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Allegro maestoso from Sonata in G Major, Op. 28 	 Edward Elgar  
		  (1857–1934)

Passacaglia in C Minor, BWV 582 	 J. S. Bach  
		  (1685–1750)

Trois pièces, Op. 29 	 Gabriel Pierné
Prélude 	 (1863–1937)
Cantilène
Scherzando

Sportive Fauns 	 Dezso d’Antalffy  
		  (1885–1945)

Fantaisie in A Major 	 César Franck  
		  (1822–1890)

Moto ostinato from Sunday Music 	 Petr Eben  
		  (1929–2007)



Edward Elgar, Allegro maestoso from Sonata in G Major, Op. 28 
Elgar ended his career with knighthood, a royal sinecure as Master of the King’s Music, 
and—thanks in part to his hugely popular Pomp and Circumstance marches—a reputation 
as the most quintessentially English composer of his time. But in the early 1890s, before 
the masterful Enigma Variations of 1901 made him a household name, he was a self-taught 
provincial musician struggling to gain a toehold in London. After a short stint as organist 
of St. George’s Catholic Church in Worcester, he began a decades-long association with 
the city’s Anglican cathedral, whose organist, Hugh Blair, became a close friend. When 
Blair commissioned a short piece to be played at a convention of American organists in 
1895, Elgar composed a four-movement Sonata instead. The opening Allegro maestoso 
is a majestic sonata-form structure featuring a pair of contrasting themes, one bright 
and assertive, the other tranquil and reserved. In light of the fact that Elgar delivered the 
score a mere five days before the premiere, it’s not surprising that Blair’s performance left 
something to be desired. (According to one auditor, “he made a terrible mess of poor Elgar’s 
work.”) Tradition has it that Blair played the now-disused organ that dominates the south 
transept of Worcester Cathedral, with its polychrome case designed by the Gothic Revival 
architect Gilbert Scott. Since that instrument wasn’t inaugurated until 1896, however, it 
seems likelier that the Sonata was premiered on one of the cathedral’s older organs. Another 
Elgarian enigma . . . . 

J. S. Bach, Passacaglia in C Minor, BWV 582 
The greatest of a large family of German musicians spanning several generations, 
Johann Sebastian Bach spent most of his life as a hard-working church musician. But his 
contemporaries knew him best as a consummate virtuoso on the organ and harpsichord. By 
all accounts his keyboard technique was highly expressive and extraordinarily economical. 
“Bach is said to have played with so easy and small a motion of the fingers that it was 
hardly perceptible,” wrote his first biographer, Johann Nikolaus Forkel. Bach’s keyboard 
music reflected a synthesis of the “learned” and heavily contrapuntal German idiom, the 
melodious, extraverted Italian style, and the French penchant for florid, speech-like arioso. 
The magisterial Passacaglia and Fugue in C Minor, BWV 582, composed around 1710, 
early in the young composer’s tenure as organist at the ducal court in Weimar, anticipates 
the conventional pairing of an improvisatory, free-form prelude or fantasia with a strictly 
“note-against-note” fugue that Bach would later adopt in his Well-Tempered Clavier. The 
Passacaglia’s elaborate contrapuntal edifice is built on the sturdy foundation of a repeating 
eight-bar melodic and harmonic pattern that starts in the pedal and migrates to the upper 
voices, amid a dense and increasingly virtuosic thicket of figurations and passagework. 

Gabriel Pierné, Trois pièces, Op. 29 
A child prodigy, Pierné entered the Paris Conservatoire at age eight and graduated with 
top honors in 1882, having won the coveted Prix de Rome two years before his classmate 
(and lifelong friend) Claude Debussy. Thereafter the two composers’ career paths quickly 



diverged. Debussy, ever a thorn in the side of France’s hidebound musical establishment, 
became known for the revolutionary innovations in harmony, form, tone color, and texture 
subsumed under the rubric of impressionism. Pierné’s celebrity, by contrast, emanated 
from his light operas, art songs, and salon music, as well as his prowess as a conductor: 
during his three decades at the helm of the renowned Concerts Colonne orchestra, he 
championed works by Debussy and other progressives, including the premiere of Igor 
Stravinsky’s Firebird in 1910. Before he became Éduard Colonne’s podium deputy in 1903, 
however, Pierné’s principal claim to fame was as organist titulaire of the neo-Gothic Basilica 
of Sainte-Clothilde, where he succeeded his former teacher César Franck in presiding over 
the magnificent organ that Aristide Cavaillé-Coll had installed in 1859. In Pierné’s music, 
echoes of Franck’s highmindedness and religiosity consort with the crowd-pleasing lyricism 
of another of his Conservatoire maîtres, Jules Massenet.
	 Dating from 1893, early in Pierné’s tenure at Sainte-Clothilde, the Three Pieces bespeak 
the influence of each of his mentors. The toccata-like Prélude sets a tone of high drama and 
sizzling virtuosity, while the gracefully lyrical Cantilène showcases the organ’s tremulant 
reed and flute stops. (The organ triptych followed hard on the heels of Pierné’s Bouton d’or, 
a frothy fantaisie lyrique that he would soon turn into a popular ballet.) The Scherzando 
starts out, teasingly, as a textbook fugue but soon veers off into wilder, less conventional 
terrain. All three pieces exemplify the sonic splendor of the symphonic organ that Cavaillé-
Coll more or less invented and that would become the hallmark of the modern French 
organ school. Charles-Marie Widor, whose monumental organ symphonies Pierné knew 
and played, credited the great organ builder’s technological breakthroughs with enabling 
composers to achieve continuous, sustained crescendos and decrescendos--an effect that was 
impossible on older French organs—as well as “a whole blossoming of wonderful colors—a 
rich palette of the most diverse shades: harmonic flutes, gambas, bassoons, English horns, 
trumpets, celestes, flute stops and reed stops of a quality and variety unknown before.”

