
































































































































































































































































































































































































































































































Call upon you, 0 true God, 

To rescue us from worry and need. 

(Translation: John Mortensen) 

In org 

al 
an chorale form W enn wir features a melody ornamented 

lllost be 
Yond reco . . 

. 

its f 
gnitwn. The onginal melody, however, finds an echo of 

irst few notes . 

the t 
m th e accompanying parts of the organ piece. In measure 1 

enor Presents i d · • . 
. 

is an . 
n 1mmut10n the openmg notes of the hymn tune, which 

swered . . 
m mvers · · h 

This th 
10n m t e bass in the latter half of the same measure. 

e.rna tic cell f f 

in au 
O our notes runs throughout the composition and occurs 

acco.rn . 

incl 
panunenta1 voices in both proper form and inversion. Examples 

Ude th e alto c · 
ten 

m inversion) in measure 5, in the first half of the bar; the 

Or co 
ncurrent · 

bas . 
With the previous example, but in original form; and the 

sin th 
e last b eats of measure 3. 

The orna 

(used 
rnents employed include the mordant, the long mordant 

only in th . 

orn 
e Emal bar), and trills of various lengths. Most of the 

a.men tat · 

rep ion, however, is written out in full as opposed to being 

resented b 
Y symbols. 

So that th . 

the 
e richness of the decorated melody might be fully expressed, 

alto Part h 

tran . as been placed in the left hand in certain parts of this 

script· ion Th· 

enculll · 1s frees the right hand to execute the ornaments without the 

brance of 

stretch 
an additional voice. This results, however, in some wide 

es for th 

Perf 
e left hand. Because of the slow tempo necessary for the dear 

Orlll ance of th 

. 
. 

notes h 
e soprano elaborations, rollmg or breakmg the left-hand 

s 0 u1d 

inc1 
not disturb the flow of the composition. These redistributions 

Ude th e be · 
ginning of measure 3, where the left hand must negotiate a 
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tenth 
, niea ure 6 h 

, w ere a twelfth appears, and tenths in measures 7 and 8. 

On the th . 

P
l 

O er hand, m one instance it actually seemed more practical to 

ace all v . 

ll1 oices except the bass in the right hand. On the last half-beat of 

easure 5 th . 
e bass 1s a full twelfth below the tenor, the the upper three voices 

are With. 
In one t 

to th . 
oc ave of each other. Therefore those voices were all assigned 

e right hand . 

The le 1 . . 

co 
Ve of d1ff1culty is moderate, although great care must be taken to 

ntro1 v .. 
oicing and sonority, and some left-hand reaches are large. 

The zn 1 d 

f h. 

t 
e O Y should always predominate in a performance o t IS 

ransc . 
nption, While at the same time an overall demeanor of humility, 

supplication 
. 

. . 

' and confidence (as indicated in the text) must be evident m 

0 ne· 
s Playing. 
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Wenn wir in hochsten Noten sein 

When we are in Greatest Need 

Adagio 

pp 

i 
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li\.er nur den lieben Gott liif]t walten 

BWV 647 

The c 

r--
antus firmu f h . 

cnglish . 
s O t 1s composition is known today under the 

title of If th 
ou but suffer God to guide thee. 

The · . 
llhJta ti Ve . 

hyn-in t 
opening of the piece departs slightly from the norm: a 

une-based f 

Sopra 
igure appears in the tenor, followed not by the same in the 

no, but b 

deriv . ya rhythmically augmented version. It is these two 

ations f rorn the 

defin 
cantus firmus-- the original and the augmented-- that 

e and inform h 

T 
t e accompaniment of the whole piece. 

he cantu . . 

F'requ 
s itself 1s placed in the pedals, but not necessarily the bass. 

ently the 1 

lnelod 
owest accompanying voice crosses bene~th that of the 

Y, and th 

e-'cen-i 1i . e two parts exchange harmonic roles. This phenomenon is 

p fied in th . 

Ine1 0d . 
e first phrase of the hymn tune. The first note of the 

y Is the do . 

don-ii 
rnmant of the scale and serves also as the root of the 

nant harrno 

. . 
. 

third 
ny, and the second note acts s1m1larly as the tome. The 

note h 
, owe 

the a 
Ver, the supertonic is no longer the bass of the harmony, for 

ccoh-, 

, 

f 
·•1Panirn 

Otll) · 
ent passes underneath the cantus firmus to the leading tone, 

Ing the do . 
. . . 

rnmant harmony in first mvers10n. 

8on 0 . 
This transcription does not include added notes for greater 

l'Ity 
. A.11 thr 

. 
. . 

8hol!ld 
ee of the accompanying voices are qwte active, and they 

be kept . . 

. 

kept s 
as distinct as possible. For this reason not only 1s the texture 

olhewhat . 

