
 

 



 

 

Welcome to the 2026 Organ Recital Series at Scots's Church   
 

This year, I was asked by Douglas Lawrence to organize the organ recital series 

at Scots.  Apart from myself, four new faces are invited to perform this year.  All 

of them have extensive and diverse experience as concert organists, choir 

master, organist and director of music in churches and Cathedrals, many have 

won important prizes that help to advance a career in performance.   

 

Following the program booklet, the program of each recital is printed with 

program notes provided by the performers, or in some cases where the perform 

prefers to speak to the audience, no printed program notes is included.  The 

biography of each performer immediate follows the program notes.  

 

The organ students' concert this year features young people who learn to play 

the organ at secondary schools or as a second instrument for those studying at 

different universities. To their teachers who encourage and support them, we 

say thank you.  

 

The series is proudly supported by the Scots' Church, Melbourne, and 

sponsored by the Organ Music Society of Victoria (OMSV).  All donation goes 

to support the fees for the artists.  Please give generously.  

 

Each recitalist has invested a great deal of time in divising  a theme for each 

recital, designing a special program that showcase the Rieger organ, bringing 

you something old, something new, something familiar, and something 

different.  I hope the variety of programs this year brings you great tidings and 

delight, and at the end of each concert, you leave with a heart so filled by the 

wonder of organ music!  

 

Blessings!  

 

 

Jennifer Chou  

Associate Organist, Scots Church  

 

 

 



 

 

15 August - A Rieger Kaleidoscope   
Organist: Elizabeth -Anne Nixon  

 

Prelude  in  Eb  major   BWV  552 
J.S. Bach (1685 -1750) 

 

Tiento  no 36  (1626)  

Francisco Correa de Arauxo (1584 -

1654) 

 

Trio Sonata No 3 in e minor  BWV 528  
J.S. Bach (1685 -1750) 

 

Hell  und  Dunkel  (1976)  
Sofia Gubaidulina (1931 -2025) 

 

Trivium  (1976) 
Arvo Pärt (b.1935)  

 

Fugue  in  Eb  BWV  552  
J.S. Bach (1685 -1750) 

 

Herzlich  tut mich erfreuen from  Op  122

     

(I  am  deeply rejoicing)  

Johannes Brahms (1833 -1897) 

 

 
The  Program  
 
The  greatest challenge  in  creating  a program  for  the grand  Scots’  Church  Rieger  

instrument  was  how  to narrow  down  a very  long  list  of tantalising  possibilities!  

This  program  eventually  settled around  works  celebrating  major  anniversaries  

as well  as those delighting  in  varied  compositional  explorations  of the number  

“3”.   

 

Three  works  have  significant  anniversaries  this  year.  Correa  de Arauxo’s  highly  

influential  Facultad  Organica  was published  400 years  ago,  while  the works  by  

Gubaidulina  and  Pärt  were both  published  50 years  ago.  The  final  irresistible  

inclusion  was  the concluding  Brahms  chorale,  published  130 years  ago.  

 

The  works  that reveal  extraordinary  and  contrasting  compositional  

explorations  of “3” are Pärt’s  Trivium,  Bach’s  Prelude  and  Fugue  in  Eb  and  his  

Trio  Sonata . 
 



 

 

The  Composers  
 
While  Bach  and  Brahms  need  no  introduction,  it is possible  the 17th century  

Spanish  composer  Francisco  Correa  de Arauxo  and  the Soviet  era composers  

Sofia  Gubaidulina  and  Arvo  Pärt  will  be less familiar.   

 

While  comparatively  little  is known  of the life  of Spanish  composer  Correa  de 

Arauxo,  he clearly  suffered  major  challenges  professionally  and  personally.  

However  his  published  work  Facultad  Organica  contains  69 expressive  

compositions  as well  as additional  theoretical  writing  that make  it arguably  the 

most  valued  and  respected  treatise on  music  theory  and  performance  practice  

of its time  and  place.  His  work  plays  a unique  and  critical  bridge  between  the 

vocal -style  polyphonic  writing  of the late Renaissance  and  the more  idiomatic  

keyboard  writing  of the early  Baroque.  This  evolution  can  be heard  in  the 

development  of both  idiomatic  virtuosic  passage  work  and  strategic  

dissonance.  The  possibility  of simultaneously  using  different  sounds  was  also  a 

mechanical  development  in  the instruments  of the time  that was  exploited  in  

Correa  de Arauxo’s  compositions.  

