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Nun bitten wir den Heiligen Geist (We Now Implore God the Holy Ghost) Dietrich Buxtehude 
  (1637-1707) 
 
Three settings of Vater unser im Himmelreich (Our Father, in Heaven) Johann Sebastian Bach  
  (1685-1750) 

 

  Georg Böhm 
  (1661-1733) 

 

  Samuel Scheidt 
  (1587-1654) 
 
Prière à Notre-Dame (Prayer of Notre-Dame) Léon Boëllmann 
  (1862-1897)  
 
The Lord’s Prayer Albert Hay Malotte 
  (1895-1964) 
 
Three Preludes on Hymn Tunes Dale Wood 

• Caricature of a Sunday School Song (Jesus Loves Me)  (1934-2003) 
• What a Friend We Have in Jesus 
• Sweet Hour of Prayer 

 
 
Solemn Melody Sir Henry Walford Davies 
  (1869-1941) 
 

  



NOTES ABOUT THE COMPOSERS 
 
 

 
Dietrich Buxtehude (1637-1707) 
composed the chorale prelude on 
Nun bitten wir den Heiligen Geist (We 
Now Implore God the Holy Ghost). 
Buxtehude was from Denmark and 
considered one of several North 
German organists and composers 
who greatly influenced later Baroque 
composers like Johann Sebastian 
Bach (1685-1750) and George 
Frederic Handel (1685-1759).  In 
1673, Buxtehude organized a series 

of evening musical performances known as Abendmusik at the Marienkirche in 
Lübeck where he served as organist and kappelmeister. These performances 
attracted musicians from diverse places and remained a feature of that church 
until 1810. In 1705, J.S. Bach, then a young man of twenty, walked from Arnstadt 
to Lübeck (a distance more than 250 miles!), and stayed nearly three months to 
hear the concerts and meet the famed Buxtehude. The melody in this chorale 
setting is highly ornamented and played using the solo oboe stop. The first stanza 
of the chorale text is attributed to the German medieval preacher, Berthold von 
Regensburg (who died 1272), with further stanzas penned by the famous German 
reformer, Martin Luther (1483-1546). Below is the translation of the opening 
stanza: 
 

We now implore God the Holy Ghost 
For the true faith, which we need the most, 

That in our last moments He may befriend us 
And, as homeward we journey, attend us. 

Lord, have mercy! 
 
 
  



The next three pieces are chorale preludes based 
on the German chorale Vater unser im 
Himmelreich (Our Father, Who Art in Heaven). 
These settings were composed by Johann 
Sebastian Bach (1685-1750) and his 
contemporaries. The text of this chorale is another 
by Martin Luther (1483-1546) written in 1538, and 
is a paraphrase of the Lord’s Prayer: 
 

 
Vater unser im Himmelreich,  Our Father in the kingdom of heaven,  
Der du uns alle heißest gleich  who has called us all to be equal and to call on you, 
Brüder sein und dich rufen an  and wants to have prayer from us,  
Und willst das Beten von uns han,  grant that we may not only pray with our mouths,  
Gibt, daß nicht bet allein der Mund, but help our prayers also come 
Hilf, daß es geh von Herzensgrund. from the depts of our hearts. 

 
 
 
 
The first chorale prelude in the set comes from 
Bach’s collection of organ pieces called 
Orgelbüchlein (or “Little Organ Book”) that he 
composed between 1708 and 1717.  The 
Orgelbüchlein was conceived as a method for 
teaching beginning organists how to play the 
organ. In fact, Orgelbüchlein may well be 
considered a collection of sacred organ works, 
a compositional treatise, a religious statement, 
and an organ-playing manual all in one! Bach 
comes from one of the largest musical families 
in all of music history. Much of his music was 
not published during his lifetime, nor did he 
hold that as an expectation. Bach considered himself to be a “working” musician, 
composing music for a specific purpose, and most often for sacred use. A great 
majority of his manuscripts include an inscription in Latin, Soli Deo Gloria, which 
means “to God alone be the glory.” 
 
 



The second chorale prelude was composed by Georg 
Böhm (1661-1733). Böhm was born in 1661 and 
received his first music lessons from his father, a 
schoolmaster and organist who died in 1675. Böhm’s 
later musical studies may have been directly influenced 
by members of the Bach family. Likewise, Vincent 
Lübeck (1654-1740) and even Dietrich Buxtehude 
(1637-1707) may have influenced Böhm’s musical 
development. Böhm is mainly known for his 
compositions for organ and harpsichord (primarily 

preludes, fugues, and partitas). His music is noted for a style of playing that is 
quite improvisational in nature. This is completely evident in the frequent use of 
varied ornamental figures for the melody of this chorale prelude setting.  
 
 
 
The final chorale prelude in this set was composed by 
Samuel Scheidt (1587-1654). Scheidt was born in Halle, and 
after early studies there, went to Amsterdam to study with 
Jan Pieterszoon Sweelinck (1562-1621), the distinguished 
Dutch composer, whose work had a clear influence on 
Scheidt's musical style. Scheidt was the first internationally 
significant German composer for the organ, whose music 
represents the flourishing of the North German style, 
which occurred largely because of the Protestant 
Reformation. Scheidt's music is in two principal categories: 
instrumental music, including a large amount of keyboard 
music, mostly for organ; and sacred vocal music. In his 
numerous chorale preludes, Scheidt often used a 
"patterned variation" technique, in which each phrase of 
the chorale uses a different rhythmic motive, and each variation is more 
elaborate than the previous one, until the climax of the composition is reached. 
 