Dezso d’Antalffy, Sportive Fauns 
Dezso d’Antalffy’s name has receded into the mists of time, along with the voices of the 
mighty theater pipe organs that surged to life under his fingers in the 1920s and 1930s. 
Trained as a church organist in his native Hungary and Germany, d’Antalffy made his first 
concert tour of the United States in 1921, leading to a succession of high-profile teaching 
and performing positions on both sides of the Atlantic. As organist for several of America’s 
ornate movie palaces, including New York’s fabled six-thousand-seat Roxy Theater, he 
bridged the transition from the silent era to the talkies. D’Antalffy was equally prominent 
as a composer: his 1932 oratorio The Voice of Millions, touting the virtues of a multifaith, 
interracial democracy at the nadir of the Depression, was performed at the opening of 
Radio City Music Hall. Ten years earlier, as professor of “motion picture organ” at the 
Eastman School of Music, d’Antalffy wrote Sportive Fauns, a capricious scherzo inspired 
by the symbolist paintings of Swiss artist Arnold Böcklin. He dedicated the short tonal 



sketch to his French colleague Marcel Dupré, another “cross-over” organist-composer who 
had recently embarked on his first American tour under the auspices of the Wanamaker 
Department Store in Philadelphia.

César Franck, Fantaisie in A Major 
Franck wasn’t precisely a late bloomer—by his early twenties he had several widely acclaimed 
works under his belt—but he was slow to win recognition as a central figure of the French 
Romantic school. Groomed by his overbearing father for a career as a concert pianist, he 
spent much of his early life in pursuit of a prize that stubbornly eluded him, despite his 
acknowledged brilliance as an improviser on the keyboard. Not until his fiftieth year did he 
achieve the equivalent of a tenured position as professor of organ at the Paris Conservatoire, 
where he would count Pierné, Debussy, and Georges Bizet among his pupils. Virtually all 
the music on which Franck’s reputation rests dates from the last dozen or so years of his life. 
This belated efflorescence includes the youthfully ardent Piano Quintet in F Minor; the 
ebullient Variations symphoniques for piano and orchestra; the Lisztian symphonic poem Le 
chasseur maudit; the majestic Symphony in D Minor; and the abundantly melodious Violin 
Sonata in A Major. 
	 The Fantaisie in A Major is the first of three pieces that Franck premiered on October 
1, 1878 on the 6,500-pipe Cavaillé-Coll organ that graced the concert hall of the newly 
built Palais du Trocadéro in Paris. (Disassembled following the palace’s demolition in 
1937, the landmark instrument has been meticulously restored and is now housed in the 
Auditorium Maurice Ravel in Lyon.) The fact that Franck had submitted his application 
for a Conservatoire professorship a few weeks earlier suggests that he may have considered 
the dedicatory recital an informal audition. In any case, the Fantaisie puts both the organist 
and the instrument through their paces. It’s based on a confidently striding six-note theme 
that is stated in unison at the outset and recurs throughout the piece in sundry settings 
and permutations. Franck’s music is voluptuously chromatic--he had lately fallen under 
the spell of Wagner’s Tristan und Isolde—and, somewhat surprisingly in light of the festive 
occasion, the prevailing mood is more somber than celebratory. Widor declared that 
without Cavaillé-Coll modern French organ literature “would not exist.” The same can be 
said of Franck. 

