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In this issue
The third of a five-part series on the life and work of French 

harpsichordist Huguette Dreyfus continues the fascinating nar-
rative by one of her last students, Sally Gordon-Mark. Robert 
McCormick provides the third installment of his series of inter-
views with organists about the art of improvisation, leading dis-
cussion with Jason Roberts, director of music for the Church of 
the Blessed Sacrament in New York City.

 In “Harpsichord Notes,” Michael Delfín reviews The Art of 
Preluding: Deconstructing and Reconstructing the Preludes in 
J. S. Bach’s Well-Tempered Clavier, in two volumes by Derek 
Remeš. In “Reviews: New Recordings,” John Speller reviews 
Sietze de Vries’s new DVD/CD set, Bach’s Missing Pages: An 
Expanded Orgelbüchlein. John Bishop, in “In the Wind . . .,” 
discusses the casting of metal for organ pipes. This month’s 
calendar again features a plethora of events around the United 

States and throughout Europe, as well as an extensive summer 
carillon schedule.

This month’s cover feature is Buzard Pipe Organ Builders’ 
Opus 48, recently completed for Saint George’s Episcopal 
Church, Nashville, Tennessee. The instrument is the final 
component of a comprehensive renovation of the church nave, 
which witnesses approximately 1,000 worshipers weekly at five 
Sunday services. Several noteworthy dedicatory events have 
already occurred spotlighting the organ’s many colors.  ■
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Competitions

Létourneau Pipe Organs Opus 89,  
Powell Chapel, Truett Seminary, Baylor 
University, Waco, Texas

Baylor University School of Music, 
Waco, Texas, announces its first National 
High School Organ Competition, to be 
held November 4 on the Létourneau 
Opus 89 at Powell Chapel in the uni-
versity’s Truett Seminary. First prize 
is $1,000, in memory of the late Joyce 
Jones, longtime organ faculty member at 
Baylor; second prize is $500, sponsored 
by Létourneau Pipe Organs. Repertoire 
includes one J. S. Bach organ work and 
a contrasting piece. Application dead-
line is September 15. For information:  
baylor.edu/music/organ-comp.

Events

The Wanamaker Organ with royal ban-
ners from the Rodman Wanamaker 
Collection

On May 6, the Wanamaker Organ in 
the Grand Court of Macy’s Philadelphia 
department store was decorated with 
hand-painted silk royal banners from the 
Rodman Wanamaker Collection. Music 
celebrating the coronation of King 
Charles III of the United Kingdom was 
played in honor of festivities in London. 
The world’s largest playing pipe organ 

of 28,750 pipes was dedicated June 22, 
1911, at the time when King George V 
and Queen Mary were crowned. Rod-
man Wanamaker (1863–1928) donated 
the Cross of Westminster to Westminster 
Abbey, a cross used on state occasions. 
Wanamaker also donated a sterling silver 
altar, a jeweled Bible, and other adorn-
ments to the parish of St. Mary Magda-
lene on the royal estate at Sandringham.

Organists featured May 6 were Grand 
Court Organist Peter Richard Conte 
and Dylan David Shaw. For informa-
tion: wanamakerorgan.com.

Organbuilders

Kegg organ rendering, St. Andrew’s 
Episcopal Church, Houston, Texas

Kegg Pipe Organ Builders, Hart-
ville, Ohio, has been commissioned to 
build a new pipe organ for St. Andrew’s 
Episcopal Church, Houston, Texas. 
This three-manual, twenty-nine-rank 
organ, to be completed in early 2025, 
will include four stops retained from 
the existing instrument. The project has 
been developed in collaboration with 
music director John Kirk.

The existing organ is installed in the 
rear of the nave with the choir and 
console in front. The new organ will be 
located in the front of the room with 
the choir, leaving a modest Antiphonal 
division in the rear. The design follows 
typical Kegg guidelines for organs of this 
size, with restrained use of borrowed and 
extended ranks to maximize flexibility 
and attention to choral accompaniments. 
For information: keggorgan.com.

Rendering of future gallery divisions of 
Létourneau Pipe Organs Opus 140, St. 
John’s Lutheran Church, San Antonio, 
Texas

Létourneau Pipe Organs, St.-Hya-
cinthe, Québec, Canada, has signed a 
contract for the design and construction 
of a new organ for St. John’s Lutheran 
Church, San Antonio, Texas. The instru-
ment will be divided between the four 
corners of the church’s nave, with 35 
ranks in the chancel chambers and the 
remaining 17 ranks within oak cases 
flanking the rear gallery. The organ will 
be playable from two consoles with three 
manuals each, with one in the chancel 
and the other in the gallery. Over two-
dozen ranks from the church’s M. P. 
Möller organs, Opus 6113 from 1933 and 
Opus 11700 from 1986, will be refur-
bished and incorporated into the new 
organ’s tonal plan as part of the project. 
Létourneau’s Opus 140 is expected to be 
complete in late 2025. For information: 
letourneauorgans.com.

Online resources
The Conference of Roman Catho-

lic Cathedral Musicians (United States 
and Canada) (CRCCM) has developed 
a database of sacred choral repertoire, 
“The CRCCM Repertoire Project.” The 
database is now accessible to all for free 
at the organization’s website. The data-
base is a listing of choral repertoire for 
all Sundays and major occasions of the 
liturgical year, selected ritual Masses, 
and special liturgies unique to cathedral 
settings. In addition to published works 
listed, many unpublished compositions 
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are included. For the former, publishers 
and catalog numbers are provided, often 
with a link to the publisher’s website. In 
the case of unpublished works, in many 
instances the score is available as a free 
download; if there is a congregational 
part that would be printed in a worship 
aid, that is generally included as well. 
Alternatively, composers have the option 
of providing a link to a manuscript on 
their personal website.

Information provided about a compo-
sition can include title, composer with 
year of birth/death, list of occasions for 
which it is especially appropriate, voic-
ing, instrumentation, liturgical function, 
language, original lyrics and English 
translation, text references, publisher 
information or links to manuscripts, and 
additional details. One can search by 
composer or by title or browse by cate-
gories such as occasion, accompaniment, 
voicing, function, language, antiphon 
text, selected text sources, or availability 
of manuscript.

The focus on the liturgical year makes 
this database useful to Catholic, Anglican, 
Episcopal, and Lutheran musicians, but 
also to others who observe only certain 
aspects of the liturgical year. The offer-
ings of the database will be continually 
expanded. For information: crccm.org.

People

Carol Williams

In September Carol Williams will 
perform a concert at the Royal Festival 
Hall, London, titled “The Outer Lim-
its.” The program will include works by 
Vierne, Tournemire, and Glass through 
to Jimmy Smith—a transcription by the 
performer of his Midnight Special. The 
organ was built between 1950 and 1954 
by Harrison & Harrison organbuilders. 
For information: melcot.com.

Recordings
Harmonia Mundi announces a new 

recording, Johann Sebastian Bach, The 
Complete Works for Keyboard, Volume 
8, Köthen, 1717–1723, for Maria Bar-
bara (HMM 902469.71, 3 CDs), featur-
ing Benjamin Alard performing works 
for harpsichord and clavichord. The disc 
includes Bach’s inventions, sinfonias, and 
French suites played on a harpsichord 
by Joannes Couchet (c. 1645), reworked 
by François-Étienne Blanchet (1720), 

and a clavichord by Émile Jobin (2018) 
after an example by Christian Gottfried 
Friederici (1773). For information:  
harmoniamundi.com/en.

Monteverdi Vespers of 1610

Acis Productions, LLC, announces 
a new two-disc choral CD, Monteverdi 
Vespers of 1610 ($29.99 for CD, with var-
ious digital download options available), 
featuring The Thirteen, Dark Horse 
Consort, and the Children’s Chorus 
of Washington, Matthew Robert-
son, director. For further information:  
acisproductions.com.

Requiem: Maurice Duruflé

Gothic announces release of a new 
digital-only choral recording, Requiem: 
Maurice Duruflé (G-49328, $12.98), 
featuring the Georgia State Univer-
sity Singers, conducted by Deanna 
Joseph. Additional composers included 
on the recording are Elaine Hagenberg, 
Caroline Shaw, and Pawer Lukaszewski. 
For information: gothic-catalog.com.

Kaire Maria

NovAntiqua Records announces a 
new recording, Kaire Maria, featuring 

➤ page 6
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Appointments

David Baskeyfield is appointed 
professor of organ and sacred music 
at East Carolina University, direc-
tor of music at St. Paul’s Episcopal 
Church, both in Greenville, North 
Carolina, and artistic director of the 
East Carolina Musical Arts Founda-
tion, which maintains the St. Paul’s 
Church organ (C. B. Fisk, Inc., Opus 
126) and supports programming. For 
the past eight years, he has served as 
director of music at Christ Episcopal 
Church, Pittsford, New York, where, 
as the church’s first full-time appoin-
tee to that post, he developed the 
music program extensively, including 
establishing monthly services of choral Evensong, an RSCM-affiliated chorister 
program, and a professional eight-voice chamber choir.

Baskeyfield studied law at Oxford University, serving as organ scholar at St. 
John’s College, and earned his Doctor of Musical Arts degree at the Eastman 
School of Music, Rochester, New York, in the studio of David Higgs. The 
recipient of several first prizes at national and international organ competi-
tions, all with audience prizes, and one of relatively few organists based in 
North America to improvise regularly in recital, he enjoys an international 
performance career. He is represented in North America by Karen McFarlane 
Artists, Inc. (concertorganists.com). For information: davidbaskeyfield.com, 
stpaulsepiscopal.com, and opus126.com.

Bálint Karosi is appointed lec-
turer in the department of organ for 
the 2023–2024 year at the University 
of Michigan, Ann Arbor, where he 
will teach organ music of the 20th 
century to the present, contemporary 
issues in sacred music, organ impro-
visation, 19th-century organ music, 
and composing for the organ. Karosi 
is cantor, organist, and director of 
the St. Peter’s Bach Collegium at St. 
Peter’s Lutheran Church, New York, 
New York. He holds degrees from 
Yale University, Oberlin Conserva-
tory of Music, the Liszt Academy, 
and the Conservatoire de Genève. 
He is represented in North America 
by Phillip Truckenbrod Artists, LLC. 
For information: karosi.org, concertartists.com, smtd.umich.edu/department/
department-of-organ.

Mark Pacoe is appointed associ-
ate director of music and organist for 
St. Patrick’s Cathedral, New York, 
New York. He leaves his position as 
artist-in-residence for the Cathedral 
of All Saints, Albany, New York.

Pacoe has performed as solo-
ist and accompanist in the United 
States and abroad. As prizewinner 
from the Oundle International 
Young Organists’ Academy in Great 
Britain, he made his European solo 
debut tour at St. Paul’s Cathedral, 
London, Chichester Cathedral, and 
St. Mary’s Cathedral, Edinburgh 
Fringe Festival.  In November 2014, 
Pacoe launched the first edition of 
the Terra Sancta Organ Festival in 
the Holy Land with solo recitals in Israel and Palestine at the Basilica of the 
Annunciation, Nazareth; St. Saviour Monastery, Jerusalem; and St. Catherine 
Church/Nativity, Bethlehem/Palestine. Festival appearances include “Voices in 
the House International Music Festival” concerts at Sydney Opera House and 
Sydney Town Hall, “Perform in Harmony with Olympic Spirit” at Forbidden 
City Concert Hall in Beijing, the Oriental Arts Center in Shanghai for the XXIX 
Olympiad, and at Vienna’s Peterskirche and Konzerthaus as featured soloist for 
the International Haydn Festival. He performed Poulenc’s Concerto for Organ, 
Strings, and Timpani with members of the Naples Philharmonic (Florida). 

Pacoe earned degrees from Duquesne University, Pittsburgh, Pennsylvania, 
and East Carolina University, Greenville, North Carolina, and did post-gradu-
ate studies at the Eastman School of Music, University of Rochester, New York. 
His primary teachers include Ronald Gould, Ronald Doiron, Janette Fishell, 
and David Higgs. 

 Pacoe has served as an adjudicator for organ competitions including the 
1er Concours International d’Orgue in Saint-Julien-du-Sault (Yonne, France, 
2013) and the 2nd Concorso Internazionale Di Interpretazione Organistica 
“Agati-Tronci” (Pistoia, Italy, 2013). His recording, Crossroads—Music from 
St. Malachy’s, The Actors’ Chapel, Times Square, NYC, was released in 2015 on 
the ACIS label. For information: markpacoe.com.  n

Mark Pacoe

Bálint Karosi

David Baskeyfield

Johann Sebastian Bach, The Complete 
Works for Keyboard, Volume 8, Köthen, 
1717–1723, for Maria Barbara
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organist Olga Laudonia and vocalists 
Maria Ercolano and Valentina Var-
riale performing a collection of pieces 
for voice and organ dedicated to the 
Virgin Mary dating from the 19th to the 
early 20th centuries. Composers rep-
resented include Saint-Saëns, Franck, 
Fauré, Gounod, Reger, and Rhein-
berger. The recordings were made on 
the 2011 Mascioni organ, Opus 1189, at 
the Church of SS. Cosma and Damiano, 
Vairano Scalo, Italy, an instrument built 
in the style of Cavaillé-Coll. For infor-
mation: novantiqua.net.

Regent Records announces a new 
choral recording, What Joy So True: 
Anthems, Canticles, Consort Music, 
Thomas Weelkes (1576–1623) (REGCD 
571), featuring the Choir of Chiches-
ter Cathedral and the Rose Consort 
of Viols, Charles Harrison, conductor, 
with Timothy Ravalde and Thomas 
Howells, organists. Marking the 400th 

anniversary of Weelkes’s death, the 
disc features a selection of anthems 
and canticles, both a cappella and with 
organ continuo, plus six sacred choral 
works, originally with an outline accom-
paniment for organ, which have been 

reconstructed with a full accompaniment 
for viol consort. Also included are four 
original works for viol consort, together 
with Weelkes’s only two surviving 
works for solo organ. For information:  
regentrecords.com.

Publishers
Concordia Publishing House 

announces new choral publications: 
This Is the Truth Sent from Above (The 
Herefordshire Carol) (984394, $3.40), 
by Sondra K. Tucker, for SATB, piano, 
2–3 octaves handbells; Jesus, Jesus, Rest 
Your Head (984395, $3.40), by Ralph C. 
Schultz, for SAB, piano, and C or B-flat 
instrument; My Song Is Love Divine 
(984397, $2.90), by John Behnke, for 
SATB and organ; Let Us Ever Walk With 
Jesus (984400, $3.90), by Benjamin M. 
Culli, for SATB, congregation, organ, 
and horn; My Lord, What a Morning 
(984398, $2.90), by David von Kampen, 
for SATB and piano; Oh, That I Had a 

Thousand Voices (984399, $3.90), by 
Michael Burkhardt, for SATB, congre-
gation, organ, and trumpet; and The 
Church’s One Foundation (984401, 
$2.90), by Kevin Hildebrand, for SATB, 
congregation, organ, brass quintet, and 
timpani. For information: cph.org.

E. C. Schirmer announces a new 
organ publication: The Sleeping Beauty, 
Op. 66, No. 6: Grande valse villageoise 
(The Garland Waltz) (9211, $14), by 
Pyotr Ilyich Tchaikovsky, transcribed by 
Jillian Gardiner, a member of The Dia-
pason’s 20 Under 30 Class of 2015. For 
information: ecspublishing.com.

Edition Walhall announces a new 
publication for harpsichord or organ: 
Manuel Rodrigues Coelho (~1555–
~1635): 24 Tentos a 4 parti (CO1OR, 
€46.50), first published in 1620 in the 
collection Flores de musica, here edited 
by Alessandro Bares. For information: 
edition-walhall.de. n

Nunc Dimittis

John Allen Ditto died March 9. 
He was born February 12, 1945, in 
Kansas City, Missouri. At the age 
three he showed great interest in 
the piano and was taught by Pau-
line Chaney and Lucille Hoover of 
Plattsburg. Beginning at age nine and 
continuing through high school years, 
he studied piano at the University of 
Missouri-Kansas City Conservatory 
of Music, with organ lessons begin-
ning in 1961.

After graduating from Plattsburg 
High School in 1963, Ditto went on 
to earn a Bachelor of Music degree in organ and church music from Drake Uni-
versity, Des Moines, Iowa. In 1969 he earned his Master of Music degree in organ 
and sacred music from the University of Michigan, Ann Arbor. From 1969 until 
1972 he was director of music for First Presbyterian Church, Evansville, Indiana. 
In 1972 he began his Doctoral of Musical Arts degree studies at Eastman School 
of Music, Rochester, New York. 

After completing his doctorate, he returned to Missouri as assistant professor 
of organ, piano, and music history at Central Methodist University, Fayette, and 
organist at Linn Memorial United Methodist Church on campus from 1975 to 1982. 
He then began teaching at the University of Missouri Kansas City Conservatory of 
Music, a position he held until his retirement in 2015. During this time Ditto served 
as organist/music director at St. Paul’s Episcopal Church, Kansas City. He was a 
member of St. Paul’s Church and continued to be involved after his retirement.

Throughout his career Ditto played numerous recitals throughout the country 
and was an artist with Phyllis Stringham Concert Management. He was an active 
member of the Kansas City chapter of the American Guild of Organists, attend-
ing and performing at conventions and pedagogy conferences. During summer 
months, Ditto spent time on Lopez Island, Washington, where he was organist at 
Grace Episcopal Church. 

Upon retirement Ditto volunteered at the Kansas City Free Health Clinic and 
St. Luke’s Hospital. He also served as chairman of the program committee on the 
UMKC Retirees Association Board. He was a lector and chalice bearer at Bishop 
Spencer Place, where he resided the final year of his life.

John Allen Ditto is survived by his sister Mary Alice (Larry) Roberts, nephew 
Zach (Ashley) Nelson, and his great-nieces, Lilly and Sylvie Nelson, all of Platts-
burg, Missouri. Services were held April 16 at St. Paul’s Episcopal Church, Kansas 
City. Former students Shelly Moorman-Stahlman and Robert L. Bozeman played 
prelude and postlude, all pieces learned as students with Ditto. St. Paul’s Choir 
sang movements from Durufle’s Requiem at the Holy Eucharist service. Memorial 
contributions may be made to St. Paul’s Episcopal Church for the music program 
(stpaulskcmo.org), to the American Guild of Organists, New Organist Scholarship 
Fund in memory of John Ditto (agohq.org), or to John A. Ditto Memorial Music 
Scholarship, P. O. Box 136, Plattsburg, Missouri 64477.

—Robert L. Bozeman and Shelly Moorman-Stahlman

Paul S. Hesselink, 82, died May 1. Born June 6, 1940, in Mitchell, South Dakota, 
he had been a resident of Las Vegas, Nevada, since 1993. He had previously lived in 
Iowa, Nebraska, Washington, Michigan, Ohio, Colorado, and Virginia.

Hesselink was a graduate of Lynden (Washington) High School and earned 
his Bachelor of Arts degree in music in 1962 from Hope College, Holland, 
Michigan, where he majored in organ. He studied musicology at the University 
of Michigan, Ann Arbor, under a Woodrow Wilson National Fellowship; earned 
a Master of Arts degree in organ pedagogy from Ohio State University, Colum-
bus; and received his Doctor of Musical Arts degree in organ performance from 
University of Colorado, Boulder. His organ teachers included Roger J. Rietberg, 
Wilbur C. Held, Arthur Poister, Everett J. Hilty, and Don A. Vollstedt. He stud-
ied harpsichord in Paris, France, with Davitt Moroney.

In 1966 Hesselink joined the faculty 
at Longwood College (now University), 
Farmville, Virginia, where for twenty-
six years he taught organ, harpsichord, 
music theory, music form and analysis, 
church music, handbells, and music 
appreciation. He was named a recipient 
of the college’s Maria Bristow Starke 
Award for Excellence in Teaching, and 
he chaired the Longwood department 
of music for three years. During the 
1978–1979 academic year he was a 
guest faculty member at the University 
of Colorado in the department of organ 
and church music. Upon early retire-
ment from Longwood, he was named 
Professor Emeritus. He relocated to Las Vegas, Nevada, to become dean and 
chief executive officer at Nevada School of the Arts, a private, non-profit com-
munity arts school, holding that position for twelve years. He also taught organ 
as adjunct faculty at University of Nevada, Las Vegas, beginning in 1993.