I 
th m, but the staccato touch is used liberally throughout. 

n the 

take 
Performance of this composition the clarity of the tune must 

Preced 

tra118 . ence over harmonic considerations. For this reason the 

Ctipt· Ion · 
Includes ten u to markings on the notes of the cantus firm us, 
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even when th d liifit 
ey 

O 

not function as the bass line. Wer nur den lieben Gott 

walten sh ld 

l 

ou be performed at an energetic tempo, with articulations 

c earl Y marked. 
Because of the intricate four-part counterpoint, the level of difficulty is 

high. 

Wer nur den lieben Gott laflt walten 

und hoffet auf in allezeit, 

den wird er wunderbar erhalten 

in allem Kreuz und Traurigkeit. 

Wer Gott dem Allerhochsten traut, 

hat auf keinen Sand gebaut. 

(Georg Neurnark, 1641) 

Whoever will only allow God to lead 

And will hope in Hirn at all times 

Shall receive wonderful help 

In the midst of sufferings and sorrows. 

Whoever trusts in Almighty God 

Has not built upon sand-

(Translation: John Mortensen) 
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Wer nur den lieben Gott la.1st walten 

Whoever Will Only Allow God to Lead 

-==== 
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Wo soll ich fliehen hin 

BWV 646 

Expressing the text's idea of fleeing, Wo soil ich fliehen hin includes 

perpetual sixteenth notes except at cadences, where a brief interruption of the 

rhythmic flow is permitted for the sake of harmonic emphasis. 

The accompaniment commences with strict imitation but departs from 

it after two measures, although the patterns of both the sixteenths and 

eighths in those first two measures find reprisal in the figuration throughout 

the composition, particularly the leap in the eighth notes, which is later 

developed as compound melodic material. 

While the cantus firmus appears in the pedal, it functions as the tenor, 

not as the bass. Bach 's indications in the score show his intention that the 

pedal should be given a high registration and the secondary manual a low 

one; thus the expected order of voices is reversed. 

The composer has ordered the cantus firmus phrases in pairs. That is, 

the first phrase is followed by the second after a pause of only one measure, 

but after the second phrase a larger delay of three measures appears. 

Similarly, the third and fourth phrases are closely grouped, as are the final 

two. A cadence introduces each phrase group (these are the interruptive 

cadences mentioned above) and places them in, respectively, the tonic, the 

dominant, and the relative major. During the course of the final phrase 

group the harmony makes its way back to the tonic, and the composition is 

closed with four measures of "typical" but nonetheless vigorous and 

attractive two-part counterpoint, finishing with another "interruptive" 

cadence. 
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. In transcription a pianistic texture has been sought. The counterpoint 

Is limited to Bach's three original voices, and articulations have been added. 

In cert · · 
ain instances a note of the cantus firmus is immediately followed by a 

note of th 

. 

e accompaniment. The pianist should use the accompammenta1 

note tor . 

. 
. 

einforce the cantus firmus note-- that IS, after the cantus firmus note 

has been 1 
Payed, the accompanimenta1 note should be played and held to 

allow th 
e the cantus firmus to maintain a legato character. In measure 8 the 

accom . 

. 
. 

panimenta1 note has no staccato marking because 1t must be held m 

Order to 
perpetuate the cantus firmus. 

The difficulty level is comparable to the faster Sinfonias. 

Wo soil ich fliehen hin, 

weil ich beschweret bin, 

mit vie/en, grof]en Siinden? 

Wo kenn ich Rettung finden? 

Wenn alle Welt herkiime, 

mein angst sie nicht wegnehme. 

(Anonymous) 

Where shall I flee away? 

When I am distressed 

With many great sins? 

Where can J find deliverance? 

Even though everyone comfort me, 

My fear will not leave. 

(Translation: John Mortensen) 
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Wo soll ich fliehen hin 

Where Shall I Flee Away 

232 



>-

~ t 

233 



>-

- --------=-----------

f 

f 

~ 

) 

>-

234 



Bibliography 

Bach J 
' .S. Bach o ~gan Preludes. Johana Harris and Roy Harris, trans. n.c. 

Belwrn-Mills, 1946. 

Bach, J.S. Ch 
. 

orafe Co!lectwn. Elvera Wonderlich, ed. New York: Appleton, 

Century, Crofts, 1948. 

Bach J 
' .S. Chorale Preludes. Walter Rummel,trans. n.c. J.W. Chester, 1926. 

Bach, J.S 
· Chora~e Preludes for Organ. Ferruccio Busoni, trans. n.c. 

Bre1tkopf und Hartel, n.d. 

Bach, J.S 
· Chorale Pref udes for Organ. Wilhelm Kempf, trans. n.c. Bote & 

Bock, n.d. 

Bach, J.S . 
· Cznq Chorales et un air. Isidor Philipp, trans. n.c. Heugel, 1931. 

