
FACULTY RECITAL

KEN COWAN, Organ

Tuesday, March 17, 2015
7:30 p.m.

Edythe Bates Old Recital Hall
and Grand Organ



 

PROGRAM

Pageant  Leo Sowerby
(1895-1968)

 

Pastorale  Roger-Ducasse
(1873-1954)

Feux follets, Op. 53, No. 4 Louis Vierne
(1870-1937)

Toccata   Jean Guillou
(b. 1930)

INTERMISSION

Toccata, Adagio and Fugue in C,  Johann Sebastian Bach    
   BWV 564  (1685-1750)

Weinen, Klagen, Sorgen, Zagen –  Franz Liszt
   Präludium nach J. S. Bach  (1811-1886)
     Original version for piano (1859) arr. Winterberger/Cowan

Mephisto Waltz No. 1 Franz Liszt
  arr. Cowan

The reverberative acoustics of Edythe Bates Old Recital Hall magnify the 
slightest sound made by the audience. Your care and courtesy will be appreci-
ated. The taking of photographs and use of recording equipment are prohibited.



PROGRAM NOTES

Pageant  Leo Sowerby
        Pageant was written by Sowerby as a tribute and challenge to the ex-
ceptional pedal technique of Italian organist Fernando Germani.  The work 
begins with fanfare-like flourishes played almost entirely with the feet.  A 
folk-like principal theme follows, simply accompanied with manual chords.  
This theme is then developed in a set of variations exploring both the organ’s 
coloristic possibilities, and the many musical figurations possible in pedal-
playing. 

Pastorale  Roger-Ducasse

       Roger-Ducasse studied composition with Gabriel Fauré at the Paris 
Conservatoire.  His style shows the influence of Fauré and Debussy, but is 
distinctly personal.  The Pastorale is his only major organ work, yet it is one 
of the finest compositions of the French Symphonic period. A single lilting 
theme heard from the outset is developed most imaginatively, with contrast-
ing sections blended seamlessly together. Roger-Ducasse follows the example 
Beethoven left with his Pastoral Symphony, producing a composition rich in 
orchestral color, and imitative of the sounds of nature, including a central 
climactic “storm” section contrasting the peacefulness of the outer sections.

Feux follets, Op. 53, No. 4 Louis Vierne

       From 1900 until his death in 1937 at the console, Louis Vierne held the 
post of organist at the Cathedral of Notre-Dame de Paris. The staggering 
Cavaille-Coll organ in the Cathedral was an inspiration for the majority of 
his compositions. Vierne was visually impaired from a young age, but none-
theless possessed a vivid imagination for musical imagery.  His twenty-four 
Pièces de Fantaisie contain pieces in all major and minor keys, many depict-
ing characters or scenes, such as gargoyles, phantoms, and moonlight. Feux 
follets invites listeners into a fairy-tale land reminiscent of Halloween, where 
mysterious Jack-O-Lanterns hover magically over a misty countryside.

Toccata   Jean Guillou

       From the earliest use of the word, the name “Toccata” has often been 
given instead of “Sonata” as the title of a work for keyboard. This Toccata, 
while it does bear some resemblance to sonata form, has three subjects and a 
highly classical, solidly structured form. Its themes are rhythmical in charac-
ter and rich in dramatic content. The imposing first theme is initially heard 
fortissimo, with its fragmented rhythmic and melodic elements; it reappears 
in the epilogue at the end of the work. A second theme then enters on a solo 
stop, quieter and more melodious, though over a restless accompaniment that 
is to emerge as a third theme while the first theme is restated over repeated 
chords. 
       Each of the episodes in this work is a powerful affirmation of these 
motifs, breathing life into them as they grow in intensity, at last reaching 
a ringing proclamation of the second theme which in turn leads to a final, 

 



peremptory and decisive return of the first idea. The whole work thus exempli-
fies the two aspects of the organ, melodic flexibility and an almost aggressive 
percussiveness, which combine to give the instrument its tragic and flamboyant 
powers of expression
  - note by Jean Guillou

Toccata, Adagio and Fugue in C, BWV 564 Johann Sebastian Bach 

       This exuberant composition is unique among Bach’s organ works because 
of the inclusion of a lyric Adagio section between the Toccata and Fugue. The 
fast-slow-fast sequence of movements corresponds to the traditional model of 
the Italian concerto.
       It has been suggested that the multiple sections of contrasting textures and 
moods indicate this piece could have been composed to test a new instrument. 
The opening virtuoso flourishes for manuals and pedal include the longest 
pedal solo in any of the Bach organ compositions. These opening statements 
lead to a concerto-like section where short, rhythmic musical themes are devel-
oped with imitation and musical dialogue.
       The lovely Adagio in A Minor is similar in style to the vocal arias of Ital-
ian composers of the time. It features a florid, lilting melody accompanied by 
simple chords and a repeated note bass.  A section marked Grave functions as a 
transition to the fugue and features imaginative harmonies.
       The fugue subject of BWV 564 is among the most buoyant Bach composed.  
Its rhythmic playfulness and dramatic pauses allow the accompanying voices 
to seem to be in conversation with the theme. The relentless, dancing rhythm of 
this fugue provides tremendous momentum and excitement.