As a church musician, Hesselink served as the director of music (organ, choir, 
and handbells) at Farmville Presbyterian Church, Virginia, for twelve years 
and as organist at Christ Church Episcopal in Las Vegas for six years. He was 
an active member of the Southern Nevada Chapter of the American Guild of 
Organists, and he served as program chair of the AGO Region IX Midwinter 
Conclave, hosted by the Southern Nevada Chapter in January 2006. From 2005 
to 2019 he managed the chapter’s organ recital series bringing nationally and 
internationally known organists to perform in Las Vegas. Upon his retirement 
from that responsibility, the chapter honored him by naming the recital series 
the Paul S. Hesselink Organ Recital Series. Hesselink also held memberships in 
the Organ Historical Society, the College Music Society, the American Musico-
logical Society, and the Southeastern Historical Keyboard Society.

Active during his entire professional life as an organ and harpsichord recitalist, 
lecturer, and workshop leader, he also performed as a duo-piano team member 
with Longwood colleague Frieda Myers. He was harpsichordist-in-residence 
with the Roxbury Chamber Players of New York for “Music in Historic Places” 
during the summers of 1984 and 1985. In 1996 he was harpsichord soloist for the 
world premiere performance of the Nevett Bartow Concerto for Harpsichord 
with the Nevada Chamber Orchestra; he later recorded the work with the Slovak 
Radio Symphony Orchestra in Bratislava for the MMC Recordings label. Hesse-
link was the recipient of two National Endowment for the Humanities Summer 
Seminar awards—at Yale University and later at the Arnold Schoenberg Insti-
tute at the University of Southern California. The seminars resulted in a ten-year 
research project regarding the commissioning, composition, and publication of 
Schoenberg’s only work for organ, Variations on a Recitative, opus 40. At the 
end of the second summer seminar, he was invited to publish his research in the 
Journal of the Arnold Schoenberg Institute. On the occasion of the 50th anniver-
sary of the composition of the Schoenberg organ work, his article, “Variations on 
a Recitative for Organ, Op. 40: Correspondence from the Schoenberg Legacy,” 
was republished in The American Organist (October and December 1991).

Hesselink was a force in the acquisition of the Maurine Jackson Smith Memo-
rial Organ installed in 2004 in Dr. Rando-Grillot Recital Hall, Beam Music 
Center, University of Nevada, Las Vegas. This instrument, which was designed, 
fabricated, and installed by Rudolf von Beckerath Orgelbau, Hamburg, Ger-
many, is the largest mechanical-action organ in Nevada. In 2013 he published 
“As I Recall: A History of the Maurine Jackson Smith Organ at UNLV.”

Paul S. Hesselink is survived by a brother, Philip Hesselink of Omaha, 
Nebraska; two sisters, Elaine Helmus of Jefferson, Iowa, and Ardys Hansum 
of Omaha. Also surviving is his former student, longtime friend, and partner of 
more than fifty years, Linda Parker. His ashes were interred in the family plot 
in the Gibbsville, Wisconsin, cemetery. Memorial contributions may be made to 
the American Guild of Organists, the Southern Nevada Chapter of the AGO, or 
the Organ Historical Society. n

John Allen Ditto Paul Hesselink

➤ page 4

What Joy So True: Anthems, Canti-
cles, Consort Music, Thomas Weelkes 
(1576–1623)
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Harpsichord Notes By Michael Delfín

The most
famous
Johannus
organ
TheOpus is a familiar face in the Johannus family. The
impressive history of the Opus goes back to the start of the
1970s, when the Opus came onto the market as the first
Johannus living room organ.

Since then, countless organists have grown up with this
organ and “the Opus” has become a veritable household
name among organ enthusiasts. They all are inspired by the
amazing sound. Not surprisingly, the Opus has been
Johannus' bestselling organ for many years.

Visit our website to discover more about the Opus series.
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Creative Co-Construction

The Art of Preluding: Deconstructing 
and Reconstructing the Preludes in 
J. S. Bach’s Well-Tempered Clavier, 
Volumes I & II, by Derek Remeš. 
Leupold Editions, a division of The 
Leupold Foundation, 2021; Vol-
ume 1, LE500046, $39; LE500047, 
$32; sold as a set, LE500049, $60 
print, $40 digital. Available from  
theleupoldfoundation.org.

Attempting to learn a language nowa-
days often involves the use of an app or 
two, but only through immersing in that 
language can the novice speaker become 
proficient, especially at speaking extem-
poraneously. In The Art of Preluding, 
theorist and historical keyboardist Derek 
Remeš invites keyboardists to immerse 
themselves in the harmonic language 
of Bach’s Well-Tempered Clavier and 
the creative potential that it generates. 
Rather than merely elevating the WTC 
as the epitome of craftsmanship, Remeš 
breaks down the complexities of each 
prelude by presenting the harmonic 
content as structural DNA for analysis 
and imitation. Through this invaluable 
two-volume guide, Derek Remeš helps 
the keyboardist not only better compre-
hend Bach’s particular rhetorical dialect 
but also take the first steps to improvise 
in this incredibly rich language.

Remeš’s goals for this publication are 
four-fold. First, Remeš explores how 
the preludes and eighteenth-century 
composition in general can be under-
stood in terms of thoroughbass. As J. S. 
Bach began his pedagogical routine with 
thoroughbass training before moving 
on to chorale harmonizations, accord-
ing to C. P. E. Bach, Remeš also begins 
his explanation of “preluding” with the 

thoroughbass. Second, he illustrates the 
compendium-like nature of the WTC. 
By stripping away the embellishments 
of figuration and idiomatic keyboard 
writing, Remeš allows the student of 
Bach to absorb Bach’s harmonic motion 
and compositional structures. Third, 
he presents musical rhetoric in Bach’s 
works as the gateway to speaking Bach’s 
musical dialect and enables the reader to 
“join this conversation” by improvising 
and composing preludes in eighteenth-
century style. Fourth, he conveys a more 
historically informed, pragmatic, and 
productive notion of creativity, present-
ing Bach’s work as both a mastery of 
convention and a basis for imitation. 
Such was the art of learning by imitation 
in seventeenth- and eighteenth-century 
German musical education.

Naturally, the written music in these 
volumes is their main draw. Remeš 
provides three versions of each prelude: 
the original work in a transposition to C 
major or A minor (see below), an analyti-
cal harmonic reduction, and a thorough-
bass foundation. The transposed original 
is presented separate from any “urtext” 
claims or edition, but Remeš offers a 
URL to digital sources of all facsimiles. 
Each analytical reduction highlights 
numerous structural events, harmonic 
events, and compositional/contrapuntal 
devices. The thoroughbass foundation is 
the simplest reduction of all, and besides 
providing a basis for all harmonic motion, 
it invites the keyboardist to improvise 
something original, thereby following 
in the footsteps of composition teachers 
of centuries past. As a gentle introduc-
tion to the WTC preludes, Remeš also 
includes several smaller preludes that 
are ordinarily taught to students before 
the WTC.

Although similar in purpose to par-
timento, this practice differs in that 
the latter begins wholly from a bass 
line, figured or unfigured, and results 
in a partially improvised composition 
based on implied idioms. Remeš first 
takes a composition and reduces it to a 
bass line, and then he invites the player 
to improvise on it. Though beginning 
with recognized works, this practice is 
comparably instructive because the very 
structure of these works is presented 
as finished bass lines ready for use. Of 
course, partimento would also instruct 
the player in idiomatic writing though 
through recognizable bass lines, but 
many of these formed the basis (and 
basses) of Baroque compositions.

The reader may be surprised to find 
that every single prelude and fugue 
has been presented in C major and A 
minor. Remeš bases this choice on both 
practicality and historical precedent. 
Johann David Heinichen, a theorist and 
contemporary of Bach, conceived of all 
major and minor keys as transpositions 
of C major and A minor, thus encourag-
ing the keyboardist’s ability to transpose 
musical figuration and utilize as many 
ideas as necessary for an improvisa-
tion. Additionally, Heinichen believed 
that given a key center, the keyboardist 
would generally modulate within a fairly 
small range of keys, usually very closely 
related, and the number of accidentals 
in any of these key choices would vary 
by only one sharp or flat from the key 
signature. Therefore, improvisations 
within a narrow range would become 
“transportable” because the keyboardist 
would be able to move diatonically with 
ease. This method is comparable to the 
harmonization guide of Jean-François 
Dandrieu, who began and ended his 

progressions in the same key, utilizing 
only keys very close to the home key of 
each exercise. Ultimately, this choice of 
C major and A minor encourages the 
keyboardist to be ready to incorporate a 
pattern in any key, especially as common 
harmonic patterns occur throughout 
Bach’s keyboard music.

Beyond the body of musical material, 
the reader will find an extremely useful 
explanation of the relationship between 
rhetoric and improvisation. Remeš fol-
lows this with erudite applications of 
many familiar theoretical concepts such 
as the “rule of the octave” and its his-
torical applications, Schenkerian analysis 
(with some caveats), and an array of 
harmonic terms in Remeš’s analytical 
reduction, all with explanations. Remeš 
also provides a plethora of bass line har-
monizations from C. P. E. Bach’s Essay 
on the True Art of Playing the Keyboard 
and other miscellaneous works. Such 
is a useful practicing tool, especially as 
Remeš bases his harmonizations on the 
thoroughbass realizations of C. P. E. 
Bach and Heinichen.

While other volumes may offer a 
more methodical approach to improvisa-
tion, Remeš provides the raw materials, 
includes instructions on how to use them 
and supplement them, and then immedi-
ately invites the reader to begin playing 
and improvising. This pair of volumes 
belongs in the hands of anyone wishing 
to better comprehend the genius of Bach 
by learning to speak his language. n

—Michael Delfín
Cincinnati, Ohio

Michael Delfín’s website: 
     michaeldelfin.com

Derek Remeš’s website: derekremes.com
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In the wind. . .
Made right here

The organist of my home church was 
a harpsichord maker, and visiting his 
workshop was my first exposure to build-
ing musical instruments. I guess I was 
something like ten or eleven years old so 
my impressions may not have been very 
sophisticated, but as I think back over 
more than fifty-five years in the business, 
I must have been impressed. I started 
taking organ lessons when I was twelve, 
and sometime soon after that a mentor 
took me to an open house at the original 
workshop of the Noack Organ Company 
in Andover, Massachusetts. There I got 
an early eyeful of what goes into the 
instrument I was learning to love.

Since that first encounter with the art 
of organbuilding, I have been privileged 
to visit many organbuilders—from large 
and impressive operations like Casavant 
Frères and Schantz to tiny one-person 
shops. There are elements common 
in the smallest and largest shops. For 
example, every organbuilder has a table 
saw. I like to say that organbuilding can 
be described as the art of knowing where 
to put the holes, which means each 
workshop has a drill press and an impres-
sive collection of drill bits. There are 
thousands of drill bits in my workshop, 
ranging in size from a few thousandths 
of an inch or tenths of a millimeter to 
three-inch behemoths for drilling large 
holes in rackboards. You have to hang 
on tight when one of those bad boys is 
turning in the wood.

Every shop has a setup for cutting and 
punching leather. I use the plastic cut-
ting boards you buy in fabric stores for 
cutting long strips of leather and a rotary 
knife like a pizza cutter, and I have a 
heavy end-grain block capped with 
half-inch-thick PVC for punching the 
thousands of leather circles and buttons 
needed for the leathering of pneumatic 
actions and valves.

Over my half-century experience with 
organ shops, there have been countless 
innovations in the world of tools. When 
I was an apprentice working with John 
Leek in Oberlin, Ohio, we turned all 
our screws by hand. Dismantling a large 
electro-pneumatic-action organ for 
releathering was like a triathlon, work-
ing over your head with a screwdriver 
turning thousands of screws to release 
bottomboards, pouchboards, stop action 
machines, and windlines. We had fore-
arms like Popeye. Later we had the first 
electric screwdrivers, which were simply 
drill motors that had to be plugged in. 
At first, they were too powerful for driv-
ing screws into the soft wood of organ 
windchests, but soon adjustable clutches 
were introduced allowing you to set the 
torque of the machine to avoid strip-
ping the threads of too many screws. 

Still, these had power cords that were 
a nuisance to keep away from the pipes 
of the windchest below where you were 
working. It was always a Mixture.

When cordless drills and screw guns 
were introduced, the battery life was 
not great. You would need to have three 
or four batteries dedicated to each tool 
if you wanted to run it for a few hours, 
changing and charging the batteries as 
you went. Today there is a wide range 
of powerful twenty-volt tools available 
with remarkable battery life and torque 
enough to sprain your wrist. I have 
switched my entire assortment of profes-
sional and home maintenance tools to the 
20V DeWalt system, including chainsaws 
and weed whackers, delighting that I no 
longer need to keep gasoline around the 
house. I can run that weed whacker for 
an hour on a single charge, long enough 
to get around our large rural lawn. And 
the screw guns just keep going and going.

Was it twenty years ago when Com-
puterized Numerical Control (CNC) 
machines were becoming popular? 
These technological marvels can be 
programmed to quickly produce com-
plicated woodworking projects. One of 
the first uses of CNC machines in organ 
shops was the drilling of windchest tables 
that have rows of different sized holes 
for each stop. A drawing is fed into the 
computer, and the machine selects the 
bits and drills away. I remember stand-
ing at the drill press, drilling the holes 
in rackboards, toeboards, and sliders for 
a new organ, changing the bits by hand 
for each different hole size. A long row 
of boards stood against the wall nearby, 
and I drilled the 7⁄16-inch holes in all of 
them, then would change the bit to half-
inch and start again. (I followed the rule 
of drilling the smallest holes first, know-
ing that if I made a mistake and drilled 
a hole or two too many with one bit, it 
would be easier to correct than if I had 
started with the big holes.)

When I first saw CNC machines in 
operation, it seemed that you would need 
a group of NASA scientists to operate one. 
Today, knowing some of the very small 
shops that had adopted them, it is appar-
ent that pretty much anyone can learn 
to run one. CNC machines crank out 
windlines, action parts, reed blocks, pipe 
shades, and pretty much any part of an 
organ made of wood. CNC machines are 
also used for making things from metal, 
mass producing hundreds of identical 
parts or producing single complex fittings.

Making metal organ pipes is one of 
the magical parts of our trade. To do 
that, especially to make alloys and cast 
sheets of molten metal, a shop needs an 
expensive, complex setup that requires a 
lot of space, so most organbuilders buy 
pipes made to their specifications by 

specialized pipe-making firms. Still, sev-
eral shops have all this equipment, and 
it is a thrilling process to witness. Metal 
ingots are melted in a cauldron over high 
heat, with the different metals, usually 
tin and lead, weighed carefully as the 
alloy is specified by the tonal director. 
The cauldron is mounted near the end 
of a long narrow table, typically with a 
stone surface, and the table is fitted with 
a sled. The metal is ladled into the sled, 
and two workers push the sled steadily 
down the length of a table, leaving a thin 
sheet of the molten brew on the stone. 
Stare at the gleaming surface for a few 
seconds, and watch it glaze over as the 
liquid turns to solid.

Casting metal for organ pipes is a pro-
cess that has been in use as long as we 
have had organ pipes. The Benedictine 
monk, François-Lamathe Dom Bédos 
de Celles (1709–1779) included beauti-
ful engravings of this process in his semi-
nal book, L’art du facteur d’orgues (The 
Art of the Organ-Builder), published 
between 1766 and 1778. When the 
metal has set and cooled, the sheets are 
rolled up. They are then either planed by 
hand or on a huge drum to the specified 
thickness. Some pipe makers hammer 
the metal before forming the pipes, 
duplicating an ancient process that com-
presses and strengthens the metal. Then 
they cut the metal to create the different 
parts of an organ pipe, rectangles for the 
resonators, pie-shaped for the tapered 
feet, and circles for the languids. They 
are formed into cylinders and cones and 
soldered together to form the pipes. 
Every organist should find a chance to 
witness this incredible process.

Potter at work
Harry Holl’s Scargo Pottery in Dennis, 

Massachusetts, was a common summer 
evening family outing when I was a kid. 
We all loved the woodsy setting with 
a row of potter’s wheels under a cor-
rugated fiberglass roof where we would 
stand watching Harry and his colleagues, 
many of whom were apprentices, create 
beautiful dinnerware, mugs, vases, and 
bowls. Like the mysteries of casting organ 
metal, it is a bit of magic to watch an art-
ist place a blob of clay on a wheel and 
poke and prod it into a vessel. Watching 

a blob become a bowl is like watching a 
flower open. The craft is exacting when 
making a set of plates or bowls. Each is a 
hand-made individual, but they will stack 
better in your kitchen if they are pretty 
much the same size, so the potter uses a 
caliper to measure the height and diam-
eter of each piece to form a set.

When Wendy and I moved into our 
house in Newcastle, Maine, in the win-
ter of 2001, my parents gave us a set of 
eight large dinner plates made by Harry 
Holl with deep blue glaze in a rippling 
pattern, which we still use frequently. 
There is a large table lamp on my desk, 
and the house is scattered with the lovely 
artworks from Scargo Pottery that we eat 
and drink from each day.

Harry worked mostly with ceramic 
clay that emerged white from the kiln. 
There is a particular beach near Scargo 
Pottery with distinctive black sand that 
Harry liked to blend with his clay, giving 
his pieces a speckled effect that shows 
through the glaze. His sense of shapes 
and his love of his material made him a 
great artist. His daughters Kim and Tina 
run Scargo Pottery now, long after their 
father’s death.

Those summer outings typically had 
a pleasant coda, as we would pass an 
ice cream shop called Sea Breezes on 
the way home. Getting into the car at 
Scargo Pottery, we would pipe up a sing-
song chorus, asking if “Sea Breezes are 
blowing.” My father was a sucker for ice 
cream, so it was always a safe bet.

Will it float?
Around us in Maine there are several 

boat yards that build custom wooden 
boats. Like any artisan’s shop, they are a 
delight to visit, and as a life-long organ-
builder to whom straight and square are 
virtues, the absence of straight lines in 
the hull of a wooden boat is mind-bog-
gling. The hull is nothing but voluptuous 
curves in every direction, from front 
to back (forward to aft), top to bottom 
(rail to keel), and side to side (beam to 
beam). Boat builders place huge planks 
into steam-filled vessels to soften them 
and carry them to the side of the boat 
where they are fastened to the ribs 
with huge bronze screws (which don’t 
corrode in salt water) or wooden pegs. 

Casting pipe metal, Rudolf von Becker-
ath, Hamburg, Germany (photo credit: John 
Bishop)

Kingfisher, Muscongus Bay, Maine (pho-
to credit: Derrick Z. Jackson)
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By John Bishop

When I worked with John Leek, we used 
the same steaming process to make the 
bentsides of harpsichords.

When a hull is complete and decks 
and interior are fitted out, the boat is 
launched, a test that no organbuilder 
ever has to face. I marvel that the never-
before-immersed vessel floats flat and 
level. I guess it is comparable to the mar-
velous moment when you turn the wind 
on in an organ for the first time. Both the 
boat and the organ come to life at their 
first moments of usefulness.

Back to its maker
In the spring of 2013, Wendy and I set 

sail in Kingfisher from Marshall Marine 
in Padanaram, Massachusetts. She is a 
Marshall 22, built there in Padanaram in 
1999. We had purchased her the preced-
ing fall and spent the winter imagining 
and planning our maiden voyage to 
bring her to her new home in New-
castle, Maine. Our son Andy then lived 
in nearby New Bedford, Massachusetts 
(home of the largest fishing fleet in the 
United States). We left one of our cars in 
Newcastle, and Andy dropped us off at 
the boatyard and took care of the other 
car while we were at sea.

Our trip took six days and five nights 
and covered more than 250 miles. We 
had mapped out the route and reserved 
dock space or moorings in different 
marinas for each night. We ate dinner 
onboard most evenings and reveled in 
showers at the marinas. It was one of 
the great adventures we have shared 
as a couple. A friend raced out in her 
motorboat to snap a photo of us entering 
the Damariscotta River. Stepping onto 
our dock and walking up the back lawn 
seemed like a miracle. Sleeping on solid 
ground for the first time in six days, I 
rolled out of bed onto the floor.

Each summer since, we have set aside 
weeks for “cruising,” when we provision 
the boat for days and nights on the water 
and explore the infinity of the famous 
rocky coast of Maine. We have anchored 
in picturesque harbors and on remote 
islands. After the huge learning curve 
of handling the boat on the first trip, we 
have mastered Kingfisher, learning when 
we can push her, when we should reef the 
sail against heavy wind, and just how high 
can we “point” against the wind to round 
that reef without tacking. We have several 
friends in the area who have waterfront 
houses, and one of our favorite outings 
has been to sail to them for rollicking din-
ners and slumber parties. And one of the 
great things about a boat is that you can 
go places otherwise unreachable.