Bach, J.S. Complete Organ Works: A Critico-Practicaf Edition in Eight 

Volumes. Edouard Nies-Berger and Dr. Albert Schweitzer, eds. 

New York: G. Schirmer, 1967. 

Bach, J.s 
· The ~ompfete Organ Works, Volume III: Chorale Preludes 

(Kzrnberger's Collection, and Others). New York: Lea Pocket 

Scores, n .d. 

Bach J 
' .S. Drift 'T' · 

d K 1 

er 1ezl der Kfavierii.bung. Manfred Tessmer, e . asse: 

Barenrei ter-Verlag, 1988. 

Bach JS 
' · · I Call Upon Thee, Lord. Joan Lovell, trans. n.c. Oxford University 

Press, 1948. 

Bach JS 
' · · I Step Before Thy Throne, O Lord. Egon Petri, trans. n.c. Boosey & 

Hawkes, 1945. 

Bach, J.s. E 

. 

!even Chorale Preludes from the Lzttle Organ Book. C.H. Stuart 

Bach, J.s. 

Bach, J.s. 

Duncan, trans. n.c. G. Schirmer, 1949. 

Johann Sebastian Bachs Kompositionen fur die Orgel, Kritisch­

korrekte Ausgabe. Friedrich Conrad Griepenkerl and Ferdinand 

Roitzsch, eds. Frankfurt: CF. Peters, 1950. 

Now Comes the Gentle [sic] Saviour. Pierre Luboschutz, trans. 

n.c. J. Ficher, 1937. 

235 



Bach, J.S. sc Bewein ' D · 
O Men h 

Ca I p· ' em Sunde Gross. James Friskin, trans. n.c. 

B r ischer, 1959. 

ach, J.S. O rgelbii ch lein w· h and C ' ,t Introduction , figured-bass Chorales Texts 

omment R b 
, , 

eds. St. L .. ary. o ert Clark and John David Peterson, 

Bach, ).S. oms. Concordia Publishing House, 1984. 

Man . er Neume1Ster-Sammlung (Yale University 

Orgelchoriile d . 
un· uscnpt 4708). Christoph Wolff, ed. New Haven: Yale 

B ivers1ty Press, 1985. 

ach, J.S. Orgelcho ··z Kas ra e .. zum gottesdienstlichen Gebrauch. Alfred Durr, ed. 

sel. Barenreiter, 1990. 

Bach 
I J.S. p relude and . Prel d Fugue in E-[lat and The "Catechism" Chorale 

ed. ~ es (from Klavieriibung Part JJI). Anthony Newman, 

B ew York: G. Schirmer, 1988. 

ach, J.S. The 37l Inst Chorales with English Texts and Twenty-three 

Ott rumental Obbligatos. frank D. Mainous and Robert W. 

196

:an, eds. New York: Holt, Rinehart and Winston, 

Bach . 
,J.S Th · · zrty Ch 

193

1. orales. Louise R Crosby, ed. n.c. Schroeder & Gunther, 

Bach 'J.S Th · ree o H rgan Chorale 

awkes, 1965. 

Preludes- Lee Hoiby, trans. n.c. Boosey & 

Bach , J.s. Th ree o 
8

.. rgan Chorale Preludes. Max Reger, trans. n.c. Breitkopf & 

B artel, n.d. 

ach, J.S. Two B 
w ach W,rks for Two Pianos. Wallace Hornibrook and Charles 

Bach, ).S. ebb, trans. n.c. Shawnee Press, 1979-

Two Ch 
Ch orale Preludes. Christopher Le Fleming, trans. n.c. J.W. 

ester, n.d. 

Drink er, He 
nJ S. The Bach Chorale Texts in English Translation. 

ork: The Association of American Colleges, 1941-

New 

G race , I-Ia rvey. The 

Organ W,rks of Bach- London: Novello and Company, 

1922 

236 



Hinson Maurice. The Pianist' s Guide to Transcriptions, Arrangements, and 

' Paraphrases. "Bloomington and Indianapolis: Indiana Univer it 

Press, 1990. Hull, A. Eagleheld. Bach's Organ Work s. London: Musical Opini n, 1929. 

Keller, Hermann. Die Orgelwerke Bachs . Leipzig: C.F. Peters, 194 

Schweitzer, Albert, J.S. Bach. London: A.&C. Black, 1905. 
'Tusler, Robert L. The Style of J .S. Bach's Chorale Preludes. Berkeley: 

University of California Press, 1956. 
Williams, Peter. The Organ Music of J.S . Bach Vol II· W 

Chorales. Cambridge: Cambridg' e u· . . ?rks based on 
mvers1ty Press, 1980 . 

Williams, Peter The Organ M . f 
' . 

USlC o J.S. Bach: AB k 

Cambndge University Press, 1980. ac ground. Cambridge: 

Williams, Peter, Bach Or an . 
1972 g Music. n.c. British Broadcasting C . 

• 

orporatlon, 

237 