Petr Eben, Moto ostinato from Sunday Music 
Petr Eben’s art was inseparable from his Catholic faith. “Our century is full of ingratitude–
ingratitude to people around us, to the world and above all to the Creator himself,” the late 
Czech composer wrote, adding that “the most pressing concern of art must be to praise.” 
A case in point is the four-movement Sunday Music (in Czech, Nedělní Hudba), the first of 
Eben’s many works for solo organ. Dating from the late 1950s, the suite makes prominent 
use of plainchant melodies: the first two movements, both free-form fantasias, are largely 
based on the Kyrie from the plainsong mass “Orbis Factor.” Another seminal influence 
on Eben was eastern European folk music: its characteristically punchy rhythms, shifting 



meters, and modal harmonies are reflected in the insistently repeating patterns of the 
third-movement Moto ostinato, a bravura showpiece that the composer described as “a 
battle between good and evil.” Eben’s debt to Messiaen as a musical colorist is reflected 
in the detailed registrations he specifies in the score. As the organist Janette Fishelle has 
observed, the fact that Eben was largely self-taught as an organist may have “freed him 
from preconceived notions regarding registration. The result is a fresh approach toward 
color that encompasses every combination from traditional, principal-based ‘plenum’ to 
bizarre reed and mutation combinations.” 

Notes © by Harry Haskell
Harry Haskell is a regular program annotator for New York’s Carnegie Hall and Metropolitan Opera 

and the Pierre Boulez Saal in Berlin. He is the author of The Early Music Revival: A History, winner  
of the Prix des Muses in musicology awarded by the Fondation Singer-Polignac, and host of the podcast 

In Her Own Right, which explores the public and private lives of the Wright Brothers’ sister Katharine.

Organist Dong-ill Shin has been hailed as “one of the world’s most promising talents 
of his generation” (Echo Republicain, France) and as having “formidable discipline and 
considerable musicality” (Dallas Morning, USA) and “an amazing technique, sensibility, 
and talent” (ABC, Spain). He has been praised for his “impressive precision, brisk sense of 
purpose and deliberate avoidance of empty display” (The Straits Times, Singapore) and for 
having played “one of the best classical music concerts of the year” (Star Telegram, USA).
At age ten Shin made his concert debut as a pianist with The Busan Philharmonic Orchestra, 
playing Mozart’s Concerto in D minor, No. 20. Attracted by J.S. Bach’s music and the 
orchestra-like colors produced by the organ, he started his organ studies with Dr. Sun-woo 
Cho at age 14. He majored in organ performance and church music under Dr. Tong-soon 
Kwak at Yonsei University in Seoul and completed his Bachelor of Music degree in 1997. 
Shin then studied in France with Jean Boyer and received the Diplôme National d’Etudes 
Supérieures Musicales from the Conservatoire National Superieur de Musique de Lyon. 
His studies continued with Olivier Latry and Michel Bouvard at the Conservatoire National 
Superieur de Musique de Paris in the prestigious Cycle de Perfectionnement Program.
	 Shin is a prize winner of international competitions such as the Musashino-Tokyo 
International Organ Competition, the Prague Spring International Music Festival and 
Competition, the St Albans International Organ Competition, and the Grand Prix de 
Chartres International Organ Competition. He has been a featured artist on KBS Radio 
in Korea, NHK Satellite Television in Japan, France Musique, Radio France, and MEZZO 
Television in France, Lithuanian National Television, Hungarian National Radio, Spanish 
National Radio, Bayerischer Rundfunk radio, Radio Luxembourg, Australian ‘Art and 
Sound’ Radio, and WCRB, UPR, KBYU, and Pipedreams in the USA. He has given 
numerous concerts in 23 states in the USA and in Latin America, Europe, Africa, Australia, 



and the Far East and has appeared at such prestigious venues as the Cité de la Musique 
and the Cathédrale de Notre Dame, Paris; the Bartok National Concert Hall, Budapest; 
the Meyerson Symphony Hall, Dallas; the Mariinsky Concert Hall, St. Petersburg; the 
Musashino Bunkakaikan, Tokyo; the Victoria Concert Hall, Singapore; the Hong Kong 
Cultural Centre Concert Hall; the Forbidden City National Concert Hall, Beijing; the Lotte 
Concert Hall, Seoul; the Methuen Memorial Music Hall; Washington National Cathedral; 
St. Patrick’s Cathedral, New York City; First Congregational Church, Los Angeles; and 
the Melbourne Town Hall. He has been featured in numerous music festivals, including 
the Monaco International Organ Festival, the Chartres International Organ Festival, the 
St Albans International Festival, the Nuremberg International Festival, the Festival du 
Comminges, and the International Bamboo Organ Festival. 
	 Shin has played under the baton of Jean-Claude Casadessus, Yoel Levi, Hans Graf, 
Myungwhun Chung, and Thierry Fischer and has collaborated with other musicians, 
such as Sumi Cho and Yo Yo Ma. He has premiered new works by Unsook Chin and 
Joel Martinson and has been commissioning new works for organ and saenghwang. 
His collaboration with saenghwang player Hyoyoung Kim has been highly praised as a 
“wonderful collaboration between two instruments that have different backgrounds but 
have the same way of producing sound. They show how a Korean traditional instrument 
can marry with a typical Western instrument.”
	 Shin held music positions for over 10 years in the USA before moving back to his native 
South Korea in 2011. He is currently Professor of Organ and University Organist at Yonsei 
University, Seoul.

ism.yale.edu  facebook.com/yaleism  @yaleism  twitter.com/yaleism