Last summer, nudged by the pan-
demic, we left Greenwich Village, moved 
into our new home in Stockbridge, Mas-
sachusetts, and quickly made a gaggle of 
new friends. Tanglewood, the summer 
home of the Boston Symphony Orches-
tra, fifteen minutes from home, would 
be less of a summertime conflict if they 

only held concerts when it was not good 
sailing weather in Maine.

When our local boatyard hauled 
Kingfisher out of the water last fall, I 
asked them to touch up the varnish on 
the brightwork, the teak pieces that trim 
the fiberglass hull whose finish is rav-
aged by constant sunlight and salt. He 
touched it up, all right, and sent me a 
bill that recalled the saying, “She looks 

like a million bucks.” It was a surprise, 
but we took it as a hint. What better time 
to offer her for sale than when she looks 
like a million bucks?

Two weeks ago, Kingfisher went by 
truck back to Padanaram, and last week 
I stopped by Marshall Marine to deliver 
the sail that had been at a sail maker for 
winter cleaning and repair. Geoff Mar-
shall, who runs a workshop with seven 
people building those lovely boats, is also 
the broker from whom we bought her, 
and he walked me through the different 
buildings, talking about the various boats 
in different stages of completion. Here is 
one that is just getting started, and here 
is another that is due to launch in a few 
weeks. The new owner is just as eager 
to see her in the water before Memorial 
Day as the organist is to play the new 
organ on Easter Sunday.

When I watched Kingfisher drive up 
the hill away from Round Pond, Maine, 
on the back of the truck, I felt as though 
a piece of me was dying. How we have 
loved the time onboard with family and 
friends, and with Farley the Goldendoo-
dle curled up on the deck. There is noth-
ing like the taste of the first sip of coffee 

in the morning or of a gin and tonic after 
a long day of sailing, and there is nothing 
like the thrill of bending the wind to get 
you to a party.

Frequent readers will remember that I 
have written many times about the com-
mon philosophies of sailboats and pipe 
organs, that both are human attempts 
to control the wind. Kingfisher is leaving 
our family, but I will always have a little 
salt water in my blood. You haven’t heard 
the last of it. n

(photo credit: Félix Müller)
“Looking like a million bucks” (photo 
credit: John Bishop) Leaving Maine (photo credit: John Bishop)
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Editor’s note: Part 1 of this series 
appeared in the March 2023 issue of 
The Diapason, pages 18–20; part 2 
appeared in the April 2023 issue, pages 
14–19.

“I was very attached to her, as one is 
to teachers who allow you to make huge 
strides in little time.”

—Judith Andreyev2

By the 1980s, it had become custom-
ary for harpsichordists and organists 
from all over the world to come to France 
or the Netherlands to study and perfect 
their technique with Huguette Dreyfus, 
Kenneth Gilbert, and Gustav Leonhardt. 
Huguette’s concert tours and recordings 
had brought her international renown. 
She had a great gift for teaching, and 
with foreign students she could speak 
English, German, and Italian fluently. 
“Huguette has an absolutely fabulous 
sense of teaching, and she can com-
municate what she knows with enthu-
siasm.”3 Many of her students who had 
succeeded professionally continued to 
play for her before concerts, recordings, 
and tours. But Huguette would say in an 
interview late in life that her students 
did not need her as much as she needed 
them.4 Her students who became con-
cert artists include harpsichordists Oliv-
ier Baumont, Emer Buckley, Jocelyne 

Cuiller, Maria de Lourdes Cutolo, Gaby 
Delfiner, Yves-Marie Deshays, Matthew 
Dirst, Elisabeth Joyé, Yannick LeGail-
lard, Laure Morabito, Pamela Nash, 
Kristian Nyquist, Mariko Oikawa, Joël 
Pontet, Christophe Rousset, Heather 
Slade-Lipkin, Noëlle Spieth, Ann Cecilia 
Tavares, Yasuko Uyama-Bouvard, Blan-
dine Verlet, Jory Vinikour, Ilton Wjuni-
ski, as well as organists Philippe Bardon, 
Véronique LeGuen, Frank Mento, and 
David Noël-Hudson.

Huguette began teaching when she 
was only fourteen years old, during her 
family’s stay in Switzerland with relatives 
after they had fled France over the Alps 
in December 1942. This was after she 
had received a first prize in her piano 
exam at a superior level from the Conser-
vatory of Clermont-Ferrand. When she 
entered the Conservatory of Lausanne, 
she enrolled at the virtuoso level and 
was allowed to pass her final exams in 
Clermont-Ferrand when the war ended, 
winning another first prize. After settling 
in Paris in 1945, she taught privately 
while she pursued her own studies at the 
Paris Conservatory, the Ecole Normale 
de Musique (she also received top prizes 
at the two schools),5 and in Ruggero 
Gerlin’s two-month summer harpsichord 
course at the Accademia Chigiana in 
Siena. Teaching would remain very 
important to her all her life, even when 

she became one of the most important 
French harpsichordist of her generation. 

It is not commonly known that her 
earliest protégé was Blandine Verlet, 
whose individual and distinctive way of 
playing would have found sustenance 
in Huguette’s tendency to encourage 
her students to think for themselves 

and find their own interpretative styles. 
Blandine took private lessons with her 
regularly beginning in 1958, when she 
was enrolled in Marcelle Delacour’s 
class at the Paris Conservatory, until as 
late as 1969 (although less frequently 
once her own career took off).6 It is clear 
from Huguette’s agendas and documents 

Huguette Dreyfus, Saint-Maximin-La-Baume, 1970 (photo courtesy of Jocelyne Cuiller)

Christian Lardé and Huguette Dreyfus, Saint-Maximin-La-Baume, July 1970 (photo 
courtesy of Jocelyne Cuiller)
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that she gave her particular attention. On 
September 16, 1962, Blandine’s father, 
the distinguished Dr. Pierre Verlet, chief 
conservator of the Louvre Museum and 
renowned art historian, wrote: 

Please allow me to express our grati-
tude to you for all you have done for Blan-
dine. You were a mother to her in Siena, 
from which she returned this morning, 
delighted.7

In 1963 Blandine was awarded a 
unanimous first prize from the judges as 
well as a special prize at the International 
Competition of Munich. Huguette not 
only coached her for the competition, 
but would promote her career in general 
by introducing her to her own mentors, 
Alexis Roland-Manuel and Norbert 
Dufourcq, inviting her to programs on 
which she was featured, proposing she 
study with Gerlin in Siena, and inviting 
her to play on a recording of the Bach 
concerti in 1965.8 In 1969 Dr. Verlet 
would write regarding a radio program 
on which Blandine had appeared with 
Huguette, after having returned from 
studying with Ralph Kirkpatrick at  
Yale University:

How to thank you too for the place that 
you gave to Blandine in the [radio] pro-
gram. A little secret: in a quick word, two 
days after her arrival home she said: “I’ve 
already taken the piece to heart again. . . .  
Mademoiselle Dreyfus has magnificently 
made me work. . . .”  Again all my admira-
tion and my gratitude.9

In later years, the two women would 
become estranged, and as a result, 
Huguette’s teaching and nurturing of 
Blandine have been overlooked.

From July 1 through August 9, 1966, 
Huguette gave harpsichord lessons along 
with Pauline Aubert and Marguerite 
Roesgen-Champion during an early 
music event, “Summer in France,” spon-
sored by the Paris American Academy of 
Music in Fontainebleau, at the invitation 
of Nadia Boulanger, its director.10 In 
1967 she was named professor of harp-
sichord at the Schola Cantorum in Paris, 
a position that she kept until 1990. Her 
students included a young Christophe 
Rousset, who ended up taking his les-
sons in her home on Saturdays, because 
his school schedule did not permit them 
during the week.11

From 1971 until 1982, Huguette 
taught basso continuo at the Sorbonne 
where Olivier Papillon was in her class.12 
When she left there, she asked harp-
sichordist Richard Siegel to take her 
place.13 During that period Huguette 
was also the harpsichord professor of 
what was then a municipal conserva-
tory in Bobigny, just north of Paris. 
Students in that class included Maria 
de Lourdes Cutolo and Ilton Wjuniski, 
who were scholarship recipients from 

Brazil, Elisabeth Joyé, Joël Pontet, Gaby 
Delfiner, Renaud Digonnet, and Yan-
nick LeGaillard. In 1982 she was named 
harpsichord professor at two major 
conservatories in France: what were 
then called the Conservatoire national 
supérieur de musique in Lyon and the 
Conservatoire supérieur de région in 
Rueil-Malmaison. A harpsichord class 

was created at the latter specifically for 
her, and also an organ class for Marie-
Claire Alain.14 When it came time to 
retire, Huguette left the Lyon conserva-
tory in June 1993 (Françoise Lengellé 
took her place) and then a year later the 
Rueil-Malmaison conservatory, where 
Olivier Baumont, a former student 
and now the professor of harpsichord 

at the Conservatoire national supéri-
eur de musique et de danse de Paris,  
replaced her.

In addition to her regular teaching 
positions, Huguette gave annual sum-
mer workshops in the Provence region of 
France, first in Saint-Maximin-La-Baume 
and then in Villecroze. Claude Mercier-
Ythier described how it came about:

Claude Mercier-Ythier and Huguette Dreyfus, date and location unknown (photo cour-
tesy of Claude Mercier-Ythier)

Jocelyne Cuiller and Huguette Dreyfus, date and location unknown (photo courtesy of 
Jocelyne Cuiller)
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An event happened that would be very 
important for us: the creation of early mu-
sic classes at Saint-Maximin’s former mon-
astery . . . where there is an extraordinary 
organ. The young man who should have 
taught there was Louis Saguer. [However, 
shortly before he was supposed to start 
teaching,] he had been invited to give an 
important series of concerts in Argen-
tina. The organizer, Dr. Pierre Rochas . . .  
looked desperately for a replacement. So 
I took him to see Huguette Dreyfus who 
immediately took on the classes, without 
knowing that we would spend [15 summers 
there]. Huguette was a pedagogue without 
equal, with an international reputation.15

In 1964, five lecture recitals were held 
by Huguette. They were so successful 
that a year later, harpsichord classes 
were organized.16 Claude Mercier-Ythier 
provided the instruments. Her frequent 
collaborator at the time, Christian 
Lardé, joined her. He taught flute, and 
together they gave classes in ensemble 

playing. The classes were given under 
the auspices of the French Organ 
Academy for the Interpretation of 17th 
and 18th century music (l’Académie de 
l’orgue français pour l’interprétation de 
la musique des XVIIème et XVIIIème 
siècles), which was created not only by 
Dr. Pierre Rochas, but by a Dominican 
priest, Father Henri Jarrié, as part of 
their efforts to save the convent from 
destruction and restore the famous 
organ in the basilica. 

Father Jarrié’s contribution to the 
early music revival in France seems to 
be unknown; his story is worth telling. 
Born in 1924, he began his theology 
studies in the Saint-Maximin monastery. 
A musician, he had taken piano lessons 
from the age of six and also composed 
music. Among the many artists and 
intellectuals who visited Saint-Maximin 
was André Coeuroy, a musicologist and 
critic, who took a look at his composi-
tions and encouraged him. Then at the 

music festival in Aix-en-Provence, he 
met Louis Saguer, also a composer, 
and arranged to study musical analysis 
and composition with him. In 1952 he 
received the unusual post of “Chaplain 
to the Artists” in Nice, coming into con-
tact with Cocteau, Picasso, and Matisse, 
among others. Then in 1961, Père Jarrié 
was named parish priest of the village of 
Saint-Maximin. 

The Dominican order was preparing 
to sell the monastery there, which they 
had already left. Father Jarrié and oth-
ers formed a group to safeguard it, and 
by the end of the 1960s it had become 
a cultural center. Father Jarrié inaugu-
rated a series of concerts in the cloisters 
that became the first festival to focus on 
early music; at the time, the only music 
festival that existed in France was in Aix-
en-Provence. The Dominican priest and 
Dr. Pierre Rochas were also responsible 
for the restoration of the Basilica of Saint 
Marie-Madeleine’s historic eighteenth-
century organ built by Frère Isnard 
and the creation of the Academy, which 
together with the concert series would be 
important not only for Huguette’s career, 
but also for the international dissemina-
tion of early music. For fifteen years, 
Huguette went there every summer to 
teach and concertize. Eventually Eduard 
Melkus joined her and Christian to teach 
violin. In 1971 Jarrié left the priesthood to 
consecrate his life to music and teaching:

There were so many students who fre-
quented my courses during 15 years. They 
came from all over the world and then 
spread the knowledge that they had ac-
quired in their own respective countries.17

There were many lighthearted 
moments that eased the intensity of the 
lessons. Among Huguette’s archived 
documents is a Certificat St Maximin: 
“The Jury certifies that Mlle Huguette 
Dreyfus and Christian Lardé took the 
Viennese Waltz class in the performance 
course at the 15th Summer Academy of 
St-Maximin. Ed. Melkus.”18 A partici-
pant, harpsichordist Maria de Lourdes 
Cutolo, remembers playing Brazilian 
music for Huguette, which she loved, 
while Eduard improvised on the violin.19

Maria de Lourdes Cutolo and Ilton 
Wjuniski were two young Brazilian harp-
sichordists whom Huguette had met in 
São Paôlo, then the capital of Brazil, on 
the occasion of the “Course-Festival of 
Harpsichord Interpretation” held in 
São Paôlo’s major art museum (MASP) 
from October to December 1975. The 
courses were taught by Helena Jank, 
Maria Helena Silveira, and Felipe Sil-
vestre. New works for solo harpsichord 
were commissioned from composers 
Souza Lima, Osvaldo Lacerda, and 
Almeida Prado. Huguette was invited 
to give classes and recitals from October 
3 through 26. During her stay, she flew 
to Rio to meet Roberto de Regina, an 

important harpsichordist, teacher, and 
the first to build a harpsichord in Bra-
zil.20 He also created the first early music 
group there.21

Huguette’s teaching influenced several 
pupils profoundly. “Stimulated by this 
contact, some young artists pursued train-
ing with the harpsichordist in France, such 
as Ilton Wjuniski, Maria Lucia Nogueira, 
and Maria de Lourdes Cutolo.”22 They 
were awarded scholarships by the festival 
sponsor, the Secretary of Culture, Science, 
and Technology, to come to France.23 A 
decade later, Ana Cecilia Tavares, another 
Brazilian artist, would also go to study 
with Huguette at the Rueil-Malmaison 
conservatory near Paris.24 Harpsichordist, 
teacher, and author Marcelo Fagerlande 
credits Huguette with the surge in inter-
est for the harpsichord in Brazil after her 
stay there.

Maria Lourdes de Cutolo wrote to 
Huguette several times in early 1976 
to solicit her help in finding lodgings in 
Paris and a spinet to use. Huguette sent 
her information on spinets, but in the 
end, moved her own spinet into a spare 
bedroom, where Maria could practice 
every day if she liked.25 Huguette often 
helped students with practical concerns 
as well as with personal problems, at 
the same time guarding a professional 
distance. She maintained the reserve 
between people of different positions, 
or those who do not know each other 
well, that prevails in European culture: 
the maestro or maestra is treated with 
respect, and familiarity would be inap-
propriate. Her students were invited to 
address her by her first name, but never 
would have thought to address her by 
the familiar “tu.”

Another country important to 
Huguette was Japan, where she made 
lifelong friendships. She met a Japa-
nese student, Miwako Shiraï, at Saint-
Maximin where the flautist was studying 
with Christian Lardé. When Huguette 
was invited in 1979 by Mariko Oikawa, 
a former student in France, to play 
concerts in Japan and record an album 
with the group, Tokyo Solisten, of which 
Mariko was the harpsichordist, she called 
upon Miwako to accompany her and act 
as translator. In Japan, Huguette was 
welcomed by the father of another of her 
students, Yasuko Uyama-Bouvard, who 
had come to France in 1976. Her father, 
wanting to introduce the ever-curious 
Huguette to Japanese culture, invited her 
to an “exceptional restaurant where there 
is Shiki-botyo, the knife ceremony, which 
was performed in the past by the cook to 
the Japanese court. The cook prepares 
fish without touching it with his hands.”

Huguette returned to Japan in 1981. 
During Huguette’s free time, Mariko 
and her husband Shigeru, with their 
daughter Reine, about three, took her 
on visits. Yasuko came from France 
to stay for a week at the urging of her 
father who, grateful that Yasuko had 

Twentieth-century French harpsichordists

Huguette Dreyfus, Nara Park, Japan, 
1981 (photo courtesy of Yasuko Uyama-Bouvard)

Huguette Dreyfus teaching at Villecroze, 
date unknown (photo courtesy of Claude 
Mercier-Ythier)

Recorded in 1979 in Tokyo, released on vinyl in 1980 (Denon OX - 7175) and on CD 
in 1986 (Denon C37-7672) (photo courtesy of Shigeru Oikawa)

W
W
W
.L
E

T
O
UR
NEAUORG

A
N
S
.C
O
M

FOLLOW  

US ON  

FACEBOOK!

1
6
3
5
5

, a
v.

 S
av

o
ie

, S
t-

H
ya

ci
n

th
e,

 Q
u

éb
ec

 J
2
T
 3
N
1 
C
A
N
A
D
A

t
 

4
50

 7
7
4
-2
6
9
8

 
in

fo
@

le
to

u
rn

ea
u

o
rg

an
s.

co
m

opus 136  iv — 83 ranks

Market Square Presbyterian Church
HARRISBURG, PENNSYLVANIA



WWW.THEDIAPASON.COM THE DIAPASON  n  JULY 2023  n  13

won first prize at the Festival Estival 
international harpsichord competi-
tion in Paris in 1979, wanted to honor 
Huguette. He presented her with a stay 
at a traditional Japanese hotel. Yasuko 
went with Huguette and Mariko to Nara 
Park (Shigeru had to take Reine back to 
Tokyo), where thousands of deer run free 
and it is possible to feed and pet them.26

In 1983 Huguette spent nearly a 
month in Japan from October 8 through 
November 4, recording for Denon 
and performing in Tokyo, Nagoya, and 
Kyoto. In her free time, she went sight-
seeing often with the Oikawa family:

The trip that left the biggest impression 
was our voyage to Kyoto. We visited Nara 
Park the day before her concert in Kyoto. 
She found herself surrounded by deer 
and she said that she was astonished that 
the most easily frightened animals in the 
world would eat out of the palm of a man’s 
hand. She spent a good amount of time 
playing with them. We also went by car to 
Hakone. Descending Mount Hakone, we 
encountered the historic Daimyô proces-
sion. We watched it and then walking in 
the city of Odawara, we visited the chry-
santhemum festival.27

Huguette would return to Japan in 
the future, but sadly, Mariko would not 
be there to welcome her. Only thirty-
nine-years old, she passed away from 
cancer on July 25, 1988, leaving behind 
two children, Reine, and a boy, Kentaro,  
born in 1984. Fifteen years later, Reine 
would become a harpsichordist herself 
and come to France intermittently to 
study with Huguette at Villecroze and in 
her home on Quai d’Orsay in Paris.

In 1979 Huguette left the Academy 
in Saint-Maximin. In 1983 she joined 
the Académie de Musique Ancienne in 
Villecroze to give summer masterclasses, 
which she did until 2008. Claude Mer-
cier-Ythier, who had loaned his historic 
1754 Henri Hemsch, Huguette’s favorite 
instrument, for the Saint-Maximin ses-
sions, continued to supply it and other 

harpsichords for the classes at Villecroze. 
At both academies, friends, including 
Melkus, Lardé, and his wife, harpist 
Marie-Claire Jamet, joined her to con-
certize and give instrumental and cham-
ber music classes. In Villecroze classes 
were held in the morning, and afternoons 
were free, when students practiced and 
swam in the pool. Sunday was a day off, 
and there were group outings organized 
for them, such as boat rides and sightsee-
ing. It was “paradise on earth,” according 
to one of the students, Kristian Nyquist.28

In addition to masterclasses in France 
during the summer, Huguette was 
invited regularly to give them all over 

the world. She also sat on juries for 
harpsichord exams at conservatories and 
for harpsichord festivals. For at least 
twenty-five years, there was a biennial 
international harpsichord festival in 
October in Paris, the Festival Estival. 
Huguette was often on the jury, and in 
February 1990 she was invited to write 
a page for the brochure celebrating the 
twenty-fifth anniversary of its creation 
on March 7 that year.29 Often she sat on 
juries with friends, former students, and 
other distinguished colleagues, such as 
Colin Tilney, Zuzana Růžičková, Rafael 
Puyana, Gustav Leonhardt, Scott Ross, 
Kenneth Gilbert, and Luciano Sgrizzi.

