisted in the training of the boy and girl choristers. 
 
Mr. Buzard was raised in a household full of organ music. His father is the president and 
founder of Buzard Pipe Organbuilders, and his mother is the organist-choirmaster at the 
Chapel of St. John the Divine in Champaign, Illinois. Mr. Buzard is an Associate of the 
American Guild of Organists and has been named one of the “top 20 organists under 30” 
by The Diapason magazine. 
 
In addition to his church work, Mr. Buzard keeps a busy solo recital schedule. His 
recording “In Light or Darkness,” available through Delos Records, has received wide 
critical acclaim. A reviewer for The Diapason wrote: “Buzard paints the color and shape 
of every phrase with a maturity belying his youthfulness… if this level of skill doesn't 
dazzle you, then I do not know what will.” Mr. Buzard is under exclusive management of 
Karen McFarlane Artists. For more information, please visit www.stephenbuzard.com. 
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Organ by Visser-Rowland 

Houston, Texas 
1989 

 



 
 

SUPPORTERS OF THE IBEN SERIES    2016 – 2017 SEASON 
 

WHOLE NOTE ($500 and above) 
 

Denise and Thomas Clark-Jones 
Mark J. Sommerfield 

 
HALF NOTE  ($250 – 499) 

 

Anonymous    
Mary Dill 

 
QUARTER NOTE ($100 – 249) 

 

Peggy Carter 
Brooks and Linda McDaniel 

 
EIGHTH NOTE  ($50 – 99) 

 

Anna Bussian and Horst Prokaska 
Carol Borders 

Dick and Norma Helfrich 
John and Bonnie Jackson 

Dick Marsho 
Alice M. Nash 

Lee and Edna Nugent 

 
SIXTEENTH NOTE  ($25 – 49) 

 

Hettie Beers 
Terry and Marilyn Bennington-Ryan 

Mildred Dietrick 
Norma Ellington 

Michael and Heather Estes 
Kim and Steve Mitchell 

Kathy Preckshot 
Bettye Thompson 

Bill and Bonnie Williams 
Ilga Williams 

Ed Zempel and Linda Verkler  

      
 

This list was correct to the best of our knowledge as of noon on May 17.  If your donation has been 
overlooked, please contact the music office immediately so we can correct our records. 

 
_________________________________________________________________________________________ 
 

OPEN Hands, open hearts, open minds 
 
 

 