 
 
 
 
 



 
 

The Prière à Notre-Dame (Prayer of Notre-Dame) is 
one movement from a larger organ work entitled 
Suite Gothique composed by Léon Boëllmann 
(1862-1897). The Suite Gothique (1895) is probably 
Boëllmann’s best-known compositions, and has 
become a staple of the organ repertoire. During 
the sixteen years of his professional life, Boëllmann 
composed about 160 pieces in all genres. Faithful 
to the style of César Franck (1822-1890) and an 
admirer of Camille Saint-Saëns (1835-1921), 
Boëllmann’s music nonetheless exhibits a turn-of-
the-century Post-romantic aesthetic which, 

especially in his organ works, demonstrates "remarkable sonorities". This piece 
features the lush combinations of string stops on the organ, accompanying the 
beautiful Harmonic Flute stop throughout. 
 
 
 
Albert Hay Malotte (1895-1964) is probably best 
remembered for his setting of The Lord's Prayer. 
Written in 1935, it was first recorded by baritone 
John Charles Thomas, and has remained popular 
for use in worship, concerts, and recordings. 
Malotte composed several other religious pieces, 
including settings of the Beatitudes and of the 
Twenty-third Psalm which have also remained 
popular as solos. This setting of “The Lord’s 
Prayer” is an “at sight” organ transcription of the 
vocal solo. It makes use of the organ’s many tonal 
resources, featuring the Clarinet and Geigen (solo 
string) stops for the opening statements of the melody. Later, the piece builds to 
full organ employing the majestic Tuba stop, but ends serenely, using softer string 
stops for the closing “Amen.”  
 
 
 



Dale Wood (1934-2003) was one of the most 
prominent composers of church music in the 20th 
century. He was widely known for his distinguished 
work as music editor, author, organist, and 
conductor. Dale Wood began musical composition at 
age 13 after winning a national hymn-writing 
competition for the American Lutheran Church. 
Throughout his career, Wood served as organist and 
choirmaster for Lutheran and Episcopal churches in 
Hollywood, Riverside, and San Francisco, California. 
His publishing output included numerous articles on 
worship, liturgy, and church music. Dale Wood’s 
hymns are found in many mainline denominational 

hymnals. The three hymn preludes featured on this program are all familiar and 
beloved nineteenth century hymns. The “Caricature of a Sunday School Song” is a 
setting of, “Jesus Loves Me,” text by Anna Bartlett Warner (1820-1915), and hymn 
tune composed by William Batchelder Bradbury (1816-1868). This setting features 
bright and happy flute stops, the jaunty oboe stop, as well as some of the organ’s 
percussive “effect” stops (glockenspiel and harp).  The second prelude in the set is 
a tender arrangement of the gospel hymn, “What a Friend We Have in Jesus,” text 
by Joseph Scriven (1819-1886) and hymn tune by Charles Crozat Converse (1832-
1918). The set closes with an arrangement of “Sweet Hour of Prayer,” text 
attributed to William W. Walford (1772-1850), and tune again by William B. 
Bradbury. Below are the texts from the opening stanza of each hymn: 
 

Jesus loves me, this I know, for the Bible tells me so. 
Little ones to him belong; they are weak, but he is strong. 

Yes, Jesus loves me! Yes, Jesus loves me! 
Yes, Jesus loves me! The Bible tells me so… 

 
What a friend we have in Jesus, all our sins and griefs to bear! 

What a privilege to carry everything to God in prayer! 
O what peace we often forfeit, O what needless pain we bear, 

all because we do not carry everything to God in prayer!... 
 

Sweet hour of prayer! sweet hour of prayer!  that calls me from a world of care,  
and bids me at my Father's throne make all my wants and wishes known.  

In seasons of distress and grief, my soul has often found relief,  
and oft escaped the tempter's snare by thy return, sweet hour of prayer!... 

  



Sir Henry Walford Davies (1869-1941) was born in Oswestry 
on the England-Wales border. His middle name, Walford, 
was his maternal grandmother’s maiden name. He later 
dropped his first name, Henry, and became more generally 
known as Walford Davies. He came from a musical family, 
and his father, John, was a leading figure on the local 
musical scene, who conducted the choir at the church 
where Davies’ uncle served as organist. Davies’ two brothers 
were also organists. Davies was educated at the Royal 
College of music and was a pupil of Sir Charles Hubert 
Hastings Parry (1848-1918) and Charles Villiers Stanford 

(1852-1924). Davies was appointed organist of The Temple Church in London in 
1898, a post he held for twenty years. Davies was knighted in 1922, and after the 
death of Sir Edward Elgar (1857-1934), was appointed as Master of the King’s 
Music during the reign of King George V (1865-1936). Davies’ composed Solemn 
Melody in 1908 for organ and strings and this is probably his most famous organ 
composition. It is often transcribed for solo organ and demonstrates both the 
subtlety and breadth of the organ. The piece begins with the quietest of stops, 
climaxes to full organ, and ends in quiet repose. While not specifically conceived 
as a musical “prayer,” the musical structure does evoke many facets of prayer 
from solemn devotion, yearning pleas, and quiet acceptance and peaceful 
contentment. 

 