Three radio programs in 197930 
featured her and some of her students 
at the Bobigny Conservatory: Maria de 
Lourdes Cutolo, Christophe Rousset, 
and Ilton Wjuniski. When asked what 
she told students who express a desire 
to pursue a career, she called it a very 
big responsibility and said she tended 
to discourage the idea. By discouraging 
them, she meant that she did not want 
to “throw rose powder in their eyes and 
mislead” anyone. She would tell a stu-
dent, “A career is very difficult even if 
you are very talented and are supported 
by your family. Your field has to be 
well learned, which takes a lot of time. 

“To breathe isn’t to slow down, slowing down isn’t respiration.” Mireille Vanden-
broucque, Miroslav Brejcha, Orhan Memed, Véronique LeGuen. Paris, early 1990s. 
(photo courtesy of Sally Gordon-Mark)

Renaud Digonnet and Huguette Drey-
fus, Paris, May 10, 2007 (photo courtesy of 
Renaud Digonnet)

In the foreground: Huguette Dreyfus, Maria de Lourdes Cutolo, Elisabeth Joyé, De-
cember 1978 (photo courtesy of Maria de Lourdes Cutolo)

Celebrating Huguette’s birthday, De-
cember 1978 (photo courtesy of Maria de 
Lourdes Cutolo)

Huguette Dreyfus and a geisha in a restaurant in the Gion quarter of Kyoto, Japan, 
1981 (photo courtesy of Yasuko Uyama-Bouvard)
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It takes time to launch a career, and it 
requires a lot of courage.” Huguette 
herself had suffered big obstacles to her 
own career and had worked very hard 
and made sacrifices. But she knew that 
if the student was possessed “by the 
demon of music, by the demon of the 
stage, by the demon of a career,” nothing 
she said could change his or her mind. 
“The true, the pure artist will remain.” 
She recognized that the mere fact of 
playing before one’s peers in a classroom 
was already very intimidating, and she 
took her role very seriously. “The tighter 
the relationship between student and 
teacher is, the more the teacher has to 
pay attention.”31

When possible, Huguette gave her 
students the chance to perform publicly 
on radio programs where she herself was 
featured, and a few played on recordings 
of hers. Among her documents is a letter 
from a well-known French harpsichord-
ist who was her student in the 1970s, “I 
know what I owe you, . . . you are the per-
son who counts most in my harpsichord 
vocation.”32 Her kindness and generosity 
is still remembered today. She often gave 
students rides to the summer workshops 
in Saint-Maximin and Villecroze, which 
could not be reached directly by train. 
One of her American students, Ellen 
Haskil Maserati, remembers their trip 
to Siena to take Gerlin’s class, “She was 
really nice when we drove down. We 
stopped overnight in Lyon. She took me 
to dinner and had me try all the local 
food. She was very motherly.”33

Her genius for teaching resided in 
her wanting to respond personally to her 
students, feeling that a teacher should 
always understand the personality of 
the student and determine what pos-
sibilities there were to develop. During 
the lessons she was demanding, but she 
did not ask for obedience. Her inten-
tion was not to impose her ideas; she 
preferred that the student have his or 
her own. In this approach, it is possible 
to see the influence of her teachers at 
the Paris Conservatory. One teacher, 
Norbert Dufourcq, when grading an 
essay she had written on the “different 
manifestations of choral music in the 
vocal works of Bach,” noted, “You have 
read many texts . . . to the point where 
[your essay ends up sounding] a bit like 
a catalog sometimes. What is lacking is 

a personal judgment, a thought that is 
yours and the fruit of your reflections 
as a good musician.” Also, Huguette’s 
pedagogy teacher, a Mr. Norpain, had 
given advice that she clearly had taken 
to heart, “Before speaking, listen to the 
student with so much attention that 
you immediately get a clear idea of his 
strengths and weaknesses.”34

During a radio broadcast from Ville-
croze on November 9, 2000,35 Huguette 
said in the course of a masterclass: 

As far as I’m concerned, you arrive at 
technique through the music and not the 
other way around. . . . When you have 
something you want to express but you 
don’t have the technical means to express 
it, it’s up to you to find exercises that will 
permit acquiring those means. . . . To learn 
a sensitive touch, the finger has to feel the 
plectrum scratch the string. [She felt that 
“plucking the string” was not an accurate 
term.] There is an important relationship 
between the sensitivity of the fingers and 
the ear, and that’s what you must work 
on. The ear must hear differences. . . that 
makes part of the everyday work when 
you’re doing finger exercises. In fact, it’s 
musical, and I personally feel that no ex-
ercise should ever be done mechanically. 
You must always be in conversation with 
the music. Even if you do so-called daily 
exercises, you can always find these pas-
sages in pieces. You have to consider them 
musically. I always use as a reference the 
human voice or a wind instrument for un-
derstanding how to let the music breathe.36

Huguette was famous with her 
students for her frequently repeated 
“proverbes dreyfusiens.” One student, 
Chiao Pin Kuo, remembered some of 
these aphorisms in a tribute to her after 
her death: 

The notes are not the music, the music 
lies between them.

When you play a piece, the listener has 
to understand everything as if he has the 
music in front of his eyes.

Without respiration, the music is dead.
To breathe is not to slow down, slowing 

down is not breathing.
It’s not enough to know how to play, you 

have to have a wide knowledge of not only 
harpsichord music but of all forms of art. If 
you are small-minded, you won’t ever be a 
great musician.

Practice, listen, converse, and feel the 
composer speaking.37

Up until now, I have spoken in 
the third person. But now, as one of 
Huguette’s former students and friends, 
I will speak in the first person. It has 
been nearly a quarter of a century since 
I studied with her during her last three 
years at the Conservatoire de Rueil-Mal-
maison. But she made such an impact on 
me that I still recall most of her teach-
ings. I had never had the opportunity 
to study with someone of her caliber 
before and must have realized that every 
bit of the experience was precious and 
needed to be carefully stored away in my 
memory. I was a middle-aged amateur 
pianist, and the first chance I ever had 
even to touch a harpsichord came the 
year before when I started taking lessons 
from the American harpsichordist, Jory 
Vinikour. He was in Paris on a Fulbright 
scholarship to perfect his prior training 
with Huguette and Kenneth Gilbert. It 
was Jory who encouraged me to audition 
for Huguette to enter her class at the 
conservatory. Despite trembling hands, I 
played for her and was accepted.

In our class at Rueil-Malmaison, we 
always celebrated birthdays, especially 
hers. One year, we threw a surprise party 
for her in the apartment of her cousin, 
Nicole Dreyfus (a famous attorney in 
France). Four students played variations 
of “Happy Birthday,” squeezed together 
at Nicole’s piano, I and another impro-
vised a tango, and four held up one of 
her aphorisms, written out on pieces of 
paper. Huguette would have all her stu-
dents over to dinner after the year-end 
exams, serving chocolate cake she had 
baked herself. At the conservatory, it was 
forbidden to eat in the teaching room, 
but Huguette installed a coffee maker, 
and we often ate our lunches there and 
celebrated birthdays and holidays with 
cake and champagne.

What Huguette taught me did not 
only concern the keyboard and written 
notes—it had to do with how to practice, 
making the instrument sing, acquiring 
the confidence to play difficult pieces, 
performing. . . . She said I could go as 
far as I wanted to in my playing, and I 
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ended up being able to play pieces that 
I never would have been able to before. 
Her observations were always accurate, 
and her comments always constructive; 
Huguette could also say much with just 
an evocative gesture. All of this advice 
enabled me to play in public and be 
awarded a unanimous first prize in a jury 
exam, which would have been impos-
sible before I studied with her: 

Listen to the bass.
To feel the beat and speed of a piece, 

walk ‘round the room, singing the melody.
To perform a piece, it needs to be more 

than 100% ready.
Be aware of the environment in which 

you’re practicing at home. When you’re 
learning a piece, the brain is storing it, not 
as isolated bits of information, but in its 
whole context, which will be reproduced 
when you perform.

Have everything prepared for perfor-
mance, including the music so there are no 
loose pages to get lost or fall on the floor.

Listen to what you play all the way to 
the end. 

When one hand is playing a tricky pas-
sage, listen to the other one. (This was par-
ticularly effective when I was learning how 
to play ornaments.)

All that counts is the music.
Learning a fugue, sing each part sepa-

rately. As you play one voice, add a second 
one with the other hand. Practice playing 
one voice while you sing with the other. 
While you play all the voices, follow each 
one individually. 

Playing each part hands together 
strengthens how it’s learned in the brain.

Don’t think about the notes. Imagine 
the trouble a centipede would have walk-
ing if it thought about how it moved!

Huguette rarely noted anything on 
my music, except to circle rests and add 
fingering—but only occasionally. More 
often, she would come by and tap on my 
shoulders, which had risen up to my ears 
with tension (terror, because of playing 
in front of the class, might be the more 
accurate word!). This recurring at every 
lesson, she showed me some exercises 
to relax them. She did not insist about 
fingering, saying that it was an individual 
decision, given that hands are different. 

Giving Glenn Gould as an example, 
Huguette pointed out that artists could 
sit or hold their arms in the “wrong ways” 
and still be brilliant.

Her own musicality was extraordinary. 
Once when I was playing in class, a woman 
from the conservatory office came to the 
door. Huguette told me to keep playing 
and went to speak to her. Suddenly she 
interrupted herself to call out to me, 
“B-flat!” I had made a mistake, and she 
heard it despite their conversation.

Referring to her practice of going to 
see something beautiful at a museum 
before giving a concert, she said in an 
interview with an Italian reporter, “It’s 
like giving water to a flower for it to bloom 
easily.”38 To me, this quote could be a 
metaphor for her teaching. Once, when I 
was visiting her in the hospital before her 
death—some of her other students and I 
were in touch so as to maintain a continu-
ous flow of visits—a nurse asked me if we 
were Huguette’s family members. “No,” 
I responded, “we’re the flowers in her 
garden,” knowing I’d puzzle her, but not 
finding any other apt way to put it in my 
distress. Now that I have gathered testi-
monials for a commemorative issue, I see 
that others felt as inspired and nurtured 
by her as I did, such as Yasuko Uyama-
Bouvard who wrote, “She transmitted 
her love of music to me.”39 Huguette 
could draw the best out of a student, and 
in my case, it changed the way I thought 
about myself and my capacities. Her next 
step was to help give me the capabilities 
to play the music I chose. Huguette took 
me as seriously as she would have if I had 
been young and a prospective profes-
sional. As another adult amateur student 
said, “Gratitude is the greatest homage 
that one can pay her.”40 n

To be continued.
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Editor’s note: Part 1 of this series may 
be found in the May 2022 issue, pages 
20–21; Part 2 may be found in the Sep-
tember 2022 issue, pages 12–13.

Introduction
This is the third in a series of articles 

on improvisation, incorporating inter-
views with distinguished and distinctive 
American exponents of the art. The 
first two articles included enlightening 
contributions from Matthew Glandorf 
and Mary Beth Bennett, respectively; 
this article contains a discussion with 
Jason Roberts. Roberts is an alumnus of 
Rice University, Yale University, and the 
Manhattan School of Music. In recent 
years he has served numerous notable 
Episcopal parishes, and now is the direc-
tor of music at the (Roman Catholic) 
Church of the Blessed Sacrament, New 
York City. Notably, he won the American 
Guild of Organists National Competition 
in Organ Improvisation (NCOI) in 2008. 
I have known Jason for nearly twenty-
five years, and in addition to many other 
compliments that I easily can give him, 
in 2002 he also introduced me to the 
person who now is my husband, some-
thing for which I am most grateful!

As will become clearer later in the 
article, Jason’s responses led me to enjoy 
a fair bit of nostalgia. He and I met in 
the summer of 1998 in Macon, Georgia, 
my hometown. Jason and his family 
had moved to town the year before, 
and he spent his senior year of high 
school at the same school from which I 
had graduated the preceding year. For 
several summers running, while home 
from college, often we would “hang 
out” only as nerdy teenaged organists 
might—driving around town, playing 
organs, listening to sacred music, and 
discussing churches and church music 
in great detail. (I had forgotten that we 
specifically listened to Gerre Hancock, 
as Jason mentions, or that I improvised 
for him; I shudder to think what those 
efforts may have been!)

Going further back in memory, I have 
been thinking in greater detail about 
my early musical experiences, some of 
which I shared in the first article of this 

series. I grew up in a large downtown 
church in Macon, Mulberry Street 
United Methodist Church, with a strong 
tradition of formal worship and great 
music. My first influence, teacher, and 
mentor was Camille Bishop, for many 
years organist and director of music 
at Mulberry Street. Now retired from 
regular church work, she is an organ-
ist’s organist and musician’s musician. I 
suspect she does not give herself enough 
credit for playing fluently “off the page,” 
because on countless occasions I have 
heard her extemporize glorious hymn 
accompaniments, especially on the 
piano. I am not sure that I would be 
doing what I am now without her tre-
mendous influence. Subsequently, when 
I was about nine or ten years old, at a 
summer church music conference with 
a group from my church, I heard the 
late Paul Oakley play services. Though 
sadly deceased, in the later years of 
his career he became known more as a 
choral conductor than an organist. Yet I 
would bet that not a few readers of The 
Diapason will share my recollection of 
his tremendously creative hymn impro-
visations and accompaniments. I wish I 
had a time machine to go back and listen 
to him again. 

All these influences, coupled with 
regular piano lessons yet only sporadic 
organ lessons until later in high school, 
led me to be brave and bold (. . . those 
poor listeners. . .) in improvising, mostly 
on hymns, at the organ and piano. My 
first-rate childhood piano teacher, 
Marian Gordon, even allowed me to 
improvise in her annual studio recitals. 
I believe all of this gave me a marvelous 
blend of inspiration and opportunities 
that shaped the musician I am today. 
How grateful I am to all these people 
and for all those experiences. By the 
time I got to college, I had not yet 
played a note of Dupré or Messiaen, 
something that seems now hard to 
fathom, but I had the good fortune to 
develop harmonic fluency and a willing-
ness to extemporize. It has been eye-
opening for me, in this series thus far, to 
learn more about when and how others 
began improvising. 

Discussion
Back to Jason Roberts. Jason is par-

ticularly gifted at the imitation of specific 
composers, periods, and styles, and that 
is one of the facets of improvisation that 
I wished to explore with him. 

When, how, and why did you start 
playing by ear and inventing your 
own music? Did it coincide with your 
early music training?

I never took piano lessons as a child, 
but my parents were both pianists, so I 
was always around lots of music. Not sur-
prisingly, I refused to take any kind of for-
mal advice from my parents, preferring 
to figure out how to play the piano on my 
own. I remember learning my first hymn. 
I practiced “While shepherds watched 
their flocks by night” (Winchester 
Old) for about two weeks, laboriously 
figuring out each note. I would play by 
ear quite a lot, but I wouldn’t say I really 
improvised. That came later.

Did you employ improvisation in 
public over the course of your child-
hood? Did you improvise in church 
in some way?

My early church experience was in 
the garage behind our house, which I 
transformed into a “cathedral” complete 
with makeshift rood screen and high 
altar. My closest friend played the arch-
bishop, wearing vestments created out 
of old sheets with the proper liturgical 
colors, and I was the organist, playing an 
electronic keyboard. I would improvise 
enough to cover the “liturgical” action, 
but it really wasn’t anything to write 
home about.

Was there a watershed moment 
that inspired you to develop your  
skills seriously?

It’s odd that you, Robert, should be 
the one asking me about this, because 
you are the person who introduced me to 
the world of improvisation. When I was 
a senior in high school in Macon, Geor-
gia, you had just started your degree at 
Westminster Choir College. You would 
come home for the summers and call 
me up, and we would drive around 
town and play every organ to which we 
could get access. You would play record-
ings of Gerre Hancock and sometimes 
improvise for me. It was the first time I 
realized that some people made an art 
of improvisation, and I thought it was 
fascinating and wonderful. 

To the extent that you improvised 
as a child, did you understand the 
music theory behind what you were 

doing, or did that understanding 
catch up later?

I think for me the theory came first. 
I’m not always so intuitive, so I would 
tend to get stuck if I didn’t know what 
was coming next. When I discovered 
musical forms, suddenly I could make 
a plan. It also allowed me to relate my 
improvisations to pieces that I knew. A 
hymn interlude could be organized like 
the development section of a sonata 
form, and there are thousands of models 
from which to draw inspiration. I learned 
ways to build musical tension and ways 
to extend a motive with sequences. 
When I discovered a new technique or 
form, I always was eager to find a way to 
use it and make it my own. 

Who were your principal teachers 
and influences in improvisation? 
How did you learn from them?

Bill Porter was a major influence on 
me. He encouraged his students to prac-
tice and perfect their improvisations. I 
know a lot of people think that this isn’t 
true improvisation, and maybe it isn’t. 
But I have found that when I practice 
a compositional technique enough, my 
speed can improve. I might have spent 
a week practicing my first fugue. Later, I 
could make one in a day, and now I can 
make one without any practice, provided 
the theme isn’t too complex!

McNeil Robinson was another great 
influence. I know it has been mentioned 
in these interviews already, but he taught 
improvisation and composition as one 
subject. I learned mostly by watching 
him work. He would take a theme and 
work out all its possibilities on paper. 
How could the theme be broken down? 
What were the most recognizable 
motives and their inversions? What were 
the implied harmonies? Then he would 
sit at the piano and try out what he had 
written, making phrases and sequences 
by recombining all the fragments. 

Even though I only met him once, 
I feel that I have learned a lot from 
Pierre Pincemaille. I know him primar-
ily through his recordings, and I think 
I learn something every time I listen to 
him play. The same is true of Wolfgang 
Seifen. They are amazing musicians with 
so many wonderful ideas and the tech-
nique to turn their ideas into music.

You won first prize in the NCOI; 
to what extent has that influenced 
your career and your identity as an 
improviser? Have you entered other 
improvisation competitions?

The NCOI gave me an excuse to 
practice improvising, but it also made 
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me think of improvisation as a legitimate 
pursuit—it was OK for me to spend my 
time on this. Later, having won the com-
petition, I felt like it was all right for me 
to improvise in a concert or even just to 
improvise more in church. I might have 
been a little embarrassed to do this before. 
After all, it takes quite a lot of confidence 
to think that people want to sit and listen 
to music that I have just made up!

I entered the Haarlem Improvisation 
Competition once, and it was a great 
motivation for me to practice playing in 
more harmonically progressive styles. 
Often, competitors in Haarlem are given 
twelve-tone or free-atonal themes. It 
takes a completely different set of tools to 
extemporize a piece using such a theme.

When did you first improvise in a 
concert setting?

I think my first concert improvisation 
was a silent film accompaniment. It was 
a great start for me, because the film was 
really the center of attention. I was free 
to try out all sorts of things, and although 
some of them weren’t so successful, it 
was a good film and I think that covered 
my shortcomings!

Do you consider yourself to have 
your own distinct musical language? 
Is there anything distinctly “Ameri-
can” about your improvising?

I have two thoughts about this. First, 
even when trying to play in a historical 
style, a musician can’t help sounding 
unique. We all have our own voices, 
whether we like it or not. Second, I think 
it’s extremely rare to have a truly new 
musical style. If I improvise a twelve-
tone piece, that has been done before. If 
I play in the style of Mendelssohn, that 
has also been done before. 

The question of style seems like it is 
more easily answered if one is a part of 
a school of playing. Pierre Pincemaille, 
one of my favorite improvisers, sounds 
a lot like Pierre Cochereau. But rather 
than saying that he was an imitator 
of Cochereau, we might say that they 
are both part of the French school  
of improvisation.

I don’t hear the same level of con-
sistency among American improvisers. 
Some are influenced by jazz, but many 
are not. Some are more harmonically con-
servative, but others are not. So, I would 
say that there isn’t an American school of 
improvisation. This isn’t a criticism—it 
can be good that we’re not expected to 
sound a certain way. But it can also lead 
us to expect ourselves to come up with a 
completely new and unique style, which 
is extremely difficult. As for me, I don’t 
intentionally try to sound unique.