 

As  a child,  the modernist  composer  Gubaidulina  had  many  contrasting  and  

powerful  cultural  influences.  Her  father  was  Volga  Tartar,  and  her  mother  was  

of Polish  Jewish  heritage.  To  this  strong  and  complex  cultural  mix  she quickly  

and  independently  added  her  own  highly  spiritual  response  to the Western  

music  she was  studying  and  an interest  in  religion  which  she kept  hidden , both  

from  her  family  and  those around  her.  This  was  through  the period  when  the 

Soviet  Union  was  actively  repressing  religious  and  spiritual  thinking  as well  as 

the influence  and  performance  of contemporary  Western  music.  Although  her  

highly  individual  modernist  approach  to composition  was  challenged  and  

criticised  by  some  Soviet  teachers,  she was  notably  encouraged  to continue  on  

her  path  by  Dmitri  Shostakovich.  The  attention  and  support  of the preeminent  

violinist  Gidon  Kremer  in  the 1980s brought  her  work  to international  

attention.  This  recognition  was  consolidated  by  important  commissions,  

performances,  awards  and  associations  throughout  the Western  world.   

 

Gubaidulina’s  modernist  works  are consistently  recognised  for  their  innovative  

and  non -conventional  approach  to instrumental  writing,  as well  as for  her  

exploration  of a mystical  spiritualism.  You  will  hear  a fine  example  of this  

today  in  her  work  Hell  und  Dunkel  (‘Light  and  Dark’).   



 

 

Despite  being  clearly  notated,  there is an  expectation  of a creative  approach  to 

its interpretation  from  the performer.  

 

Estonian  composer  Arvo  Pärt  is another  composer  whose  compositions  both  

provoked  disfavour  through  the Soviet  era and  reveal  an  intense  exploration  of 

a spirituality  that flowed  from  his  Orthodox  Christian  beliefs.   

 

Pärt  has  two highly  distinct  periods  in  his  compositional  output  separated  by  a 

period  of ‘contemplative  silence’  or ‘stepping  back’  from  composition.  Through  

this  period  of compositional  silence,  Pärt  studied  historic  choral  writing  and  

formulated  his  own  highly  personal  approach  to compositional  techniques  and  

style.  Trivium  was  one  of the early  works  post  this  contemplative  period.  It  is a 

fine  example  of the new  tintinnabuli  style,  which  was  created  by  Pärt  shortly  

before  emigrating.  While  tintinnabuli  compositions  superficially  suggest  an  

extraordinary  simplicity,  this  is achieved  through  the strict  reduction  of every  

musical  parameter  so that the music  achieves  incredible  potency  and  intensity.  

Pärt  described  this  process  as comparable  to “spiritual  fasting.”  In  the words  of 

Elena  Tokun,  Pärt  created  a “style paradigm  of audible  simplicity  and  structural  

complexity.”



 

 

A few additional  words  on specific  works  
 
It  was  irresistible  to include  a beautiful  example  of Correa  de Arauxo’s  writing  

this  year  - 400 years  after its first  publication.  At  the time  and  place  of its 

composition,  the organs  all  had  distinctive  tonal  and  tuning  characteristics  that 

were unquestionably  explored  and  exploited  by  composers.  The  tones  and  

tuning  of these instruments  is regarded  as inherent  and  essential  to the music  of 

the time.  However,  while  it might  be regarded  by  some  as a travesty  to play  this  

music  at an  instrument  with  ‘even’ tuning,  I  hope  that these sounds  from  the 

Scots’  Rieger  bring  the music  to life,  even  if  in  a different  ‘accent’ to the 

authentic  Spanish  sounds  of 1626! 

 

Pärt’s  Trivium  is centred  around  the number  three at many  levels.  The  title 

itself  is likely  an  analogous  reference  back  to an  ancient  Latin  meaning:  ‘the 

place  where  three roads  meet - Truth’.  Other  elements  referencing  the number  

there include  its 3 part  structure,  its 3 part  voicing  of much  of the writing,  and  

the 3 pitches  that form  the harmonic  foundation  of the entire  work.  All  of these 

elements  combine  in  Trivium  as a musical  expression  of a ‘journey  toward  

pure,  unified  spiritual  truth.’  

 

It  seemed  inevitable  to complement  Trivium  with  a major  Bach  work  also  

centered,  if  quite  differently,  on  the concept  of three. Bach’s  Prelude  and  Fugue  

in  Eb  BWV  552 is recognised  as being  filled  with  symbolic  Trinitarian  

references,  from  the trivial  to the monumental.  It  has  a key  signature  with  3 

flats,  and  both  the Prelude  and  the Fugue  have  three distinctive  themes  and  the 

Fugue  has  three distinct  sections.   Further,  many  analysts  suggest  that each  

theme  in  the Prelude  could  refer respectively,  by  reason  of their  different  

characters,  to the Father,  Son,  and  Holy  Spirit  elements  held  within  the 

Christian  concept  of the Trinity.  The  Prelude  also  clearly  and  strikingly  

references  French,  Italian  and  German  stylistic  elements.  