Weinen, Klagen, Sorgen, Zagen – Franz Liszt
   Präludium nach J. S. Bach 

       In the variations on Weinen, Klagen, Sorgen, Zagen (“Weeping, Lament-
ing, Worrying, Fearing”) Liszt creates a passacaglia using a repeated descend-
ing bass-line from Bach’s cantata of the same title. The same theme was to 
become the Crucifixus from his Mass in B Minor. The pleading melodic lines 
and enchanting harmonies heard in this work by Liszt are the essence of a 
composer better known for pyrotechnics and bravura. Liszt was eventually in-
spired to compose a monumental set of variations for piano on the same theme, 
later transcribing it for the organ. The organist Alexander Winterberger (who 
premiered the great Ad nos fantasy) was fond enough of the original piano pre-
lude to make his own arrangement for the organ. The transcription heard this 
evening is taken partly from Winterberger’s arrangement and combined with 
additional material from the original piano score.

Mephisto Waltz No. 1 Franz Liszt/arr. Cowan

       Franz Liszt, the pianist of international fame, also had a great deal of 
enthusiasm for the pipe organ. Liszt’s organ improvisations were remarkable 
enough to have been admired by Saint-Saëns and Widor.  Liszt epitomized the 
master transcriber of the 19th century, seemingly transcribing everything that 
pleased his ears, stretching from Bach’s fugues, Beethoven’s symphonies, and 
Schubert’s lieder all the way to operas by Bellini, Donizetti, and Verdi. Liszt 



also created some brilliant arrangements of works by Wagner, his future son-
in-law. 
       It seems therefore appropriate to perform transcriptions of Liszt’s own 
works for instruments other than they were originally conceived for.  Liszt 
himself transcribed his Mephisto Waltz No. 1 for piano solo, and it remains 
a concert staple to this day.  The version of this work heard this evening is an 
arrangement combining material both from the orchestral score, and Liszt’s 
piano adaptation. Liszt’s two versions differ substantially, particularly in the 
musical textures chosen during the central “waltz” section of the piece.
       Dating from 1859-61 and first performed at Weimar in the latter year, the 
Waltz is the second of Two Episodes from Lenau’s Faust and is known both 
as “The Dance at the Village Inn” and as “Mephisto” Waltz No. 1 (the first 
of four pieces thus titled). Liszt was fascinated by the tale of Faust and wrote 
many works inspired by elements of the story. Nikolaus Lenau (1802-50) was 
a partly Hungarian poet who wrote mainly in German and went mad in 1844. 
His Faust (1836) is a lengthy verse epic often of mystically religious character 
with descriptions of nature and many incidents different from Goethe’s version 
of Faust.
       During the scene illustrated by Mephisto Waltz No. 1, Faust and Me-
phistopheles enter a country tavern where peasants are dancing at a wedding 
party. Mephistopheles pressures Faust to court the innkeeper’s lovely daugh-
ter, but Faust shies away from his request. Mephistopheles becomes annoyed 
at Faust’s seeming lack of courage, since Faust has already shown courage 
enough to bet against the devil. He therefore takes out a violin, tunes it and 
puts everyone under a spell with his playing.
       After the introductory music imitating the tuning of Mephistopheles’ violin, 
the opening theme is a diabolically frenzied tune. This tune eventually gives 
way to a more tranquil section where Faust’s theme, a swaying and hypnotic 
waltz melody is introduced. This theme dominates the end of the piece, and is 
in several ways transformed by Liszt, as is Faust under the spell of Mephis-
topheles. Finally at the peak of their excitement, Faust, his maiden and all the 
other partiers under Mephistopheles’ spell flee out into the woods. The music 
is at times demonic, but when the scene has played itself out, the stars are 
still shining and we hear a nightingale singing before the composition’s final 
chords.

BIOGRAPHY

      KEN COWAN is one of North America’s premier concert organists. 
Praised for his dazzling artistry, impeccable technique and imaginative pro-
gramming by audiences and critics alike, he maintains a rigorous perform-
ing schedule which takes him to major concert venues in America, Canada, 
Europe, and Asia. 
      Recent feature performances have included appearances at Segerstrom 
Center for the Arts in Costa Mesa California, Philadelphia’s Verizon Hall, 
Spivey Hall, and Walt Disney Concert Hall, as well as concerts in Germany 
and Korea. In addition, Mr. Cowan has been a featured artist in recent years 
at the national conventions of the American Guild of Organists held in Los 
Angeles and Minneapolis, has performed at many regional conventions of the 
AGO, and has been featured at several conventions of the Organ Historical 



Society and the Royal Canadian College of Organists. Numerous critically 
acclaimed compact disc recordings are available by Mr. Cowan. 
      Born in Thorold, Ontario, Canada, Mr. Cowan received early training 
from James Bigham before attending the Curtis Institute of Music, where 
he received the Bachelor of Music degree, studying with John Weaver. Mr. 
Cowan subsequently received the Master’s degree and Artist Diploma from 
the Yale Institute of Sacred Music, studying organ with Thomas Murray. 
      In 2012 Mr. Cowan joined the keyboard faculty of the Shepherd School 
of Music at Rice University as Associate Professor and head of the organ 
program. Previous positions have included Associate Professor of Organ at 
Westminster Choir College of Rider University in Princeton, NJ, where he 
was awarded the 2008 Rider University Distinguished Teaching Award, and 
Associate Organist and Artist in Residence at Saint Bartholomew’s Church in 
New York City.