How does the creative process differ 
when you are imitating a historical 
style or particular composer? Is it a 
different process altogether, or a dif-
ferent side of the same coin?

All music has a style, whether it is one 
that has been around for a long time or 
not. I like music that is consistent, so I 
try to set limitations, regardless of the 
style in which I am playing.

What’s your procedure for practicing 
improvisation in historical styles?

My goal is usually to find out what 
compositional technique is generat-
ing the music and isolate it. This can 
be done in terms of harmony, texture, 
or form. I keep a list of harmonies, 
textures, and forms that I like to use in 
any given style. I will practice them on 
their own, and then will mix them. For 
example, I might make a piece using a 
sequence I like, and not be concerned 
with anything else. Then I might use 

the same sequence with several textures 
I like, often imitating pieces. (Can I 
play something that sounds like Louis 
Vierne’s Naïades using a circle of fifths 
sequence?) Finally, I’ll try to make a 
piece using my chosen sequence and 
texture in song form, or another form 
I have chosen. So, in the end I’m prac-
ticing three things at once. Sometimes 
these exercises sound a little dry, but 
often they yield good ideas.

What is your favorite sort of impro-
visation, either a form, or environ-
ment in which to improvise, or both?

I like liturgical improvisation. Proba-
bly my best improvisations are postludes, 
since after the service is over I don’t have 
to be worried about cadencing when the 
priest is ready to begin!

How does improvisation differ from 
composing to you? Do you prefer 
one or the other?

I like to compose at the keyboard, 
and I try to envision an entire piece 
before I work out the details and begin 
to write. This involves improvising until 
I settle on ideas that I want to include. 
I think the main difference between a 
composed piece and an improvisation is 
that the composition has to stand up to 
repeated hearings. Improvisations are 
heard just once, and music that might 
be perfect for a specific moment in time 
can sound dull or even ridiculous when 
it is recreated later. Composing gives 
me a chance to take an improvisation 
and improve its structure, its counter-
point, or its melodic appeal, so that 
it isn’t painful to hear repeatedly. Of 
course, notating music takes a very long 
time, so it’s probably more fun to stick 
with improvisation. 

How does your voice differ when 
composing versus improvising? Do 
you try to make it more “unique,” 
for better or worse?

As mentioned above, it seems that 
truly new musical styles are extremely 
rare, and they are usually not received 
well. We know that Stravinsky and Mon-
teverdi wrote masterpieces that many 
people at the time did not even consider 
to be music. But there are also lots of 
composers who achieve a unique sound 
by mixing ideas from other musicians. 
I think Herbert Howells has a unique 
sound, but it’s not because he is doing 
anything new; instead, he is combining 
the modality of Vaughan Williams with 
some jazz harmony and maybe some 
impressionism. He does this masterfully, 
and the mixture is wonderful and deci-
sively unique. 

I have never invented anything truly 
new. I think that my most successful 
compositions have been novel mixtures 
of things. I once wrote a piece with the 
same form as Mozart’s Fantasia, K. 608, 
which has a bold introductory motive 
and two fugues with a set of variations in 
the middle. My piece was in a Gershwin-
esque style, and it came out sounding 
unique because I don’t think Gershwin 
would have considered writing a densely 
packed organ piece full of counterpoint! 
So, to answer your question, in both my 
improvisations and compositions I will 
look for undiscovered combinations 
of musical textures and forms, but the 
musical language for these styles is not 
my invention at all.

Reflection
I am grateful to Jason for terrific food 

for thought in all his responses. Perhaps 
the keenest insight I have gained from 
him is his helpful and clear distinction 
between “new” and “unique” musical 

styles. I would have to agree that a totally 
new musical language is a very rare 
thing indeed. I also note that both Jason 
and Matthew Glandorf said something 
similar about seeking a unique musical 
voice: Matthew said that he believes that 
“having a distinctive voice as an impro-
viser happens by accident, so I try not 
to fuss too much about that.” Jason said 
that “[expectations of an American style] 
can also lead us to expect ourselves to 
come up with a completely new and 
unique style, which is extremely dif-
ficult. As for me, I don’t intentionally try 
to sound unique.”

I think I can safely say that I have 
never come up with a groundbreaking, 
new, musical language, myself! I have 
realized, however, more than ever, that 
I do aim to sound distinctive. Mat-
thew Glandorf is probably correct that 
it would happen regardless, whether 
intentionally or not. Yet perhaps I have a 
previously undervalued fear of sounding 
only like a cheap imitation of some other 
composer or other improviser? I don’t 
mind at all if a listener hears a snatch 
of Howells there, or Vierne elsewhere; 
clear influences are inevitable, to be 
sure, in any composer or improviser’s 
music, as Jason also notes. (There have 
been occasions, however, when I have 
intentionally sought to pay homage to 
a particular composer by explicit imita-
tion, yet those occasions are the excep-
tions to the rule.)

Something else that Jason wrote that 
will stick with me is, “Even when trying to 
play in a historical style, a musician can’t 
help sounding unique.” My assumption 
to date has been that if an improviser is 
attempting to imitate, say, Couperin, it 
should aim to be more or less indistin-
guishable from another improviser doing 
the same. Jason’s viewpoint is a new one 
for me, and I suspect it will bear fruit in 
my own endeavors. I shall ponder that, 
going forward!

Regarding whether or not there is a 
distinctive American school of impro-
visation, both Matthew Glandorf and 
Mary Beth Bennett (interviewed in the 
second article of this series) suggested 
that a blend or even melting pot of 
musical style might in itself be distinctly 
American, perhaps something of an 
American manner of improvising that 
happens by accident.

Yet, in the introduction to this series, 
I cited Gerre Hancock and McNeil Rob-
inson as perhaps the foremost American 
improvisers of their generation. I wish 
that I could ask them some of these ques-
tions. In thinking both of their improvi-
sations and written compositions, though 
they were very distinct from each other, 
each could be nothing else but Ameri-
can, to my mind and ears, with decided 
French influences of various sorts. 

Before closing, I would like to expand 
just a bit on the intersection of compos-
ing and improvising, a topic this series has 
begun to explore. Jason contrasts the two, 
saying, “. . . the main difference between 
a composed piece and an improvisation 
is that the composition has to stand up 
to repeated hearings. Improvisations are 
heard just once, and music that might be 
perfect for a specific moment in time can 
sound dull or even ridiculous when it is 
recreated later.” I believe there is a great 
deal of truth in this statement. I like to 
think that my own best improvisations 
might stand up to repeated hearings, but 
there have been more than a few I never 
wanted to hear again! (And like any per-
formance, sometimes in listening back, 
the things I had thought might have been 
the best of the lot were in fact less so, and 
vice versa.) Some version of Jason’s asser-
tion has been part of my response often 
when asked to transcribe my improvisa-
tions, that they were for a particular 
time and place. (The other part of the 
response is that I am too lazy to spend 
the time transcribing! Please forgive the 
shameless plug, but I recently relented 
and commissioned another trusted musi-
cian to transcribe three improvisations by 
request of Selah Publishing Co., which 
published them in June.)

At this juncture, I have just as many 
questions as possible answers to all these 
matters, and I am eager to continue to 
explore them as the series proceeds. 
Stay tuned! n

Robert McCormick has been organist 
and choirmaster of Saint Mark’s Church, 
Locust Street, Philadelphia, since 2016. 
Previously he held similar positions 
at Saint Paul’s Church, K Street, in 
Washington, DC, and at Saint Mary the 
Virgin, New York City. He is represented 
in North America exclusively by Phillip 
Truckenbrod Concert Artists, LLC.
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Buzard Pipe Organ Builders Opus 48
MANUAL I – Coupling Manual

GREAT – Manual II
Red engraved stops enclosed. 
Enclosed Great couples to Manual 
I at all pitches.

 16′ Double Open Diapason (polished
        tin in façade towers)
 16′ Double Dulciana (polished tin 
       in nave-facing façade flats)
 16′ Lieblich Gedeckt (wood)
 8′ Open Diapason No. 1 (polished tin
       in façade)
 8′ Open Diapason No. 2 (polished tin 
       in façade)
 8′ Dulciana (polished tin in façade) 
 8′ Bourdon
 8′ Gedeckt Flute (ext Lieblich 16′)
 8′ Flûte Harmonique
 8′ Viola da Gamba
 8′ Viola Celeste (CC)
 4′ Principal
 4′ Open Flute
 22⁄3′ Twelfth
 2′ Fifteenth
 2′ Flauto
 13⁄5′ Seventeenth
 11⁄3′ Larigot

 1′ Twenty-second  
 2′ Fourniture V
 1′ Sharp Mixture III
 16′ English Horn
 8′ Trumpet
 8′ Clarinet
  Tremulant
  Tremulant
  Cymbalstern
 16′ Trombone (Pedal)
 8′ Tromba (ext, Pedal)
 4′ Tromba Clarion (ext, Pedal)
 8′ Tuba Mirabilis (Solo)
 8′ Festival Trumpets (horizontal, 
      copper) (preparation)

SWELL – Manual III – Enclosed  
 16′ Violone (Haskelled)
 8′ English Open Diapason
 8′ Flauto Traverso (open and harmonic
       length)
 8′ Stopped Diapason (wood and metal)
 8′ Salicional
 8′ Voix Celeste (CC)
 4′ Principal
 4′ Harmonic Flute
 4′ Violina (ext 16′ Violone)
 22⁄3′ Nazard

 2′ Fifteenth
 13⁄5′ Tierce
 22⁄3′ Grave Mixture II
 1′ Plein Jeu III
 16′ Bassoon (full length)
 8′ Trompette Harmonique (Haskelled
       basses, harmonic at C 25)
 8′ Cornopean (English construction)
 8′ Oboe (English style, scrolls and 
       lift-lids)
 8′ Vox Humana
 4′ Clarion (ext 16′ Bassoon)
  Tremulant
 16′ Trombone (Pedal)
 8′ Tromba (ext, Pedal)
 4′ Tromba Clarion (ext, Pedal)
 8′ Tuba Mirabilis (Solo)
 8′ Festival Trumpets (Great, prep)

SOLO – Manual IV – Enclosed  
 16′ Lieblich Gedeckt (Great)
 8′ Grand Open Diapason (double
       mouths in treble)
 8′ Claribel Flute (wood and metal)
 8′ Gedeckt Flute (Great)
 8′ Viola Pomposa (inverted taper, 
       E. M. Skinner style)
 8′ Viola Celeste (CC)

 8′ Flûte Cœlestis II (double pipes, 
       single bodies)
 8′ Corno di Bassetto (prepared)
 8′ Orchestral Oboe (prepared)
 8′ Flügel Horn (prepared)
 8′ French Horn (prep, high pressure)
 8′ Tuba Mirabilis (high pressure)
  Tremulant
 16′ Trombone (Pedal)
 8′ Tromba (ext, Pedal)
 4′ Tromba Clarion (ext, Pedal)
 8′ Festival Trumpets (Great, prep)

PEDAL  
Partially enclosed;  
in façade and their respective 
divisions’ boxes

 32′ Double Open Diapason (Walker 
       Digital)
 32′ Subbass (Walker Digital)
 32′ Lieblich Gedeckt (Walker Digital)
 32′ Contra Violone (Walker Digital)
 16′ Open Diapason No. 1 (wood, 
       large scale)
 16′ Open Diapason No. 2 (polished tin,
       in façade towers) (Great)
 16′ Dulciana (Great)
 16′ Bourdon (wood)

Buzard Pipe Organ Builders, 
Champaign, Illinois
Saint George’s Episcopal 
Church, Nashville, Tennessee

From the builder
Saint George’s Episcopal Church is 

a vibrant, multi-generational Christian 
community. The parish ministers to 
4,000 members, approximately 1,000 
of whom attend one of the five worship 
services offered every Sunday. It boasts 
the largest Episcopal kindergarten in 
the United States, a phenomenal staff of 
dedicated clergy and laity, and a growth 
pattern which is a shining light of hope to 
the wider Church.

The new organ is the final component 
of a comprehensive visual and acoustical 
renovation of the primary worship space, 
which was the capstone of a multi-mil-
lion-dollar general construction project 
to serve their growing congregation. 
The church’s formerly harsh top-heavy 
acoustics were masterfully transformed 
by Riedel & Associates to become a 
beautiful tonal environment: buoyant, 
lively, clear, and evenly responsive, with 
a warmth that embraces the most deli-
cate musical nuances. Sound originating 
in the chancel projects effortlessly to the 
entire nave. 

The chancel’s former configuration 
forced the choir to sing from a position 
behind and below a centrally located 
baldachin. The result was that the choir 
could neither be heard clearly nor seen 
by the congregation, and the organist 
was challenged to find stops soft enough 
to accompany them. The parish knew 
something had to be done, and the 
leadership realized a new organ would 
be required because of the planned new 
physical configuration and projected 
acoustical improvement. The building 
committee included an organ com-
mittee, which auditioned the work of 
North American and English builders. 
The Buzard team was selected to build 
the new instrument because of our 
well-known passion for sensitive musi-
cal expression in the liturgy and how 
successfully our instruments fulfill both 
accompanimental and soloistic roles. 

It was a joy to develop the unique 
specification, which includes a great 
degree of expression. The instrument 
currently consists of 55 stops/65 ranks. 
Preparations for planned future addi-
tions include six stops in the main organ, 
and a ten-stop Antiphonal/Ethereal 
division. Architecturally, the façade was 
designed in conjunction with architect 
Baird Dixon, who had envisioned a 

curved colonnade to outline the apse. 
The organ’s façade incorporates ele-
ments of this concept.

Former rector, the Reverend Dr. 
Leigh Spruill, commented: 

Saint George’s is honored and excited to 
contract with John-Paul Buzard Pipe Or-
gan Builders for the construction of a mag-
nificent new instrument. The decision for a 
new organ . . . flows from a strong ongoing 
commitment to our traditional Anglican li-
turgical and musical heritage. We are confi-
dent a new organ in this space will enhance 
our experience of worship and are grateful 
for the privilege of working with Buzard on 
this project. Worship is our highest prior-
ity as Christians, and I give thanks to God 
again for the generosity of our parishioners 
who have made possible these dramatic 
improvements to Saint George’s liturgical 
life for the future.

In closing, I gratefully acknowledge 
and thank my team from the bottom 
of my heart for their tireless efforts, 
enthusiasm, and beautiful work. This 
organ’s installation was prolonged by 
many challenges. Our entire staff (and 
their spouses back home) accepted and 
met them with grace and extraordinary 
patience and effort. I am extremely 
proud of their outstanding accomplish-
ments in every aspect of this instrument: 
from the planning and engineering, 

through the construction, installation, 
and voicing.

The instrument was first used in wor-
ship on Christmas Eve 2022 and first 
heard in public at a hymn festival led by 
Robert McCormick on January 27, 2023. 
The final dedicatory event featuring the 
Nashville Philharmonic Orchestra was 
presented on May 9. 

—John-Paul Buzard

From the tonal director
The Buzard team always welcomes the 

opportunity to design and build an organ 
for institutions that lean heavily toward 
the performance of English cathedral/
collegiate chapel repertoire. In reality, 
it is perhaps far more accurate to alter 
that term to “the American interpreta-
tion of English Cathedral repertoire.” 
When some United States choirs are 
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John-Paul Buzard applies gold leaf (photo credit: Gerry Senechal)



WWW.THEDIAPASON.COM THE DIAPASON  n  JULY 2023  n  19

Saint George’s Episcopal Church, Nashville, Tennessee

 16′ Violone (Swell)
 16′ Lieblich Gedeckt (Great)
 8′ Principal (polished tin in façade)
 8′ Bass Flute (ext 16′ Bourdon)
 8′ Gedeckt Flute (Great)
 8′ Salicional (Swell)
 8′ Dulcet (Great)
 4′ Choral Bass (ext Principal 8′)
 4′ Open Flute (ext Bass Flute 8′)
 4′ Claribel Flute (Solo)
 32′ Contra Trombone (wood and metal,
       in Great box)
 16′ Ophicleide (Solo)
 16 Trombone (ext 32′, in Great box)
 16 Bassoon (Swell)
 16 English Horn (Great)
 8 Tromba (ext Trombone 16′)
 8 Trumpet
 4 Tromba Clarion (ext Trombone 16′)
 8 Tuba Mirabilis (Solo)
 8 Festival Trumpets (Great, prep)
 4 Festival Clarions (Great, prep)

ANTIPHONAL – Floating 
Enclosed in gallery (prepared) 

ANTIPHONAL PEDAL 
Enclosed (prepared)

(The tonal personality of the Antiphonal is 
currently under discussion. Ten stops are pre-
pared for, and blank drawknobs have been 
provided for the speaking stops and couplers.)

Couplers as drawknobs in their respec-
tive divisions:
Great to Great 16
Great Unison Off
Great to Great 4

Swell to Swell 16
Swell Unison Off
Swell to Swell 4

Great to Great 16
Great Unison Off
Great to Great 4

Solo to Solo 16
Solo Unison Off
Solo to Solo 4

Couplers as tilting tablets, centered in 
the nameboard, from left to right:
Great to Pedal 8
Great to Pedal 8
Swell to Pedal 8
Solo to Pedal 8

Great to Pedal 4
Great to Pedal 4
Swell to Pedal 4
Solo to Pedal 4

Swell to Great 8
Solo to Great 8
Solo to Swell 8
Great to Man I 8
Swell to Man I 8
Solo to Man I 8

Swell to Great 16
Swell to Great 4
Solo to Great 16
Solo to Great 4
Great to Man I 16
Great to Man I 4
Swell to Man I 16
Swell to Man I 4

Divisional Pistons to Pedal Stops (This tab al-
lows divisional pistons to also operate Pedal 
stops)

Great as Choir 8. This coupler would trans-
fer the Enclosed Great to Manual I and 
leave it there to act like a Choir division.  
It would also turn on the Great Unison Off 
coupler in the stop jamb so the Enclosed 
Great does not play on the Great keyboard, 
creating the semblance of a straight four-
manual organ.

Couplers as drawknobs with Antiphonal 
Speaking Stops
Antiphonal on Man I
Antiphonal on Great
Antiphonal on Swell
Antiphonal on Solo
Antiphonal on Pedal

generously welcomed to the UK for 
week-long residencies in those hallowed 
spaces that inspired the repertoire, 
they fall ever more deeply in love with 
it and strive to bring the mountain-top 
experience back to their home church 
completely intact.

The integrity of the repertoire remains 
constant, but nothing else is the same! 
The shapes, construction methods, and 
acoustics of the rooms are vastly differ-
ent. Worship styles, though always being 
adapted on both sides of the Atlantic, 
are fed by very different traditions and 
heritage. Organbuilders apply their art in 
a variety of ways to help bridge the gap 
and let the music live in the new environ-
ment. Sometimes it is a virtual reproduc-
tion of a much-admired stoplist. Some-
times it is a detailed documentation and 
copy of the scaling of a particular stop, 
or even incorporating one or more ranks 
from an historic organ that has been 
removed from service.

The Buzard approach, particularly 
in this organ for Saint George’s, takes 
some of those techniques into account, 
but does not stop there. In multiple dis-
cussions with Woosug Kang and Gerry 
Senechal, the outstanding directors of 
music, we studied specific examples of 
pieces that highlight their choices of 
music on a regular basis. Rather than 
identifying individual stops that would 
be needed, we concentrated on issues of 
balance, tone color, composition of criti-
cally important accompaniment ensem-
bles, blending, and above all, flexibility. 

It has been a rare treat to voice an 
organ in a revised acoustic environment 
like Saint George’s. Scott Riedel’s recom-
mendations have provided a room that, 
without excessive reverberation time, 
responds with extraordinary evenness 
throughout the frequency range. This 
has allowed us to voice the organ with 
clarity at its softest, building smoothly 
to a thrilling full-organ sound, without 

ever needing to exaggerate anything in 
order to fill the room. We have deliber-
ately concentrated our efforts in shaping 
the blending characteristics of stops in 
the mezzo-piano to mezzo-forte range, 
making choral accompaniment a real joy. 
Having three separate divisions enclosed 
and expressive enhances the experience!

The sound of any organ is always the 
result of many people who have contrib-
uted to its design, construction, installa-
tion, voicing, and ongoing maintenance. 
I have often said that our ears are able 
to detect sounds that have been loved 
into existence. Along with my colleagues 
of the Buzard team, we are honored and 
proud to offer you this gift. Come and 
hear it for yourself!