 

The  work  dates from  Bach’s  years  in  Leipzig  - the third  major  period  of Bach’s  

life.  While  it was  published  in  1739, it is believed  to have  been  performed  by  

Bach  for  the first  time  290 years  ago  in  celebration  of the Silbermann  organ  

newly  consecrated  in  the Frauenkirche,  Dresden.  Unusually,  when  published  

in  Bach’s  Clavier -Übung  III,  the Prelude  was  separated  from  its Fugue,  the two 

works  enclosing  a major  collection  of Bach’s  chorale  prelude  settings.  Today’s  

program  takes  the liberty  of opening  with  the Prelude,  and  (almost)  closing  

with  the Fugue  in  reference  to this  unusual  feature of its publication.  



 

 

While  trio  sonatas  written  for  two melodic  instruments  and  basso  continuo  

were composed  by  many  Baroque  composers,  it was  Bach’s  innovation  to 

translate  this  texture  for  one  player  at the organ  (one  ‘person’  respectively  in  

each  hand,  and  another  in  the feet!) Bach’s  collection  of 6 Trio  Sonatas  were 

composed  for  his  son,  Wilhelm  Friedemann,  with  the didactic  intent  to 

facilitate  the development  of virtuosic  organ  technique.  Despite  this  intent,  

they  are regarded  as yet another  extraordinary  collection  for  both  their  beauty  

and  compositional  complexity.  

 

Despite  my  original  intent  to close  today’s  program  with  Bach’s  Fugue,  Brahms’  

chorale  setting  of Herzlich  tut mich erfreuen felt so beautifully  brought  to life  by  

some  of the Rieger  sounds,  that I  have  chosen  to end  instead  with  this  

wonderfully  gentle  work.  Although  Brahms’  wrote  few works  for  the organ,  the 

choral  settings  of Op  122 are his  final  musical  testament  and  are 

unquestionably  works  of heartfelt  intensity.  Herzlich  tut mich erfreuen is one  of 

the few with  a text expressing  both  a quiet  joy  and  a profound  optimism.   
 



 

 

 

 
 

Elizabeth -Anne  Nixon  began  studying  the organ  as a tertiary  student  with  

Robert  Boughen  in  Brisbane.  She  was  drawn  to study  the instrument  because  of 

its incredible  repertoire  of Bach  works  and  was  fortunate  to first  experience  the 

instrument  and  its repertoire  through  the fine  mechanical -action  neo-classical  

Roger  Pogson  instrument  in  the Mayne  Hall  of the University  of Queensland.  

 

As  a student,  she received  prizes  including  awards  for  the top AMEB  

examination  and  the top graduate  in  music  performance  (UQ),  as well  as prizes  

in  accompaniment.  After  graduating,  she was  awarded  four  major  post-

graduate  scholarships  that allowed  her  to continue  her  studies  with  many  fine  

musicians  both  here as well  as in  Japan  and  Europe.  Her  studies  overseas  

focussed  on  early  repertoire,  in  particular  the early  Italian  composers.   She  

studied  in  Melbourne  with  John  O’Donnell,  in  Milan  with  Lorenzo  Ghielmi,  in  

the UK  with  David  Sanger,  and  was  an  active  participant  in  masterclasses  with  

organists  including  Daniel  Roth  and  Luigi  Tagliavini.   She  was  a prize  winner  

in  the International  Competition  “Gaetano  Callido”  in  Borca  di  Cadore,  

specialising  in  early  repertoire  interpretation.    

 

After  settling  in  Melbourne,  Elizabeth -Anne  has  divided  her  professional  life  

between  teaching,  music  direction  in  churches  and  freelance  work  in  

accompaniment  and  performance.  She  especially  enjoys  every  opportunity  to 

meet new  instruments  and  to explore  collaborative  repertoire.   



 

 

 



 

 

UPCOMING CONCERTS IN THE SERIES  
 

 

Wednesday 2 September at 1pm: Samuel Giddy  

Saturday 5 September at 2pm: Bruce Fethers  

Wednesday 9 September at 1pm: Peter Guy  

Wednesday 16 September at 1pm: Jennifer Chou  

Saturday 19 September at 2pm: Organ Students  

 
 
 
 
 
 
 
 
 
 
 

THANK YOU FOR ATTENDANCE  

 

 
 

The Scots’ Church Melbourne  

www.scotschurch.com  

Admission is free however a donation would be a ppreciated  

http://www.scotschurch.com/