—Fredrick Bahr

From the director of 
music ministries

“Sing ye to the Lord,” from one of 
the most beloved Easter anthems by the 

English composer, Edward Bairstow, was 
the theme of our organ dedication series 
in the spring of 2023. It reflects our vision 
of creating an instrument that sings and 
encourages our choir and congregation 
to sing whole-heartedly. When Saint 
George’s Episcopal Church launched its 
capital campaign several years ago, there 
was an emphasis on the renovation of the 
acoustics inside the church and the place-
ment of the choir, because the previous 
setup presented visual difficulties as well 
as unbalanced choral sound throughout 
the room. It also made it difficult for the 
choir to lead congregational singing. We 
learned quickly through research that it 
was in the best interest for the church 
and the Nashville community to invest in 
a brand-new organ—it would lead to the 
most artistically assuring and satisfying 
result, and it was the most fiscally respon-
sible action for the long-term future.

The organ search committee was 
quickly formed, with our consultant 

View from the console: stained glass window reflects off the organ’s caseworkConsole detail
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Scott Riedel supporting us along the 
way. This was one of the most exhilarat-
ing, challenging, and joyful tasks, as we 
played numerous organs around the 
country, giving fair evaluations while 
seeking what we desired. Our mission 
was to find an organ that would give us 
the outstanding quality and vast range 
of expression that would inspire us for 
generations. I enjoyed working with 
our search committee, and I am thrilled 
we chose Buzard Pipe Organ Build-
ers. We have been fulfilling the vision 
of “Sing ye to the Lord” since our first 
dedication concert, a hymn festival with 
guest organist Robert McCormick, and 
guest speaker Jeremy Begbie. Opus 48 
by Buzard, combined with our newly 
enhanced acoustic, is encouraging our 
congregation to sing more, and our choir 
is connected to our congregation while 
the organ supports them with colorful 
expressions. We hear the reaction of 
our congregation, even some who were 
skeptical of the need for a new organ, 
vocally responding to us positively about 
the impact it is making even before the 
full completion of the organ. 

Opus 48 is capable of a wide range 
of colors and vast range of expression, 
and I enjoyed showing that in my 
solo recital in our dedication series in 
March. The soft and varied flue stops, 
the fiery reeds that brought music of 
French Romantic repertoire alive, and 
the incredible build-up of the organ in 
music of Herbert Howells all excited 
me. The softer stops are my favorites on 
this organ, as the acoustical adjustments 
now allow the sounds to be distributed 
evenly, and the individual delicate stops 
of Opus 48 share many different colors 
that are unique to their own. I find 
myself registering for hymns differently 
Sunday to Sunday as I learn and grow 
with this new organ, which is a wonder-
ful teacher.

My role here at Saint George’s is to 
continue to develop the musical legacy 
I inherited and build an even stronger 
foundation that future generations of 
musicians can continue to build on. I 
believe Buzard Opus 48 is one of the 
crowning realizations of that vision, 
along with the acoustical enhancement 
and the new place for the choir, and I am 
deeply humbled by this process. I know 
this organ will serve Saint George’s, its 
community, and our region with its 
outstanding craftmanship and artistry 
for future generations. As I told my 
choristers, “Some of you will get married 
with this organ!,” and their smiles as they 
sing with our new Opus 48 prove that the 
future is bright. 

—Woosug Kang

From the organist
As long as I live, I will never forget 

the first Sunday we were permitted to 
use the new organ in worship; though 
only half the pipework of Opus 48 was 
installed and voiced at the time, the 
good people of Buzard correctly judged 
that there would be enough to support 
worship. That morning I not only had 
the opportunity to play but also to sing a 
bit, and as Woosug concluded the hymn 
introduction, I became keenly aware 
that the organ’s sound had involuntarily 
drawn me toward it in such a way that I 
absolutely had no choice but to burst into 
the first stanza. The warmth and support 
of the organ was like gravity; if I didn’t 
begin to sing, the rocks themselves may 
well have! What an incredible, unprec-
edented feeling.  

I was not alone. I immediately noticed 
that the entire congregation was indeed 
singing; the contrast from the previ-
ous Sunday was night and day! I had 
expected there to be a great, though 
surely gradual, increase in congrega-
tional song, but I could never have 

imagined that it would happen in the 
space of a single hymn introduction. The 
organ has transformed every hymn it has 
accompanied since; I have never had a 
more supported, enabling, and satisfying 
hymn-singing experience in my life.

In that glorious first moment that 
morning, the organ fulfilled the aspira-
tions of its design; from the very begin-
ning, the chief purpose of the instrument 
has been to support Anglican musical 
worship. The measure of success of any 
Anglican organ lies in its ability to accom-
pany both the choir and congregation; 
Opus 48 not only does both beautifully 
but brings to bear an astonishing array 
of color—and at any volume. The Swell 
division features strings at 16′, 8′, and 
4′, the Great includes three 8′ Open 
Diapasons (as the 8′ Dulciana is of Willis 
disposition, essentially serving as a Third 
Open), and even the 8′ Clarinet and 16′ 
English Horn of the Enclosed Great work 
beautifully in chorus roles. The Pedal 32′ 
Contra Trombone is both full-length and 
fully enclosed, allowing it to tastefully 
reinforce the final chord of a Gloria at 
Evensong, but can also thunder at full 
voice at the end of a closing voluntary.

The organ accompanies splendidly 
but is no retiring wallflower; in addition 
to the 8′ Cornopean in the Swell, there 
is also an 8′ Trompette Harmonique that 
gives white-hot fire to French literature 
and allows for powerful text-painting in 
hymns. The splendid Solo Tuba Mirabilis 

becomes the Ophicleide 16′ in the Pedal, 
ensuring that there is never a lack of 
foundation. The Pedal Trombone is play-
able on the Great as Trombas 16′, 8′, and 
4′, all under very effective expression. 
There are seven 16′ ranks in the manuals 
alone. The 16′ First Open Diapason in 
the Pedal lies on its side beneath the rose 
window, and to quote Fred Bahr, it “owns 
the real estate.” Even full organ becomes 
noticeably fuller and more grounded 
when the Pedal First Open is added! 
The sound of full organ fills every corner 
of the room; even in the back pew, one’s 
entire body senses the pervading warmth 
and embrace of the organ.

Opus 48 has fundamentally changed 
how we are able to worship at Saint 
George’s. I could never adequately 
express my gratitude for the genius, 
skill, and love of John-Paul Buzard, Fred 
Bahr, Felix Franken, Shane Rhoades, 
Scott Riedel, and Clay Jackson, among 
many others.

We are happy to welcome any visitors 
to come play this glorious instrument; 
please don’t hesitate to be in touch when 
you are next in Nashville!

—Gerry Senechal

Builder’s website: buzardorgans.com
Church website: 

www.stgeorgesnashville.org

Photo credit: John-Paul Buzard, 
except as noted otherwise

Blower and winding

The bases of the towers have incised and leafed decorations. The Saint George 
shield, gilded in gold and silver, decorates the large tower bases.

Pipe shades feature gold gilded crosses and borders
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Reviews

New Recordings

Bach’s Missing Pages: An Expanded 
Orgelbüchlein

Bach’s Missing Pages: An Expanded 
Orgelbüchlein. Sietze de Vries, 
organist and presenter. Fugue State 
Films, DVD + 2 compact discs, 
FSFDVD016, $45.95 postpaid. 
Available from Raven Recordings, 
ravencd.com. Available at slightly 
higher prices on Amazon and 
eBay.  Available in the UK from 
Fugue State Films, fuguestatefilms.
co.uk, and in the Netherlands from 
Sietze de Vries’s recording label,  
jsrecords.nl. 

Sietze de Vries (b. 1973) is a Dutch 
organist from Groningen. His father 
was organist of the Reformed Church in 
Niezijl, a suburb of Groningen, where 
his grandfather was sexton. Follow-
ing high school at the H. N. Werkman 
College in Groningen, in 1988 de Vries 
started organ lessons at the Prins Claus 
Conservatorium in Groningen. These 
lessons took place on the 1692 Arp 
Schnitger organ of the Martinikerk in 
Groningen. As a student at the Con-
servatory de Vries’s teachers included 
Johan Beeftink, Jan Jongepier, and 
Vim van Beek, and he graduated with 
a bachelor’s degree in 1994. He studied 
organ under Jos van der Kooy at the 
Royal Conservatory of The Hague and 
obtained his master’s degree in 1996, 
following which he studied improvisa-
tion for a further two years, again under 
Jos van der Kooy. Sietze de Vries won 
prizes at no fewer than fifteen national 
and international organ competitions, 
including first prize at the Haarlem 
International Organ Improvisation 
Competition in 2002. In addition to 
teaching improvisation at the Prins 
Claus Conservatorium in Groningen, 
de Vries has concertized in Europe, the 
United States, Canada, South Africa, 
Russia, and Australia.  

As many will be aware, when Johann 
Sebastian Bach wrote his Orgelbüchlein 
he intended it to be a comprehensive col-
lection of choral preludes for the entire 
church year. However, he only included 
forty-six chorale preludes in his original 
manuscript, and in a further 118 cases 
he merely listed the name of a chorale 
without writing a chorale prelude for it.

Recently there has been consider-
able interest at an international level in 
getting present-day composers to write 
chorale preludes for the 118 missing 
chorales, which led to the creation of 
the Orgelbüchlein Project. This project 
aimed at putting multiple international 
scholars to work on writing the miss-
ing chorale preludes, with the aim of 
producing a six-volume set of chorale 
preludes under the general editorship 
of William Whitehead. Apart from this 
project, in other cases individual scholars 

have attempted to compose some or all 
the missing 118 choral preludes entirely 
on their own, which certainly has the 
advantage of uniformity of style, and 
Sietze de Vries’s improvised recordings 
here represent an outstanding project of 
this kind.

The DVD has seven parts in which 
de Vries improvises forty-five of the 
missing chorale preludes. It is hardly 
feasible to comment on each one indi-
vidually, so to summarize, Part 1 has 
Bach’s Orgelbüchlein chorale preludes 
for Advent and Christmas. Part 2 com-
pletes Christmas and also includes the 
New Year and Epiphany. Part 3 deals 
with Lent and Passiontide. Part 4 takes 
us into the Easter Season and beyond to 
Ascensiontide, including improvisations 
of five missing chorale preludes. Part 
5, for the season of Pentecost, has two 
Bach chorale preludes from the Orgel-
büchlein, followed by another three 
missing chorale preludes for the season 
of Pentecost, together with chorales 
for The Lord’s Prayer, Catechism, The 
Creed, Baptism, and Confession, and a 
further twelve improvisations of missing 
chorale preludes on these topics. Part 
6 covers Holy Communion and various 
miscellaneous topics, featuring six Bach 
chorale preludes and improvisations of 
another twelve missing ones. Finally, 
part 7 has three Bach chorale preludes 
plus improvisations of sixteen missing 
chorale preludes.

The Bach chorale preludes and de 
Vries’s improvisations are duplicated 
on the two compact discs. Additional 
material includes demonstrations of the 
two organs that are used, together with 
samples and explanations of the registra-
tions, and discussion of Bach’s composi-
tional techniques. The two organs used 
in the recordings are at the Petruskerk in 
Leens, Groningen, a two-manual, forty-
one-rank Hinsz organ most recently 
restored by Reil in 2021, and at the Mar-
tinikerk in Groningen, a three-manual, 
eighty-one-rank organ, much of which 
was built by Arp Schnitger in 1691 and 
1692 and which has most recently been 
restored by Jürgen Ahren between 1976 
and 1984.  

There is much to be said for de Vries’s 
idea of improvising the missing chorale 
preludes rather than issuing them in 
a collection of published works. His 
approach results in a freshness that can 
be contrasted with compositions that are, 
as it were, set in stone. Johann Sebastian 
Bach, who often disparaged those who 
neglected improvisation in favor of play-
ing from written scores, would doubt-
less have approved. Sietze de Vries has 
steeped himself in the characteristics 
of Bach’s style over the years, and this 
is most evident in the success of these 
improvisations in mimicking the work of 
the master.

John L. Speller, who has degrees from 
Bristol and Oxford universities in Eng-
land, is a retired organbuilder residing in 
Parkville, Maryland.

Hinz organ, Petruskerk, Leens, Gronin-
gen: hinszorgelleens.nl/engels/

Schnitger organ, Martiniker, Groningen: 
en.wikipedia.org/wiki/Organ_in_the_
Martinikerk_at_Groningen

Orgelbüchlein Project: orgelbuechlein.
co.uk

Orgelmakerij Reil: reil.nl/
historie/?lang=en

Jürgen Ahrend: en.wikipedia.org/
wiki/J%C3%BCrgen_Ahrend
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CALIFORNIA
Edward Lee; Cathedral of St. Mary of 

the Assumption, San Francisco, 7/16,  
4 pm

Seung Hee Cho; Cathedral of St. 
Mary of the Assumption, San Fran-
cisco, 7/23, 4 pm

Chris Keady; Cathedral of Christ 
the Light, Oakland, 7/30, 3 pm

Joy-Leilani Garbutt; Cathedral of 
St. Mary of the Assumption, San Fran-
cisco, 7/30, 4 pm

Steven Ball; Cathedral of Christ the 
Light, Oakland, 8/6, 3 pm

Johan Botes; Cathedral of Christ 
the Light, Oakland, 8/13, 3 pm

Rudy de Vos; Cathedral of Christ 
the Light, Oakland, 8/20, 3 pm

Johann Vexo; Spreckels Organ Pa-
vilion, San Diego, 8/21, 7:30 pm

Freiburg Cathedral Girls Choir; Ca-
thedral of Christ the Light, Oakland, 
8/26, 3 pm

DISTRICT OF COLUMBIA
Peter Latona; Basilica of the Na-

tional Shrine of the Immaculate Con-
ception, Washington, 7/16, 6 pm

Alexander Straus-Fausto; Basilica 
of the National Shrine of the Immacu-
late Conception, Washington, 7/23,  
6 pm

Todd Fickley; Basilica of the Na-
tional Shrine of the Immaculate Con-
ception, Washington, 7/30, 6 pm

Su-Ryeon Ji; Basilica of the Nation-
al Shrine of the Immaculate Concep-
tion, Washington, 8/6, 6 pm

Benjamin LaPrairie; Basilica of the 
National Shrine of the Immaculate 
Conception, Washington, 8/13, 6 pm

Adam Chlebek; Basilica of the Na-
tional Shrine of the Immaculate Con-
ception, Washington, 8/20, 6 pm

Randall Sheets; Basilica of the Na-
tional Shrine of the Immaculate Con-
ception, Washington, 8/27, 6 pm

FLORIDA
Adam J. Brakel; St. Paul’s Church, 

Orlando Lutheran Towers, Orlando, 
8/20, 3 pm

GEORGIA
Jean-Baptiste Robin; Peachtree 

Road United Methodist, Atlanta, 7/26, 
7:30 pm

ILLINOIS
Trevor Good; Cathedral of the Im-

maculate Conception, Springfield, 
8/4, 7 pm

MAINE
James Kennerley; Merrill Audito-

rium, Portland, 7/15, 7 pm
Rosalind Mohnsen; St. John Cath-

olic Church, Bangor, 8/2, 7:30 pm
Paul Jacobs; Merrill Auditorium, 

Portland, 8/15, 7 pm

MASSACHUSETTS
Kevin Neel; Methuen Memorial Mu-

sic Hall, Methuen, 7/19, 7:30 pm
Elena Baquerizo; Methuen Me-

morial Music Hall, Methuen, 7/26,  
7:30 pm

Stephen Price; Methuen Memorial 
Music Hall, Methuen, 8/2, 7:30 pm

Nigel Potts & Sarah Rose Tay-
lor; Methuen Memorial Music Hall, 
Methuen, 8/9, 7:30 pm

Anne Horsch; Methuen Memorial 
Music Hall, Methuen, 8/16, 7:30 pm

Garrett Martin; Methuen Memorial 
Music Hall, Methuen, 8/23, 7:30 pm

Crista Miller; Methuen Memorial 
Music Hall, Methuen, 8/30, 7:30 pm

MICHIGAN
Jozef Kotowicz; First Presbyterian, 

Ypsilanti, 8/20, 4 pm

MINNESOTA
Aaron Looney; St. Olaf College, 

Northfield, 7/19, 12:15 pm 
Noah Klein; Carleton College, 

Northfield, 7/26, 12:15 pm
Stephen May; First United Church 

of Christ, Northfield, 8/2, 12:15 pm
Joanne Rodland & Donna 

Paulsen; Northfield United Methodist, 
Northfield, 8/9, 12:15 pm

NEW YORK
Nathaniel Gumbs; Riverside 

Church, New York, 7/25, 7 pm
Craig Williams; Round Lake Audito-

rium, Round Lake, 8/20, 4 pm

TEXAS
Ken Cowan; St. Alban’s Episcopal, 

Waco, 8/27, 4 pm

WISCONSIN
Christopher Ganza; Shrine of Our 

Lady of Guadalupe, La Crosse, 8/13, 
3 pm

AUSTRIA
Florian Kaier, with trumpet; 

Pfarrkirche, Traunkirche, 7/15, 7:30 pm
Martin Riccabona, organ & harpsi-

chord, with soprano and theorbe; St. 
Agatha, Bad Goisern, 7/21, 6 pm

Davide Mariano, with violin and cel-
lo; Pfarrkirche, Abtsdorf am Attersee, 
7/29, 7 pm

Pergolesi, Stabat Mater; Pfarrkirche, 
Attersee am Attersee, 7/30, 7 pm

Alexander de Bie, with baritone, 
harp, strings; St. Wolfgang am Wolf-
gangsee, 8/2, 7:30 pm

CANADA
Renée Anne Louprette; Our Lady 

of Sorrows Catholic Church, Toronto, 
ON, 7/22, 7:30 pm

CZECH REPUBLIC
Wayne Marshall; Basilika St. Jakob, 

Prague, 8/3, 7 pm
Mariusz Wycisk; Basilika St. Jakob, 

Prague, 8/10, 7 pm
Giulia Biagetti; Basilika St. Jakob, 

Prague, 8/17, 7 pm
Ernst Wally; Basilika St. Jakob, 

Prague, 8/24, 7 pm
Irena Chribková; Basilika St. Jakob, 

Prague, 8/31, 7 pm

FRANCE
Roman Perucki, with violin; Notre-

Dame des Neiges, L’Alpe d’Huez, 
7/20, 8:45 pm

Benjamin Alard, harpsichord, 
Bach, Goldberg Variations; Châ-
teau de Dio, Dio-et-Valquières, 7/23,  
8:30 pm

David Cassan; Notre-Dame des 
Neiges, L’Alpe d’Huez, 7/27, 8:45 pm

Benjamin Alard, harpsichord, 
works of Bach; Château de Saint-
Guiraud, Castelnau-Barbarens, 7/28, 
8 pm

Benjamin Alard; Cathédrale St-
François-de-Sales, Chambéry, 7/30, 
6 pm

Jean-Paul Imbert; Notre-Dame des 
Neiges, L’Alpe d’Huez, 8/3, 8:45 pm

Jean-Paul Imbert; Notre-Dame des 
Neiges, L’Alpe d’Huez, 8/10, 8:45 pm

Benjamin Alard; Église Notre-
Dame-de-Beaulieu, Cucuron, 8/13,  
6 pm

Hugo Gutierrez; Notre-Dame des 
Neiges, L’Alpe d’Huez, 8/17, 8:45 pm
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GERMANY
Michael Vetter; Dom St. Petri, Baut-

zen, 7/15, 12 noon
Christoph Grohmann; Kreuzkirche, 

Dresden, 7/15, 3 pm
Zita Nauratyill; Schlosskirche, Al-

tenberg, 7/15, 5 pm
Uwe Schüssler; Stadtkirche St. Di-

onys, Esslingen, 7/15, 7 pm
Michael von Hintzenstern, with 

cello; Dorfkirche, Denstedt, 7/15,  
7:30 pm

Holger Gehring; Apostelkirche, 
Münster, 7/15, 8 pm

Johannes Lang; Stiftskirche St. 
Georg, Grauhof bei Goslar, 7/16, 5 pm

Ignace Michiels; Stadtkirche,  
Karlsruhe, 7/16, 8:30 pm

Robert Selinger, harpsichord; 
Dom, Verden, 7/16, 9 pm

Samuel Kummer; St. Jacobi, Ham-
burg, 7/18, 8 pm

Hartmut Siebmanns; Dom St. Petri, 
Schleswig, 7/19, 7 pm

Michael Vetter; Dom St. Petri, Baut-
zen, 7/19, 7:30 pm

Karolina Juodelyte; Kathedrale, 
Dresden, 7/19, 8 pm

Wolfgang Baumgratz; Dom St. Pe-
tri, Bremen, 7/20, 7 pm

Franz Josef Stoiber; Dom, Alten-
berg, 7/20, 8 pm

Thomas Schmitz; St. Ludgerus, Es-
sen, 7/21, 8 pm

Stefan Kießling; Kreuzkirche, Dres-
den, 7/22, 3 pm

Klaus Rothaupt; Stadtkirche St. 
Dionys, Esslingen, 7/22, 7 pm

Konstantin Reymaier; St. Lamber-
tus, Erkelenz, 7/23, 5 pm

Hanno Schiefner; Stiftskirche St. 
Georg, Grauhof bei Goslar, 7/23, 5 pm

Jean-Baptiste Dupont; Stadt-
kirche, Karlsruhe, 7/23, 8:30 pm

Mari Fukumoto, with brass; Dom 
St. Petri, Schleswig, 7/26, 7 pm

Johannes Krahl; Dom St. Petri, 
Bautzen, 7/26, 7:30 pm

Jean-Christophe Geiser; Kreuz-
kirche, Dresden, 7/26, 8 pm

Sebastian Freitag; Dom St. Petri, 
Bremen, 7/27, 7 pm

Gerhard Löffler; St. Jacobi, Ham-
burg, 7/27, 8 pm

Johannes Trümpler; Dom, Alten-
berg, 7/27, 8 pm

Robert Selinger; Dom, Verden, 
7/28, 7 pm

David Jonies; St. Philippus, Mu-
nich, 7/28, 7 pm

Ansgar Schlei, organ, Christian 
Braumann, harpsichord, with Caterva 
Musica; Dom, Wesel, 7/28, 7 pm

Alexander Ivanov, Bach, Goldberg 
Variations; St. Jacobi, Hamburg, 7/28,  
8 pm

Thomas Viezens; St. Ludgerus, Es-
sen, 7/28, 8 pm

Christoph Schoener; Münster, 
Überlingen, 7/28, 8:15 pm

Jean-Baptiste Monnot; Abteikirche, 
Marienstatt, 7/28, 8:45 pm

Melanie Jäger-Waldau; Kreuz-
kirche, Dresden, 7/29, 3 pm

Matthias Mück; Schlosskirche, Al-
tenberg, 7/29, 5 pm

Linda Sítková; Stadtkirche St. Dio-
nys, Esslingen, 7/29, 7 pm

Dan Zerfaß; St. Lambertus, 
Erkelenz, 7/30, 5 pm

Martin Hofmann; Stiftskirche St. 
Georg, Grauhof bei Goslar, 7/30, 5 pm

Christian-Markus Raiser; Stadt-
kirche, Karlsruhe, 7/30, 8:30 pm

Thomas Mellan; St. Jacobi, Ham-
burg, 8/1, 8 pm

Willi Kronenberg, with Baroque 
oboe; Dom St. Petri, Schleswig, 8/2, 
7 pm

Michael Utz; Dom St. Petri, Baut-
zen, 8/2, 7:30 pm

Anne Horsch; Pfarrkirche Wie-
derkunft Christi, Kolbermoor, 8/2,  
7:45 pm

Roberto Marini; Frauenkirche, 
Dresden, 8/2, 8 pm

Friedhelm Flamme; Dom St. Petri, 
Bremen, 8/3, 7 pm

Michel Bouvard; Dom, Verden, 8/3, 
7 pm

Jörg Nitschke; St. Ludgerus, Es-
sen, 8/4, 8 pm

Gerhard Weinberger; Münster, 
Konstanz, 8/4, 8 pm

Jürgen Benkö; Münster, Überlin-
gen, 8/4, 8:15 pm

Detlef Lehnert & Thomas Died-
rich; Pfarrkirche St. Clemens, Tritten-
heim, 8/5, 10:30 am

Stefan Emanuel Knauer; St. Lam-
bertus, Erkelenz, 8/5, 11:30 am

Christian Braumann, harpsichord, 
with soprano; Dom, Wesel, 8/5,  
12 noon

Hyunjoo Na; Sts. Cyprian & Corne-
lius, Ganderkesee, 8/5, 12:05 pm

Hanna Schüssler; Franzis-
kanerkirche, Esslingen, 8/5, 7 pm

Olivier Latry; St. Lambertus, 
Erkelenz, 8/6, 5 pm

Manuel Tomadin; Stiftskirche St. 
Georg, Grauhof bei Goslar, 8/6, 5 pm

Roman Perucki; Stadtkirche,  
Karlsruhe, 8/6, 8:30 pm

David Cassan; Dom, Altenberg, 8/7, 
8 pm

Johannes Ebenbauer; Dom, Alten-
berg, 8/8, 8 pm

Michael Bottenhorn; St. Jacobi, 
Hamburg, 8/8, 8 pm

David Hrist; Dom St. Petri, 
Schleswig, 8/9, 7 pm

Thomas Sauer; Dom St. Petri, 
Bautzen, 8/9, 7:30 pm

Stephan Schmidt; Dom, Altenberg, 
8/9, 8 pm

Margarete Hürholz; Dom St. Petri, 
Bremen, 8/10, 7 pm

Francesca Ajossa; Münster, Kon-
stanz, 8/11, 8 pm

Stefan Johannes Bleicher; Mün-
ster, Überlingen, 8/11, 8:15 pm

Holger Gehring; Kreuzkirche, Dres-
den, 8/12, 3 pm

Robert Selinger; Dom, Verden, 
8/12, 9 pm

Mahela Reichstatt; St. Lambertus, 
Erkelenz, 8/13, 5 pm

Olivier Latry; Stiftskirche St. Georg, 
Grauhof bei Goslar, 8/13, 5 pm

Zeno Bianchini; Münster, Ober-
marchtal, 8/13, 5 pm

Isabelle Demers; Stadtkirche,  
Karlsruhe, 8/13, 8:30 pm

Ute Gremmel-Geuchen; St. Jacobi, 
Hamburg, 8/15, 8 pm

Annette Drengk; Dom St. Petri, 
Schleswig, 8/16, 7 pm

Kamil Maksymilian Kulawik; Dom 
St. Petri, Bautzen, 8/16, 7:30 pm

Svenja Reis; Dorfkirche, Denstedt, 
8/16, 7:30 pm

Hanna Dys; Kreuzkirche, Dresden, 
8/16, 8 pm

Andreas Jetter; Dom St. Petri, Bre-
men, 8/17, 7 pm

Jarosław Wróblewski; Dom, Alten-
berg, 8/17, 8 pm

Erwan La Prado; Münster, Kon-
stanz, 8/18, 8 pm

Josef Edwin Miltschitzky, with 
soprano; Münster, Überlingen, 8/18, 
8:15 pm

Michael Vetter; Dom St. Petri, Baut-
zen, 8/19, 12 noon

Markus Kaufmann; Kreuzkirche, 
Dresden, 8/19, 3 pm

Johannes Krahl; Stiftskirche St. 
Georg, Grauhof bei Goslar, 8/20, 5 pm

Andrea-Ulrike Schneller & Hans-
Rudolf Krüger; St. Bartholomäus, 
Bielefeld-Brackwede, 8/20, 5 pm

Dieter Lorenz, with harp; Dom, We-
sel, 8/20, 6 pm

Franz Hauk; Stadtkirche, Karlsruhe, 
8/20, 8:30 pm

Daniel Beilschmidt; Schlosskirche, 
Altenberg, 8/22, 5 pm

Patrick Gläser; Dom St. Petri, 
Schleswig, 8/23, 7 pm

Michael Vetter; Dom St. Petri, Baut-
zen, 8/23, 7:30 pm
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2327 – In the American Tradition . . . composers from the United 
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2330 – A Good Bach Rub . . . a mid-year tribute to the memory of 

Johann Sebastian Bach (d. 7/28/1750).

2331 – A Grand Organ Extravaganza (Encore) . . . we revisit an 
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Andrea Marcon; Kirche Sts. Sixtus 
& Sinicius, Hohenkirchen, 8/23, 8 pm

Irina Kalinovskaya; Frauenkirche, 
Dresden, 8/23, 8 pm

Thiemo Janssen; Dom St. Petri, 
Bremen, 8/24, 7 pm

Amelie Held; Dom, Verden, 8/24,  
7 pm

Hector Olivera; Dom, Wesel, 8/24, 
7:30 pm

Andreas Meisner, with piano; Dom, 
Altenberg, 8/24, 8 pm

Matthias Havinga; Zionskirche, 
Worpswede, 8/24, 8 pm

Edoardo Bellotti; Kirche St. Wille-
hadi, Osterholz-Scharmbeck, 8/25,  
8 pm

George Warren; Münster, Konstanz, 
8/25, 8 pm

Andreas Boltz; Dom, Frankfort, 
8/26, 12:30 pm

Paul Goussot, organ and harp-
sichord, with Ricercar Consort, so-
prano, viola da gamba; Findorffkirche, 
Grasberg, 8/26, 8 pm

Martin Sturm, works of Reger; Jo-
hanneskirche, Saalfeld, 8/27, 6 pm

Sebastian Freitag; Liebfrauen-
kirche, Hamm, 8/27, 6:30 pm

Andrea Marcon, with La Cetra 
Barockorchester & Vokalensemble 
Basel; Sts. Cyprian & Corneliuskirche, 
Ganderkesee, 8/27, 7 pm

Holger Gehring; Apostelkirche, 
Münster, 8/27, 8 pm

Daniel Beilschmidt, works of Bach; 
Kirche Sts. Peter & Paul, Elxleben, 
8/28, 6:30 pm

Kevin Bowyer; Bachkirche, Arn-
stadt, 8/29, 6:30 pm

Amelie Held; St. Jacobi, Hamburg, 
8/29, 8 pm

Gerhard Paulus; Dom St. Petri, 
Schleswig, 8/30, 7 pm

Mark William; Dom St. Petri, Baut-
zen, 8/30, 7:30 pm

Gerhard Weinberger; Kathedrale, 
Dresden, 8/30, 8 pm

Martin Bambauer; Dom St. Petri, 
Bremen, 8/31, 7 pm

Rolf Müller; Dom, Altenberg, 8/31, 
8 pm

NETHERLANDS
Philip Crozier; Sint-Jacobskerk, 

Vlissingen, 7/21, 12 noon
Philip Crozier; Abdijkerk in Den 

Haag, Loosduinen, 7/23, 3:30 pm
Marilyn & Norman Harper; Mag-

nuskerk, Bellingwolde, 8/13, 4 pm

SWITZERLAND
Marc Fitze; Musée de l’orgue, 

Roche, 7/15, 5:15 pm
Simon Adda-Reyss; Musée de 

l’orgue, Roche, 7/22, 5:15 pm
Giorgio Revelli; Musée de l’orgue, 

Roche, 7/29, 5:15 pm
Agata Maria Raatz, with violin; Mu-

sée de l’orgue, Roche, 8/5, 5:15 pm
Daniel Chappuis; Musée de 

l’orgue, Roche, 8/12, 5:15 pm
Silvano Rodi, with percussion; Mu-

sée de l’orgue, Roche, 8/19, 5:15 pm
Tobias Willi; Musée de l’orgue, 

Roche, 8/26, 5:15 pm
Maurizio Croci & Pieter van Dijk; 

Klosterkirche, Muri, 8/27, 5 pm

UNITED KINGDOM
Martin Setchell; Methodist Central 

Hall, Westminster, UK, 7/16, 3 pm
Jonathan Lilley; St. Michael’s 

Church, Bishop’s Stortford, 7/16, 3 pm
Ben Bloor; Christ Church Spital-

fields, London, 7/17, 7:30 pm
Alastair Stone; Welsh Church, Lon-

don, 7/19, 1:05 pm
Chris Benham; St. Michael’s 

Church, Bishop’s Stortford, 7/23, 3 pm
Jan Liebermann; Bloomsbury Cen-

tral Baptist, London, 7/29, 4 pm
Richard Gowers; St. John the Evan-

gelist, Islington, 7/29, 7:30 pm
Jan Liebermann; St. Edmund’s,  

Chingford, 7/30, 3 pm
Alex Jones; St. Michael’s Church, 

Bishop’s Stortford, 7/30, 3 pm
Chris Totney; St. Alphage, Edg-

ware, 8/5, 7:30 pm
Edward Batting; Welsh Church, 

London, 8/16, 1:05 pm
Martin Kondziella; Methodist Cen-

tral Hall, Westminster, UK, 8/20, 3 pm

Carillon Calendar

Ames, Iowa
Iowa State University
Tuesdays at 7 pm

July 25, Jim Fackenthal

Chicago, Illinois
Rockefeller Memorial Chapel, Univer-
sity of Chicago, Sundays at 5 pm

July 16, Povl Balslev
July 23, Kasia Piastowska
July 30, Jon Lehrer
August 6, Laura Ellis
August 13, Alex Johnson

Denver, Colorado
University of Denver, Williams Carillon
Sundays at 7 pm

July 2, Simone Browne
July 16, Jim Fackenthal
July 30, Wade FitzGerald
August 13, Andrea McCrady
August 27, Joey Brink

Middlebury, Vermont
Middlebury College Chapel
Fridays at 6 pm

July 7, Sydney Ngyun
July 14, Elena Sadina
July 28, Simone Browne
August 4, Amy Heebner
August 11, Charles Semowich
August 18, George Matthew, Jr.

New York, New York
The Riverside Church
Tuesdays at 6:30 pm

July 11, Carla Staffaroni
July 18, Annie Gao
July 25, Charles Semowich
August 1, Lynnli Wang

Kennett Square, Pennsylvania
Longwood Gardens
Fridays at 6 pm

July 7, Laura Ellis
July 21, Annie Gao
August 11, Lynnli Wang
September 1, Robin Austin
September 8, Janet Tebbel

Philadelphia, Pennsylvania
First United Methodist Church of Ger-
mantown, Mondays at 7:30 pm

July 3, Laura Ellis
July 10, Dina Verheyden & Richard 
     DeWaardt
July 17, Annie Gao
July 24, Simone Browne
July 31, Dennis Curry

Rochester, Minnesota
Rochester Carillon, Mayo Clinic
Saturdays at 2 pm

July 8, Elisa Tersigni
August 12, Wade FitzGerald

Rochester, New York
University of Rochester
Wednesdays at 6:30 pm

July 5, Simone Browne

July 12, Annie Gao
July 19, Janet Tebbel
July 26, Kayla Gunderson

Rochester Hills, Michigan
Oakland University, Elliott Tower
Fridays at 6 pm

July 7, Dina Verheyden & Richard de 
     Waart
July 14, Mathieu Daniel Polak
July 21, Simone Browne
July 28, Katarzyna Piastowska
August 4, Andrea McCrady
August 11, Dennis Curry

St. Paul, Minnesota
House of Hope Presbyterian Church
Sundays at 4 pm

July 9, Pavl Balslev
July 16, Kieran Cantilina
July 23, John Widmann
July 30, Wesley Arai
August 6, Ellen Dickinson
August 13, Jim Fackenthal
August 20, Lyle Anderson
August 27, Dave Johnson

Toronto, Ontario, Canada
Metropolitan United Church
Thursdays at 12 noon

July 6, Jesse Ratcliffe

Valley Forge, Pennsylvania
Washington Memorial Chapel
Wednesdays at 7:30 pm

July 5, Laura Ellis
July 12, Dina Verheyden & Richard 
     de Waardt
July 19, Annie Gao
July 26, Simone Browne
August 2, Dennis Curry
August 9, Lynnli Wang
August 16, Janet Tebbel
August 23, Doug Gefvert & Irish 
     Thunder Pipes & Drums
August 30, Doug Gefvert

Victoria, British Columbia, Canada
Netherlands Centennial Carillon
Sundays at 3 pm

July 16, Rosemary Laing
July 23, Rosemary Laing
July 30, Rosemary Laing
August 13, Rosemary Laing
August 20, Rosemary Laing
August 27, Rosemary Laing
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ISABELLE DEMERS, River Road 
Church, Baptist, Richmond, VA, March 
17: Chromatic Fantasy and Fugue in d, 
BWV 903, Bach; No. 1 in C, No. 7 in e, 
No. 13 in a, No. 8 in F (The School of 
Trio-Playing), Bach, transcr. Reger; Cho-
ralfantasie über Ein feste Burg ist unser 
Gott, op. 27, Reger; Allein Gott in der 
Höh sei Ehr, Jesu Leiden, Tod und Pein, 
Es ist das Heil uns kommen her, Jesu, 
meine Freude, Ein feste Burg is unser 
Gott (52 Choralvorspiele, op. 67, no. 1, 
19, 10, 21, 6), Fugue in E (Zwölf Stücke, 
op. 65, no. 12), Fantasie und Fuge über 
B-A-C-H, op. 46, Reger.

Market Square Presbyterian Church, 
Harrisburg, PA, March 26: Chromatic 
Fantasy and Fugue, BWV 903, Bach, 
arr. Reger; Ragtime Lullaby, Shimmy 
(Flights of Fancy), Albright; Choralfan-
tasie über Ein feste Burg ist unser Gott, 
op. 27, Reger; Impromptu sur le choral 
de Luther, op. 69, Alkan; The Firebird 
Suite, Stravinsky, transcr. Demers.

PETER DuBOIS, Cathedral of St. 
Philip, Atlanta, GA, March 12: Prelude 
and Fugue in c (Three Preludes and 
Fugues, op. 37, no. 1), Mendelssohn; 
Air, Hancock; Prière, FWV 32 (Six 
Pièces pour Orgue, no. 5), Franck; Ecce 
Lignum Crucis—A Meditation, Heiller; 
Litanies, JA 119, Alain.

KATELYN EMERSON, Pinnacle 
Presbyterian Church, Scottsdale, AZ, 
March 26: Toccata in E, BWV 566, Bach; 
Quatuor (24 Pièces pour l’orgue, op. 12, 
no. 10), Boëly; Intermezzo (Sonata en 
Fa, op. 7), Laurin; Impromptu No. 3 
(Three Impromptus, op. 78), Coleridge-
Taylor; Scherzo (Sonata en Fa, op. 7), 
Laurin; Fantasie und Fuge über den 
Choral Ad nos, ad salutarem undam, S. 
259, Liszt.

DANIEL FICARRI, St. Thomas 
Church Fifth Avenue, New York, NY, 
March 19: Variations on Veni Creator, 
op. 4, Duruflé; Allemande (Pastorale in 
F, BWV 590), Bach; Visions of the Holy 

Spirit, Ficarri; Nimrod (Variations on an 
Original Theme: “Enigma,” op. 36), El-
gar; Ceremonial Dialogue, Ficarri.

RICHARD K. FITZGERALD, Sha-
dyside Presbyterian Church, Pittsburgh, 
PA, March 19: Allegro moderato e maes-
toso (Symphony No. 2), Fitzgerald; Suite 
Médiévale en forme de Messe Basse, Lan-
glais; Liebster Jesu, wir sind hier, BWV 
731, Bach; A Triptych of Fugues, Near; 
Improvisation on a submitted theme; 
Variations, Toccata (Symphony No.  
3), Fitzgerald.

STEPHEN HAMILTON, Hamline 
United Methodist Church, St. Paul, MN, 
March 5: Introduction and Passacaglia 
in d, Benedictus (Zwölf Stücke, op. 59, 
no. 9), Reger; Sonata de 1° tono para 
clave y para órgano con trompete real, 
Lidón; Partita Sopra la Aria della Folia 
de Espagne, Pasquini; La Romanesca con 
Cinque Mutanze, Valente; O Mensch, 
bewein’ dein’ Sünde gross, BWV 622, 
Passacaglia in c, BWV 582, Bach; Pasto-
rale, op. 19 (Six Pièces d’Orgue, no. 4), 
Franck; Prelude and Fugue in B (Trois 
Préludes et Fugues, op. 7, no. 1), Varia-
tions sur un Noël, op. 20, Dupré.

STEPHEN HAMILTON & Nancy 
Wade, narrator, First Congregational 
Church, Boulder, CO, March 26: Le 
Chemin de la Croix, op. 29, Dupré.

SARAH HAWBECKER, Cathedral of 
St. Philip, Atlanta, GA, March 5: Suite 
du premier ton, du Mage; Schmücke 
dich, o liebe Seele, O Welt, ich muss 
dich lassen (Eleven Chorale Preludes, 
op. 122), Brahms; Prelude and Toccata 
on Kingsfold, Bennett; Passacaglia in c, 
BWV 582, Bach.

DAVID HURD, Third Presbyterian 
Church, Rochester, NY, March 19: Pro-
cessional Fanfare, Four Spiritual Pre-
ludes, Fantasia on Wondrous Love, Ario-
so and Finale, Introduction, Passacaglia, 
and Fugue on Windham, Hurd.

JAMES KENNERLEY, Merrill Au-
ditorium, Portland, ME, March 25: Toc-
cata in F, BWV 540i, Nun komm, der 
Heiden Heiland, BWV 659, BWV 660, 
BWV 661, Bach; Concerto in G, Ernst, 
transcr. Bach; Prelude and Fugue in G, 
BWV 550, Fantasia super Komm, Hei-
liger Geist, BWV 651, Schmücke dich, o 
liebe Seele, BWV 654, Prelude and Fugue 
in b, BWV 544, Bach; Air (Orchestral 
Suite No. 3 in D, BWV 1068), Sinfonia 
(Wir danken dir, Gott, BWV 29), Bach, 
transcr. Kennerley.

EVAN LAWRENCE, Bloomsbury 
Central Baptist Church, London, UK, 
March 25: Sonata III in A, op. 65, no. 
3, Mendelssohn; Allein Gott in der Höh 
sei Ehr, BWV 663, Bach; Prélude (Trois 
Pièces, op. 29, no. 1), Pierné.

RENÉE ANNE LOUPRETTE, Cla-
remont United Church of Christ, Clare-
mont, CA, March 12: Praeludium in G, 
Bruhns; Partita: Ach wie nichtig, ach wie 
flüchtig, Böhm; Prelude and Fugue in C, 
BWV 545, Bach; Plein jeu, Fugue sur 
la trompette, Récit de tierce, Dialogue 
sur la voix humaine, Chromhorne sur 
la taille, Offertoire sur les grands jeux 
(Messe pour les Couvents), Couperin; 
Prélude, Improvisation (Trois Pièces 
pour Orgue ou Harmonium, nos. 1, 3), 
Boulanger; Deuxième Fantaisie, JA 117, 
Alain; Fugue sur le thème du Carillon 
des Heures de la cathédrale de Soissons, 
op. 12, Duruflé; Prélude Salve Regina, 
Baker; Pièce héroïque, FWV 37 (Trois 
Pièces, no. 3), Franck.

BEN MARKOVIC, Bloomsbury 
Central Baptist Church, London, 
UK, March 25: Fugue (Toccata, Cho-
rale, and Fugue), Jackson; Ancient  
Sunlight, Bingham.

MO SUET NG, Bloomsbury Central 
Baptist Church, London, UK, March 25: 
Prélude, Fugue, et Variation, op. 18 (Six 
Pièces, no. 3), Franck; Praeludium in g, 
BuxWV 149, Buxtehude.

MARK PACOE, St. Patrick’s Cathe-
dral, New York, NY, March 19: Prelude 
(Suite for Organ), Creston; Prelude and 
Fugue on Eta Omri, Roberts; Amazing 
Grace, Farrington; Voix céleste, Final 
rhapsodique (Suite Française), Langlais.

HILARY PUNNETT, St. Michael’s 
Church, Cornhill, London, UK, March 
20: Prelude and Fugue in a, WoO 9, 
Brahms; Attende Domine (12 Chorale 
Preludes on Gregorian Chant Themes, 
op. 8, no. 3), Demessieux; Saluto an-
gelico (Cathedral Windows, op. 106, no. 
5), Karg-Elert; Aus der Tiefe, Leighton; 
Valet will ich dir geben, BWV 736, Bach; 
Crucifixion (Symphonie-Passion, op. 
23), Dupré; O Traurigkeit, O Herzeleid, 
Smyth; Prélude et Toccata sur Victimae 
Paschali Laudes, Bédard.

ROBERT QUINNEY, Royal Festival 
Hall, London, UK, March 3: Toccata and 
Fugue in F, BWV 540, Sonata in E-flat, 
BWV 525, Toccata and Fugue in d, BWV 
538, Sonata in C, BWV 529, Passacaglia 
and Fugue in c, BWV 582, Bach.

MICHAEL REES, Fourth Presby-
terian Church, Chicago, IL, March 17: 
Chorale Fantasia on O God, Our Help 
(Three Chorale Fantasias, no. 1), Parry; 
Three Rhapsodies, op. 17, Howells; In-
terstellar Suite, Gibson, Rubin, Zimmer, 
transcr. McVeigh.

WOLFGANG RÜBSAM, Luther 
Memorial Church, Madison, WI, March 
10: Orchestral Suite in D, BWV 1068, 
Chaconne (Violin Partita No. 2 in d, 
BWV 1004), Bach, transcr. Rübsam; So-
nata in E-flat, BWV 525, Passacaglia in 
c, BWV 582, Bach.

JOHANN VEXO, Église Saint-
Clodoald, Saint-Cloud, France, March 
12: Prelude and Fugue in a, BWV 543, 
Bach; Tierce en taille (Livre d’orgue), 
de Grigny; Choral in a, FWV 38 (Trois 
Chorals, no. 1), Franck; Suite, op.  
5, Duruflé.

Recital Programs

RANDALL DYER
& ASSOCIATES, INC.
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Dark Harpsichord Music is played by 
British harpsichordist and instrument 
maker Colin Booth on a CD imported 
by Raven for sale in America. Works 
include Booth’s transcription to A minor 
of Bach’s Chaconne in D minor for 
violin and works by D’Anglebert, A-L 
Couperin, Louis Couperin, François 
Couperin, Johann Mattheson, CPE 
Bach, and Louis Andriessen. Booth 
plays a brass-strung harpsichord he 
built as based on the 1738 Chris-
tian Vater instrument in the German 
National Museum, Nuremburg. This 
CD has received outstanding reviews. 
SBCD-203, $16.98 with free shipping in 
the USA from RavenCD.com 804/355-
6386 and also from E-Bay, etc.

The Tracker—quarterly journal of the 
Organ Historical Society (www.Organ-
HistoricalSociety.org) includes news 
and articles about the American pipe 
organ, organ builders, and regional 
surveys of instruments. Most issues are 
40 pages with many illustrations and 
photographs. Membership includes 
four annual issues plus a pipe organ 
calendar. Print and digital memberships 
(all include the calendar) are available. 
OHS sponsors annual conventions, 
Pipe Organ Database (www.PipeOr-
ganDatabase.org), an on-line catalog 
of books, music, and recordings (www.
OHSCatalog.org), and its Library and 
Archives. Call 484/488-PIPE or toll free 
1-833-POSITIF (767-4843).

Examine over 400 publications of 
organ music that your teacher NEVER 
taught you. Details at michaelsmusic-
service.com, 704/567-1066

THEATRE ORGANS FOR SALE

52-rank Wurlitzer theatre pipe organ 
with all the bells and whistles, brass 
pipes, etc. Two consoles, 3-manual and 
2-manual; blower. Also Allen electronic 
organ, 2-manual, tube type. Taking 
offers. 703/505-3485.

PIPE ORGANS FOR SALE

1941 Kilgen/Temple organ for sale, 
rebuilt in 1976 with new windchests 
and additional pipes, 3 manuals, 33 
ranks, originally 19. Dismantled, in 
storage, no blower or rectifier. Contact 
Levsen Organ Company, Buffalo, Iowa 
52728; 800/397-1242 or 563/381-1242. 
Email:  levsenorg@aol.com

Bedient Opus 77 for sale in Seattle. 
Mechanical key, electric stop and 
combination action. 2 manuals/pedal 
58/30. 12 stops, 11 ranks, 610 pipes. 
Main case, external pipes, pedalboard: 
8′4′′D x 7′3′′W x 9′7′′H. Blower: 2′6′′D 
x 1′10′′W x 2′H (adds to total width). 
$186K. Photos, disposition, sound bites, 
and contact info at bedient77forsale.org.

Are you a pipe organ designer? 
Quimby Pipe Organs, Inc., Warrens-
burg, Missouri, seeks an experienced 
designer due to the retirement of a 
30-year employee. We require pipe 
organ design experience, knowledge 
of industry construction standards, 
excellent client/architect/contractor 
communication ability, and proficiency 
in AutoCAD and Revit design software. 
The selected applicant will receive 
orientation and guidance from the 
retiring designer. Relocation preferred. 
Occasional travel is required. Excellent 
compensation and benefits. Please 
send resume to pipeorg.74@gmail.com 
(Roger A Revell, our consultant, man-
ages this search). Please no phone 
calls or social media inquiries.

For all your digital and print adver-
tising needs, contact Jerome Butera: 
jbutera@sgcmail.com; 608/634-6253. 

Fruhauf Music Publications returns to 
the carillon for a continuation of Octo-
ber’s Two Advent Hymns with the addi-
tion of Canon, Air and Coda on Psalm 
42. This setting explores the canonic 
potential of a venerable melody, while 
offering technical challenges for the 
performer and providing a stirring ren-
dition of the tune. Please consult FMP’s 
home page Bulletin Board (www. 
frumuspub.net) for titles new and old, 
and browse through the Downloads 
page with its complete listing of all 
available gratis PDF booklet files for 
organ, choir and organ, and for carillon.

The Nordic Journey series of CD 
recordings reveals premiere record-
ings of symphonic organ music—
much of it still unpublished—from 
Nordic composers, played by Ameri-
can organist James Hicks. Volume 
XIV features the organs of Kallio 
Church, Helsinki, Finland, and works 
by Fridthjov Anderssen, Finn Viderø, 
Mats Backman, Lasse Toft Eriksen, 
Jukka Kankainen, Hans Friedrich 
Micheelsen, Toiveo Elovaara, Kjell 
Mørk Karlsen and Olli Saari. The two 
pipe organs of Kallio Church, Helsinki, 
are in two distinct organ-building 
styles: the neoclassic inspired 1987 
Kangasalan Organ (21 stops), and 
the French-romantic inspired, 48-stop, 
1995 Åkerman & Lund organ. Check it 
out at www.proorgano.com and search 
for the term “Nordic Journey.”

Roy Redman
Redman Pipe Organs LLC
816 E. Vickery Blvd.
Fort Worth, TX 76104
817.332.2953 • Cell: 817.996.3085

Fellow, American Institute of Organ Builders
Member, International Society of Organ Builders
e-mail: royredman@redmanpipeorgans.com

PIPE ORGAN BUILDERS, LTD.
LAKE CITY, IOWA 51449    (712) 464-8065

PEEBLES-HERZOG, INC.
50 Hayden Ave.

Columbus, Ohio 43222
Ph: 614/279-2211 • 800/769-PIPE

www.peeblesherzog.com

MULLER 
PIPE ORGAN COMPANY 

P.O. Box 353 I CROTON, OHIO 43013 
740.893.1700 I www.MuLLERPIPE0RGAN.COM 

AOSC

Arndt Organ Supply Co. LLC
www.arndtorgansupply.com

Tremolos
Swell Shoes

Custom Engraving
and more!
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Each month your gift will keep on giving by providing the important news 
of the organ and church music field. Know that your gift will be just right. 

For information, The Diapason, P.O. Box 300, Lincolnshire, IL 60069-0300, 
DPP@omeda.com; Toll-Free: 877/501-7540; Local: 847/763-4933. Or visit 
www.thediapason.com and click “subscribe.”

$46 one year USA; $36 one year digital; $20 one year student

Berghaus Pipe Organ Builders of 
Bellwood, IL seeks skilled pipe 
organ professionals for open 
positions. Director of sales and 
marketing. Service manager. CNC 
programmer/operator. Organ ser-
vice technician. Organ appren-
tice. Occasional travel, reliable 
transportation, and a valid drivers 
license are required. Paid time off 
and voluntary benefits available. 
Visit www.berghausorgan.com 
for more information.
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Classified Advertising

PIPE ORGANS FOR SALE PIPE ORGANS FOR SALE PIPE ORGANS FOR SALE MISCELLANEOUS FOR SALE

Postal regulations require that mail to The 
Diapason include a suite number to assure 
delivery. Please send all correspondence to: 
The Diapason, 200 N. Smith Street, Suite 440, 
Palatine, IL 60067

Excellent used pipes, moderate 
scales and wind pressures, very clean, 
like new, 1/4 to 1/3 cost of new pipes. 
Specifications and photos available. 
615/274-6400, dennis@milnarorgan.
com, www.milnarorgan.com.

For sale in quiet central Illinois vil-
lage: 10,000-plus square-foot organ 
shop in historic building. Tons of inven-
tory for organ work, plus some good 
shop equipment. Asking $79,000 for 
building and contents. Call 217/871-
4810 after 2 pm weekdays, or any time 
Saturday. Website: www.Schneider-
pipeorgans.com

ANNOUNCEMENTS

The Diapason E-Newsletters are 
e-mailed monthly to subscribers who 
sign up to receive them. Don’t miss the 
latest news, featured artists, and classi-
fied ads—all with photos—some before 
they appear in print! Visit www.TheDia-
pason.com and click on Subscribe to 
our newsletter. 

Jardine Opus 57, built in 1867, as a 
two-manual. Jardine & Son enlarged it 
to three manuals in 1890, installing it in 
St. Patrick’s Roman Catholic Church in 
Watervliet, New York. Available for res-
toration and relocation; currently stored 
in Pomfret, Vermont. Please contact 
us about this very complete organ. 
We also have available organs by Ste-
vens, Hook & Hastings, Schoenstein, 
Simmons, Johnson, and Hutchings. 
A. David Moore, Inc., 802/457-3914; 
david@davidmooreinc.com.

Exceptional original Baroque organ 
case with elegant carvings (18th 
century) containing a well-conserved 
Romantic Belgian organ (19th or 
20th century) by Pierre Schyven. Two 
manuals and pedal; 17 stops, 18 ranks. 
Manual/pedal key compass 56/30. 
Depth 10.5′; height 15.5′; width 15.3′. 
For sale, with installation available. 
Inquiries: g.grenzing@grenzing.com, 
www.grenzing.com/. 

1916 Hook & Hastings, 2 manuals, 14 
stops. Includes Cornopean, 16′ Open 
Wood. E-P action. Beautiful period con-
sole. $20,000. Contact John Bishop, 
the Organ Clearing House, john@
organclearinghouse.com.

M. P. Möller, Op. 7850, built in 1951: 
38 ranks over 4 divisions. The relays 
and console were updated in 1999 with 
tonal additions. The building is closing. 
For more information: fabryinc@aol.
com  or see www.churchorgantrader.
com, ad number 1919.

1973 Wicks practice organ. Three 
extended ranks; 16′ Gedeckt, 4′ Gem-
shorn, and 4′ Octave. The organ was 
built for Western Kentucky University. 
Excellent voicing. Asking $7,500 FOB. 
Eagleville, TN. Please call or email 
for more information: 615/274-6400 or 
dennis@milnarorgan.com

Koehnken & Grimm, Pfeffer, Hill-
green-Lane, Debierre, and Redman 
organs for sale. Please see pictures 
on our website www.redmanpipeor-
gans.com. For further information, 
contact Redman Pipe Organs LLC, 816 
E. Vickery Blvd., Fort Worth, Texas; call 
817/996-3085 or email royredman@
gmail.com.

Visser-Rowland, 1990. Two manuals, 
8 ranks. Excellent condition. Tracker 
action. Two ranks are duplicated on the 
second manual. Contact John Bishop 
at john@organclearinghouse.com.

Austin, 1965. Here’s a delightful com-
pact and versatile instrument, easy to 
relocate, ranging from bright and cheer-
ful to shimmering and expressive. Con-
tact John Bishop at john@organclear-
inghouse.com. For further information, 
visit https://www.organclearinghouse.
com/organs-for-sale#/3071-austin-up-
per-montclair-nj.

Schoenstein residence organ, 
1989. Two manuals, 8 ranks, 19 stops. 
$50,000. Contact John Bishop, john@
organclearinghouse.com. For more 
information: https://www.organclear-
inghouse.com/organs-for-sale#/3036-
schoenstein-residence-organ-pough-
keepsie-ny.

SERVICES / SUPPLIES

Aeolian/Robert Morton-style maroon 
leather is now available from Colum-
bia Organ Leathers! Highest quality. 
800/423-7003, www.columbiaorgan.com. 

Releathering all types of pipe 
organ actions and mechanisms. 
Highest quality materials and work-
manship. Reasonable rates. Colum-
bia Organ Leathers 800/423-7003.  
www.columbiaorgan.com/col.

 

Insert the advertisement shown below (or enclosed) in the Classified Advertising section of The Diapason for the following issue(s):
❑ January  ❑ February  ❑ March  ❑ April  ❑ May  ❑ June  ❑ July  ❑ August  ❑ September  ❑ October  ❑ November  ❑ December

Category __________________________  ❑ Regular   ❑ Boldface
Place on website  ❑ 

Ad Copy  ____________________________________________________________________________________________________________

____________________________________________________________________________________________________________________
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PAYMENT MUST ACCOMPANY ORDER

T H E  D I A PA S O N 220 N. Smith Street, Suite 440, Palatine, IL 60067
608/634-6253 • jbutera@sgcmail.com

W ICK S
ORGA N L LC

www. wicksorgan.com

618-654-2191

CLASSIFIED
ADVERTISING

RATES

Regular classified advertising is single 
paragraph “want ad” style. First line only of 
each ad in bold face type.

Display classified advertisements are set 
entirely in bold face type with the addition 
of a ruled box (border) surrounding the 
advertisement.

Regular Classified, per word $ 1.00
Regular Classified minimum 37.00
Display Classified, per word 1.40
Display Classified minimum 43.00

Additional to above charges:
Box Service (mail forwarding) 8.00
Website placement (includes photo) 31.00
($42 if not ordering print ad)

NOTE: Orders for classified advertising 
must be accompanied by payment in full 
for the month(s) specified. 

Non-subscribers wanting single copies 
of the issue in which their advertisement 
appears should include $5.00 per issue 
desired with their payment.

The Diapason reserves the right to designate 
appropriate classification to advertisements, 
and to reject the insertion of advertising 
deemed inappropriate to this magazine.

View The Diapason’s ever-increasing 
collection of videos at:  
www.TheDiapason.com/videos
www.youtube.com/@thediapasonmagazine92

Like The Diapason  
on Facebook

www.Facebook.com/
TheDiapason

ROSALES
Pipe Organ Services, Inc.

3036 East Olympic Blvd.
Los Angeles, California 90023

213-747-3674



MARTIN BAKER 

 DAVID BASKEYFIELD 

  DIANE MEREDITH BELCHER 

   MONICA BERNEY  

    STEPHEN BUZARD 

     CHELSEA CHEN

ALCEE CHRISS** 

 DOUGLAS CLEVELAND 

  KEN COWAN 

   SCOTT DETTRA 

    VINCENT DUBOIS 

     KATELYN EMERSON

STEFAN ENGELS 

 THIERRY ESCAICH 

  JANETTE FISHELL 

   DAVID GOODE 

    NATHANIEL GUMBS 

     THOMAS HEYWOOD

DAVID HIGGS 

 JAMES KEALEY*

  JENS KORNDÖRFER 

   CHRISTIAN LANE  

    OLIVIER LATRY 

     NATHAN LAUBE

COLIN MACKNIGHT       

 AMANDA MOLE  

  ALAN MORRISON 

   KAROL MOSSAKOWSKI  

    JAMES O’DONNELL 

     THOMAS OSPITAL 

CAROLINE ROBINSON      

 DARYL ROBINSON      

  DANIEL ROTH 

   JONATHAN RYAN 

    AARON TAN** 

     TODD WILSON

*COMPETITION WINNERS
*James Kealey — AGO National Young Artist Competition in Organ Performance
**Aaron Tan  — Canadian International Organ Competition

CHOIRS
New College 

Oxford, UK 

Trinity College 
Cambridge, UK 

Saint Thomas 
Church, NYC

Christ Church 
Cathedral 

Oxford, UK

Westminster 
Abbey, UK

Winchester 
Cathedral, UK

John McElliott
president

email 
john@

concertorganists.com

website 
concertorganists.com

tel 440-542-1882
fax 440-542-1890

33563 Seneca Drive
Cleveland, OH 44139

USA

Karen McFarlane Artists
Representing the world’s premiere organists

& choirs for a century

McFarlane2023.04.indd   1 4/19/23   1:16 PM
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